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Publicatia Vector se deschide cu prezentarea unei serii de evenimente care
analizeaza reflexul inserarii unor noi idei In contexte de regenerare a atitudinii
publice: deschiderea unei biblioteci intr-un spatiu expozitional, discutarea
situatiei ,,post-finantarii" europene in Ucraina, navigarea poetica intre culturi
ingerate politic, setarea opiniilor personale fata de sisteme (pre)date si
activarea critica a spatiului public bucurestean. Sub forma unei interventii
artistice, printr-un travaliu de comentare si vizualizare a istoriei recente a
Roméaniei e prezentat scenariul unei vieti de artist in socialism. Dosarul
,2documenta 12 magazine" prezinta posibile raspunsuri la intrebarea ,,ce ar fi de
facut (in educatia artistica)?" de la pozitiile teoretice ale unor ,educatori" din
sistemul artistic local la pozitile unor artisti care activeaza pe scena
internationald. Sectiunea ,,conditia critica: prejudecati" trateaza experiente ale
deconspirarii ideilor preconcepute in situatii concrete ale receptarii artei si
artistilor. Comportamentul colectiv, principiile Food Not Bomb si activarea unui
squatting tin de construirea unui stil alternativ de viata cotidiana; relatiile de
contradictie dintre copyright, copyleft si creative commons sunt analizate ca
angajamente tactice; iar tranzienta structurilor electorale este examinata
cartografic intr-o ordine a vizualizarii situatiei politice.

Vector publication presents in the opening a series of events that analyze the
reflexive process of inserting new ideas within the context of the revival of
political attitudes, such as: the opening of a library in an exhibitional space, a
discussion on the situation of European "post-funding” in Ukraine, a poetical
navigation in between politically shifted cultures, the configuration of personal
opinions regarding the taught systems and the critical activation of the public
space of Bucharest. Presented as an artistic intervention, the screenplay of the
artist's biography during socialism is constructed through an effort of
commenting and visualizing the recent history of Romania. The "documenta 12
magazine" dossier provides potential answers to the question: "what is to be
done (in art education)?" from the theoretical positions of certain "educators" in
the local artistic system to the statements of some artists that activate in the
international scene. The "critical condition: prejudices"” section speaks about
experiencing the disclosure of preconceptions in the frame of real situations of
art and artists' receptivity. The collective behavior, the Food not Bombs
principles and the activation of squatting are terms related to an alternative
lifestyle; the antinomies between copyright, copyleft and creative commons are
being analyzed as strategical commitments and, finally, the transience of the
electoral structures is examined through a cartographic view of the political
situation.
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Biblioteca deschisa

Vasif KORTUN

Vasif Kortun este curator,
scriitor si profesor. A fost
directorul fondator al muzeului
Centrului pentru Studii
Curatoriale al Bard College, New
York, directorul si curatorul celei
de-a 3-a Bienale Internationale
de la Istanbul (1992) si co-
curator al celei de-a 9-a editii a
bienalei (2005), curator al
editillor a 2&si a 24-a ale
Bienalei de la S&o Paulo (1994
$i 1998) si unul dintre
editorii/autorii cartii Fresh
Cream, Phaidon Press, London-
New York, 2000. Tn prezent este
director al Platform Garanti
Contemporary Art Center din
Istanbul.

Open Library (Biblioteca deschisda) a fost o revizitare a spatiului de
expunere de la Platform sub forma unei biblioteci. [...] Era o experienta
publica in cadrul careia nu se putea face nici un schimb de valori
materiale. Tntr-o masura mai mica a fost vorba de o remaniere a
experientei de galerie. [...] Platform avea in fata intrebarea: sa
ramanem la fel ca si cum totul ar fi ramas la fel si sa nu traim teroarea
zilnica a economiei experientei? Institutiile nu sunt etichete ce trebuie
mentinute lainfinit. Ele trebuie sa se faca inevitabile.

Bulevardul Istiklal, unde se gaseste Platform, a fost recreat in anii 1860, n
timpul unui fel de perioada semi-coloniala a fostului Imperiu Otoman, intre
Razboiul din Crimeea si a doua perioada Constitutionala din 1909. Era singura
strada lata si dreapta din oras. Coincizadnd aproximativ cu Haussmanizarea
Parisului, a fost prima strada pe care s-a putut incerca ideea de artera. Tn
aceasta perioada au existat peste saizeci de expozitii pe aceasta strada, unele
organizate in magazinele mai mici. La fel ca multe alte orase care si-au pierdut
statutul de oras-port, depopulat intre cele doua razboaie mondiale si
industrializat in vremurile economiei nationale, Istanbulul a devenit un cu totul
alt oras panala schimbarile economice recente.

Tncepand cu mijlocul anilor '90, multe firme si-au schimbat cu viteza din ce in ce
mai mare proprietarii. Microeconomia cizmarilor, croitorilor, frizerilor si a micilor
magazine de cartier a fost scoasa din scena si inlocuita de baruri, bistrouri si
cafenele, precum si de magazine-reprezentanta ale firmelor internationale.
Centrele modeste de arta au fost si ele scoase din peisaj si inlocuite de galerii
comerciale si centre culturale sclipitoare. Cu toate ca a ramas Tn continuare un
loc in care economia experientei este practicata intr-un mod mult mai colorat
decatn zona cu frictiune zero a mall-ului, viitorul sau raméane nesigur.

Vizitatorii care vin la Platform nu trec prin detectoare de metal, nu sunt urmariti
de echipamentele de supraveghere si nu sunt intampinati de privirea
suspicioasa a paznicilor inarmati. Si nici nu li se ofera un mediu care implica
suprematia culturala. Platform si-a stiut dintotdeauna locul.

Open Library (Biblioteca deschisd) a fost o revizitare a spatiului de expunere de
la Platform sub forma unei biblioteci. Unul dintre cele mai evidente scopuri ale
proiectului a fost de a produce un moment de pauza din fluxul frenetic de
trecatori prin mediul orientat preponderent spre consum al bulevardului Istiklal,
devenit pietonal, si de aintrerupe verticalitatea acestui flux.

Introducand un prag nefiresc intre strada si galeria care in mod normal ar avea
pereti albi, functiile centrului Platform au devenit neclare. Starea actuala putea
fi perceputad drept bibliotecd sau expozitie idiosincratica. Tnfiintarea unei
biblioteci intr-un spatiu de parter cu chirie scumpa ar putea fi considerata de
multi drept o ratare a unei ocazii de a face bani buni. O galerie ar fi fost mai
acceptabila pentru marfuri culturale, dar o biblioteca?

Studioul de design multidisciplinar din Istanbul Superpool a conceptualizat
aceasta chestiune a spatiului nici-nici”, prin instalarea unui auditorium cu locuri
pe o parte, asezate cu fata la o scena’foarte lunga, avand un fundal de rafturi cu
carti. Aceasta propunere cu doua elemente singulare, rafturi de o parte si staluri
de cealalta, a produs interactiuni publice de gradul trei, intre privit si citit, intre
mers si odihna.

Nu numai ca bibliotecile din Istanbul sunt in general foarte rare, ele nu sunt nici
foarte publice, pentru ca nu incurajeaza in mod activ accesul. Ele nu sunt zone
de odihna, de visare cu ochii deschisi, ci lacasuri arhaice pentru studenti
nemultumiti si pentru cate un impatimit de lectura sau cate un cercetator. Sunt
invizibile si le lipseste simbolismul a ceea ce ar trebui sa fie.

Ideea unei biblioteci intr-o expozitie a vizat familiarizarea publicului care nu
banuieste nimic atunci cand viziteaza spatiul, adesea fara vreun orizont de
asteptare, fie cu vizionarea unei expozitii, fie cu prelungirea admirarii vitrinelor.
Ceea ce ar fi putut frustra niste asteptari ar fi fost faptul ca nu prea erau multe de
vazut, in afara de oameni care luau cate o carte, sau citeau, sau motaiau. Nimic
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nu putea fi luat acasa, desi, teoretic, tot continutul apartinea tuturor. Era o
experienta publica in cadrul careia nu se putea face niciun schimb de valori
materiale. Tntr-o masurd mai mica a fost vorba de o remaniere a experientei de
galerie. Spre deosebire de cinematograf, unde intregul public traieste
intimitatea ca public, dar fara corp, in experienta expozitiei omul priveste, dar
este potential privit de un altul, iar institutia vegheaza asupra celor ce privesc
lucrarea si asupra celor ce-i privesc pe cei ce privesc lucrarea. Tn ?Biblioteca
Deschisa” — un titlu oximoronic ce indica doar o speranta — se poate privi doar
cunoastere Anchisa” g experienta absurd de frumoasa.

Biblioteca deschisa se Anchidea” metaforic seara. Pe toata lungimea rafturilor se
tragea o cortina. Cortina devenea un ecran pe fundalul careia aveau loc
programe publice, de la proiectii la prezentari. Programele publice incepeau
literalmente atunci cand biblioteca publica se inchidea. Biblioteca Deschisa a
gazduit si cateva mini-biblioteci, fiecare cu curatorul ei, si cu discutii privind
transformarea proiectului intr-un spatiu public activ.

Dupa sase ani de practica expozitionald, in pofida catorva proiecte care se situau
la limita practicii expozitionale, institutia s-a saturat de spatiu, spatiul insusi a
devenit din ce In ce mai obosit, iar publicul - presupunem noi - s-a saturat de
institutie. Ritmul pur pe care il cere practica expozitionala are un efect de
desensibilizare si incepe sa satisfaca o nevoie care este in mod atat de
ostentativ bazata pe asteptarile unei plaje a posibilului. Aceasta tranzactie intre
public si spatiu este din ce in ce mai mult reglementata de codurile normalizarii.
Totusi, In cei sase ani de istorie a institutiei, au aparut de ambele parti ale cladirii
doua cafenele apartinand unor retele internationale, au venit noi magazine, s-
au inchis multe din spatiile vechi, si intregul profil al strazii a inceput sa se
schimbe. Platform avea in fata intrebarea: sa ramanem la fel ca si cum totul ar fi
ramas la fel si sa nu traim teroarea zilnica a economiei experientei? Institutiile
nu sunt etichete ce trebuie mentinute la infinit. Ele trebuie sa se faca inevitabile.

Mai mult, Tn acesti sase ani, biblioteca centrului Platform a crescut exponential,
arhivele au fost consolidate si s-a Inceput un program de rezidente. Functiile
suplimentare ale cladirii au contribuit la separarea din ce in ce mai evidenta a
functiilor institutiei pe masura ce biblioteca si componenta de cercetare au
devenit din ce In ce mai putin vizibile pentru publicul larg, ceea ce a dus la o
reducere a vizibilitatii institutiei. De aceea, un aspect foarte important al
proiectului a fost acela de a comunica si de a evidentia arhivele dinamice ale
centrului Platform, in care se intalnesc atat achizitii, cat si mii de donatii de la
institutii-prietene, de la artisti, critici si curatori.

Centrul Platform a fost invitat ca unul din cele doua spatii non-profit care
participa la proiectele Frieze in 2006. Proiectul nostru, punct de colectare
(collecting point' )a,functionat ca un punct de donare a unor publicatii si
periodice de arta si a altor materiale care au fost expuse pentru consultare la
Frieze Art Fair (Targul de Arta Frieze) Conceptul Platform a fost acela de a
rasturna economia targului de arta si de a infiinta un stand care, in loc sa faca
schimb de bunuri contra bani, sa faca ofere in schimb o promisiune pentru
publicatii. Aceste publicatii, care au fost puse la dispozitie pentru cercetare la
centrul Platform, au fost si un stimulent suplimentar pentru proiect.

Este foarte important sa intelegem ca discursul institutional este invariabil legat
de strategiile spatiului artistic, iar experimentul Platform a fost unul legat de
ospitalitate.

Traducere de Sorana Lupu

Open Library

Vasif KORTUN

Open Library was a revisitation of Platform’s exhibition space in the
form of a library. [ ] It would be a public experience where nothing of
object value could be exchanged. To a lesser degree, it was about
reshuffling the gallery experience. [ ] Platform was faced with the
question: should we be staying the same as if all remains the same and
we are not under the daily terror of experience economy? Institutions
are not labels that have to be maintained ad infinitum. They have to
make themselves unavoidable.

Istiklal Avenue, where Platform is located, was recreated in the 1860s, during a
kind of semi-colonial period of the late Ottoman Empire between the Crimean
war and the second constitutiuonal era of 1909. It was the only wide and
straight street in the city. Coinciding roughly with the Haussmanization of Paris,
it was the first street where a notion of anonyma could be experienced. During
this time, there were more than sixty exhibitions on the street, some taking
place in the smaller storefronts. As many of the cities that lost their port-city
status, depopulated during two world wars, and industrialized in times of
national economy, it became a different city altogether until the recent global
economic change.

Since the mid-1990s many businesses changed hands with increasing speed.
The micro-economy of shoemakers, tailors, barbershops and corner stores were
pushed out and replaced by bars, chains and cafés, and flagship stores of
international companies. Modest art centers were also edged out and replaced
by glamorous commercial galleries and cultural centers. Although it is still a
place where the experience economy is practiced in a more colorful way than in
a zero-friction zone shopping mall, the future remains uncertain.

When visitors come to Platform, they do not pass through metal detectors, are
not under the gaze of surveillance equipment, and are not confronted with the
suspicious gaze of armed security personnel. Nor are they treated to an
environment that implies cultural supremacy. Platform has always been aware
of where itis located.

Open Library was a revisitation of Platform's exhibition space in the form of a
library. One of the most evident goals of the project was to produce a moment of
pause from the frenetic stream of passers-by through the largely consumption
oriented experience of the pedestrianised Istiklal Avenue, and to break the
verticality of that stream.

Vasif Kortun is a curator,
writer and teacher. He was the
founding director of the
museum of the Center for
Curatorial Studies, Bard
College, New York, the director
and curator of the 3"
International Biennial of
Istanbul (1 9thecp-curator of
the Wedition of the biennial,
curator of the 2“and 2"4
Biennials of Sado Paulo (1994
and 1998), and one of the
editors/authors of the book
Fresh Cream Rhaidon Press,
London-New York, 2000) .
Presently he is the director of
Platform Garanti Contemporary
Art Center, Istanbul.



By setting up an uncanny threshold between the street and the normally white-
walled gallery, Platform's functions were blurred. The current status could be
perceived as a library or as an idiosyncratic exhibition. To set up a library in a
high-rent ground floor space could be seen by many as a waste of an
opportunity to make big money. A gallery could have been acceptable for culture
stock, butalibrary?

The Istanbul based multidisciplinary design studio Superpool conceptualized
this question of a “neither-nor space” by setting up an auditorum with seats on
one side facing a very long “stage” with books arranged as a backdrop. This
proposal with two singular elements, shelving one side, and bleachers on the
other, produced publicinteractions of a third kind, between watching and reading,
walking and resting.

Not only Istanbul's libraries are in general far and few between, they are not
exactly public spaces because they do not actively encourage access. They are
not zones of rest, and daydreaming, but archaic dwellings for disgruntled
students, and for the occasional afficianado and researcher. They are invisible,
and lack the symbolisms of what they should be.

The notion of a library in an exhibition space was to familiarize an unsuspecting
public who visited the space, often without any expectation, either to see an
exhibition or in extension of window gazing. What would frustrate some
expectations was that there was here a lot to watch, except for people who are
picking up a book, or reading, or dozing off. Nothing could be taken home even
although all the contents belonged theoretically to all. It would be a public
experience where nothing of object value could be exchanged. To a lesser
degree, it was about reshuffling the gallery experience. Unlike cinema, where
the whole audience experiences intimacy on publicum but without a body, the
experience of the exhibition is that one watches and is also being potentially
watched by another, and the institution gazes over those who are watching the
work, and those are watching those watching the work. In the “Open Library” -
an oxymoronic title that indicates merely a hope - one could simply watch
nothing more than “closed’knowledge, an absurdly beautiful experience.

The open library would metaphorically “close” in the evenings. Curtains were
drawn over the whole span of shelves. The curtain would become a screen on
which many public programs, ranging from screenings to presentations took
place. Public programs literally began when the public library closed. The Open
Library also hosted mini curated libraries along with disscussions to transform
the project into an active public space.

After six years of exhibition practise, despite a few projects that bordered on
limits of exhibition practise, the institution grew tired of the space, the space
became increasingly fatigued, and the audiences — we would suspect — became
tired of the institution. The pure rhytm that exhibition practise demands, has a
desensitizing effect and begins to fulfill a need that is so blatantly based on
expectancies of a range of the possible. This transaction between the audience
and space gets increasingly regulated by the codes of normalization. In the six
years of the institution's history however, two international chain coffee shops
popped up on either side of the building, new shops came, many older spaces
closed down, and the whole profile of the street began to change. Platform was
faced with the question: should we be staying the same as if all remains the same
and we are not under the daily terror of experience economy? Institutions are not
labels that have to be maintained ad infinitum. They have to make themselves
unavoidable.

Furthermore, in the six years, Platform's library expanded exponentially, the
archives were solidifed and a residency program was started. The added
functions to the building contributed to the increasing severance of the
institution's functions from each other as the library and research component
became increasingly invisible to general audiences, resulting in an institution
that is half-visible. Hence, a critical aspect of the project was to communicate
and display Platform's unrelenting archives, which combine many acquisitions
with thousands of donations from friendly institutions, artists, critics and
curators.

Platform was invited as one of two not-for-profit spaces to participate in Frieze
Projects in 2006. Our project 'collecting point' was a drop off point for art
publications, periodicals and other materials that were displayed for reference at
the Frieze Art Fair. Platform's concept was to turn the economy of the art fair
around to set up a stand that did not exchange goods for cash, but, on the
contrary, to simply exchange a promise for publications. These publications that
were made available for further research at Platform were also an additional
incentive for the project.

It is critical to understand that institutuonal discourse is invariably linked to the
politics of space and Platform’s experiment was one in hospitality.
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Post-finantarea Europei de Est si
aparitia investitorilor privati

Inga ZIMPRICH, Ingela JOHANSSON, Voldymyr KUZNETSOV

Inga Zimprich este artist si
curator; traieste si lucreaza la
Berlin.

Volodymyr Kuznetsov este
artist, membru al grupului
R.E.P (Revolutionary
Experimental Space); traieste si
lucreaza la Kiev.

Ingela Johansson este artist;

traieste si lucreaza la
Stockholm.
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Transformarea prin care trece la ora actuala si Centrul de Arta
Contemporana din Kiev explica posibilitatea de a Tntretine facilitati de
productie, iar Tn acelasi timp Tntruchipeaza in mod dureros o adaptare
la realitatea ucraineana autofinantata. [...] Pozitia institutionala
fragila a CCA subliniazain acelasi timp necesitatea propriei decodificari
a Ucrainei catre o negociere publica a argumentelor sale, a intereselor
concurente si a perspectivelor de viitor. [...] Proiectul Post Funding
Tncurajeaza dezbaterea tocmai a acelor moduri in care sfera posibila a
productiei artistice este influentata si intrepatrunsa cu cea a partilor ce
au un interes investit Tn ea. Tn lipsa unor locuri institutionale de
reflectie, proiectul Post Funding promoveaza activarea contextelor
locale prin Tncurajarea practicienilor culturali Tn a-si discuta pozitiile.
Astfel, Tn desfasurarea proiectului Post Funding speram ca prin
publicatii si platforme publice vom putea invita la o discutie Tn care
interactiuneadintre public, critici si artisti sa fie pusain centru.

Pe parcursul unei rezidente la Kiev, in august 2006, Ingela Johansson (Suedia),
Volodymyr Kuznetsov (Ucraina) si Inga Zimprich (Germania) au inceput sa
investigheze istoria, fundalul ideologic si perspectivele Centrului pentru Arta
Contemporana din Kiev (CCA) in cadrul expozitiei Private with Public (Privat cu
public) Legatura cu istoria unei foste institutii Soros a dus la ideea cercetarii mai
indeaproape a fostelor Centre de Arta Contemporane (CCA) si a altor institutii
asemanatoare, fondate cu sprijinul sau depinzand de fonduri culturale vest-
europene in cadrul proiectului Post Funding Eastern Europe (Post-finantarea
Europei de Est). Tn stadiul actual, Post Funding investigheaza modelele adesea
hibride ale productiei culturale din Ucraina, mergand de la aparitia investitorilor
privati in domeniul cultural pana la modele marginale de discutie din zonele ne-
institutionalizate ale spectrului.

Investitiile internationale pentru sprijinirea proceselor de democratizare n
tarile aflate in tranzitie au constituit temelia economica pentru infiintarea unor
astfel de institutii ce sustin arta contemporana in Ucraina. Primul centru de arta
din Kiev, in paralel cu alt Centru de Arta Contemporand, cel din Odessa, a fost
infiintat Tn 1993. Realizdnd moderatia constitutionald a scenei artistice
fragmentate si in formare din Ucraina, oferindu-i acestei tari primele sale
retrospective Warhol si Beuys si primele burse artistice, CCA areusit sa fondeze
o scena a artei tinere. Introducandu-se bazele pentru incurajarea
profesionalismului, artisti precum Alevtina Kakhidze si colectivul R.E.P.
(Revolutionary Experimental Space) precum si curatori si critici si-au Tnceput
carierele la CCA. Odata cu incetarea finanarii Soros si cu slabirea pozitiei
institupionale a CCA, produsul relativ nou care era arta contemporana a fost pus
n jocul intereselor concurente la inceputul anilor 2000.

Schimbarea comerciald si mai ales schimbarea de definire din arta
contemporanad ucraineana a venit odata cu deschiderea centrului de arta
Pinchuk. Magnatul si fostul politician Victor Pinchuk a creat o noua institutie
ucraineana de arta, pentru care Bourriaud a furnizat consiliere conceptuala,
subminand Tn mod impresionant notiunile esteticii relationale intr-o campanie
estetica de relatii publice. Tn umbra succesului lui Pinchuk, care a contribuit
mult la popularizarea artei si a culturii, mai multe galerii comerciale au inflorit in
ultimii ani. Tn plus, proiectul Arsenal, finantat de stat, va transforma o enorma
ruind de peste drum de grupul de manastiri Lavra, unul din cele mai scumpe
terenuri din Kiev, ntr-un centru cultural destinat a adaposti muzeul
patrimoniului cultural ucrainean, un teatru si o sala de opera si cel mai probabil
industrii creative. Singurul spatiu-galerie deja realizat desfasoara un program
comercial, expunand un numar limitat de lucrari de arta contemporana.

Faptul ca peisajul institutional este in miscare sugereaza ca domeniul artei
contemporane se afla intr-un proces de schimbare. O fostd membra a
personalului CCA, care astazi lucreaza la o agentie de PR ne explica in timpul
unei pauze de masa ca modelele functionale comerciale si noncomerciale nu pot
fi deosebite in Ucraina: 2Un centru de arta functioneaza ca o strategie personala
de PR, In timp ce galeriile administrate comercial de obicei se ascund in spatele
ONG-urilor sau a fundatiilor. Pe de alta parte, nici ONG-urile, nici guvernul nu
reusesc sa-si asume responsabilitatea pentru indatoririle lor educationale.” Pare
indeosebi dificila dezvoltarea de facilitati alternative de productie in care sa
apara o reflectie teoretica asupra situatiei actuale. Raspunzatoare, explica Jerzy
Onuch, fost director al CCA, este atitudinea prevalenta pe scena artistica
ucraineana: Ma@lge vaca cat de mult poti — dar pe urma nu-i da de mancare, ci
cauta altd vaca”'. Dupa ce Centrul de Artd Contemporana Soros a fost 20 vaca
buna de muls” in anii '90, fundatia Pinchuk contracteaza astazi activitatea
culturala a Ucrainei. Nikita Kadan, membru al grupului de artisti R.E.P. numeste
fenomenul rezultat ?monocentrism migrator” : toate institutiile semnificative
ucrainene au fost initiate de politicieni si/sau oameni de afaceri, iar centrele lor,
fiind parte integranta din campanila lor de relatii publice, a incorporat acel tip de
arta produs initial independent. Ducand mai departe fara piedici logica
sistemului sovietic An care Uniunea de Stat a Artistilor controla arta oficiala ( )
fn acest monocentrism migrator, arta contemporana ucraineana a ramas practic
aceeasi cu arta reprezentata in institutiile Soros (Guelman, Pinchuk)?.”

Transformarea prin care trece la ora actuala si Centrul de Arta Contemporana

din Kiev explica posibilitatea de a intretine facilitati de productie, iar in acelasi
timp fintruchipeaza in mod dureros o adaptare la realitatea ucraineana
autofinantata. Directoarea Yuliya Vaganova ii pastreaza deschis spatiul fizic. Din
nou, datorita presiunilor financiare, Centrul ofera din ce in ce mai des spatiu
pentru aborari discursive si conceptuale, pe langa faptul ca se concentreaza pe
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rezidente artistice si pe Programul pentru Tinerii Artisti. Fara resurse
substantiale si structurale, incet dar sigur spiritul spatiului condus de artisti s-a
deplasat catre ideea odata preconceputa a unei institutii internationale de arta
contemporana. Pozitia institutionala fragila a CCA subliniaza in acelasi timp
necesitatea propriei decodificari a Ucrainei catre o negociere publica a
argumentelor sale, aintereselor concurente si a perspectivelor de viitor.

Acum, Tn timpul unei mese rotunde despre post-finantare, desfasurate la
Centrul de Arta Contemporana, participantii au fost rugati sa vorbeasca din
punctul de vedere al parametrilor in schimbare: in vreme ce a fost usor sa se
faca distinctia intre functionarea din afara, dinspre periferie sau din institutii —
sau dintr-o perspectiva situata intre cele trei — pozitionarea intre putere si
slabiciune a intrerupt discutia. Nu numai ca termenul ?putere” coincide cu
notiunea de guvern, dar si posibilitatea puterii, ce se naste din pastrarea
integritatii individuale, este in pragul dobandirii de sens.®

Proiectul Post Funding incurajeazd dezbaterea tocmai a acelor moduri in care
sfera posibila a productiei artistice este influentata si intrepatrunsa cu cea a
partilor ce au un interes investit in ea. Tn lipsa unor locuri institutionale de
reflectie, proiectul Post Funding promoveaza activarea contextelor locale prin
incurajarea practicienilor culturali n a-si discuta pozitille. Astfel, in
desfasurarea proiectului Post Funding speram ca prin publicatii si platforme
publice vom putea invita la o discutie Tn care interactiunea dintre public, critici si
artisti sa fie pusain centru.

Desi se concentreaza pe o chestiune care caracterizeaza situatia din Ucraina,
proiectul Post Funding este in sine o intrebare, cum ne inscriem noi, in calitate
de producatori culturali, in conceptul atat de larg promovat al schimbului
cultural dintre Est si Vest? Dezvoltarea unei cercetari introduce parametri,
influenteaza subiectul investigatiei si este afectata in mare masura de pozitia
din care vorbim. Daca ceea ce Nikita Kadan anticipeaza drept ? viitor
policentrism - (respectiv) necesitatea alegerii, realizata printr-un nou nivel de
responsabilitate si relatii simbiotice” se va dezvolta, pozitia din care am inceput
sa vorbim va fiin cele din urma transformata.

Proiectul Post Funding este documentat pe site-ul www.ccc-k.net

Traducere de Sorana Lupu

Post Funding Eastern Europe and

Private Investors Appearance

Inga ZIMPRICH, Ingela JOHANSSON, Voldymyr KUZNETSOV

The transformation, which CCA itself currently undergoes accounts for
the possibility to maintain sites of production while it at the same time
painfully embodies an adaptation to the Ukrainian self-financed
reality. [...] CCA's fragile institutional position simultaneously stresses
the necessity of Ukraine's own decoding towards a public negotiation
of its arguments, competing interests and future perspectives. [...]
Post Funding encourages to debate exactly those ways in which the
possible scope of artistic production is influenced and intertwined with
its stakeholders. Lacking institutional sites of reflection Post Funding
promotes the activation of local contexts by encouraging its cultural
practitioners to discuss their positions. Thus in Post Funding we hope
through publications and public platforms to unravel and invite for
discussion, in which the interplay of audience, critics and artists is
centered.

During a residency period in Kiev in August 2006 Ingela Johansson (SE),
Volodymyr Kuznetsov (UA) and Inga Zimprich (DE) started to investigate the
history, the ideological background and the perspectives of the Center for
Contemporary Art Kiev (CCA) within the exhibition Private with Public. The
involvement with the history of a former Soros-institution led to the idea to
further research former CCA's and such institutions, which were established with
the help of or depending on Western cultural funding in the frame of the project
Post Funding Eastern Europe. At the current stage of this process Post Funding
investigates the often hybrid models of cultural production in Ukraine, ranging
from the appearance of private investors in the cultural field to marginal models
of speaking from non-institutionalized sidelines.

International investments to support democratization processes in transitional
countries, have been the economic fundament to establish such institutions
that support contemporary art in Ukraine. The first art center in Kiev, in parallel
to another CCA in Odessa, was established in 1993. Accomplishing the
constitutional moderation of the fragmented and emerging Ukrainian art scene,
providing the country with its first Warhol and Beuys retrospectives and artists
grants, CCA succeeded in establishing a young art scene. Introducing the bases
for fostering professionalism, artists as Alevtina Kakhidze and the collective
R.E.P. (Revolutionary Experimental Space) as well as curators and critics
started their careers in CCA. With the cease of Soros' funding and the weakening
of CCA's institutional position, the relatively new product of contemporary art
was put at play to competing interests since theearly2 0 &.0

The commercial turn and certainly definitional shift in Ukrainian contemporary
art has come with the opening of Pinchuk art center. Oligarch and former
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politician Victor Pinchuk has created a new Ukrainian art institution, to which
Bourriaud has lent conceptual advice, impressively subverting the notions of
relational aesthetics into an aesthetic public relations campaign. In the shade of
Pinchuk's success, which greatly contributes to the popularization of art and
culture, several commercial galleries blossomed in recent years. Additionally the
state-run project Arsenal is going to transform a vast ancient ruin opposite the
monastery cluster Lavra, ranging amongst the most expensive grounds in Kiev,
into a cultural center meant to house the Ukrainian cultural heritage museum, a
theatre and opera hall and prognosticated creative industries. Its already
accomplished single gallery space runs a commercial program exhibiting the
limited number of contemporary artistic positions.

That the institutional landscape is in motion suggests that the field of
contemporary art is quickly changing hands. A former staff-member of CCA,
who works in a PR-agency today explains during lunch-break that commercial
and non-commercial working models are not distinguishable in Ukraine: “An art
center functions as a personal PR-strategy while commercially run galleries
usually cover up as foundations or NGO's. Whereas in turn neither NGO's nor
the government manage to take responsibility for their educative tasks.”
Especially difficult seems the development of alternative sites of production, in
which atheoretical reflection on the current situation could emerge. Responsible,
thus explains Jerzy Onuch, former director of CCA, is an attitude prevailing
amongst the Ukrainian art-scene: “Milk the cow as long as you can —but then do
not try to feed the cow, but try to find another cow™. After Soros CCA had been “a
very milky cow” during the nineties Pinchuk foundation contracts the cultural
activity of Ukraine today. Nikita Kadan, member of the artist group R.E.P.,
describes the resulting phenomenon as “migrating monocentrism”: All
significant Ukrainian institutions have been initiated by politicians and/or
businessmen and their centers, constituting an integral part of their public
relations campaign, thus incorporated that kind of art which had been initially
produced independently. Smoothly perpetuating the logics of the Soviet system
“in which the State Union of Artists controlled the official art[ ]in this migrating
monocentrism Ukrainian Contemporary art has been simply the same as the art
represented in the institution of Soros (Guelman, Pinchuk) 2

The transformation, which CCA itself currently undergoes accounts for the
possibility to maintain sites of production while it at the same time painfully

MAPIriHAN

embodies an adaptation to the Ukrainian self-financed reality. Director Yuliya
Vaganova keeps its physical space open. Also due to financial pressure CCA
increasingly provides space for discursive and conceptual approaches, next to
focusing on artists' residencies and the Young Artists Program. Without
substantial and structural resources slowly but steadily the spirit of the artist run
space has moved into the once preconceived idea of an international
contemporary art institution. CCA's fragile institutional position simultaneously
stresses the necessity of Ukraine's own decoding towards a public negotiation of
its arguments, competing interests and future perspectives.

Now, during a Post Funding roundtable discussion at the CCA, its participants
were asked to speak from changing parameters: While it was easy to
distinguish, whether one operates from the sidelines, the institutions or the
margins - or between those three - to position oneself between power and
weakness interrupted the discussion. Not only does the word “power” coincide
with the notion of government, but also is the possibility of power, which
emerges from maintaining ones individual integrity, just at the verge of
acquiring meaning.’

Post Funding encourages to debate exactly those ways in which the possible
scope of artistic production is influenced and intertwined with its stakeholders.
Lacking institutional sites of reflection Post Funding promotes the activation of
local contexts by encouraging its cultural practitioners to discuss their positions.
Thus in Post Funding we hope through publications and public platforms to
unravel and invite for discussion, in which the interplay of audience, critics and
artistsis centered.

While focusing on an issue, which characterizes the Ukrainian situation, Post
Funding is itself a question, how we as cultural producers subscribe ourselves to
the widely promoted concept of cultural East-West exchange. Developing a
research introduces parameters, influences the subject of investigation and is
greatly affected by the position from where we speak. If what Nikita Kadan
anticipates as “future polycentrism - the necessity of choice, a new level of
responsibility and symbiotic relations™ were to develop, the position from which
we have started to speak would have ultimately been rendered.

The Post Funding project is documented at www.ccc-k.net
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Navigand prin poetica esecului

Stefan RUSU & Laura SCHLEUSSNER
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curator independent. Traieste la
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Romania. Proiectele sale
recente se axeaza pe strategii
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de aproprierea aspectelor
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Chisinau si a lucrat ca editor-
sef la AATV. Tn 2005/2006 a
participat la Curatorial Training
Program la Shtichting de Appel,
Amsterdam unde a co-curat
Mercury in Retrograde
www.mercuryinretrograde.com

Navigatia este stiinta determinarii pozitiei unei nave si a trasarii unui
parcurs care sa o ghideze Tn siguranta dintr-un punct intr-altul.
Navigatorii Tncearca de obicei sa gaseasca drumul cel mai scurt Tntre
doua puncte. Planul initial si rezultatele finale ale navigarii sunt
desenate pe suprafete plane numite harti si diagrame. Pana in secolul
al XX-lea, cele mai sofisticate instrumente si tehnici de navigatie
disponibile, calculul estimativ folosind busola, cronometrul si
sextantul, erau destul de inexacte. Numeroase naufragii au avut loc
atunci cand echipajele au lasat vasele sa intre Tn coliziune cu stanci,
recife, iceberg-uri sau cu alte vase. Navigatia exacta este ingreunata
de vizibilitatea scazuta pe vreme nefavorabila.
- manual de navigatie

Istorii Tnghetate

Tn 1596, Willem Barents a pornit din Tarile de Jos impreuna cu echipajul sau
intr-o a treia expeditie pentru gasirea Pasajului de Nord-Est spre Asia. Un
numar de busole, un sextant, un astrolab, un manual de navigatie de la 1580 si
o carte din secolul al XVI-lea despre China 1i serveau drept indrumare
cartografice si culturale in acel teritoriu inca neexplorat. Cu toate ca a fost o
realizare In materie de navigatie, expeditia finala a lui Barents catre Nova
Zembla (Novaia Zemlia), a treia de acest fel, a fost un esec total din punctul de
vedere al obiectivelor propuse initial. Nu s-a descoperit nici un Pasaj de Nord-
Est spre China, vasul a esuat pe un iceberg, echipajul a ramas izolat o iarna pe
gheata, iar Barents si-a pierdut viata. Tn 1597, restul echipajului a debarcat la
Amsterdam, inca imbracat in blani de urs, dupa ce vaslisera o parte din drumul
de intoarcere in barci deschise.

Mutarea obiectelor din colectia Nova Zembla de la Departamentul de Istorie al
Rijksmuseum si reamplasarea lor intr-un context de arta contemporana prin
proiectul expozitional al programului de pregatire curatoriala (Curatorial
Training Program) initiat de centrul De Appel s-a bazat pe principiul re-
contextualizarii: un proces de schimb de valori culturale intre doua institutii
culturale importante. Tn acest sens, scopul includerii colectiei Nova Zembla intr-
un context de arta contemporana a fost de a oferi o noua lectura a colectiei, in
care re-examinarea povestii serveste drept metafora pentru chestionarea
linearitatii si a paternitatii ,,siturilor” istorice cu straturi complexe. Unul dintre
acestea este fostul peisaj socialist din Europa Centrala si de Sud-Est, care a
intrat de mai mult de cincisprezece aniintr-un proces de renegociere a

mostenirii sale istorice. Odata cu extinderea UE, aceasta zona a devenit mai
accesibila consumatorului occidental. Deschiderea catre Est este un proces
aproape aleatoriu, in care Occidentul trage cu ochiul sa vada ,,cine” suna la usa,
examineaza cu indiferenta prin vizor ,musafirul” si apoi hotaraste daca sa
relationeze cu el sau pur si simplu sa inregistreze identitatea data drept ,,alta”.
Un traseu de navigatie prin expozitia Mercury in Retrograde - printre lucrarile lui
Sven Johne, Dimitri Gutov, IRWIN, David Maljkovic si Fernando Sanchez Castillo
— reprezinta un proces de angajare in discutarea istoriilor ascunse care au fost
prinse mult timp Tn capcana gheturilor, datorita unui mediu politic inghetat —
societati in care valorile politice, culturale, morale si etice erau fixate. Momentul
in care gheata se sparge este faimosul ,punct zero” din istorie, un punct de
plecare pentru reinnoire si revizionism. Aici, punctul de plecare este Nova
Zembla, un sit in care artefactele au stat prizoniere in gheata mai mult de 300
de ani si 0 naratiune istorica olandeza are ca scena indepartata Novaia Zemlia,
acum teritoriu rusesc. Doar dupa dezghetul Razboiului Rece si dupa efectele
Glasnost si Perestroika olandezii au reusit sa puna din nou piciorul pe locul
taberei de iarna a lui Barents, dupa 400 de ani, pentru a cauta urmele materiale
ale unui trecut indepartat intr-un peisaj schimbat.

"Astfel (am) fost trimisi de (catre) (Burgmeiste)rii din Am(ster)dam An(no)
1(596) pentru a calatori prin (N)ord catre tarile Chinei / si astf(el) dupa multe
necazuri si cu (mare) primejdie am ajuns prin Apusul Nov(a Zembla) si am vrut
inca sa calatorim (pe langa) coasta Tartar(iei) panain tarile aici pomenite /7 (siin
sfars)it am ajuns in acest loc pe 26 Augu(st in anul) sus pom(enit) unde (vasul
nostru/dupa ce ne) am straduit cu atata barbatie (in urma) am ramas intepeniti
in gheata / Si am fost (chiar mai mult) nevoiti in aceasta stramtoare sa cladim o
c(a)sa (ca sa) ne tinem in viata prin iarna pe cat s-a putut impotriva frigului.
Locuit in casa din — 12 — octombrie anno - 1596 - toata iarna in intregime pana
pe —-13 (iun)ie a anului urmator — 97 —in mare frig. Suntem in acelasi 13 iun(ie)
cand nava noastra sta tot prinsa strans in (gheata) cu luntrea si cu barca cu
panze am cal(atorit) de aici ca sa mergem acasa / Dumnezeul nostru ne va
ocroti in drumul nostru / si ne va aduce cu sanatate in patria noastra / Amin."

- Dupa traducerea in engleza a unei note semnate de Barents si Heemskerk,
indesata intr-un corn de pulbere in hornul casei Behouden Huis (,,Refugiul™) de
pe Novaia Zemlia, 13 iunie, 1596. Descoperita in 1876 de catre Charles Gardiner.

Nova Zembla instalation
- instalation view

Laura SCHLEUSSNER este
curator independent, editor si
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Atunci cand s-a luat in considerare instalarea unor obiecte din secolul al XVI-lea,
strategia echipei de curatori a pornit de la premisa ca primele expuneri ale
colectiei Nova Zembla in Olanda au fost motivate de idealurile creatoare de
mituri si de dorintele de fundamentare a unei natiuni ale unui stat national in
devenire. Recuperate, sau, cum ar spune arheologii olandezi, ,jefuite”, in 1871
si 1876 respectiv de navigatori danezi si englezi din locul de iernat al expeditiei
lui Barents, obiectele au fost obtinute de catre olandezi si expuse ca trofee
nationale la deschiderea Rijksmuseum in 1885 in Amsterdam®. Conform lui
Lucian Boia, scriitor si istoric roman, ,,Definitia pe care o propunem mitului este
urmatoarea: constructie imaginara (ceea ce, inca odata, nu inseamna nici
‘reald@’ nici ‘ireald’, ci dispusa potrivit logicii imaginarului), destinata sa puna in
evidenta esenta fenomenelor cosmice si sociale, in strans raport cu valorile
fundamentale ale comunitatii si in scopul de a asigura coeziunea acesteia.
Miturile istorice presupun, evident, preluarea trecutului Tn sensul acestei

definitii.”

Preocuparea principala a evenimentului Mercury in Retrograde a fost de a
ncepe un proces de negociere si o dezbatere n jurul constructelor actuale ale
istoriei n societate. Modul in care artistii decid sa re-utilizeze trecutul in fata
unui nationalism persistent si a unei comunitati globale asimilatoare revela
liniile de fractura intre aceste doua forte istorice. Tn acest context, mediul din ce
in ce mai neo-liberal din Europa de Est a castigat in mod agresiv influenta si
adepti care tocmai intemeiaza turnurile unei noi mosteniri. Nimic nou din acest
punct de vedere, deoarece Estul se contopeste in albul istoriei ce se repeta pe
sine. Rezistenta poate lua forma recoltarii unui trecut demult sau de curand
uitat. Tntrebarea este dacad in momentele de rupturd sau de reviziune acest
trecut reprezinta o inradacinare periculoasa intr-o istorie ,retrograda” sau o
viziune calauzitoare pentru pietrele de incercare ale viitorului. Considerate de
catre echipa de curatori drept metafore pentru gasirea unei cai intre acesti poli
ai perspectivelor istorice, instrumentele de navigatie din secolul al XVI-lea alese
pentru expunere erau folosite pentru a controla directia vasului; unele au fost
chiar facute de echipajul tehnic al lui Barents pentru a-si calcula pozitia si a
cartografia noile teritorii in timpul voiajului lor de explorare. Proclamate
Lrelicvele lui Barents” atunci cand descoperirile au fost facute publice pentru
prima oara in Olanda, obiectele folosesc drept punct de plecare pentru un
traseu printre numeroase ,,iceberg-uri” istorice, dirijat de planul metodologiilor
de cercetare ale artistilor.

Probleme de navigatie

Tn cazul proiectului Mercury in Retrograde, problemele de navigatie sunt
evidente de la inceput. Pe un perete al incaperii cu artefactele Nova Zembla se
gaseste un peisaj de gheatd, aparent o lucrare a unui pictor istoric din secolul al
XIX-lea. Cu toate acestea, Moartea Iui Barents (In Wikipedia, la
http://www.mercuryinretrograde.org/index.php?title=Nova_Zembla, titlul
lucrarii apare ca ,,Homeward Bound”), lucrare a pictorului realist rus Gheorghi
Kicighin, a fost comandata de echipa de expeditie ruso-olandeza la mijlocul
anilor "90 si, prin bunavointa acesteia, imprumutata muzeului. Lipsiti de succes
in cautarea locului in care a fost ingropat Barents, membrii expeditiei au
finantat aceasta ilustrare a momentului mortii lui Barents pe gheata, ce
comemoreaza ,,sacrificiul suprem” al eroului, intr-un teatru de gesturi si drama
naturalistd. Tn mod interesant, aceastd scena nu este inclusa printre multele

incercarea de a re-insera o imagine lipsa in naratiunea vizuala a evenimentelor.

Pe un alt perete din incapere, seria Vinta, lucrare a tanarului artist german Sven
Johne, povesteste diferite micro-istorii ale erorilor si esecurilor umane asociate
insulei baltice Vinta. Cu portrete Tn alb-negru ale persoanelor respective si cu
povesti concise dar relevante ale aventurilor lor, Vinta functioneaza ca o
cronologie a expeditiilor esuate spre o insula atat de minusculd, incat este
aproape o notiune abstracta — o utopie in miniatura a ambitiilor si sperantelor
personale, situata pe granita dintre Est si Vest in epoca Razboiului Rece. De la
problemele ce au insotit turnarea filmului The Woman in the Moon (1929) al lui
Fritz Lang pe insula Vinta, pana la doctorul est-german fugar care a confundat
insula necartografiata din RDG cu Danemarca, lucrarea vorbeste despre destine
individuale afectate de incercari esuate si de ambitii eroice fara reusita.

Rezistenta pe gheata

Continuand navigarea prin expozitia din spatiul construit si mediat de Institutul
Livsit al lui Dimitri Gutov, devine evident faptul ca opera sa nu este doar un
instrument eficient de re-citire a esteticii marxiste, ci si o forma de supravietuire
colectiva in iarna rusa neoliberala si nationalista. Poate ca e un ideal utopic sa
mentionam aici notiunea reamintita de initiativa lui Gutov in incercarea de a
recontextualiza scrierile lui M. Livsit si afirmatia sa: idealul rasei umane este sa
se puna de acord complet. Cine altcineva in afara de Gutov mai prezinta
mostenirea lui M. Livsit drept o opozitie cristalizata la figurile capitalismului
liberal? Acest lucru este indeosebi evident in documentarul lui Gutov prezentat
n expozitia MiR, Tn care artisti rusi discuta snobismul pop art-ului — dupa cum l
descriu ei, o miscare total bazata pe comert si pe atributele sale. Initiativa
colectiva care a aparut la inceputul anilor '90 intr-un mediu extrem de ostil,
sistemul neoliberal in rapida dezvoltare din Rusia, este asociata cu ,iarna”
politica ce pare sa coincida cu itinerariul nostru exploratoriu imaginar. Aceasta
nu este rezultatul unui accident geografic, ci mai degraba al unei experiente
fizice si mentale semnificative ce seamana cu tipul de drama a starii paralele cu
rezistenta exploratorilor lui Barents pringi Tn capcana gheturilor.

ilustratii ale expeditiei publicate la Tnceputul secolului al XVIl-lea in jurnalul
unuia dintre membrii echipajului initial, Gerrit de Veer. Intr-un stil ce combina
retro-romantismul si realismul rus, lucrarea incorporeaza mai multe epoci in
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,In aceastd metoda clasica, folosita mai ales pe marea deschisa, navigatorul
utilizeaza corpurile ceresti care au fost identificate si grupate in constelatii din
timpuri stravechi. Astronavigatia face posibile voiajurile pe distante de mii de
mile de ape fara repere. Totusi, norii, ceata, ploaia, zapada sau negura pot
impiedica vizibilitatea esentiala a corpurilor ceresti.
Pentru astronavigatie, navigatorul foloseste z
sextantul sicronometrul. Astrolabul este un instrument utilizat pentru a masura
pozitiile corpurilor ceresti. Acesta consta dintr-un cerc sau arc de cerc marcat in
grade, cu un brat mobil ce pivoteaza in centrul cercului. Pana la inventarea
sextantului Tn secolul al XVIll-lea, principalele instrumente folosite de catre
navigatori erau astrolabii de dimensiuni mai mici.

- manual de navigatie

Cartografiata vizual asemenea unei constelatii de sfere albe pe fundal negru,
East Art Map este o initiativa de durata a colectivului de artisti sloven IRWIN, un
proiect prezentat de Miran Mohar, unul din membrii IRWIN la simpozionul ,What
Say These Stones”. Similar multiplelor expeditii catre Novaia Zemlia intreprinse
de echipe olandeze si rusesti in anii '90 — ,,operatiuni de recuperare” in cautare
de noi obiecte si informatii — initiativa grupului IRWIN a avut ca scop construirea
unui sistem complex de orientare printre coordonatele proaspat recuperate ale
istoriei artei. ,,Istoria nu este un dat”, scriu editorii si autorii proiectului EAM, ,,ea
trebuie construita”. Afirmatia urmeaza principiul unui ghid prin cultura vizuala a
societatilor totalitariste si post-totalitariste. Proiectul si publicatia recenta East
Art Map este cel mai cuprinzator proiect de documentare a artei contemporane
intreprins vreodata pentru Est. Acesta ne calauzeste prin recenta reconstructie
a istoriei printr-o abordare cu autor colectiv si este o incercare de a echilibra
nsusi procesul de producere a istoriei tocmai prin lucrul cu mecanismele
construirii si medierii realitatilor din perspectiva istorica. IRWIN se ocupa de
ceeace ,s-a pierdut” prin istoriografia de dupa ce-al de-al I1-lea Razboi Mondial,
o strategie asociata cu abordarea de catre curatori a episodului Lippmann,
Rosenthal & Co.

Istoriarevazuta

Tn lucrarile lui David Malijkovic, Scene for a New Heritage (Scena pentru o noua
mostenire) 1 si 2, vizitatori din mai multe decenii din viitor viziteaza o
misterioasa sculptura argintie, un monument din muntii Petrova Gora pentru
victimele celui de-al ll-lea Razboi Mondial, construit in Croatia in timpul
regimului comunist (proiectat de Vojin Bakic). Ceea ce era odata un loc vizitat
de scolarii croati este acum o cochilie lucioasa, aproape distrusa in cursul
conflictelor ce au sfasiat fosta lugoslavie n anii '90. Tn lucrarile video,
cunostintele despre aceasta constructie s-au pierdut. Tn prima parte, un grup
revine sa-i exploreze exteriorul si incearca sa descifreze acest artefact al unei
mosteniri pierdute, in timp ce, in partea a doua, un tanar singur se intoarce de si
mai departe din viitor si pare a fi condus prin interiorul cavernos si scorojit al
monumentului de un glob auriu fermecat. Lucrarea vorbeste despre o istorie
fragmentata, distrusa, care nu mai poate fi accesata, si despre o constructie
dintr-o mostenire modernista ce devine un artefact straniu. Ca si in cazul
recentelor expeditii olandeze catre Novaia Zemlia, in Scene for a New Heritage
protagonistii se Tntorc la un sit distrus pentru a reasambla trecutul. Un
sentiment de pierdere si fragmentare sunt reduse la imagini ale unor fragmente
futuriste stralucitoare, pe care se poate construi o noua istorie.

Desi zona centrala a orasului a fost distrusa in parte de bombardamentele din
cel de-al l1-lea Razboi Mondial, statuia ecvestra a regelui Carol | a rezistat pana
Tn 1948, cand a fost demontata de comunisti si topita. Din bronzul statuii lui

Carol I a fost facuta la sfarsitul anilor '40 statuia lui Lenin, instalata in fata Casei
Scanteii. Tn anii '50, printr-o decizie a Tribunalului de la Haga, statul roman a
fost nevoit sa plateasca despagubiri familiei Mestrovici pentru distrugerea a
doua monumente, cel despre care vorbim si o ecvestra a regelui Ferdinand care
fusese amplasata langa biserica Mavrogheni.
- fragment dintr-un articol de Gabriela Lupu din revista roméaneasca
“Cultura”, decembrie 2006.

Plasarea lucrarii video monumentale a lui Fernando Sanchez Castillo, Rich Cat
Dies of Heart Attack in Chicago (Pisica bogata moare de atac de cord in Chicago)
chiar la sfarsit, la ultimul etaj al expozitiei Mercury in Retrograde, a adus ciclul
navigatiei prin labirintul expozitiei la o prabusire arhetipala, post-climactica - un
moment Hegelian de cadere si furie intr-o dinamica istorica eterna. Tn filmul
sau, artistul coregrafiaza o serie de aranjamente si jocuri ce au loc in jurul
maltratarii unui cap de bronz: un coup d'etat re-pus n scena intr-un manej, in
desert, In strada. Atras Tn spectacolul ritualului reviziunii politice, privitorul
devine parte a actiunilor si a miscarilor. Tn consecinta, devine dureros de
evident faptul ca simbolurile unui regim detronat sunt indepartate doar pentru a
fi inlocuite foarte curand cu altele. Asa cum spune Fernando Sanchez Castillo:
»Istoriarecenta a Spaniei incearca sa elimine de pe strada excesul de insemne si
simboluri ce au caracterizat perioada lui Franco. Ma intreb unde vor fi depozitate
si as vrea sa incerc sa vad daca arta le poate folosi drept vestigii, drept caramizi
pentru construirea istoriei artei actuale. Uneori este nevoie sa reconstruim
memoria evenimentelor. Arta se poate exprima metaforic pentru a ne re-
amplasa in structurile istoriei Tn moduri In care alte discipline n-o pot face”.

Aceasta idee isi gaseste opusul in realitatea recenta post-socialista din Europa
de Est. Aici, o paralela frapanta este turnarea din nou a statuii Regelui Romaniei,
Carol |1 (1839-1914), o statuie ecvestra distrusa si topita in 1948, cand
comunistii au preluat puterea. Conform unui ritual stravechi, invingatorii au
facut o statuie a lui Lenin din bronzul respectiv. Tntr-o rasturnare de regim si de
situatie, Guvernul Romaniei se gandeste sa refoloseasca ramasitele sparte ale

Fernando Sanchez CASTILLO -

Rich Fat Cat Dies in Chicago
projection view
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statuii lui Lenin — daramata in 1989 - pentru a turna din nou si a reinstala vechea
statuie a lui Carol.

Novaia Zemlia, Nova Zembla, Pamantul Nou

Acum pe insula Novaia Zemlia nu mai umbla decat cativa ursi polari printre
putinele ramasite descoperite ale Refugiului. Astazi, peisajul este presarat cu
alte structuri abandonate — containerele grele de plumb folosite ca adaposturi
de protectie pentru oameni in timpul testelor nucleare facute aici de rusi in anii
'50. Pe partea cealalta a insulei Novaia Zemlia, climatul glacial a conservat
urmele lagarelor de concentrare din vremea regimului Stalin, langa asezari
eschimose izolate si abandonate. Si pentru ca ne apropiem de sfarsitul
calatoriei, ar fi momentul sa mentionam viziunea artistului rus Y. Lederman,
care a prezentat o propunere pentru instalatia Barents' Relics, pe care am
respins-o, atat din cauza abordarii excesiv de critice, cat si din cauza modului in
care acest lucru se putea reflecta asupra unor obiecte culturale de mare valoare
ale istoriei olandeze. Ideea lui fusese de a inconjura obiectele din colectia Nova
Zembla cu imagini din gulagul sovietic ca o metafora a prezentului si o reflectie
asupra starii actuale a istoriografiei / muzeologiei mondiale, in care trecutul
este folosit pentru a reafirma vointa si nevoile structurilor actuale de putere.

Tn cele din urma, noi, navigatorii — artistii si curatorii — suntem prizonierii
timpului. Tn momentul de fatd, Departamentul de Istorie al Rijksmuseum
reconstruieste expozitia colectiei Nova Zembla, si nu putem decat sa ne
inchipuim care va fi aspectul istoriografiei olandeze actualizate. Ce stim sigur
este ca fostul simbol olandez al patriotismului — invocat ca model de rezistenta
in timpul celui de-al ll-lea Razboi Mondial - va trece printr-o modificare a
accentelor reprezentationale si poate ca vom descoperi o noua fata a mitului in
conformitate cu noile realitati contemporane. lar pe viitor, deoarece gheata
continua sa se topeasca, poate ca Pasajul de Nord-Est va deveni o ruta de
navigatie cu drepturi de acces disputate intre tarile ce se invecineaza cu el. Aici
merita sa reamintim un alt gand al lui Lucian Boia, care spunea ca ,trebuie
inteles ca “nu exista istorie obiectiva”, si nu numai ca nu exista, dar nici nu poate
exista. Este sfarsitul unei iluzii, intretinuta si amplificatd de scientismul
ultimelor doua secole. «Scoala critica» ce avea atata incredere in capacitatea
istoricului de a stoarce din document ceea ce Ranke numea «istoria asa cum a
fost ea n realitate» si teoria marxista cu impecabila-i asezare a tuturor
fenomenelor intr-o schema completa a devenirii umane sunt cele doua puncte
extreme atinse de mitul unei istorii perfecte si obiective.” (pag.54, “Istorie si
mit in constiinta romaneasca”, Lucian Boia)

Tn contextul expozitiei Mercury in Retrograde, colectia Nova Zembla reflecta
asupra unei expeditii in trecut al carei rezultat este incert. Tn general, in calitate
de producatori si mediatori culturali, ne urmarim scopurile in paralel cu membrii
expeditiei lui Barents. Luand cu ei in calatorie tiparituri si carti, exploratorii
duceau elemente ale propriei culturi pe un pamant necunoscut, intr-o misiune
de iluminare si schimb cultural. Tn mod clar, un grup de curatori din striinatate
ce intra in apele necunoscute ale contextului politic, istoric si cultural olandez
reprezinta un potential pentru esec in incercarea de a cerceta o complexitate a
istoriei In cadrul societatii (,,occidentale”) contemporane. Cu toate ca acest
proces nu poate rezolva dilemele istorice contemporane, el reprezinta totusi o
incercare de a construi platforme de negociere intre indivizi pentru realizarile
viitoare. Aici, rolurile asumate de catre curatorii angajati critic in explorare ar
putea fi descrise cel mai exact parafrazdnd cuvintele lui Lucien Febvre:
,Istoricul nu este cel care stie, ci cel care cauta...”.

Navigating the Poetics of Failure

Stefan RUSU & Laura SCHLEUSSNER

Navigation is the science of working out the position of a ship and
charting a course for guiding the craft safely from one point to another.
A navigator usually tries to find the shortest route between two points.
The initial planning and the end results of navigation are plotted on flat
surfaces called maps and charts. Until the twentieth century, the most
sophisticated navigational tools and techniques available, dead
reckoning using the magnetic compass, chronometer and sextant were
rather inaccurate. Many shipwrecks have occurred when the crew of
the ship allowed the ship to collide with rocks, reefs, icebergs, or other
ships. Accurate navigation is made more difficult by poor visibility in
bad weather.
- navigation manual

Frozen Histories

In 1596 Willem Barents set out from the Netherlands with his crew on a third
expedition to find a Northeast Passage to Asia. Various compasses, a sextant,
an astrolabe, a navigation manual from 1580, and a 16" century volume on
China served as the cartographical and cultural guides to unexplored territory.
Although a navigational achievement, Barents' final expedition to Nova Zembla,
the third of this kind, was an utter failure in terms of its initial goals. No
Northeast Passage to China was discovered, the ship ran aground on an iceberg,
the crew was stranded for a winter on the ice, and Barents lost his life. In 1597
the remaining crew landed in Amsterdam, still dressed in bearskins, after
rowing back part of the way in open boats.

The displacement of items from the Nova Zembla collection from History
Department of Rijksmuseum and their re-location into a contemporary art
context through the CTP exhibition project at De Appel was guided by the
principle of re-contextualization: a process of cultural value exchange between
two major cultural institutions. In this sense, the aim of including the Nova
Zembla collection in a contemporary art context was to offer a new reading on
the collection, in which a reexamination of the story served as a metaphor for
questioning the linearity and authorship of complexly layered historical “sites.”
One of these is the former socialist landscape of Central and Southeastern
Europe, which has been engaged in a process of renegotiating its historical
heritage for over fifteen years. With the EU enlargement, this whole area has
become more accessible to the western consumer. Opening to the East has
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been almost a random process, in which the West takes a quick look to see
“who” is ringing at its door, indifferently inspects “the visitor” through the
peephole, and then decides whether to engage or simply register the given
identity as “other.” One navigational path through the exhibition Mercury in
Retrograde - through the works of Sven Johne, Dimitry Gutov, IRWIN, David
Maljkovic and Fernando Sanchez Castillo — represents a process of engagement
in discussions of hidden histories that were long trapped in ice, due to a frozen
political environment - societies where the politics, cultural, moral and ethical
values were fixed. The moment when the ice breaks is the notorious “zero point”
in history, a starting point for renewal and revisionism. Here, the point of
departure is Nova Zembla, a site where artifacts were trapped in the ice for over
300 years and a Dutch historical narrative played out on the distant island,
Novaya Zemlaya, now on Russian territory. Only through the thawing of the
Cold War and the effects of Glasnost and Perestroika were the Dutch able to
successfully set foot once again on the site of Barents' winter camp, 400 years
later, to search for material remnants of a distant past in a changed landscape.

"So (we) were sent (out) from (Burgomaste)rs of Am(ster)dam An(no) I(596)
in order to sai(l) by the (N)orth to the countries of China / so th(at) we after
great trouble and no (small) danger are come round the West of Nov(a Zembla)
intending yet also to sail (along) by the coast of Tarter(y) to the aforesaid
countries/ (and are fin)ally come on this plac(e) on the 26 August(t in the year)
above men(tioned) where our (ship/after we had) so bravely exerted ourselves
(at last) became fast in (the) ice / And we have (moreover in) this emergency
been compelled to build a h(ous)e (to) preserve our lives therein(n) through the
winter if possible from cold. Lived in the house from the -12- October anno -
1596-all the who | winter through till-13 (Jun)e of the following year -97-in
great cold. Are on the same 13 Jun(e) when our ship still lays pinched all fast in
(the ice) with our boat and yawl sa(iled) from here in order that we might come
home again / Our God will grant us safe voyage/ and bring us with good health
in our fatherland / Amen.
- English translation of a note signed by Barents and Heemskerk and
stuck into a powderhorn and inside the chimney of the Behouden Huis
on Nova Zembla, June 13, 1596. Discovered in 1876 by Charles
Gardiner.

When considering an installation of 16" century artifacts, the curatorial strategy
of the team was driven by the premise that the initial displays of the Nova
Zembla collection in the Netherlands were forged by the myth-making ideals
and nation-building desires of a burgeoning national state. Recovered, or as
Dutch archeologists might say, “plundered,” in 1871 and 1876 respectively by
Danish and English seafarers from the site of Barents' wintering on the ice, the
artifacts were obtained by the Dutch and displayed as national trophies with the
opening of the Rijksmuseum in 1885 in Amsterdam®. According to Lucian Boia,
Romanian writer and historian, “the definition what we could refer to the myth is
following: an imaginary construction (once more, which isn't signify nor the
«real» or «unreal», but could be arranged according to the rules and logic of the
imaginary), designated to put in to the evidence the universal and social
phenomena, in accordance with the fundamental values and with the aim of
strengthening its cohesiveness. The History Myths means, indeed re-using of
the pastin the real sense of the above mentioned sentence.”

The main concern of Mercury in Retrograde overall was to start a negotiation
process and debate around current constructs of history within society. How
artists decide to reuse the past in the face of persistent nationalism and a
merging global community reveals the fault lines between these two historical

forces. In this context, the growing neo-liberal environment in Eastern Europe
has aggressively gained influence and followers who are in the process of
establishing the towers of a new legacy. Nothing new in this respect, as the East
merges into the whiteness of history repeating itself. Resistance can take the
form of harvesting a long or recently forgotten past. The question is whether in
moments of rupture or revision this past represents dangerous entrenchment in
a “retrograde” history or a guiding vision for the challenges of the future.
Considered by the curatorial team as metaphors for finding a way between
these poles of historical perspectives, the 16" century navigation tools selected
for the exhibition were used to control the direction of the ship; some were even
manufactured by Barents' technical crew to calculate their position and map
new territories during their explorative journey. Heralded as “Barents Relics” in
the first Dutch publication on the finds, the artifacts serve as a starting point for
a route through numerous historical “icebergs” that is guided by the agendas of
artists' research methodologies.

Problems of Navigation

Within Mercury in Retrograde, problems of navigation are noticeable from the
start. In the room with the Nova Zembla artifacts hangs a large icescape,
apparently a work of a 19" century history painter. However, The Death of
Barents by the Russian realist painter, Georgy Kitchigin, is actually a
commission of a Dutch-Russian Nova Zembla expedition team in the mid 1990s,
kindly loaned for the exhibition. Unsuccessful in their search for the burial site of
Barents, the expedition members sponsored this illustration of the moment of
Barent's death on the ice, which commemorates a hero's “final sacrifice” in a
theatre of gestures and naturalistic drama. Interestingly, the scene was
excluded in early 17" century illustrations of original crewmember Gerrit de
Veer's journal. In a combined style of retro-romanticism and Russian realism,
the work embodies multiple eras in an attempt to reinsert a missing image into
the visual narration of events.

On another wall in the room the series Vinta, belonging to the young German
artist Sven Johne, chronicles various micro-histories of human mistakes and
failures associated with the Baltic island of Vinta. With black and white portraits
of the individuals concerned and pithy but telling stories of their adventures,
Vinta functions as a timeline of failed expeditions to an island so tiny it almost
represents an abstract notion — a miniature utopia of personal ambition and
hope that was poised on the border between East and West in the era of the Cold
War. From Fritz Lang's difficulties in shooting The Woman in the Moon (1929),
that uses Vinta as location, to the escaping East German doctor who mistook
the uncharted GDR island for Denmark, the work speaks about the individual
destinies affected by failed attempts and heroic ambitions gone awry.

Resistance on the Ice

While continuing the navigation of the exhibition through the constructed and
mediated space of Dimitri Gutov's Livshitz Institute, it becomes apparent that
not only is his work an efficient tool in re-reading the Marxist aesthetic, but it is
also a form of collective survival in the Russian neoliberal and nationalistic
winter. Perhaps it sounds like an utopian ideal to mention here the notion
recalled by Gutov's initiative in his attempt to recontextualize M. Livshitz's
writings and his statement: the ideal of human race is to be in complete
agreement. Who else besides Gutov presents M. Livshitz's legacy as a
crystallized opposition to the figures of liberal capitalism? This is particularly
apparent in Gutov's documentary presented in MiR exhibition, in which Russian
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artists discuss about the snobbery of pop art which they describe as a
movement that is completely based on commerce and its affections. The
collective initiative that appeared in the early 1990s under the most hostile
environment - the increasing development of the neoliberal system in Russia, is
associated with a political “winter” that seems to coincide with our imaginary
exploration itinerary. This is not by geographic accident, but rather it is the
result of a significant physical and mental experience that resembles the sort of
drama of the state parallel to the resistance of Barents' explorers trapped in the
ices.

“In this classic method, used most commonly in the open sea, the navigator
uses celestial bodies that have been identified and grouped into constellations
since ancient times. Celestial navigation makes possible voyages across
thousands of miles of unmarked water. However, clouds, fog, rain, snow, mist,
or haze, may prevent the essential sightings of celestial bodies.

For celestial navigation the navigator uses a sextant and a chronometer. The
astrolabe is an instrument used for measuring the positions of heavenly bodies.
It consists of a circle or section of a circle, marked off in degrees, with a movable
arm pivoted at the center of the circle. Until the sextant was invented during the
18th century, smaller types of astrolabes were the main instruments used by
navigators.

- navigation manual

Visually charted as a constellation of white spheres on a black background, the
East Art Map is a longstanding initiative of the Slovenian artist collective IRWIN,
a project presented by an IRWIN member, Miran Mohar, at the Mercury in
Retrograde symposium “What Say These Stones.” Similarly to the multiple
expeditions to Nova Zembla in which the Dutch and Russian teams took part in
the 1990s - “recovery operations” in search of new artifacts and information -
IRWIN's initiative aimed to build up a complex system of orientation through
freshly recovered coordinates of art history. “History is not given,” as the EAM
editors and project authors say, “it has to be constructed.” The statement
follows the principle of a guidebook towards the visual culture of totalitarian and

post-totalitarian societies. The project and its recent publication, East Art Map,
is the largest contemporary art documentation project ever undertaken on the
East. It guides us through the recent reconstruction of history from a
collectively authored approach. This is an attempt to balance out the history-
making process itself by precisely working with the mechanisms of constructing
and mediating realities from a historical perspective. IRWIN deals with what has
been “lost” by post-WWII historiography, a strategy associated with the
curators' approach to dealing with Lippmann, Rosenthal & Co. affair.

History Revisited

In David Malijkovic's Scene for a New Heritage 1 and 2 visitors from several
decades in the future make a trip to a mysterious silver structure, a monument
at Petrova Gora to victims of World War II, which was built in Croatia under the
communist regime (designed by Vojin Bakic). What was once a site visited by
Croatian school children is now a gleaming shell that had almost been destroyed
in the conflicts that raged in ex-Jugoslavia in the 1990s. In the video works, the
knowledge about the structure has been lost. In part 1 a group returns to
explore its exterior and attempts to decipher this artifact of a lost heritage,
while in part 2 a solitary young man returns from even farther into the future
and seems to be guided through its cavernous, peeling interior by a magical
golden globe. The work speaks to a ruptured, broken history that can no longer
be accessed, and a structure from a modernist heritage becomes an alien
artifact. Like the recent Dutch expeditions to Nova Zembla, in Scene for a New
Heritage the protagonists return to a destroyed site to reassemble the past. A
sense of loss and fragmentation is pared with images of gleaming futuristic
fragments, upon which a new history may be constructed.

David Malijkovic -
Scene for a New Heritage
detail, instalation view

27



28

Michael Blum Lipman &
Rozental Bank
Instalation view

Although the central area of the city was destroyed during the WW2
bombardments, the equestrian statue of the ruler Carol survived till 1948, when
it was dismantled by the communists and melted down. From the resulting
bronze a statue of Lenin was cast in the late 1940s and installed in front of the
“Scanteia” building. After a decision of the Hague Tribunal in the late 1950s the
Romanian state was forced to pay reparations to the Mestrovici family for the
destruction of two monuments, the first mentioned statue and the another one
represeting the ruler Ferdinand, which was situated near the Mavrogheni
church.

- Excerpt from an article by Gabriela Lupu in the Romanian magazine

“Cultura” December, 2006.

Placing Fernando Sanchez Castillo's monumental video Rich Fat Cat Dies in
Chicago at the very end, on the top floor of Mercury in Retrograde brought the
cycle of navigation through the labyrinthine exhibition to an archetypal, post-
climax downfall - a Hegelian moment of collapse and rage in an eternal
historical dynamic. In his film the artist choreographs a range of displays and
games that take place around the abuse of a bronze head: a coup d'état
restaged in a riding ring, in the desert, in the street. Attracted by the spectacle
performed by the ritual of political revision, the viewer becomes part of the
actions and movements. Consequently, it becomes painfully apparent that the
symbols of one deposed regime are removed, only in order to be soon replaced
by others. As Fernando Sanchez Castillo's states: “Spanish recent history is
trying to eliminate the excess of signs and symbols that characterized Franco's

period from streets. I wonder where they are being stored, and I would like to
attempt to see if art can use them as the remnants or as the building blocks for
constructing the history oh the current art. Sometimes one needs to reconstruct
the memory of events. Art can speak metaphorically to relocate us in the
structures of history in a way that other disciplines cannot.”

Such an idea finds its antipode in the recent post-socialist reality of Eastern
Europe. Here a striking parallel is the current recasting of the statue of the
Romanian king Carol I (1839-1914), an equestrian statue that has been
destroyed and melted down in 1948 when the Communists seized power.
Preserving an ancient ritual, the winners used the bronze to create a statue of
Lenin. After a reversal of regime and fortune, the Romanian government is
considering reusing the broken remains of the Lenin statue that was toppled in
1989 to recast and reinstall the former statue of Carol.

Novaya Zemlya, Nova Zembla, New Land

Now on the island of Novaya Zemlya, only a few polar bears remain lurking
around the meager, being among the few exposed remains of the Safe House.
Today, the landscape is dotted with other abandoned structures - the heavy
lead containers used as protective shelters for humans during the nuclear tests
executed in 1950s by the Russians. On the other side of Nova Zembla the glacial
climate preserves the remains of concentration camps dating from Stalin's
regime, which are situated near isolated and abandoned Eskimo settlements.

29



30

Dimitri Gutov -
Livsit Institut. instalation view

As we get closer to the end of our journey, it would be an appropriate time to
mention the vision of Russian artist Y. Lederman who presented a proposal for
the installation of Barents' Relics, which we rejected, both because of its
excessively critical statement and the way in which this would reflect on prized
cultural artifacts of Dutch history. His idea was to surround the artifacts from
Nova Zembla with images of Soviet gulags as a metaphor for the present and a
reflection on the current situation of world’s historiography / museology, in
which the past is used to reaffirm the will and needs of the existing power
structures.

Ultimately, we the navigators - the artists and curators - are indeed the
prisoners of time. Currently, the History Department of the Rijksmuseum is
reconstructing the display of the Nova Zembla collection, and we can only guess
about the new look of the updated Dutch historiography. What we know for sure
is that the former Dutch symbol of patriotism - invoked as a model of endurance
during World War II - will experience a shift in representational accents, and we
might discover a new face of the myth in accordance with new contemporary
realities. And in the future, as the ice continues to melt, the Northeast Passage
may become a shipping route with access rights contested among its bordering
countries. Here, it is worthwhile to recall another thought of Boia, who said that
“one thing must be understood: there is no objective history, so although we
speak about objectivity, in principle we are also talking about its non-existence.

In other words, our era marks the end of the illusion, entertained and amplified
by the scientism of the past century. The ‘Critical School’ was so trustful and
aware of the historian capacity to squeeze from the document, or what the
Ranke called 'the history as the way it really was’ and the Marxist theory with its
accurate disposal of the phenomena's into the perfect schema of the evolution
of humanity actually are the two highest points reached by the myth of the
‘perfect’ and objective history.”

In the context of Mercury in Retrograde, the Nova Zembla collection reflects on
an expedition to the past where the outcome is uncertain. Overall, as cultural
producers and mediators, we see our aim in relation with the members of
Barents' expedition. Carrying prints and books on their journey, the explorers
were bringing items of their culture to an unknown land in a mission of
enlightenment and cultural exchange. Clearly, a group of foreign curators
entering into the unknown waters of the Dutch political, historical and cultural
context represents a potential for failure in an attempt to research a complexity
of history within a contemporary (“western”) society. Although this process
cannot solve contemporary historical dilemmas, nevertheless it represents an
attempt to build negotiation platforms between the individuals for the future
achievements. Here, the roles assumed by curators engaged critically in
exploration could be best described with a paraphrase of Lucien Febvre's words:
“The historian is not the one who knows but the one who searches for...".

Translated by Sorana Lupu

[3] Ibidem, p.54.
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personal local settings.

tineri artisti Tn context

o serie de evenimente de arta contemporana produse de Galeria Vector din lasi Tn cadrul proiectului de cultura sociala cARTier finantat
de Programul Cultural Elvetian in Romania— Pro Helvetia SDC

Catalin GHEORGHE
asistenti / Alexandru BOUNEGRU, Livia PANCU

Proiectul Personal Local Settings a fost gandit in directia (in)formarii unei platforme de promovare a artei tinerilor artisti
ieseni in contextul necesitatii de a scana, a inregistra si, eventual, a reconfigura noile moduri de situare, de creativitate
si de comunicare ale generatiei tinere.

Tncepand cu sfarsitul lunii octombrie 2006, pana spre finalul lunii aprilie 2007, Galeria Vector a organizat o serie de
evenimente de arta contemporana avand ca invitati tineri artisti locali interesati sa isi expuna punctele de vedere asupra
conditiilor producerii relatiilor lor cu diferitele sisteme fata de care isi seteaza propriile optiuni personale.

Conceperea unui proiect artistic care sa reflecteze asupra conditiilor si aspectelor vietii sociale — ale carei configurari
fabricate sunt determinate de regularizarea intensiva a unor modele existentiale presetate in functie de puterea de
manipulare a nevoii de capitalizare a habitusurilor si conventiilor unor logici culturale si economice guvernate de sistem
— presupune semnalarea unei constientizari, auto-motivari si responsabilizari, in sensul unui raspuns orientat catre re-
evaluarea vietii cotidiene, care sa indice luarea unei atitudini, efectuarea unei re-pozitionari, initierea unei re-situari, si
instantierea unei re-prezentdri in opozitie cu acceptarea tacita a canoanelor, cliseelor si procedurilor dictate de
versiunile standard ale sistemelor.

Personalizarea raspunsului artistic, ca reactie locala tactica la strategiile globale ale sistemelor de producere si
mediatizare a valorilor sociale, politice, economice si culturale, impuse artificial de diferitele sisteme de reproducere si
redistribuire a cunoasterii si actiunii, se constituie in functie de retorica reactionara pe care si-o asuma critic cel ce
propune un proiect artistic.

Pozitionarea personala in raport cu conditiile locale de co-productie a co-existentei se realizeaza in functie de complexa
structurare sau simpla orientare a dispozitiilor, preferintelor, observatiilor si protocoalelor de comunicare reactivate
vizual.



Setarea zero: sunete si imagini neplanificate

un eveniment realizat de
MORT LA CREIER & Dan BASU

Tntr-o experienta de sunet si imagine prelucrate la interferenta dintre DJ-ing si Vj-ing, primul
eveniment al sesiunii de setari personale in raport cu conventiile sistemelor de productie si
expunere intr-o galerie de artd, a adus Tmpreuna doi tineri producatori de muzica
experimentala si text vehiculat ca imagine, in contextul facilitarii unei relatii de socializare a
unui public eclectic.

Catalin GHEORGHE
MORT LA CREIER este editor al unei serii de almanahuri publicate online si fondator al net-label-ului

http://arhiva7.xro.us, producator, VJ, DJ de radio si membru al colectivului care organizeaza gathering-ul
de la Ciorbesti.

Dan BASU studiaza foto-video-multimedia la Universitatea de Arte, lasi. Activeaza ca VJ si se ocupa cu
video performance si instalatie video.
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Zero Setting: Unplanned Sounds and Images

an eventrealized by
MORT LA CREIER & Dan BASU

Through a sound and image experience
processed as an interference of Dj-ing and
Vj-ing, the first event of the session of
personal settings in relation to the system
conventions of production and displaying in
an art gallery, brought together 2 young
producers of experimental music and text
communicated as image in the context of
mediating a social relation of an eclectic
audience.

Catalin GHEORGHE

MORT LA CREIER is editor of a series of
almanacs published online and founder of the —
net-label http://arhiva7.xro.us, producer, VJ,
radio DJ and member of the collective which
is organizing the gathering from Ciorbesti. [

Dan BASU studies photo-video-multimedia at
the University of Arts, lasi. He activates as a
VJ and deals with video performance and video
installation.

FIGHT!

o instalatie multi-media realizata de

Liliana BASARAB & Costel CHIRILA

FIGHT! comenteaza cinic invazia vizuala a unei interpelari de strada si simuleaza ironic o contralovitura de
arta. Tn oras, vedem pe stalpi, pe garduri sau pe cladiri afise care cheama la initieri promise in artele
martiale. Tn filme, vedem lupte abundente si hiper-realiste intre personaje celebre si figuranti anonimi.
Cultura urbana si industria cinematografica reproduc surplusuri violente de adrenalina si simuleaza situatii
excesive de putere. Tn lumea artei asistam la lupte intre generatii si conflicte intre conventii, la escaladarea
opozitiilor dintre cei care vorbesc despre initiere, calcand peste cadavre, si cei care s-au saturat de scenarii
prost scrise, setting-uri instalate dupa reguli si distributii falsificate. Cu toate acestea, lupta ramane indecisa
si aparent e inutila. Expozitia e un comentariu social si artistic, caricatural si satiric, cinic si ironic, pe de o
parte asupra inflatiei de imagini si sloganuri din artele martiale, care apar in strada si in filme, iar pe de alta
parte asupra regulilor exacte de expunere muzeald, pe baza carora se pretinde ca ar ajunge sa configureze
stiinta arhivarii tematice. Lucrarea video din aceasta instalatie multimedia mixeaza elemente de actiune si
interpreteaza momente din istoria picturii. Dincolo de agresivitatea promotionala a strazii, de productia
violentei patologice din industria cinematografica si de hemoragia cvasi-conflictelor din lumea ingusta a
artelor se afla un scenariu bulversant cu un final deja consumat.

Liliana BASARAB, artist vizual, traieste si lucreaza in lasi. A facut parte din promotia
2005-2006 a programului de rezidenta Le Pavillon, unitatea pedagogica a Palais de Tokyo,
Paris, Franta.

Costel CHIRILA, artist vizual, traieste si lucreaza in lasi. A absolvit cursurile Facultitii de
Arte, lasi, promotia 2006; este co-organizator, impreuna cu loan Pricop, al minifestivalului
de performance si actiuni de strada ,,Azi 12”.




FIGHT!

a multi-media installation by

Liliana BASARAB & Costel CHIRILA

FIGHT! is cynically commenting the visual invasion of a street interpellation and is ironically simulating an
art counter-stroke. In the city, on the pillars, on the fences or on the buildings walls we can see posters that
are calling us to promised initiations in the Martial Arts. In movies, we can see abundant and hyper-realist
fights between celeb characters and anonymous. Urban culture and cinema industry are reproducing violent
surpluses of adrenaline and simulate excessive situations of power. In the art world, we witness fights
between generations, conflicts between conventions, and oppositions between those that are talking about
initiation while stepping over dead bodies, and those who are tired of bad written scenarios, normatively
installed settings and counterfeited distributions. Nevertheless, the fight remains undecided and )is(
apparently futile. This exhibition is a social and artistic comment, a caricatured and satirical one that
describes with cynicism and irony the inflation of images and slogans in the imagery of Martial Arts, and on
the other hand a comment on the exact rules of the museum kind of display, on the basis of which a science of
a thematical archiving practice is pretending to be possibly configured. The video work from this multimedia
installation is mixing elements of action and interprets moments from the history of painting. Beyond the
promotional aggression from the street, the production of pathological violence from the cinema industry and
the hemorrhage of the quasi-conflicts from the narrow artworld, there is a puzzled scenario with an already
consumed end.

Liliana BASARAB, visual artist, lives and works in lasi, Romania; in 2005-2006, she
participated in the residency programme of the Pavillon / Palais de Tokyo, Paris, France.

Costel CHIRILA, visual artist, lives and works in lasi; BA in visual arts at the University
of Arts, lasi, 2006. Together with loan Pricop he is co-organizing since 2004 the mini-
festival of performance and street actions “Today 12”.
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AUDIO.VIDEO

un eveniment realizat de

Dan BASU, Daniela PALIMARIU si SILENT STRIKE

Suportul si informatia audio-video configureaza modul de operare si mediere al noilor medii, care au
devenit instrumente de comunicare si expresivitate ale generatiei tinere. Prelucrand digital si analog
elemente simultane de pictura video si coregrafie video, Dan Basu si Daniela Palimariu comunica
vizual experienta realizarii live a unui kit de grafica video in sincronizare cu piesele si fragmentele de
muzica experimentald si ambientala performate in galerie de Silent Strike.

Catalin GHEORGHE

“AUDIO.VIDEO este altceva decat o incercare de a sincroniza componenta audio cu cea video. Performance-ul
exploreaza capacitatea umana de a crea o imagine avand ca sursa corporalitatea si expresia umana. Omul digital
transforma imaginea omului analogic, dar totul este de fapt controlat de acesta din urma. Miscarea sa se
subordoneaza fie unei cautari a luminii si a culorilor, fie stabilirii unei relatii profunde cu el insusi. Principiul este
acela ca fiecare gest genereaza noi imagini, stabile sau nu; urmatoarea imagine se naste din prima, o amplifica sau
o reduce; nu exista imagine finala si nici imagine sigura; ea este mai mult decat un element vizual, devenind senzatie
organica pentru omul analogic ce cauta sa o atinga si sa o controleze. Acestea nu ar putea fi explorate cu adevarat
fara interventia audio, conceputd de Silent Strike, ce reprezinta suportul concret al imaginii, oferind unitate,
controland ritmul.

AUDIO.VIDEO nu este doar un experiment bazat pe un principiu tehnologic ce genereaza imagini. Cele trei
componente ale sale (doua digitale si una analogica / doua vizuale si una audio) se afla in inter-dependenta
permanenta. Orice schimbare a uneia este sesizata de celelalte doua care sunt nevoite sa reactioneze pentru a se
sincroniza. Sunetul genereaza firesc miscarea; miscarea genereaza culoarea. Ordinea acestora nu este
intamplatoare, ci urmareste o naratiune a sunetului si a imaginii integrate.

Daniela PALIMARIU studiaza foto-video-multimedia la Universitatea de Arte, lasi. Este interesata de instalatie
video si performance.

Dan BASU studiaza foto-video-multimedia la Universitatea de Arte, lasi. Activeaza ca VJ si se ocupa cu video
performance si instalatie video.

SILENT STRIKE, muzician, implicat in sustinerea si dezvoltarea de proiecte legate de muzica electronica.
www.silentstrike.ro

www.myspace.com/silentstrike




HEATER

a multi-media installation by

Florin BOBU

Displaying a series of objects-radiators in a
minimalist format which is communicating with
the performative action of the video film, the
multi-media installation proposed by Florin
Bobu is constituting into a critical approach
which connects an actual situation to the
treatment of everyday life in Ceausescu's
period. In full winter, the heater became the
object of an obsessive relation, affectively
conditioned by the administrative control of
the body. Could there be any re-enactment of
the past which may re-open an emotional
archive of suffering and its overtaking?

The works proposed by the artist are applied
H EATER as a s_ubversive commenta_ry on an abnormal
situation that some of us lived almost 20 years
ago. The special relation with the heater or
with its simulacrum is defined by an obsessive

o mStalage multi-media realizata de care for this device which, in that moment,
was being able to substitute a multitude of
Florin BOBU needs and thus create a state of fulfilment.

Instalatia multimedia propusa de Florin Bobu, realizata sub forma unor radiatoare-obiect dispuse intr-un

format minimalist care comunica cu actiunea performativa din filmul video, se constituie intr-un demers

critic care conecteaza o situatie actuali la trecutul tratamentului vietii de zi cu zi din perioada ceausista. Tn

plina iarna, caloriferul devenea obiectul unei relatii obsesive conditionata afectiv de controlul administrativ al

corpului. Se poate reconstitui un trecut care ar redeschide o arhiva emotionala a suferintei si a depasirii ei? :

Lucrarile propuse de artist se aplica sub forma unui comentariu subversiv al unei situatii anormale pe care gDraqu?tidEAnK"htZe A?ﬁde,{}“;hc’f Y'izal Ar:tzoa(‘)n: "
am trait-o unii dintre noi cu aproape 20 de ani in urma. Relatia speciala cu caloriferul sau cu simulacrul paerstli?:ip:ated fg aeszri(es if :rt :\:eitss})anotterd.ame,
acestuia este definita printr-o grija obsesiva fata de dispozitivul ce putea, la momentul acela, subtitui o Munster and Antwerpen.

multitudine de nevoi si implicit de a crea o stare de plenitudine.

l 1
Florin BOBU este nascut si traieste la Tecuci. A absolvit Facultatea de Arte Vizuale si Design (AKI) din Enschede (Olanda) in

Florin BOBU is born and lives in Tecuci (Romania). He

2005. A participat la o serie de evenimente de arta din Rotterdam, Munster si Antwerpen.




RESURSE REDISTRIBUITE

un proiect realizat de
Andrea HAJTAJER in colaborare cu Cristian NAE

Clivajul dintre estul si vestul Europei, identificat la nivelul distribuirii suportului informatiei de
specialitate, produce comportamente excesive de copiere si arhivare automata. Practica
fotografica devine o practica de achizitie acumulativa, iar practica comunicarii devine o practica
a (in)formarii unei orientari in cunoastere. O practica documentar-artistica de circumstanta e
dublata de o cercetare artistica in directia procesarii unei informatii fotografiate. A rezultat o
carte-document care vorbeste despre rezistenta la limitarea accesului la informatie si despre
abandonarea, fortata de imprejurari, a functiei fotografiei artistice. Cercetarea documentar-
artistica a fost expusa, sub forma unei instalatii, in spatiul de lucru al Galeriei Vector. Pentru
perioada 14 - 23 februarie 2007, Galeria Vector a imprumutat cartea-proiect a Andreei
Hajtajer si a pus-o la dispozitia publicului in cadrul instalatiei-de-studiu propusa de artista.

Catalin GHEORGHE

Procesul educational artistic constituie nu doar un cadru de modelare autoritara a optiunilor
studentilor, ci si un sistem mutual de practici formative si de strategii de cercetare
comunicative. Tn conditiile precaritatii informatiilor teoretice si ale unei insuficiente pregatiri
critice a actului de creatie, generata de o politica educationala locala autosuficienta si sterila,
acest proces poate include strategii personale de documentare si practici private de orientare.
Tutoriatul informal constituie astfel o forma radicala de curatoriat personal, iar reteaua de
informatii construitd de student, o forma alternativa de perfectionare profesionala. Tn urma
unei colaborari informale desfasurate pe perioada unei burse de studiu la Manchester
Metropolitan University, s-a constituit o arhiva privata de carti, reader-uri si albume de teoria
si istoria artei contemporane fotografiate digital, care a fost ulterior procesata intr-un simulat
reader pentru uz personal. Prin sistemul de structurare a fotografiilor extrase din arhiva,
reader-ul isi comenteaza propria sa conditie artistica, chestionand contextul special al utilizarii
conceptuale a textului si fotografiei.

Andrea HAJTAJER si Cristian NAE

Andrea HAJTAJER, artist vizual, traieste si lucreaza in lasi. A absolvit cursurile Facultatii de Arte, lasi,
promotia 2007.

Cristian NAE, critic de arta si curator independent, tréieste si lucreazé n lasi. Tn prezent, preda estetica la
Universitatea de Arte, lasi.
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Andrea HAJTAJER, visual artist, lives and works in lasi. BA in visual arts at the University of Arts, lasi, 2007.

Cristian NAE, art critic and independent curator, lives and works in lasi. Presently teaches as an assistant
at the Art University, lasi

24H CYBER-CRUISING

un proiect realizat de Alex GRIGORAS

Interventia reala in cyber-spatiu presupune o amplificare creativa a
simularii. Virtualitatea si realitatea interactioneaza si se expun reciproc. Tnsa
singurul motiv pentru care nu poti ramane permanent in mediul virtual ar fi
imposibilitatea de a te transpune fizic si a-ti satisface nevoile primare.
Imersiunea n spatiul virtual inscrie relatia dintre utilizator si avatar intr-un
scenariu hiperreal, care solicita regandirea instalarii in jocul pe computer.
Computerul devine mediul legitimat al defragmentarii vietii de zi cu zi si al
construirii unei alternative prin trairea placerii de a te preumbla.

Catalin Gheorghe si Alex Grigoras

gl b=

Alex GRIGORAS, artist vizual, traieste si lucreaza in lasi. Tn prezent este preparator la
Facultatea de Arte Plastice, Decorative si Design din lasi.
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24H CYBER-CRUISING

a project realized by Alex GRIGORAS

In the immediate reality of the cyber-space, the actions are reset
by an immaterial, but factual, relation to different counter-
decisional situations. The border experiences, mediated by
possible simulations, create a relation between interface's risks
and a quasi-virtual series of hyper-real livings. The self-generated
absorption of the everyday life is de-compensating the electronic
scenarios through an in situ construction of a transposition.

Catalin GHEORGHE and Alex GRIGORAS

Alex GRIGORAS, visual artist, lives and works in lasi. Presently he is a
trainer in the Graphics Foto-Video-Multimedia Department of the Faculty
of Fine Arts, Decorative Arts and Design, lasi.
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REPLACING SPACE

un proiect realizat de Lavinia GERMAN

Pornind de la ipoteza luarii unei distante fata de intelesul concret al termenului de “spatiu public” si
evitand confuzia termenului cu cel de “loc public®, inteles ca spatiu concret, care se contureaza fizic
si care delimiteaza spatiile private, proiectul propus defineste spatiul public ca pe un context al
negocierii ce functioneaza pe principiul medierii continue a normelor de relationare sociala. Prin
aplicarea sa la cazul de fata, un spatiu concret, deja public, galeria de arta, se transforma intr-un
spatiu public ca metafora/interpretare artistica, cu acces nerestrictionat, zona/suprafata verde
avand ca prima regula de functionare prezenta concreta si interpretata a publicului.

Lavinia GERMAN

Orice proiect public consemneaza o delimitare. Acest proiect deschide Tnsa un spatiu. Un spatiu al
criticii institutionale, un spatiu privat al eliberarii, un spatiu public al intalnirii. Prezenta publicului e
o conditie politica a functionarii spatiului, o conditie estetica a trairii sale, o conditie morala a
Tmpartasirii, o conditie logica a comuniunii si o conditie artistica a producerii spontane a
evenimentului situarii. Locul expunerii devine un pretext al producerii spatiului public, iar
comunicarea devine mediul oportun al chestionarii unei poetici intermediate.

Catalin GHEORGHE

Lavinia GERMAN, artist vizual, traieste si lucreaza in lasi. A absolvit Facultatea de Arte, lasi, promotia
2006, in prezent masterand in cadrul aceleiasi univesitati.

REPLACING SPACE

a project by Lavinia GERMAN

Starting from the assumption of distancing oneself from the concrete meaning of the term
"public space" and avoiding the confusion with the term "public place", understood as
concrete space, outlined in the physical world and delineating private spaces, the proposed
project defines public space as a negotiation context operating on the principle of constantly
mediating social relation-forming norms. By applying it to this case, a concrete space,
already public, the art gallery, turns into a public space as artistic metaphor/artistic
expression, with unrestricted access, the green zone/area having as its first operating rule
the audience's concrete and interpreted presence.

Lavinia GERMAN

Any public project records a boundary outlining. This project, however, opens a space. A
space of institutional critique, a private space of deliverance, a public space of encounter.
The presence of the audience is a political condition for the space to function, an aesthetic
condition for its experience, a moral condition for sharing, a logical condition of communion
and an artistic condition of spontaneously producing the event of position assumption. The
exhibition place becomes a pretext for producing public space, and communication becomes
the appropriate medium for questioning intermediate poetics.

Catalin GHEORGHE

Lavinia GERMAN, visual artist, lives and works in lasi. BA in visual arts at the University of
Arts, lasi, 2006, presently MA in visual art at the same university.
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Mobilizand resursele opozitionalitatii:

Spatiul public Bucuresti | Public Art 2007

Viad MORARIU

Vlad Morariu a absolvit in
2005 Facultatea de Filosofie din
cadrul Universitatii ,Al. 1. Cuza”
din lasi. Tn prezent este
masterand al aceleiasi facultati
si bursier Erasmus al
Universitatii Humboldt din
Berlin.

52

Orizontul de dezvoltare a proiectului a fost anuntat inca de pe acum: el
avea sa includa o serie de proiecte artistice, dezbateri publice si
interventii mediatice, urmarind confruntarea publicului cu dezvoltarile
sociale, initierea dezbaterilor publice si contributia culturala la
dezvoltarea democratiei. Cele trei obiective pe care proiectul le
urmareste sunt: (1) conectarea Bucurestiului la evolutia artei
contemporane internationale, cu scopul de a genera o constiinta a
semnificatiei sferei publice; (2) instituirea, pe termen mediu, a unei
initiative independente sau a unei institutii pentru arta Tn spatiul
public; (3) realizarea, pe termen lung si permanent, a proiectelor de
artain spatiul public.

Privire fugara asupra spatiului public

Grecii antici ajunsesera sa creada ca miscarea din Universul fizic are loc pentru
ca fiecare lucru tinde sa ocupe locul sau propriu acolo unde intra in repaos.
Acceptand principiul unei convenientia universalae, ceea ce este valabil in fizica
obiectelor putea fi extins la mecanica societétii. Tn aceasta, anticul isi lua in
primire functia sa de zoon politikon si o implinea prin ocuparea locului sau
prestabilit in Agora, locul de unde vocea sa se putea face auzita. O voce care Tsi
asuma decizia politica, prin aceea ca ea avea dreptul de a se re-prezenta, ceea
ce inseamna ca gandul putea fi limpede si nemijlocit scos la suprafata.

Agora este mai intai de toate un nume. Ca nume el trimite Tn mod direct la
purtatorul sau, locul pe care noi mai tarziu I-am identificat in ruinele Atenei. Si
totusi, ca reziduu al timpului, Agora nu ne spune inca nimic. Ea capata noima in
proximitatea celor multi, a celor pentru care dreptul de a fi aici ITnsemna dreptul
de a fi numarat printre cetateni. Sensul acestei simplitati a referintei vine din
aceea ca grecul cetatean se leaga de Agora in mod firesc: numele Agorei devine
supra-numele sau.

Ca antiteza istorica a anticilor, noi am facut din Agora un concept; am redefinit-
0, numind-o spatiu public. Dar prin aceasta ceva ramane deja in urma. Sfera
publica nu mai este un nume, ea a devenit o incercare de a descrie un spatiu in
care noi ar trebui sa ne gasim locul firesc, dar pe care il pierdem mereu din
vedere. Aici nu e vorba doar de a descrie fluxurile de comunicare, ci si de nevoia
unei societati complicate de a-si acorda privilegiul unei teorii normative care sa
fi regleze mecanismele. Tn norma, sfera publica este gandita in termenii unui
spatiu comun de comunicare ce presupune generarea opiniei publice in

modalitati validabile politic si moral. Tn acelasi timp, conceptul normativ este
prevazut cu o forta capabila de a genera schimbarea politica, prin mobilizarea
opiniei publice ca forta politica decisiva.

Spatiul public este un concept cu o intensiune normativa. Cu toate acestea, o
intrebare asupra extensiunii sale ne pune astazi intr-o imposibilitate practica:
noi suntem martorii privilegiati ai disparitiei sale. Tn capitalismul tarziu sau in
neo-capitalismul post-comunist, spatiul public a devenit arena de lupta a
actorilor acumularii de plus-valoare. Spatiul public este privatizat, inchiriat,
ocupat abuziv, vandut. Tn aceasta recunoastem pozitia din ce in ce mai slaba a
sferei publice in raport cu puterea suverana careia i se adreseaza si pe care o
provoaca in ultima instanta; altfel spus, asistam la dezavuarea crescanda a
criticii ca vehicul al generarii de subiectivitate.

Aface vizibil: proiectul de arta contemporana

Suntem astazi re-re-prezentati, ceea ce inseamna prezentati in mod indirect,
distorsionati in alegerile noastre, iar vocile noastre se aud slab. Pentru a da voce
gandului tau e nevoie sa lupti, dar lupta a devenit deja neatractiva; in definitiv,
nu mai e vorba decat de simularea unei vieti normale, in care fiecare mimeaza
participarea la politic. Tn chiar nucleul acestei simulari cultura imaginii si-a
asigurat hegemonia, spatiul dezbaterilor desubstantializat mutandu-se in
studioul de productie al talk-show-ului. Simularea normalitatii tine in frau
energii subterane, dar chiar si astfel au loc deraieri, cazuri Tn care spatiul public
nu mai reuseste sa produca rationalitate si valori morale, ci dimpotriva raul
social. Sunt multi cei pentru care aceasta simptomatica indica necesitatea
regandirii acestui concept.

Fragmentarea este astazi conditia sine qua non a economiei neo-liberale. Ea
tine de dinamica relatiei sofisticate dintre cerere si oferta, dintre ofertant si
cumparator, dintre producatorul de dorinte si subiectivitatea comodificata.
Acest lucru are consecinte directe asupra spatiului public: nu numai ca acesta
este sfarAmat in micro-spatii, dar el genereaza in acelasi timp pesimismul unui
sfarsit al istoriei, generat de absenta adversarului vizibil (fie ca acesta era
tradus in diviziunea dintre est si vest, dintre comunism si capitalism etc.).
Hedonismul noului mileniu creeaza tipologii umane diferite; expansiunea
globala brutala a capitalului fara granite da nastere fie sustinatorilor necritici,
fie oponentilor convinsi.

Pentru o tara aflata in tranzitie, asa cum este Romaéania, aceste probleme apar in
cel mai dramatic mod posibil. O simpla vizita in Bucuresti poate confirma
oricand acest lucru. Nu poti scapa de impresia unei curse contra-cronometru in
care fiecare este prins fara voie: ceea ce erau recunoscute in mod traditional ca
locuri publice dispar subit, inghitite in malaxorul cresterii economice (domenii
publice privatizate abuziv, publicitatea agresiva) sau al politicii emotionalizate
(spatiile revoltelor transformate in locuri ale bailor de multime electorale).
Rezistentele sunt locale, facandu-se greu auzite, atunci cand nu fisi pierd
substanta prin transformarea in scandal promovat mediatic.

Tntrebarii ,ce este de facut?” 1i poate da raspuns proiectul de arta
contemporana. Ca mijloc al creatiei si al criticii, proiectul de arta poate face
vizibile o serie de lucruri si isi poate alege in chiar spatiul public locul de
desfasurare, a carui performativitate este judecata in functie de discutiile critice
pe care le genereaza in anterioritatea sau posterioritatea evenimentului
artistic. E vorba mereu de incercarea de a asigura hegemonia asupra
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simbolicului si a imaginarului culturii critice si de a furniza legitimitate
subscenelor de opozitie. Un proiect care si-a propus generarea tocmai a acestor
tipuri de reactii critice este cel curatoriat de Sabine Hentzsch si Marius Babias,
Spatiul public Bucuresti | Public Art 2007.

Acest proiect pilot a fost lansat pe 20 aprilie 2007 la Bucuresti, prin intermediul
unei mese rotunde la care au participat, printre altii, Michael M. Thoss (Allianz
Kulturstiftung), Horia Roman Patapievici (ICR), artistul Olaf Metzel, Timotei
Nadasan (directorul editurii Idea Design & Print) etc. Orizontul de dezvoltare a
proiectului a fost anuntat inca de pe acum: el avea sa includa o serie de proiecte
artistice, dezbateri publice si interventii mediatice, urmarind confruntarea
publicului cu dezvoltarile sociale, initierea dezbaterilor publice si contributia
culturala la dezvoltarea democratiei. Cele trei obiective pe care proiectul le
urmareste sunt: (1) conectarea Bucurestiului la evolutia artei contemporane
internationale, cu scopul de a genera o constiinta a semnificatiei sferei publice;
(2) instituirea, pe termen mediu, a unei initiative independente sau a unei
institutii pentru arta n spatiul public; (3) realizarea, pe termen lung si
permanent, a proiectelor de arta in spatiul public. 2007 este un an pilot, iar
artistii care au luat parte la acest experiment au fost: Mircea Cantor, Anetta
Mona Chisa / Lucia Tkacova, Nicoleta Esinencu, H.arta, Daniel Knorr, Dan
Perjovschi si Lia Perjovschi. Proiectul s-a dezvoltat pe mai multe layere,
incluzand aici lansarea unui website, nsotita de un nou panel de discutii,
invitarea unor artisti In rezidenta in Romania, fapt care a permis dezvoltarea
unor proiecte de lunga duratad, editarea unor carti intr-o colectie noua la editura
Idea Design&Print, colectia ,,Public”, si, in fine, lansarea unor proiecte artistice
in spatiul public din Bucuresti.

Tematizand publicul

Tntr-o serie de conferinte tinute la BBC pe la inceputul anilor '90, Edward Said isi
propusese sa abordeze tema necesitatii prezentei intelectualului in spatiul
public. De-a lungul a patru astfel de interventii, Said situa intelectualul Tn sfera
opozitionalitatii, ca o componenta necesara a unei dialectici capabila sa
conduca spre progres social. Figura intelectualului veritabil era mai degraba
asociata cu cea a revoltatului, a rebelului si a renegatului. Cultura scriiturii si a
dezbaterilor de idei erau investite astfel cu rolul fundamental pentru generarea
unei comunitati critice, ca garant al ,,vietii bune” a unei societati.

Tn Romania, sfera opozitionalitatii reprezentatd de cultura scriiturii critice se
cristalizeaza timid. Platforme si initiative singulare in acest sens, incercand sa
nu se lase compromise de industria de lifestyle, care estetizeaza eliminand
substanta, au probleme in a-si asigura accesibilitatea, tocmai pentru ca refuza
logica marketingului si a cosmetizarii. Tn cazul proiectului Spatiul public
Bucuresti | Public Art 2007 a fost mai degraba vorba de o strategie inversa: a
crea brese in arealul socialului prin asigurarea prezentei in mijlocul unor
purtatori de mesaj usor accesibili. Proiectul a coborat in strada dezbaterile de
idei si luarile de pozitie, in paginile a doua reviste de cultura, Observator cultural
si Suplimentul de Cultura. Intentiei de a sublinia prin comparatie (cazurile
spatiilor publice occidentale sau cele din fosta lugoslavie), de a analiza critic si
de a lua pozitie i-au raspuns Ciprian Mihali, Ovidiu Tichindeleanu, Oliver
Marchart, Simon Sheikh, Boris Buden, Marius Babias, Suzana Milevska, Alina
Serban, Timotei Nadasan.

Tn mod traditional, artistii si reprezentantii stiintelor sociale sunt perceputi ca
facand parte din sfere autonome, care pot produce aceleasi efecte prin mijloace

de expresie deosebite. Opozitia era Tn acest caz cea dintre carte si lucrarea de
arta ca purtatori diferiti ai mesajului critic. O suprapunere a acestora doua care
sa mearga pana la identificare ne apare mai curand ca o exceptie decat o regula.
Colectia ,,Public” a editurii Idea a acceptat aceasta provocare, generand ea
insasi o colectie singulara in peisajul publicistic roméanesc si poate si in cel
european, prin initiativa editarii ,,cartilor de artist”. Sa staruim o clipa in preajma
acestei sintagme cu o intrebare asupra semnificatiei sale.

Tocmai pentru ca autorul acestei carti nu este unul traditional, acest tip de carte
iese din canoanele clasice. Tn acelasi timp ea are pretentia de a fi altceva decat
un catalog, fie el ca suport care sa documenteze o lucrare sau o expozitie.
Cartile de artist din colectia ,,Public” s-au oprit undeva la mijlocul drumului: ca si
cartea traditionala, cartea de artist are intentia de a genera un anumit tip de
constiinta sociala si, in genere, un anumit tip de cunoastere. Tn acelasi timp,
producerea acestei cunoasteri are loc prin reinventarea instrumentelor
analitice; in fond, este vorba de un alt fel de analiza si sinteza generata insa de
aceasta data prin articularea resorturilor subiective ale artistului. O cunoastere
ale carei idei sunt puse Tn circulatie mai mult de catre imagini si mai putin de
catre cuvinte. Astfel a fost booklet-ul si lucrarea ,,Dialectics of Subjection” ale
Anettei Mona Chisa/Luciei Tkacova, o privire ludica aruncata asupra modurilor
de apropriere a politicului, publicatia-inventar ,,Contemporary Art Archive /
Center for Art Analysis (1985-2007)”, a Liei Perjovschi, care marcheaza punctul
de Tnceput al unui proces de redefinire pentru arhiva colectata de artista, cartea
,Postmodern ex-comunist” produsa de Dan Perjovschi, care cuprinde desene si
grafitti-uri incluse in ultimele sale prezente expozitionale, cartea de artist
,racerea mieilor”, a lui Mircea Cantor, care comenteaza situatia unei practici
sociale prinsa intre imovabilitatea traditionalului si restrictiile impuse de
aderarea la structurile institutionale europene, prima aparitie editoriala a
Nicoletei Esinencu pe piata din Roméania cu , A(II)Rh+”, acte de ,subversiune
performativa” deja reprezentate pe multe din scenele Occidentului, si publicatia
grupului H.arta ,,H.arta 2008”, de fapt o agenda a carei inovativitate consta in
aceea ca datele cuprinse in ea fac Tn multe cazuri trimitere la evenimente cu
semnificatie aparte pentru istoria noastra recenta. O publicatie aparte este cea
a lui Daniel Knorr, care se intituleaza chiar ,,Carte de artist”. Knorr a produs 300
de exemplare unicat, intre paginile sale adunand fragmente de gunoaie din
diferite parti ale Romaniei, care satisfac criteriile estetice ale unei lucrari de arta
prin aceea ca, aflate sub o presiune de 150 de tone, micile artefacte lasa urme
vizibile in paginile cartii, configuratii ale unor contingente spatiale transmutate
intr-o naratiune a timpului nostru care a fost, dar carte care reuseste in acelasi
timp sa produca un act de reflectie asupra a ceea ce noi degajam, a ceea ce noi
lasam Tn urma, a ceea ce noi nu mai folosim, Tn ultima instanta, asupra
reziduurilor fiintei noastre. Tn sfarsit, noua carte a lui Marius Babias,
»,Recucerirea politicului. Economia culturii Tn societatea capitalista”, este o
colectie de eseuri ce propune re-vizitarea unor teme pe care teoreticianul le-a
abordat in cartile anterioare, dar si teme de reflectie noi, legate de punctele de
contact dintre practica curatoriala si teoretica, arta si societate.

Interventii: apropriereaimaginii

Tn 1992 W.J.T. Mitchell, raportandu-se la mult mediatizata ,linguistic turn” din
mediul filosofiei analitice a anilor ‘60, anunta in revista Artforum ca traim
vremurile unei schimbari de paradigma in stiintele umane si ale culturii, prin
care imaginea nlocuieste semnul ca obiect de studiu al acestora. E timpul unui
Lpictorial turn”, spunea Mitchell. Dar deja simptomatica acestei schimbari de
paradigma era data in analizele situationistilor. Tn Societatea spectacolului, Guy
Debord scria ca ,,in societatile unde predomina conditiile moderne de productie,
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tot ceea ce inseamna viata se prezinta sub forma unei imense acumulari de
spectacole. Tot ceea ce era trait Tn mod direct a fost mutat si transformat in
reprezentare. [...] Spectacolul nu este o colectie de imagini, ci o relatie sociala
intre oameni, mediata de imagini.” Prin aceasta Debord definea spectacolul ca
pura afirmare a aparentei, o afirmare a vietii sociale ca pura aparenta. Critica ce
avea ca obiect spectacolul 7l demasca pe acesta ca negatie a vietii, 0 negatie
care devenea vizibila. Viata transpusa in reprezentare este viata ucisa. O
neliniste similara vom gasi la Mitchell: daca schimbarea de paradigma trimitea
la faptul ca relatiile sociale sunt acum mediate de imagini, apelul sau atragea
atentia asupra faptului ca noi inca nu am inteles structura si functionalitatea lor,
relatia lor cu limbajul si modul lor de actiune asupra observatorilor si asupra
lumii. Analiza lui Mitchell se indrepta inspre gasirea unui punct de contact intre
iconologie si ideologie, intelegand ideologia in termenii unei iconologii care
diagnosticheaza (o aplicatie a lui Althusser asupra lui Panofsky).

Situarea discursului iconologico-ideologic in proximitatea celui despre spatiul
public ar putea avea consecinte importante pentru constituirea unei arheologii a
individului contemporan. Tn istoria postcomunistd a Romaniei am putea
identifica un numar de oportunitati pentru a realiza o asemenea analiza. Prima
dintre ele ar fi poate experimentul transmisiunii la televizor in timp real a
Revolutiei Roméane, care de altfel a devenit obiectul de lucru al de acum
faimoasei lucrari ,Videograme dintr-o revolutie” a artistilor Andrei Ujica si
Haroun Farocki. Un al doilea asemenea prilej ar fi cel al circulatiei imaginilor
mineriadelor, cu consecinte iremediabile asupra neincrederii 1n configuratia
spatiului public si asupra relatiilor sociale In Roméania post-decembrista.
Leziunea iremediabila produsa asupra cortexului social, cauza unei perceptii de
sine alterate, a devenit obiectul de analiza al lucrarii ,,Istorie / Isterie” realizata
de Dan Perjovschi in fata Facultatii de Arhitectura din Bucuresti, locul unde s-a
consumat ultimul episod al luptei de clasa din istoria Romaniei. Dan Perjovschi
ne-a oferit o lucrare muta, in alte cuvinte spus, ne-a oferit imagini mute, statui
vivante inchipuind doua personaje imersate deja in atemporalul memoriei
colective, un student si un miner, care au incremenit timp de o saptamana (15-

22 septembrie 2007) in acelasi loc, in aceleasi pozitii, Tn acelasi cod al aducerii
aminte: cele doua personaje fata-catre-fata, spate-catre-spate, violenta unuia
asupra celuilalt si acceptarea muta in fata fortei brute. Jocul de cuvinte din titlul
lucrarii lui Dan Perjovschi ascunde de fapt cezura dialectica a constiintei unui
observator imaginar, pentru care consemnarea textuala ar trebui sa obiectiveze
o privire lucida a faptelor, faptul care devine text, textul care devine istorie, dar
care este subminat de imagine, cea care creeaza nebunia, perceptia falsa,
constiinta falsa, isteria si, in final, inevitabilul. Lucrarea lui Dan Perjovschi are
menirea de a deparazita imaginea si de a o restitui unui circuit simbolic normal;
ea devine inofensiva, iar recuperarea sa are scopul de a vindeca amnezia de
data recenta instalata chiar printre cei care odinioara au devenit victime.

Pe acelasi traseu dar cu o alta optica se instaleaza lucrarea artistei Anetta Mona
Chisa. Si totusi aici nu este vorba despre o constinta falsificata prin prezenta
imaginii, ci mai degraba de reactia impotriva unei constiinte adormite, sedate
de repetitivitatea si similaritatea imaginilor care inunda bazinul spatiului social.
De-a lungul lunii iunie, lucrarea de numai 45 de secunde a artistei a putut fi
vizionata pe billboard-uri, spatii de expunere publicitare din mall-uri si in
deschiderea filmelor din programul unor cinematografe. Aceasta interventie
video poate fi interpretata ca o reactie inversa la publicitatea instalata in spatiul
public: i imprumuta agresivitatea si violenta, subversiunea prin seductie, forta
performativa. Mesajul se instaleaza neasteptat: cel ce vizioneaza asteapta docil
invazia mesajului publicitar, Tnsa nu primeste decat imaginea unei tinere care il
priveste cu ostilitate si care il intreaba pur si simplu ,,What the fuck are you
staring at? What the fuck are you looking for here?”. Performance-ul singurului
personaj din acest video reproduce doar simularea unui atac; de fapt el se
refuza prin tnvaluire, un refuz care porneste dinspre imagine pentru a genera o
reactie similara la nivelul constiintei privitorului. Imaginea nu se mai lasa privita
si prin aceasta nu face decat sa construiasca o rezistentda neinduplecata la
oricare tentativa de control. Ea elimina posibilitatea de a fi utilizata ca mijloc,
devenind punct terminus in sine, refractie ce determina reflectie.
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Interventii: institutii emergente

Daca spatiul public trebuie reevaluat si reconceptualizat, atunci punctul proxim
este cel al institutiilor. E vorba aici de demascarea celor deja anchilozate si, prin
aceasta, devenite nefunctionale, dar si de instituirea colectiv-intentionala a
unora noi. Dincolo de suportul concret, institutiile au nevoie de legitimare
colectiva pentru a exista. Ceva devine o institutie numai daca este reprezentat,
recunoscut si, prin aceasta, legitimat ca atare. O intrebare venita din imboldul
de a chestiona avatarurile structurale ale institutiilor a animat proiectul
,Tramvaie si institutii” al artistului Daniel Knorr. Timp de o luna, incepand cu 15
septembrie patru tramvaie au putut fi vazute circuland pe liniile Bucurestiului
purtand cu sine marcile vizuale a patru institutii creditate cu cea mai mare
incredere de catre populatia Romaniei: Biserica Ortodoxa Romana, Armata,
Politia si Societatea Crucii Rosii. Suportul actului artistic e determinat de nevoia
chestionarii acestui fapt certificat de sondajele de opinie si considerat
neproblematic. A calatori cu tramvaiele lui Daniel Knorr devine un prilej de a
raspunde la cateva intrebari simple: ce inseamna ca sunt purtat de Biserica?
(asemeni, sunt eu purtat de institutie sau de Casa lui Dumnezeu?) Cum am
ajuns sa fiu inchis n vehiculul Politiei? Care Tmi sunt sansele de supravietuire in
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aceasta ambulanta reconditionata a Crucii Rosii? Devin tinta in acest vehicul al
armatei si, mai ales, pentru cine lupt(am)? Proiectul lui Daniel Knorr fsi
regaseste semnificatia deplina doar ca moment al unui act de reflectie nascut in
constiinta calatorilor sai. Altfel, obiectele artistului, care nu vin in intampinarea
unei nevoi de ornamentare a spatiului public (ca pete de culoare in campul
vizual ele sunt seci si neatractive) raman la calitatea lor de simple obiecte. Ca
preludiu al nelinistii, tramvaiele Iui Knorr problematizeaza contradictiile
ascunse in spatele acestor institutii: intre traditionalism si modernism, intre
dileme geo-politice si izolare, intre neputinta si dorinta de a oferi ,,siguranta si
incredere”, intre viata salvata si valoarea sa monetara. Dincolo de toate aceste
dileme alienante, in proiectul lui Daniel Knorr institutiile coboara din nou in
strada, n sfera publica. Ceea ce artistul face este nimic altceva decat gestul
simplu al returnarii lor catre oameni.

O simpla curiozitate initiala, ce putea fi satisfacuta cu mijloacele modeste ale
unui aparat foto analog, s-a transformat ulterior pentru Mircea Cantor ntr-o
oportunitate de analiza si comparatie pe termen lung. Lucrarea sa video
,racerea Mieilor” s-a concentrat asupra unei practici pe cale de disparitie, cea a
taierii mieilor in pietele oraselor, in pregatirea sarbatorii pascale. Lucrarea ter,




60

abunda in imaginea insangerata a animalelor sacrificate, insa concluzia se lasa
totusi asteptatd. Tnca un work in progress, ,Tacerea Mieilor” prefigureaza
momentul critic dar inca nu il implineste. Exista analogia cu universul lui Hanibal
Lecter, Tnsa nu identificam calauza care sa ne spuna incotro trebuie sa ne
indreptam. Tn lipsa punctelor de sprijin, tentatia e cea de a cauta dincolo de
drama celor pentru care a creste aceste animale si a le sacrifica devine un mijloc
de existentda, drama cauzata de impunerea unor noi reglementari Romaniei de
catre structurile europene. Tn spatele intrebarii adresate de catre artist ,,Cum
vedeti viitorul acestei practici?” ramane imaginea mieilor care, muti, se
indreapta spre taiere.

Contributia Liei Perjovschi a venit sub forma confirmarii unei practici deja
devenita obisnuinta in Occident: aceea a open studio-ului. Pentru opt ore in
fiecare zi, timp de o saptamana, usa atelierului artistei a ramas deschisa
oricarei priviri curioase asupra continutului arhivei la care Lia Perjovschi
lucreaza de 22 de ani. Pentru mediile artistice din Romania, Arhiva de arta
contemporana / Centrul de analiza a artei (CAA), care pentru o vreme va intra
intr-o faza de renegociere cu sine insasi / insusi, nu mai are nevoie de nici un fel
de prezentare. Sa spunem insa ca prin incercarea acestui experiment, al open
studio-ului, prin faptul ca arhiva se deschide spatiului public, CAA devine un
mediu al productiei de cunoastere si al sharing-ului de informatie si, in acelasi
timp un proces initiat nu sub forma incercarii unei noi muzeificari, ca tentativa
de creare a unui spatiu public clasic, ci mai degraba sub cea a sondarii continue,
a revizitarii si re-evaluarii tematice, in fine, sub forma reconceptualizarii si
repozitionarii strategice in regiunile nou deschise ale artei contemporane.

Interventii: rezistenta sirevolta

La ultimul gay fest a avut loc un eveniment neobisnuit pentru spatiul public
romanesc, devenind o premiera pentru cel mediatic: contra-demonstratia
miscarii extremiste ,Noua Dreapta” a intampinat rezistenta unui grup de gherila
urbana, o varianta a germanei Antifa. Era poate primul semn ca in Romania
incep sa se cristalizeze microsfere ale rezistentei, adevarate comunitati critice
alternative. Proiectul grupului H.arta este cu atat mai inovativ cu cat el si-a
propus sa creeze conexiuni intre diferite astfel de voci subterane, intr-o
continuare fireasca a unei initiative mai vechi, cea de a realiza o imagine proces

omogena ,,despre noi si ceilalti”, plecand de la teme sensibile pentru societatea
romaneasca. Avand patru puncte de orientare in tematicile postcomunismului,
feminismului, educatiei si display-ului, si ca urmare a unui proces intens de
cercetare si documentare, cele trei artiste (Maria Crista, Anca Gyemant, Rodica
Tache) au invitat timp de o luna in spatiul Ordinului Arhitectilor Romani, devenit
project space H.arta, aceste grupuri de activisti din spatiul public romanesc si
international avand scopul de a construi un corp de dezbateri ale caror concluzii
comune vor fi facute cunoscute opiniei publice in diverse forme (comunicate,
postere, flyere etc.). Intentia de a construi o viziune a rezistentei vine astfel sa
intdmpine perspectiva unui spatiu public aflat in refugiu, subiect al violentelor
simbolice si structurale.

Tot din perspectiva rezistentei a vorbit initiativa lui Serban Sturdza si a lui Virgil
Scripcariu, cea a unei intalniri cu o livada de ciresi moarta. ,hot art 6 / Peisaj in
curtea din dos a orasului” e povestea unei recuperari si a protestului mut.
Recuperarea e de fapt gestul simbolic al celor doi de a salva urmele unei
constelatii moarte, cea a livezii de ciresi taiata pentru ca in locul ei sa se
construiasca un nou centru comercial. Protestul e chiar cel al trunchiurilor, mut
in urma vietilor lor ucise, mut in urma desertificarii spatiului verde, dar totusi
prezent ca survenire in baricada imaginara pe care ele o constituie. 419 forme
pietrificate devin echivalentul a 1676 vieti noi care ar putea sa vina (pentru
fiecare copac taiat, patru copaci nou plantati intr-un parc, pe marginea unui lac,
oriunde), dar care inca intarzie. Actiunea e poate un conciliu funerar, dar care se
sustrage mereu performarii ultimului serviciu.

Se merge catre miezul problemei, adanc, tot mai adanc, dincolo de simularea
pacificarii, dincolo de clamarea anularii diferentelor, pentru ca analiza sa
rastoarne un raspuns indezirabil: grupa si culoarea sangelui. Personajele din
LA(I) Rh+7, piesa Nicoletei Esinencu, si-au inceput istoria prin a fi simple voci:
,lara mea este cea mai frumoasa tara din lume / [...] Propun sa gasim o tara, sa
platim o tara, in care sa emigreze toti tiganii / bulgarii / maghiarii / americanii /
arabii / rusii / nemtii din tara noastra.” Locul nu a contat: a fost doar o
intdmplare ca evenimentul s-a consumat pe strada Lizeanu, la fel de bine ar fi
putut fi pretutindeni. Aici a existat un gard de tabla care separa pe cei ce asculta
de cei ce vorbesc. Cei din urma s-au inchis in curtea unui punct de colectare a
fierului vechi. Tntre ei, Denisa nu este actriti profesionista, ci unul din rromii
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care locuiesc n aceasta zona. Pentru ea a face parte din ,,A(1l) Rh+" nu a mai
presupus gestul simularii, ci chiar pe cel al repetarii vietii de zi cu zi. Acceptarea
ei devine deja semnul respingerii unei atribuiri: o dubla negativitate — aceea de
a fi un rrom care protesteaza chiar impotriva lui insusi — se transforma intr-o
pozitivitate. Denisa s-a deconstruit cultural pe sine si a devenit un simplu
cetatean. Dincolo de gard spectatorii nu pot decat sa asculte, dar si pentru ei a
survenit explicit acelasi rezultat: rasismul devine un alien, pentru ca, fara fata,
el este inuman. Asteptarea de a vedea chipuri, nervoasa la inceput, devine
linistita; abia cand nimeni nu mai asteapta cei doi ies afara din curte si incep sa
isi faca traseul lor obisnuit prin cartier. De data aceasta insa nu mai colecteaza
fier vechi, ci privirile curioase ale locatarilor din blocurile invecinate, intrebari
tacute, o curiozitate care devine normalitate pentru o saptamana. Pelerinajul
LA(ID) Rh+” se repeta in fiecare zi, doar obiectul zilei de ura generala se
schimba. Indivizibilul majoritatii se separa in micro-diviziuni.

Tnloc de epilog...

o asteptare. Tn urma a ramas o documentare, o serie de carti care asteapta sa
fie digerate, dezbateri ale caror concluzii au ramas deschise si oamenii obisnuiti
confruntati cu situatii noi. S-a consumat primul episod, il asteptam pe
urmatorul.

Mobilizing the resources of oppositionality:
Spatiul Public Bucuresti | Public Art 2007

Viad MORARIU

The development scope of the project has already been declared: it was
going to include a series of artistic projects, public debates, and media
interventions focusing on confronting the public with the social
developments, the initiation of public debates, and the cultural
contribution to the development of democracy. The three main
objectives of the project were: (1) to connect the city of Bucharest to
the international contemporary art trend, with a view to generating
awareness regarding the significance of the public sphere; (2) to
establish a medium term independent initiative or institution
dedicated to public space art; (3) to achieve along term and permanent
implantation of art projects in the public space.

A swift survey of public space

Ancient Greeks had come to believe that movement in the physical universe
takes place because every thing aspires to fill its own place where it reaches a
state of inertia. If we were to accept the principle of a convenientia universalae,
we could extend what is true for the physics of objects to the mechanics of
society. In this society, the ancient Greek undertook his function of zoon
politikon and fulfilled it by taking his predetermined place in the Agora, a place
where his voice could be heard. It was a voice that took responsability for the
political decision, by the fact that it had the right to re-present itself, which
meant that thought could be brought to light in a clear and immediate manner.

Agora is first and foremost a nhame. As such, it refers directly to its owner, the
place that we have later identified on the ruins of Athens. Nevertheless, as a
time residue, the Agora does not tell us anything yet. It makes sense in the
proximity of the many, of those for whom the right to be here meant the right to
be one of the citizens. The significance of this simplified reference comes from
the fact that the Greek citizen was connected to the Agora in a natural way: the
name of the Agora became his surname.

Placing ourselves in a historical antithesis with the ancient, we turned the Agora
into a concept; we redefined it by naming it public space. But by doing this,
something was already left behind. The public sphere is no longer a name; it
became an attempt to describe a space where we are supposed to fill our natural
place, but that we always let out of our sight. It is not a question of describing
communication fluxes, but of a complicated society that needs to grant itself the
privilege of a normative theory regulating its mechanisms. In the norm, the

Vlad Morariu graduated the
Philosophy Faculty from “Al. 1.
Cuza” University of lasi in
2005. At present, he attends
the master courses at the same
faculty and he is an Erasmus
exchange student for Humboldt
University Berlin.

63



64

public sphere is perceived in terms of a common communication space that
implies the generating of public opinion in ways that are susceptible of being
validated politically and morally. At the same time, the normative concept is
endowed with a force capable of generating political change by rallying the
public opinion as a decisive political force.

Public space is a concept having normative intension. Nevertheless, a question
regarding its extension subjects us nowadays to a practical impossibility: we
are the privileged witnesses of its disappearance. During late capitalism and
post-communist neo-capitalism, the public space has become a battlefield for
the actors bent on acquiring surplus value. Public space is privatized, sublet,
illegally occupied, or sold. We recognize in this the more and more feeble stand
of the public sphere in relation to the dominant power that it addresses and
ultimately challenges; in other words, we witness the growing disowning of
criticism as vehicle for generating subjectivity.

Making visible: the contemporary art project

We are today re-re-presented, which means that we are presented indirectly,
that we are distorted in our choices, and our voices can barely make themselves
heard. In order to give voice to one's thought, one needs to fight, but the fight
has already become unappealing; after all, all that is left is the simulation of a
normal life, where everyone fakes participating to the political. In the very
nucleus of this simulation, the culture of the image secured its hegemony, and
the de-substantiated space for debate has moved to the production studio of
the talk show. Simulating normality contains underground energies, but even
then derailments happen to occur, situations in which the public space no longer
succeeds in producing rationality and moral values but on the contrary
generates social mischief. For many people this list of symptoms points to the
necessity to rethink this concept.

Fragmentation is today the sine qua non condition of neo-liberal economy. It is
associated to the dynamic of the sophisticated relationship between demand
and offer, between supplier and buyer, between the desire producer and the
ease-loving subjectivity. This has direct consequences upon the public space,
which is not only broken into micro-spaces, but also brought to generate the
pessimism of an end of history springing from the absence of the visible
adversary (which was incarnated in the opposition between East and West,
between communism and capitalism, etc.). The hedonism of the new
millennium gives rise to different human typologies; the brutal global expansion
of boundless capitalism creates either uncritical supporters, or ardent
opponents.

For a country going through a transition period, like Romania, these problems
occur in the most dramatic way possible. A simple visit to Bucharest can confirm
it any time. One cannot escape the feeling of witnessing a speed race with
unwilling participants: the places traditionally acknowledged as being public
disappear abruptly, engulfed by the kneader of economic growth (public
domains privatized illegally, aggressive advertising) or of emotionalizing policy
(places of rebellion turned into privileged spaces for electoral crowd-bathing).
The resistances are local and have a hard time making themselves heard,
mostly when they do not lose their substance by turning into media-promoted
scandals.

The contemporary art project is capable to answer the question “What to do?”.
As instrument of creation and criticism, the art project can make visible a
number of things and can choose to take place in the public space, whose
performance qualities are assessed according to the critical debates it
generates in the time lapse before or after the artistic event. It is always an
issue of trying to ensure the hegemony upon the symbolical and upon the
imaginary of critical culture and of supplying legitimacy to the opposition sub-
scenes. The project managed by Sabine Hentzsch and Marius Babias and
entitled The public space Bucharest | Public Art 2007 focuses upon generating
this very type of critical responses.

This pilot-project was launched of the 20" of April 2007 in Bucharest and was
inaugurated by a roundtable to which participated, among others, Michael M.
Thoss (Allianz Kulturstiftung), Horia Roman Patapievici (The Romanian Cultural
Institute), the artist Olaf Metzel, Timotei Nadasan (the director of the Idea
Design & Print publishing house), etc. The development scope of the project has
already been declared: it was going to include a series of artistic projects, public
debates, and media interventions focusing on confronting the public with the
social developments, the initiation of public debates, and the cultural
contribution to the development of democracy. The three main objectives of the
project were: (1) to connect the city of Bucharest to the international
contemporary art trend, with a view to generating awareness regarding the
significance of the public sphere; (2) to establish a medium term independent
initiative or institution dedicated to public space art; (3) to achieve a long term
and permanent implantation of art projects in the public space. 2007 was a pilot
year, and the artists involved in this experiment were Mircea Cantor, Anetta
Mona Chisa / Lucia Tkacova, Nicoleta Esinencu, H.arta, Daniel Knorr, Dan
Perjovschi and Lia Perjovschi. The project was developed on several layers,
including a website, which created a new discussion panel by involving artists
living in Romania; this allowed the development of long-term projects, the
publication of several volumes in a new series initiated by Idea Design&Print
publishing house and entitled “Public”, and finally the launching of new artistic
projects in the public space of the city of Bucharest.
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The public as theme

In a series of conferences hosted by the BBC around the beginning of the '90s,
Edward Said had decided to approach the theme of the necessary presence of
the intellectual in the public space. During four of his interventions, Said placed
the intellectual within the sphere of oppositionality, as a necessary component
of a dialectics capable of leading to social progress. The personality of the
genuine intellectual was associated rather to that of the mutineer, the rebel, or
the renegade. The culture of writing and the culture of debate were thus allotted
the fundamental role in generating a critical community meant to secure the
“well being” of any given society.

In Romania, the sphere of oppositionality represented by the culture of critical
writing is crystallizing with much hesitation. Platforms and initiatives that are
singular in this respect, and which are striving not to be compromised by the
lifestyle industry, whose basic feature is an aesthetics devoid of substance,
encounter great difficulties in becoming accessible, precisely because they

reject the logic of marketing and superficial appeal.
For The public space Bucharest| Public Art 2007 a somewhat converse strategy
was adopted: that of creating breaches into the spreading area of the social by
being present among easily accessible message bearers. The project brought
the theoretical debates and standpoints into the street by using the pages of
two cultural magazines, Cultural Observer and The Cultural Supplement. This
initiative that meant to underline by comparison (the cases of the Western
public spaces or of those in the former Yugoslavia), to analyze critically and to
take a stand was embraced by Ciprian Mihali, Ovidiu Tichindeleanu, Oliver
Marchart, Simon Sheikh, Boris Buden, Marius Babias, Suzana Milevska, Alina
Serban, Timotei Nadasan.

The artists and the representatives of social sciences are traditionally perceived
as belonging to autonomous spheres, which are able to produce the same
effects by using different means of expression. In this case, the opposition was
between the book and the artwork as distinct bearers of the critical message. A
superposition verging on identification of these two appears to be an exception
rather than a rule. The “Public” collection of the Idea publishing house accepted
this challenge and brought forth a series that is unique in the sphere of
Romanian publishing and perhaps in the European one as well. We are referring
here to its initiative of issuing “artist's books”. Let us pause for a moment upon
this phrase and try to elucidate its signification.

Because the author of this book is not a traditional one, this type of book itself is
placed outside the classical canon. At the same time, it claims to be more than a
catalogue, which is generally seen as a documentary support of a work or
exhibition. The artist's books in the “Public” collection are somewhere in the
middle of the way: just like the traditional book, the artist's book focuses upon
generating a certain type of social consciousness and, generally speaking, a
certain type of knowledge. At the same time, the producing of this knowledge
occurs through the reinventing of the analytical instruments; in the end, we are
dealing with a different sort of analysis and of synthesis, generated this time by
articulating the artist's subjective springs. Itis a type of knowledge whose ideas
are circulated by images rather than by words. It was the case of the booklet
and of the work “Dialectics of Subjection” by Anette Mona Chisa and Lucia
Tkacova, a playful perspective upon the ways of appropriating the political; of
the publication-inventory “Contemporary Art Archive / Center for Art Analysis
(1985-2007)” by Lia Perjovschi, which marks the starting point of a redefining
process for the archive collected by the artist; of the book “Postmodern ex-
communist” produced by Dan Perjovschi, which includes drawings and graffiti
from his most recent exhibitions; of the artists' book “The silence of the lambs”
by Mircea Cantor, which comments upon the situation of a social practice caught
between the immobility of the traditional and the restrictions imposed by the
joining of the European institutional structures; of the first Romanian
publication signed by Nicoleta Esinencu, “A(I11)Rh+", “performative subversion”
acts already presented on numerous Western stages; and of the publication of
the H.arta group, “H.arta 2008”, which is in fact a pocket book whose novelty
consists in the fact that the data it comprises often makes reference to
significant events in our recent history. An exceptional publication is that of
Daniel Knorr, whose very title is “An artist's book”. Knorr produced 300 copies
and gathered between their pages garbage remains from different parts of
Romania, which comply with the aesthetical criteria of an artwork by the fact
that, under a pressure of 150 tons, the small artifacts left visible imprints upon
the pages of the book, which are configurations of spatial contingencies
transmuted in a story of our times that remains in the past, but which succeeds
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nevertheless to bring forth a meditation upon what we give out, upon what we
leave behind, upon what we do not use anymore, and in the end, upon the
residues of our being. Finally, the most recent book is that of Marius Babias,
“The re-conquest of the political. The economy of culture in the capitalist
society”, a collection of essays that invites to the re-discussing of several
themes that the theorist approached in his previous books, but which suggests
also other reflection topics, regarding the connecting points between the
curatorial and the theoretical practice, between art and society.

Interventions: the appropriation of the image

Making reference to the intensely media covered “linguistic turn” in the field of
the analytical philosophy of the ‘60s, W.J.T. Mitchell was announcing in 1992 in
the Artforum magazine that we are living today the era of a paradigm shift in the
human and cultural sciences, in which the image replaces the sign as object of
study. This is the era of a “pictorial turn”, asserted Mitchell. The
symptomatology of this paradigm shift could already be found in the
situationists' analyses. In Society of the spectacle, Guy Debord wrote that ,,In
societies where modern conditions of production prevail, all of life presents
itself as an immense accumulation of spectacles. Everything that was directly
lived has moved away into a representation [...] The spectacle is not a collection
of images, but a social relation among people, mediated by images.” Debord
was thus defining the spectacle as a pure manifestation of appearance, a
manifestation of social life as pure appearance. The criticism focusing on the
spectacle was exposing it as a denial of life, a denial that was becoming visible.
The life transposed in the representation was lifeless life. Mitchell expressed a
similar anxiety: if the paradigm shift had something to do with the fact that
social relations were now mediated by images, his message was drawing our
attention to the fact that we did not yet fully understood their structure and
functionality, their relationship with language and their way of acting upon the
observers and upon the world. Mitchell's analysis was directed towards finding a
point of contact between iconology and ideology, ideology being seen in terms
of an iconology that diagnoses (Althusser applied to Panofsky).

Placing the iconological-ideological discourse in the proximity of the discourse
on the public space could have meaningful consequences in what concerns the
making up the archaeology of the contemporary individual. We could identify in
the Romanian post-communist history a number of opportunities allowing such
an analysis. The first could be the experiment of broadcasting live and in real
time the Romanian Revolution, which became in this way the work object of the
already famous “Videograms from a revolution” signed by the artists Andrei
Ujica and Haroun Farocki. The second opportunity is centered upon the
circulation of the images taken during the miners' upraises, which had
irreparable consequences on the social relations of post-December Romania
and generated distrust in what concerns the configuration of the public space.
The permanent damage produced to the social cortex, which is the cause of a
distorted self perception, became the main focus of Dan Perjovschi's work
“History / Hysteria”, which was installed in front of the Faculty of Architecture in
Bucharest, where the last episode of the class fight in the Romanian history took
place. Dan Perjovschi gave us a mute work, in other words he gave us mute
images, living statues embodying two characters already immersed in the
timeless collective memory, a student and a miner, who turned to stone for a
week (15-22 September 2007) in the same place, in the same position, in the
same remembrance code: the two face to face, back to back characters, the
aggression of one against the other and the silent acceptance in the face of

rough force. The play of words in the title of Dan Perjovschi's work hides in fact
the dialectic caesura in the conscience of an imaginary observer, for whom the
textual registering should objectify a lucid perspective upon facts, the fact that
becomes text, the text that becomes history, but which is undermined by the
image, which creates madness, false perception, false consciousness, hysteria,
and finally the unavoidable. Dan Perjovschi's work is meant to disinfest the
image and to put it back into a normal symbolical circuit; it becomes harmless,
and its recovery is meant to heal the recent date amnesia that is affecting even
those who have once been victims.

Anetta Mona Chisa's work is going in the same direction, but from a different
angle. Nevertheless, we are not dealing here with a consciousness that is
falsified by the presence of the image, but rather with the reaction against a
consciousness that is asleep, sedated by the repetitiveness and similarity of the
images that flood the pool of social space. Throughtout June, the artist's 45
seconds work could be seen on billboards, in the advertising spaces of malls and
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in the opening of films that were being played in several movie theatres. This
video intervention could be interpreted as a counter-reaction to the advertising
dominating the public space: it takes on its aggressiveness and violence, its
strategy of subverting by seduction, its performative force. The message occurs
unexpectedly: the viewers are waiting patiently for the invasion of the
advertising message, but all they get is the image of a young woman with a
hostile look on her face who is asking them directly “What the fuck are you
staring at? What the fuck are you looking for here?”. The performance of the
sole character of this video only reproduces the simulation of an attack; in fact,
it rejects access by outflanking, a rejection that comes from the image in order
to generate a similar response at the level of the viewer's consciousness. The
image refuses to let itself be seen, and by doing that it builds an unflinching
resistance to any attempt of checking it. It suppresses the possibility of being
used as a means and becomes its own terminus, a refraction that generates
reflection.

Interventions: emerging institutions

If the public space needs to be reevaluated and re-conceptualized, then
institutions are the best place to start from. We are dealing here with the
necessity to expose those that are already retrogressive, and therefore
nonfunctional, but also with the necessity to collectively and intentionally
establish new ones. Besides material support, institutions need collective
legitimization in order to exist. Something becomes an institution only if it is
represented, acknowledged, and legitimized as such. Daniel Knorr's project
“Tramways and institutions” started from a question generated by the urge to
inquire into the structural avatars of institutions. Starting from the 15" of
September, for a whole month, four tramways bearing the visual symbols of the
four institutions that are considered the most trustworthy by the Romanian
population: the Romanian Orthodox Church, the Army, the Police and the Red
Cross could be seen in Bucharest. The support of the artistic act is determined
by the need to inquire into this fact, certified by polls and considered
incontrovertible. Traveling by Daniel Knorr's trams becomes an opportunity to
answer a few simple questions: what does it mean that I'm carried by the
Church (and also, am | carried by the institution itself, or by the House of the
Lord)? How did | get locked up in the police vehicle? What are my chances of
survival in this reconditioned Red Cross ambulance? Am | becoming a target in
this army vehicle, and especially, who am | (or we) fighting for? Daniel Knorr's
project regains its full significance only as a moment of a reflective act born in
the consciousness of the passengers. If not, the artist's objects, which fail to
supply a need for adorning the public space (from a visual viewpoint, they are
dull and unattractive) continue to be mere objects. As a sort of prelude to
anxiety, Knorr's trams challenge the contradictions hidden behind these
institutions: between traditionalism and modernism, between geo-political
dilemmas and isolation, between the incapacity and the desire to provide
“security and trust”, between a saved life and its monetary value. Beyond all
these alienating dilemmas, in Daniel Knorr's projects the institutions go back
into the street, into the public sphere. The artist does no more than the simple
gesture of returning them to the people.

A simple initial curiosity, one that could have been satisfied with the help of the
simple means provided by a traditional camera, turned subsequently for Mircea
Cantor into a long term opportunity for analyzing and comparing. His video
work “Silence of the Lambs” was focused on a nearly extinct practice, that of
butchering lambs in the food markets of cities in the days before Easter
holydays. The work bristles with the bloody images of the slaughtered animals,
but the conclusion is still to come. As another work in progress, “The Silence of
the Lambs” foreshadows the critical moment, but fails to fulfill it for the time
being. There is an analogy with Hanibal Lecter's universe, but we are not able to
identify yet the guide who is supposed to show us the way. Given the absence of
any supporting points, we are tempted to look beyond the drama of those for
whom raising and slaughtering these animals is a way of life, a drama caused by
the new regulations imposed to Romania by the European structures. Behind
the artist's question: “How do you see the future of this practice?” is the image
of the lambs, going silently to the slaughter.

Lia Perjovschi's contribution presented itself as the confirmation of a practice
that has become rather common in the Western countries: the open studio. For
one week, eight hours a day, the door of the artist's studio was open to any one
interested in glancing at the contents of the archive that Lia Perjovschi has been
gathering for 22 years. For the artistic milieus in Romania, the Contemporary
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Art Archive / the Centre for Art Analysis (CAA), which is going to enter for a
while a phase of self renegotiation, does not need any introduction. Let us say
nevertheless that by embracing this experiment of the open studio, by the fact
that the archive opens towards the public space, the CAA becomes an
environment dedicated to producing knowledge and sharing information, and
at the same time a process that does not aspire to become a new attempt at
creating a classical public space, but rather one that facilitates continual
probing, a thematic revision and reassessment, and finally a re-
conceptualization and a strategic repositioning in the recently opened regions of
contemporary art.

Interventions: resistance and revolt

At the most recent gay fest we have witnessed an event that is highly unusual
for the Romanian public space, and which was also a premiere in what the media
is concerned: the counter-manifestation of the extremist movement “The New
Right” faced the resistance of an urban guerilla group, a sort of counterpart of
the German Antifa. It was perhaps the first indication that several micro-
spheres of resistance begin to crystallize in Romania, which are genuine
alternative critical communities. The project of the H.arta group is all the more
innovative as it attempts to create connections between several different
underground voices, as a natural carrying on of an older initiative of rendering
an homogenous “we and the others” image, starting from themes that are still
tender within the Romanian society. Adopting the themes of post-communism,
feminism, education and display as reference points, and following an intense
research and documentation process, the three female artists (Maria Crista,
Anca Gyemant, Rodica Tache) have been inviting over for a month in the space
of the Romanian Architects' Order, which had become the H.arta project space ,
certain groups of activists belonging to the Romanian and international space,

with a view to building up a debate corpus whose final conclusions were to be
made public in various ways (press-releases, posters, flyers, etc.). The attempt
to build up a resistance vision is thus superposed to the perspective of a public
space that is continually striving to flee from the path of symbolic and structural
violence.

Serban Sturdza and Virgil Scripcariu focused also on resistance in their initiative
about a dead cherry tree orchard. “hot art 6 / Landscape in the backyard of the
city” is a story about recovery and silent protest. Recovery is in fact the symbolic
gesture of two people who are trying to save a dead constellation, that of the
cherry orchard cut down to make room for a new shopping mall. The protest is
that of the trunks themselves. It is a mute one, because the trees have been
brought down and the green landscape has been turned into a desert. And yet,
it is still there, as a remembrance of the imaginary barricade made up by the
trees. 419 stone shapes become the equivalent of 1676 potential new lives (for
each tree that has been cut down, four trees planted in a park, on the side of a
lake, anywhere) that are still waiting to grow roots. The action is maybe a
funereal assembly, but one that keeps avoiding the performance of the final
ceremony.

To go deeper and deeper into the heart of the matter, beyond the faking of
pacification, beyond the loud noise that proclaims the suppressing of
differences, in order to make the analysis overturn an inconvenient answer: the
group and the color of the blood. The characters of “A(ll) Rh+”, Nicoleta
Esinencu's play, begin their history by being mere voices: “My country is the
most beautiful country in the world / [...] | say we find a country, pay a country
where all the gypsies / Bulgarians / Hungarians / Americans / Arabs / Russians /
Germans could settle and leave our country.” The place was of no importance; it
was mere hazard that the event took place in the Lizeanu Street: it could have
taken place anywhere else. It was here a metal fence separating those who
were listening from those who were talking. The latter isolated themselves in
the backyard of a scrap iron storehouse. Among them, Denisa was not a
professional actress, but a Romani girl living in the neighborhood. For her,
participating in the “A(1l) Rh+" did not suppose simulating, but rendering daily
life. Her acceptance is already becoming the sign of rejecting a certain
belonging: a double negativity, that of being a Romani protesting against
herself, becomes positivity. Denisa deconstructed herself culturally and became
an ordinary citizen. Beyond the fence, the spectators can do nothing but listen;
yet they are dealing explicitly with the same result: racism becomes an alien,
because it is not human unless it has a face. The expectation to see faces,
anxious at first, becomes tranquil; when no one is there waiting anymore, the
two come out of the yard and start making their usual route through the
neighborhood. This time they are not collecting scrap iron, but the curious
glances of the people living in the buildings nearby, silent questions, a curiosity
that becomes normalcy for one week. The “A(ll) Rh+" pilgrimage is repeated
every day, but the object of the general hate day is changed. The indivisibility of
the majority has splitin micro-divisions.

Instead of an epilogue...
expectation. A documentation is left behind, a series of books is waiting to be

read, debates are left without final conclusions and ordinary people are facing
new situations. The first episode is done, and we are waiting to see the next one.

Translated by Irina Scurtu
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Dan Mihaltianu
Viata de artistin socialism™*

"Artists have only interpreted the world in various ways. The point, however, is to
change it, at least for five minutes" (Kandy Marxhol)

Portret al Bucurestiului Tn anii *80

Ca urmare a santierului deschis timp de peste un deceniu, perioada in care mai
mult de jumatate din centrul istoric a fost demolata, orasul era permanent
acoperit de un nor de praf ce reducea vizibilitatea la mai putin de cateva sute de
metri. De la inceputul constructiei si pana in ultimile zile ale regimului socialist,
Casa Poporului era invaluitd intr-o ceata misterioasa. Strazile erau acoperite de un
strat permanent de noroi ce acoperea o arie larga din zona centrala. Din cauza
ocolirilor si a conditiei proaste a strazilor, traficul si transportul public era
aglomerat in permanenta. lluminatul stradal era redus in centru si aproape
inexistent la periferie.

Produsele alimentare fiind rationalizate, doar cei ce locuiau oficial in Bucuresti
puteau cumpéra ulei, zahar, faina, unt, carne si alte cateva produse de baza in ratii
lunare si dupa cozi interminabile. O serie noua de alimente a intrat in vocabularul
de zi cu zi sub nume amuzante ca Adidas (picioare de porc), Calculatoare (cap de
porc), Takimuri (gheare de pui), Nechezol (cafea cu inlocuitori) plus alte ,cateva
delicatese™ ale timpului sub nume ce incercau sa ascunda faptul ca erau la limita
comestibilului. Procurarea hranei a devenit ,psihoza de masa”, populatia
plimbandu-se dezorientata prin oras cautand ocazii de a gasi produse alimentare
si lasand strazile pustii dupa lasarea intunericului.

O reducere sistematica a livrarii de electricitate, apa, gaze si caldura era o practica
constanta a regimului in incercarea de a rezolva cerintele mari de energie. Doar
jumatate din numarul de vehicule particulare putea circula la sfarsit de
saptamana, alternand numerele pare de inregistrare cu cele impare. Programul de
televiziune era redus la cateva ore de emisie pe zi si acestea dedicate aproape in
intregime propagandei. Multe dintre antene erau orientate spre Sofia,
televiziunea bulgara fiind considerata mai liberala.

Dupa larga campanie de demolare, numarul cainilor vagabonzi a crescut, ei luand
in stapanire strazile, parcurile, spatiile publice si maidanele. Tntr-un oras de 2,5
milioane de locuitori ei au devenit a doua larga populatie dupa cea umana.

La sfarsitul anului 1989, Centrul Civic era un ,oras fantoma" cu blocuri inca
nelocuite, alternand cu structuri goale de beton in stadiu incipient de constructie.
Casa Poporului, desi deja inaugurata, avea inca largi zone neterminate in interior
si Inca nu functiona ca o cladire ce trebuia sa gazduiasca toate institutiile statului
socialist.

Blue Jeans, Bucuresti, 1978

The Artist's Life Under Socialism

“Artists have only interpreted the world in various ways. The point, however, is to
change it, at least for five minutes” (Kandy Marxhol)

A Portrait of Bucharestin the 80's

As a result of the construction site open for more than a decade during which half of
the historical center was demolished, the city was permanently covered by a cloud
of dust, reducing visibility to less than a couple of hundred meters. From the early
stages of construction to the last days of the socialist regime, the building of the
People's House was wrapped in a veil of mysterious mist. In the streets, a layer of
mud permanently covered a large area of the city center. As a result of detours and
poor road conditions, traffic congestion was constant and public transportation
over-crowded. Street lighting was scarce in the center of the city and non-existent in
the suburbs.

Since food supplies were rationed, only those officially registered in Bucharest could
buy oil, sugar, flour, butter, meat and a few other basic necessities, according to
monthly allowances and after endless queuing. A new range of food products
entered the everyday vocabulary under funny names like “Computers” (pork
heads), “Adidas” (smoked pork feet) and a few others hard to describe, delicacies of
the time meant to blur the truth that they were barely comestible. As finding food
became a mass psychosis, people would wander around the city during the day
looking for opportunities to buy goods, leaving the streets dramatically deserted
after sunset.

A systematic reduction in providing inhabitants with electricity, water and heating
was an established practice of the regime, designed to manage the huge energy
demands. In order to reduce petrol consumption, only half the total number of
private vehicles could circulate during the weekend, alternating the restriction
according to odd or even license plate numbers. TV programming was reduced to
only a few hours a day, entirely dedicated to propaganda. Most TV antennae were
turned to Sofia, since Bulgarian television was considered more liberal and
entertaining.

After the large demolition campaign, stray dogs increased in number taking over
streets, parks, public spaces and urban wastelands. In a city of two and a half million
inhabitants they became the second largest population, after humans.

At the end of 1989, the Civic Center was like a ghost town with still uninhabited
blocks of flats alternating with hollow concrete structures in the early stages of
construction. The People's House, though already inaugurated, had large unfinished
areas inside and did not yet function as a building intended to house all the
institutions of the socialist state.

Acoperis / Roof, Bucuresti, 1983

Dan Mihaltianu (1954) nascut in Bucuresti; studii la Institutul de Arte Plastice, Dan Mihaltianu (1954) born in Bucharest; studied at the Institute of Fine Arts,
Bucuresti (1976-1983); practica un demers artistic ce poate fi descris ca process Bucharest ( 1 9 7 6 -;1hB && practice could be described as process oriented,
oriented, incluzand aspecte istorice, sociale si trans-culturale. including historical, social and trans-cultural aspects.
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Practici Artistice

Tn ciuda imaginii apocaliptice a Republicii Socialiste Romania din anii ei terminali,
viata artistica se dezvolta in propriul ei ritm si ambient — o scena artistica cu circuit
inchis, aparent fara evenimente spectaculoase si fara superstar-uri, in afara celor
desemnate de regim. Protagonist principal in acest joc era Uniunea Artistilor
Plastici, fondata in primii ani ai socialismului dupa un model sovietic, fiind singura
asociatie de artisti vizuali profesionisti existentda. Sub umbrela ei s-au dezvoltat
cateva tipuri de practici artistice.

Arta oficiala — produsa de artisti legati intr-un fel sau altul de sistem, era menita sa
ofere o fata artistica propagandei national comuniste. De-a lungul timpului, arta
oficialda s-a schimbat constant, oglindind schimbarile petrecute n discursul politic
oficial. Deja Tn anii '60 si '70, pentru a sublinia fata umana a socialismului, includea
nu doar strict estetica realist socialistad inspirata de arta sovietica, dar si forme
hibride. Experimente de culoare, forma si compozitie influentate de diverse
tendinte internationale erau combinate cu estetici, traditii si practici locale in
incercarea de a crea o ,,noua scoald nationalda" de expresie socialista.

Discurs dublu — pentru a supravietui politic si financiar artistii aveau constant o
atitudine duplicitara. Acest trend a devenit notoriu in anii ‘80 cand propaganda
comunista s-a intors in fortd. Producand comenzi pentru stat, lucrari legate de
obicei de cultul personalitatii al lui Ceausescu, iar in acelasi timp continuand sa
creeze lucrari ce puteau fi considerate ,,subversive" din punct de vedere oficial si
expunandu-le n expozitii personale in tard ori in straindtate, era o practica
curenta printre artistii consacrati si cei ce aspirau spre o pozitie sociala si
financiara mai buna. Construirea Casei Poporului si a intregului complex
architectural Tnconjurator, ca apoteoza a socialismului in Romania, a fost o mina
de aur pentru artisti datorita volumului urias de componente si detalii artistice:
sculpturi, coloane, capiteluri, frize, ornamente, fantani arteziene, mozaicuri,
fresce, picturi, tapiserii, mobilier, ceramica, metal, sticla si design interior. Multi
artisti au semnat contracte de milioane de lei, pretinzand ca nu au nimic de-a face
cu propaganda.

Outsideri — un grup relativ restrans de artisti a ales sa ocupe o pozitie marginalain
relatie cu arta dominanta a epocii, incercand sa dezvolte un discurs artistic
independent, liber de stereotipurile si ideile persistente in linia estetica oficiald. Un
tip de arta ce nu se incadra in cerintele societatii socialiste, dar era ignorata ori
tolerata atat timp cat nu genera un interes public si nu devenea un pericol pentru
academiile de artd si pentru intregi generatii de artisti. A produce arta si
evenimente artistice in astfel de conditii era o atitudine legata de instinctul creativ
si nevoia interioara de expresie, evitand in acelasi timp crearea de ,accesorii
pentru un regim politic ce dicta reguli si valori in toate sferele sociale.

Steaguri rosii / Red Flags, Bucuresti, 1984

Artistic Practices

Despite the apocalyptic image of the Socialist Republic of Romania in its terminal
years, artistic life developed according to its own rhythm and environment - a
closed-circuit art scene with no apparent spectacular events and no superstars,
apart from those designated by the state. The major player in that game, the
Romanian Artist's Union, founded in the late forties following a Soviet model, was
the only existing professional association of visual artists. Under this umbrella,
several major artistic practices were developed:

Official art — produced by artists related, in one way or another, to the system, was
designed to give an artistic face to the national communist propaganda.

Over the decades, official art constantly changed, following changes occurring in
the official political discourse. Already in the sixties and seventies, in order to
highlight the human face of socialism, it included not only the strict aesthetics of
Socialist Realism, inspired by Soviet art, but also hybrid forms. Experiments in
color, form and composition influenced by various international trends were
combined with local aesthetics, traditions and practices in an attempt to create a
sort of new national school of socialist expression.

Double discourse - artists constantly practiced a double-faced attitude in order to
survive politically and financially. This trend became notorious in the eighties when
socialist propaganda retaliated. Doing commissions for the state, works usually
related to Ceausescu's cult of personality but, simultaneously, continuing to
produce works that could be considered subversive from the official point of view
and showing them in personal exhibitions at home or abroad, was a current practice
among many well-established artists and others who aspired to a better social and
financial position. The construction of the People's House and its complex
environment, as the apotheoses of Socialism in Romania, was a gold mine for
artists due to its enormous volume of artistic components and details: sculptures,
columns, capitols, curls, ornaments, artesian fountains, mosaics, frescoes,
paintings, tapestry, furniture, ceramics, metal, glass and interior design. Many
artists signed contracts for millions of Lei while pretending they had nothing to do
with propaganda.

Outsiders - a relatively limited group of artists chose to occupy a marginal position
in relation to the prevailing official art of the time. They attempted to develop an
independent artistic discourse free of stereotypes and ideas persistent in the official
aesthetic line. It was a kind of art that did not properly fit the demands of socialist
society, but was ignored or tolerated as long as it did not generate public interest or
become a threat to the art academies and entire generations of artists. To produce
art and art events under such conditions was nothing more than an attitude related
to the creative instinct and an interior need for expression, but nevertheless
avoiding an external contribution towards creating accessories for a political regime
that dictated rules and values in all its social spheres.

Bulevardul Victoria
Socialismului,
Victory of Socialism
Avenue,

Bucuresti, 1989




House Party, Bucuresti, 1988




Tnvatamantul artistic

Pozitia artistului Tn societatea socialista era una privilegiata. Chiar daca statutul
sau social si economic s-a degradat constant in decursul timpului, faptul ca inca
mai putea gandi, crea si actiona diferit decat masele largi de oameni ai muncii i
oferea o libertate ce nu se compara cu nicio alta categorie sociala.

Tnvatamantul artistic, la randul siu, avea un statut privilegiat, iar structura sa si
relatiile dintre profesori, studenti si administratie difereau mult de celelalte forme
ale Tnvatamantului superior. Numarul limitat de locuri si afluenta mare de
candidati crea o concurenta aproape insurmontabild pentru cei din medii modeste.
Sistemul neoficial de pregatire ce forma un network paralel cu institutele de arta
era singura alternativa pentru succesul la examenul de admitere — un sistem ce a
supravietuit, se pare, schimbarilor politice din 1989, intr-o froma mai mult sau
mai putin diminuata, panain prezent.

Odata admis, fapt ce putea sa insemne multi ani de incercari si esecuri, lucrurile
deveneau mai relaxate. Daca pastram proportiile, referindu-ne doar la anii 70 si
la Bucuresti, atmosfera nu diferea intr-un mod flagrant fata de unele institutii
similare din vest. Evident, nu predau personalitati ca Beuys, Paik ori Lupertz, dar
erau totusi cateva modele de urmat printre profesori si mai ales printre artistii ce
activau atunci, nume ce au ramas si astazi repere: Bernea, Neagu, Bratescu,
Grigorescu si alti cativa.

Nu trebuie sa se inteleaga totusi ca libertatea din institutele de arta era absoluta;
pe masura ce Romania Tnainta spre o inchidere culturald, politica si economica,
campanii successive de restrangere a libertatii universitare si a vietii studentesti
se faceau simtite. Profesorii, ce Tn marea lor majoritate erau formati in perioada
stalinista, nu aveau (cu rare exceptii) capacitatea si deschiderea de a intelege
evolutia actuala a artei.

Tnvatamantul politic prin cursuri ca Socialism Stiintific, Filosofie si Marxism,
printre altele, enunta clar faptul ca in viziunea Partidului Comunist Roman, liber
profesionistii (artisti ,plastici”, scriitori, muzicieni) erau o categorie sociala ce
trebuia sa dispara ntr-un viitor foarte apropiat, inlocuita de o miscare larga de
amatori de dimensiuni nationale in care profesionistii trebuiau sa fie absorbiti.

Canal Grande, Institutul de Arhitectura, Bucuresti, 1986

Artistic Education

The artists' place within the socialist society was a privileged one. Even though
their social and economic status waned constantly over the years, being still able
to think, create and act in a different way than the large masses of working people
afforded a freedom that was out of reach for all the other social categories.

The artistic educational system enjoyed in its turn a privileged status, as its
structure and the relationships between teachers, students and the
administration were very different from the other branches of academic
education. The limited number of admissions and the large amount of candidates
gave rise to a competition that was almost impossible to overcome for those
coming from poor social environments. The unofficial coaching system,
functioning as a network parallel to the art institutes, was the only chance of
success at the admission examination — this system has survived the political
changes in 1989 and continues to exist even today.

Once admitted, which could have taken many years of trying and failing, things
began to relax to a certain extent. Keeping the proportions and referring
exclusively to the '70s and to the city of Bucharest, the atmosphere did not seem
radically different from the one in several similar Western institutions. Obviously,
the professors were not personalities like Beuys, Paik or Luperz, but there were
still a few examples to follow among the professors, and especially among the
artists that were active in those days, and whose names continue to be relevant
even today: Bernea, Neagu, Bratescu, Grigorescu and a few others.

One should not conclude that art academies enjoyed an absolute freedom; as
Romania was advancing towards a cultural, political and economical closure, there
began several campaigns meant to restrict the freedom of the academic activity
and of the students' way of life. The professors, most of them educated during the
Stalinist era, were not (with very few exceptions) capable and open-mind enough
to understand the recent developments of art

The political education, inoculated through disciplines like Scientific Socialism,
Philosophy and Marxism, among others, was making it very clear that from the
viewpoint of the Romanian Communist Party, free-lancers (artists, writers,
musicians) were a social category doomed to disappear in a very near future; their
place was to be taken by a large mass of amateurs, which was going to reach a
national scale and gradually absorb the professionals.

Atelierul de gravura / Printing Studio, Bucuresti, 1987
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Comunicare / Communication (Calin Dan, Mircea Florian, Dan Mihaltianu), Sediul Uniunii Tineretului Comunist, Sibiu, 1986




Circulatiainformatiilor siideilor

Pana la inceputul anilor '80 bibliotecile din Bucuresti si probabil cele din marile
orase din tarda aveau inca abonamente la reviste de arta din vest si din tarile
socialiste, printre cele mai cunoscute: ArtPress, ArtForum, Domus, Projekt,
Bildendekunst, Arta. Carti recente de istoria si teoria artei precum si noile medii:
fotografie, film, video, instalatii, land art ori performance erau prezente in rafturi
si expuse ca noutati in vitrinele ce semnalizau noile achizitii. lar daca titlurile din
bibliotecile Institutului de Arte Plastice, ale Institutului de Istoria Artei, ale Uniunii
Artistilor Plastici, din Biblioteca Centrala Universitara si din Biblioteca Academiei
nu erau de ajuns, mai ramaneau cateva alternative: Biblioteca Americana, Goethe
Institut, Institutul Francez, Institutul Italian precum si omoloagele lor din tarile
socialiste.

Chiar daca programul expozitional nu se putea compara cu cele din multe capitale
ale lumii, erau totusi anual cateva expozitii ce meritau atentia, multe dintre ele
itinerante ori produse n alte orase din tara, urmarind artisti si teme majore in arta
romaneasca actuala: Arta si Orasul (Bucuresti), Scrierea (Bucuresti), Studiu
(Timisoara), Expresia Corpului Uman (Bucuresti), Spatiul Obiect (Bucuresti),
Spatiul Oglinda (Bucuresti), Mobilul Fotografia (Oradea), Medium (Sf. Gheorge).
Tn acelasi timp o serie de expozitii mari aduse din strainitate ce urmareau
tendinte ale artei internationale din Statele Unite, Republica Federalda Germana,
Franta ori Scandinavia si evident din tarile socialiste, puteau fi vazute la intervale
oarecum regulate.

Toate acestea nu erau insa prioritatile educatiei artistice si ale artei socialiste, ele
fiind orchestrate in asa fel incat a nu umbri elanul propagandistic ce se desfasura
in forta prin expozitii omagiale, comemorative, anuale, republicane, municipale si
festivalul Cantarea Romaniei.

Chiar daca multi dintre studenti si artisti nu treceau prin biblioteci ori nu dadeau o
atentie speciala unor evenimente artistice importante si aveau o teama, justificata
sau nu, de a intra in institute de cultura straine, informatiile minime pentru a
compune o imagine relativ clard a ce se intampla pe plan artistic international
existau.

Nud, Mamaia, 1979

The Circulation of Information and Ideas

Until the beginning of the '80s, the libraries in Bucharest and probably those in the
big cities still had subscriptions to Western and socialist art magazines, like
ArtPress, ArtForum, Domus, Projekt, Bildendekunst, Arta. Recent volumes
dedicated to art history and theory, as well as to the new media: photography,
film, video, installations, land art or performance, could still be found on the
shelves and seen in the bookshop windows advertising the newest acquisitions.
And if the titles in the libraries of The Fine Arts Institute, of The Art History
Institute, of The Artists' Union, of The Central University Library and of The Library
of the Academy were not enough, you still had a few alternatives: American
Library, Goethe Institute, French Institute, Italian Institute, as well as the similar
institutes from the socialist countries.

Even though the expositional program did not bear comparison with what was
happening in most capital cities in the world, every year there were a few
exhibitions that deserved attention. Many of them were itinerant or were
produced in other cities of the country; they were focusing on Romanian
contemporary artists and major themes: Art and the City (Bucharest), Study
(Timisoara), Writing (Bucharest), The Expression of the Human Body
(Bucharest), Space as Object (Bucharest), Space as Mirror (Bucharest), Target
Photography (Oradea), Medium (Sf. Gheorghe). At the same time, one could see
regularly enough a series of large exhibitions from abroad, following the
tendencies of international art at work in the United States, The Federal German
Republic, France or Scandinavia, and, obviously, in the socialist countries.

Yet all these were not considered as being the priorities of artistic education and of
socialist art and were all carefully thought out as not to eclipse the propagandistic
enthusiasm that was manifesting itself in all its fervor in laudatory,
commemorative, annual, republican, municipal exhibitions and the festival
“Celebrating Romania”.

Even though many students and artists did not visit the libraries, did not pay too
much attention to important artistic events, and showed fear (justified or not) of
visiting the foreign cultural institutes, the minimum information necessary for
making up a fairly clear image of what was happening on the international artistic
stage was still available.

Corridor,
Bucuresti, 1983



Dejunul in Pod / Breakfast in the Attic, Bucuresti, 1983




Alternative

Foarte putine evenimente artistice pot fi incadrate in categoria underground, de
aceea cu greu se poate vorbi de o miscare underground in arta romaneasca din
anii socialismului, ci doar de mici nuclee de artisti separate, raspandite n
Bucuresti si in alte localitati din tara. Aspiratia la o mai mare libertate de expresie,
rezistenta pasiva la propaganda comunista si fronda aveau un caracter mai mult
sau mai putin individual. Orice fel de presiune politica, economica sau sociala
putea fi surmontata de cei ce aveau motivatia si taria de a rezista; evaziunea,
atitudinea subversiva, si folosirea ,,sistemului” erau practici ce puteau fi incercate
cu mai mult sau mai putin succes.

Totusi, prin natura lor, multe evenimente ce ar fi putut aspira la un astfel de statut
s-au petrecut in sali de expozitii, tabere de creatie, case de creatie sau ateliere ce
erau legate intr-un fel sau altul de UAP (Uniunea Artistilor Plastici), Atelier 35
(sectiunea pentru tineri a UAP), Consiliile Municipale sau Judetene de Cultura si
Educatie Socialista ori UTC (Uniunea Tineretului Comunist), motiv pentru care
termenul este impropriu, chiar daca unii isi inchipuie ca ar fi actionat underground.

Viata artisticdA merge nainte in orice sistem social, chiar si in cele represive.
Necesitatea interioara de a atinge un grad inalt de expresie artistica este la fel de
mare cu nevoia unui statut social elevat, ducand uneori pana la confuzia celor
doua componente ce nu deriva automat una din alta — poate ca acesta este chiar
Lmotorul” artei**.

*idei, citate, fragmente si pasaje intregi prezente n acest text se regdsesc in scrieri anterioare: Art
of Exile, 2004, kunst ee 3/2004 Tallinn; Les enfants de Ceausescu et de George Soros, 2004, MNAC,
Muzeul National de Arta Contemporand, Bucuresti; Fotografia in Arta Contemporana. Tendinte in
Romania dupd@ 1989,2006, Galeria Noud, Editura UNARTE, Bucuresti; Divided Files, 2007, KHiB,
Bergen

**cum probabil se intelege, aceste note sunt o viziune personalasi fragmentardasupra vietii
artistice romanesti in socialism, bazata pe ideea existentei unor versiuni paralele ale realitatii; ele nu
au un caracter nostalgic si incearcéd safie echidistante faté de toate taberele angajate in ,construirea
socialismului”

Fereastra / Window, Matia Rosetti 53, Bucuresti, 1989

Alternatives

There are very few artistic events that can be classified as underground;
therefore, we cannot talk about an proper underground movement within the field
of the Romanian art during socialism. There were only a few small nuclei of artists
that functioned independently from one another and were scattered in Bucharest
and other cities in the country. The aspiration to freedom of expression, the
passive resistance to the communist propaganda and the spirit of rebellion had a
more or less individual character. Any kind of political, economical or social
pressure could have been overcome by those who were motivated and strong
enough to fight it; evasion, subversive action and the ability to use the “system”
were practices that one could have tried out more or less successfully.

Nevertheless, by their nature itself, many of the events that could have aspired to
such a status took place in expositional spaces, creation camps, creation
residencies or studios that were connected one way or another to the UAP (The
Artists' Union), the Atelier 35 (the youth section of the UAP), the Municipal or
County Councils for Socialist Culture and Education or the UTC (The Union of the
Communist Youth); therefore, the term is inadequate, although some may think
they had been acting underground.

Artistic life survives and goes on in any social system, may it be an oppressive one.
The inner need to reach a high level of artistic expression is as acute as the need to
reach a high social status, leading sometimes to confusing the two components,
which do not necessarily derive from one another - maybe this is the “engine” of
artitself

* ideas, quotations, fragments and entire passages from this text are to be found in previous
writings: Art of Exile, 2004, kunst ee 3/2004, Tallinn; Les enfants de Ceausescu et de George
Soros, 2004, MNAC, The National Museum of Contemporary Art, Bucharest; Photography in
Contemporary Art. Trends in Romania After 1989, Galeria Noua, Editura UNARTE, Bucharest

2006; Divided Files, 2007, KHiB, Bergen

**as one can easily understand, these notes stand for a personal and fragmentary vision upon the
Romanian artistic life during socialism, based on the idea that there are parallel versions to reality;
they are not in any way nostalgic and try to maintain an equal distance in relation to all the sides
involved in “the building of socialism”

Corridor,
Bucuresti,
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what Is to be done (in art education)?

What is to be done (in art edication)?

Both the history and the actuality of the artistic educational institutions in Romania indicate
serious ideological influences. From the rigorous demanding of the socialist politics up to the
rectifications of the neoliberal rearrangement brought by the Bologna Declaration, the artistic
educational process seems to be constraint by official prescriptions. Still, the artistic life aims
to resist and it self-evaluates through creativity. What it also succeeds in is creating
alternatives within a system that is permanently politicized and consigned to economic
calculations that provide “unique solutions” to the social equations of the cognitive
capitalization. The artistic education becomes a critical artwork in the frame of reconsidering
the social relations between the education reproducers and the participants that are
motivated by susceptibility and collaboration in a collective process of artistic conceiving of
education.

“What is to be done (in art education)?” dossier is the third contribution of Vector magazine for “documenta
12 magazines”, a collective editorial project linking worldwide over 70 print and on-line periodicals, as well
as other media (www.documenta.de).

Ce este de facut (in invatamantul artistic)?

Atat istoria cat si prezentul institutiilor educationale artistice din Roméania consemneaza
agresive influente ideologice. De la stringentele comandamentelor politicii socialiste la
regularizarea alinierii neoliberale impuse de Declaratia de la Bologna, procesul educatiei
artistice e constrans de directive oficializate. Cu toate acestea, viata artistica consimte la
rezistenta si se auto-evalueaza prin creativitate. Reuseste sa isi creeze alternative intr-un
sistem permanent politizat si incredintat calculelor economice cu ,,solutii unice” la ecuatiile
sociale ale capitalizarii cognitive. Educatia artistica devine lucrare critica de arta in contextul
reconsiderarii relatiilor sociale dintre reproducatorii de educatie si participantii motivati de
susceptibilitate si colaborativitate intr-un proces colectiv de concepere artistica a educatiei.

Dosarul ,,Ce este de facut (in invatamantul artistic)?” reprezinta cea de-a treia contributie a revistei Vector
pentru ,,documenta 12 magazine”, un proiect editorial colectiv care conecteaza in intreaga lume peste 70
de periodice tiparite sau on-line, precum si alte medii (www.documenta.de).
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What else remains to be done?
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Socialist realism, exported in the '50s by the Soviet Union throughout Eastern
Europe, meant a uniformed artistic production that answered the ideological
doctrine of the communist party, being the only accepted form of expression. Its
role was a manipulative one, that of creating a false image of society, in which
“the new man” realized the proletarian revolution. In order to meet the
requirements of the era, the artists had to give up intellectualism, individualism
and cosmopolitism, these being seen as specific to the bourgeois artist, who
could no longer exist in the new society'. Formalist or intuition-based attitudes
had to be replaced by an objective observation of reality, which, through
“ideological distillation”, needed to produce images that had to be idealised
according to the ideological propaganda. The main themes of socialist realism in
the '40s and the '50s were related to the new revolutionary achievements: “the
development of heavy industry, collectivisation of agriculture, the cult of the
body, leading to the creation of a new proletarian « race » of men and women, of
the new man.” The uniformisation of the artistic production in the Eastern
countries was closely supervised by “cultural commissaries” and the most
profound reform had to happen in art schools.

Before communism, Romanian “beaux-arts colleges” had promoted a
traditionalist artistic education, based on the cult of the master and on the
development of local, native values. Romanian painting in the period between
the two World Wars, focusing on the patriarchal spirit and on rural plots, had
diluted the innovative experiences of French impressionists and post-
impressionists. Its spirit also dominated that of art schools of the period. After
the dark decade of fundamentalist proletcultism in the '50s, that did not tolerate
any “deviation” from the official line, in the '60s, the somewhat more relaxed
political context allowed a certain freedom, which, unfortunately, materialized
itself in Romanian art only in the shape of a re-connection with the artistic spirit
of the interval between the two World Wars.

Romanian art academies, and in particular those in Bucharest and lasi, the one
in Cluj being slightly more open to the Central-European formalist
experimentalism, promoted an obsolete post-impressionism with rural
influences, which in the '80s was weighed down by the pressure of Ceausescu's
communist nationalism. The apparent freedom gained after the fall of the
communist regime did not result immediately in the gain of a freedom of the art
studied and promoted in schools. The system of master classes was so strong,
that even today, after almost two decades the demise of communism and after
more than ten years since the advent of Internet, the traditional academic
system still lives. Even if there have been some changes occurring in the '90s, in

terms of curricula or through the establishment of new departments, through
the progressive growth of collaboration with schools or artistic institutions from
abroad, or through the timid introduction — due to the personal initiatives of
artist-professors — of the tutoring-based education system, we can safely assert
that it is only today that the reform of the Romanian artistic education system
needs to begin in earnest. This is an important moment, when there are real
chances of accessing European funds, thanks to Romania's accession to the
European Union. The aforementioned change must be considered within a
larger framework, which has to include both the debates on the definition, the
functions and the roles of art and of its agents (artists, curators, theorists,
gallerists, collectors), as well as the analysis of the process of developing an
infrastructure that would promote contemporary art forms which, until not long
ago, were virtually unknown to most of the artists, critics and to the public.

In post-communist Romania, the new forms of artistic education have appeared
hesitantly, in private initiatives with a limited influence. They were the result of
work done by Romanian artists or curators who, using resources from abroad,
organized the first educational workshops and conferences. Nowadays there is
a real chance for their expertise to be used in Romanian art schools. The money
is there, be it from Romanian or European sources, the important thing is to
make the best use of it, so that the changes that have occurred in the '60s in
European schools may occur in our schools as well. For many practitioners,
school can be one of the few territories where art is free. Once freed from
political pressure, Romanian art schools will have to withstand the pressure of
aggressive commercialism, during a historic period of primitive capital
accumulation. This is where | see another challenge for the future. Critical
discourse becomes thus a necessary “ingredient” for ensuring independence
and for mediating between the hermetic academic space and the real world,
which is now undergoing change at increasing speed.

Translation by Sorana Lupu
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Realismul socialist, exportat in anii '50 de Uniunea Sovietica in toate tarile
Europa de Est, presupunea o productie artistica uniformizata care raspundea
doctrinei ideologice a partidului comunist, fiind unica forma de expresie
acceptata. Rolul sau era unul manipulator, de creare a unei false imagini a
societatii, in care ,,omul nou” infaptuia revolutia proletara. Pentru a se incadra
cerintelor epocii, artistii trebuiau si ei sa renunte la intelectualism, individualism
si cosmopolitism, acestea fiind considerate atribute specifice artistului burghez,
care nu mai putea exista in noua societate. Atitudinile formaliste sau bazate pe
intuitie trebuiau inlocuite cu observatia obiectiva a realitatii, care prin ,distilare
ideologica” trebuia sa produca imagini idealizate conform propagandei
ideologice. Temele principale ale realismului socialist din anii '40-'50 au fost
legate de noile cuceriri revolutionare: ,dezvoltarea industriei grele,
colectivizarea pamantului, cultul corpului care duce la crearea unei noi «rase»
proletare de barbati si femei, a omului nou.”” Uniformizarea productiei artistice
in tarile din Est a fost atent supervizata de catre ,comisarii culturali” iar reforma
cea mai profunda trebuia facuta in scolile de arta.

,Facultatile de arte frumoase” din Romania de dinaintea comunismului au
promovat o educatie artistica traditionalista, bazata pe cultul maestrului si pe
dezvoltarea valorilor autohtone. Pictura interbelica romaneasca, cu interesul
pentru spiritul patriarhal si anecdoticul rural, a diluat experientele novatoare ale
impresionistilor si post-impresionistilor francezi. Spiritul acesteia a dominat si
pe cel al scolilor de arta din acea perioada. Dupa deceniul negru al
proletcultismului fundamentalist din anii '50, In care nu era tolerata nici o
,deraiere” de la linia oficiala, n anii '60 contextul politic ceva mai relaxat a
permis o anumita libertate care din pacate in arta roméaneasca s-a manifestat
doar prin reluarea legaturilor cu spiritul interbelic.

Academiile de arta romanesti, mai ales cele de la Bucuresti si lasi, cea din Cluj
avand si unele deschideri catre experimentalismul formalist central-european,
au promovat un post-impresionism desuet cu influente rurale la care Tn anii '80
s-a suprapus presiunea nationalismului comunist al lui Ceausescu. Aparenta
libertate castigatda dupa caderea comunismului nu a adus imediat si la
castigarea uneia a artei studiate si promovate in scoli. Sistemul claselor de
maestri a fost atat de puternic, incat chiar si azi, la aproape doua decenii de la
caderea comunismului si mai bine de zece ani de Internet, sistemul traditional
academic nca rezista. Chiar daca unele schimbari s-au produs in anii '90, n
programul de studiu ori In infiintarea unor noi departamente, prin cresterea
progresiva a colaborarii cu scoli ori institutii artistice din strainatate, sau prin
introducerea timida datorita unor initiative personale ale unor profesori-artisti a

sistemului de educatie de tip tutorial, pot afirma ca reforma sistemului de
educatie artistica din Roméania de-abia acum trebuie sa inceapa cu adevarat.
Este un moment important cand exista o sansa reala de accesare a banilor
europeni odata cu admiterea Romaniei in Uniunea Europeana. Schimbarea
amintita trebuie privita dintr-o perspectiva mai larga ce trebuie sa includa atat
dezbaterile despre definitia, functiile, rolul artei si al actorilor sai (artisti,
curatori, teoreticieni, galeristi, colectionari) precum si analiza procesului de
dezvoltare a unei infrastructuri care sa promoveze formele de arta
contemporana care, pana nu demult, erau practic necunoscute majoritatii
artistilor, criticilor si publicului.

Tn Romania post-comunista, formele noi de educatie artistici s-au manifestat
timid in initiative private cu o influenta redusa. Ele au fost rezultatul muncii unor
artisti ori curatori romani care, cu resurse din strainatate, au realizat primele
workshop-uri ori conferinte cu scop educational. Acum exista o sansa reala ca
experienta lor sa fie folosita in scolile de arta romanesti. Sunt si bani, romanesti
si europeni, important este ca acestia sa fie gestionati cu folos, pentru ca
schimbatrile din anii '60 din scolile europene sa se produca acum si la noi. Pentru
multi practicieni, scoala poate fi unul dintre putinele teritorii ale libertatii artei.
Odata eliberata de presiunea politicului, scolile de arta romanesti trebuie sa
reziste si presiunii comercialului agresiv intr-o perioada istorica a acumularii
primitive de capital. Aici eu vad o alta provocare in viitor. Discursul critic devine
astfel un ,ingredient” necesar pentru asigurarea independentei si pentru
medierea dintre spatiul ermetic academic si lumea reala aflata intr-o schimbare
accelerata.
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academic order

If until 1989 the Faculty of Fine Arts within the “George Enescu” Art Academy in
lasi accepted around 7 candidates every year and organized alternative
matriculation examinations for the only two sections it hosted, Sculpture and
Painting, in the fall of 1990 the admission examinations were organized for
seven different sections that offered more than 50 available places. This
spontaneous development of the institution required a suitable staff, which was
“imported” in no time from the ranks of high-school teachers and free-lance
artists, who before 1990 used to earn their living by becoming involved in the
craftsmanship activities encouraged by the Artists' Union rather than by
practicing painting or sculpture. A similar phenomenon took place in Bucharest
and Cluj. The inflation of students and new sections marked the beginning of a
real academic curricular adventure in Romania.

The reform policy in the educational field generated by the 1996 regulation
shift, which reoriented Romania towards the European integration, mooted also
the question of making the Romanian educational system compatible with the
European one and brought about the modification of the Romanian educational
policies in the spirit of the Bologna Process, as well as the gradual adopting of
the principles of the Sorbonne Declaration from May 1998 and later of the
Bologna Declaration® from June 1999. This compatibility involved the
implementation of a common European grading system, the awarding of
diplomas and qualifications that would be relevant on the European labor
market, the delimitation of three stages of study?, B.A., M.A. and/or Ph.D., the
establishing of the credit transfer system ECTS® with a view to facilitating
students' mobility and a real curricular reform that would justify the integration
into the European Higher Education Area of trainers, researchers and
administrative staff.

Initially, these requirements were met with hesitation by the academic
community, dominated by a patriarchal spirit; but under stress of
circumstances, they have gradually been put into practice’in an original manner
that was miraculously more compatible with the old system than with the
European education. The compromises and subterfuges took two main
directions: one related to the dissimulation of the traditionalist vision
characteristic to the Romanian art school under attractive discipline
denominations and lectures, which were nonetheless essentially representative
of the same mentality; and the second one, much more dangerous, implied the
rise and development of a new didactic bureaucracy, more “efficient” and better
rooted into the system than the previous generation of “masters.”

The case of the curricular transformations was a perfect example of adopting
the forms and leaving aside their essence. Thus, there were educational
platforms that disguised the compulsory disciplines as so-called facultative or
optional disciplines, but what they did in fact was to eliminate the concept of a
coherent inter-permeation of disciplines and the possibility of choice. The
packing of the study programs of four, five or six years in only three years,
generated by the failure to understand the difference between the B.A°. stage
and the M.A. one, resulted in a number of hours that were either insufficient, or
inadequately allotted and to the bizarre credit transfer system, which was not
functioning quite right in conditions of mobility. Moreover, the curricula did not
anticipate the demands of the Romanian and European labor market and were
not in the least concerned with covering the university norms stipulated by the
lists of functions or with providing for the space and equipment requirements.

Paradoxically, the legitimating of the bureaucrats-trainers was facilitated
precisely by the rapid applying of the new principles, which gave to the
“learned” university professors unflinching prerogatives through the system of
awarding diplomas according to the study stages’. The Universities in
Bucharest, Cluj and Timisoara have rapidly implemented the doctorate
curricula and, taking advantage of the flaws of the system, began granting
much too easily and rapidly doctor's degrees, although there was no general
idea and no clear evaluation criteria that could have indicated what a doctoral
research in the artistic field really means.

In this way was secured the replication of the last remains of the socialist
system of academic education into clones whose stability was guaranteed by
the strongly bureaucratic character; on the other hand, the rule of the
deserving with no “diplomatic” propensities was short-circuited. The practicing
artists whose worth has been sanctioned by their achievements and visibility,
but who did not know or did not have time to chase after master’s or doctor's
degrees were denied an academic career by the new class generated by the
Bologna Process, and the moment of Romania's joining as one susceptible to
generate areal reform of the system was unfortunately missed.

Although this account sketches a grim image of the Romanian artistic academic
educational system, the change will still come sooner or later, but not from
within the system. Most probably, it will be generated by the pressure that the
more attractive European artistic market will inflict upon the developing artistic
market in Romania. | end thus in an optimistic tone, confident in the exigencies
of the new generations of students.

Translated by Irina Scurtu
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Daca pana in 1989 Facultatea de Arte Plastice a Academiei de Arte ,George
Enescu" din lasi avea in jur de 7 locuri pe an, organizand alternativ admiteri
pentru singurele doua sectii pe care le detinea, de Sculptura si de Pictura, in
toamna anului 1990 s-au organizat examene de admitere pentru sapte sectii
diferite pe mai bine de 50 de locuri. Pentru o asemenea dezvoltare spontana a
institutiei era nevoie de personal care a fost rapid ,importat” din randurile
profesorilor de liceu si ale artistilor liber profesionisti ce-si castigau existenta
inainte de 1990 mai degraba din activitati de artizanat favorizate de Uniunea
Artistilor Plastici decat din pictura sau sculptura, un fenomen similar
petrecandu-se si la Bucuresti si Cluj. Inflatia de studenti si noi sectii a marcat
momentul de nceput al unei adevarate aventuri curiculare universitare din
Romania.

Politica de reforme din domeniul invataméantului declansata de schimbarea de
regim din 1996 care a reorientat Roméania catre integrarea europeana a pus in
discutie si compatibilizarea sistemului de educatie romanesc cu cel european si
a atras dupa sine modificarea politicilor educationale romanesti in spiritul
Procesului Bologna si adoptarea treptata a principiilor Declaratiei de la Sorbona®
din mai 1998 si, ulterior, ale Declaratiei de la Bologna® din iunie 1999.
Compatibilizarea presupunea implemetarea unui sistem de notare european
comun, acordarea de diplome si calificari relevante pe piata europeana a
muncii, departajarea a trei cicluri de studiu®, de licenta, respectiv de master
si/sau doctorat, stabilirea sistemului de credite transferabile ECTS® in scopul
facilitarii mobilitatii studentesti si o reald reforma curiculara care sa justifice
integrarea In Zona de Educatie Superioard Europeand’ pentru educatori,
cercetatori si personal administrativ.

Aceste cerinte au fost intampinate initial cu reticentd de catre comunitatea
academica dominata de un spirit patriarhal, dar, de nevoie, au fost puse n
aplicare treptat® si intr-o maniera originala care avea darul miraculos de a fi mai
compatibila cu vechiul sistem decéat cu invatamantul european. Compromisurile
si subterfugiile au luat doua directii principale, una care tinea de camuflarea
viziunii traditionaliste a scolii romanesti de arta sub titulaturi de discipline si
cursuri atragatoare, dar care In fond reprezentau aceeasi mentalitate si alta
directie, cu mult mai periculoasa, aceea a aparitiei si dezvoltarii unei noi
birocratii didactice, mai ,eficientd” si mai bine inradacinata in sistem decét
generatia anterioara a ,,maestrilor.”

Cazul transformarilor curiculare a fost un exemplu perfect de adoptare a unor
forme fara fondul lor propriu. Au aparut planuri de invatamantin care cursurile

obligatorii erau deghizate in asa zise discipline facultative sau optionale,
eliminand de fapt conceptul de interdisciplinaritate sau posibilitatea de a alege.
Comprimarea programelor din patru, cinci sau sase ani de studiu Tn numai trei,
generata de neintelegerea diferentei intre ciclul de Licentd’ si cel de Master a
condus la un numar de ore de studiu insuficient sau inadecvat distribuite si la
strutocamila sistemului de credite transferabile care nu functionau tocmai
perfect Tn conditii de mobilitate. De asemenea, programele dovedeau lipsa
anticiparii cerintelor pietei muncii din Roméania si din Europa si preocuparea
pentru acoperirea normelor universitare din statele de functiuni si pentru
probleme de spatiu sau dotare.

Tn mod paradoxal, legitimarea birocratilor-educatori a venit tocmai din punerea
in practica cu rapiditate a noilor principii care ofereau universitarilor ,scoliti”
prerogative de nezdruncinat prin acordarea diplomelor conform ciclurilor de
studiu®. Universitatile din Bucuresti, Cluj si Timisoara au creat rapid programe
de doctorat in arta, profitand de fisurile sistemului, acordand titluri de Doctor in
Arta cu prea multa usurinta si rapiditate in conditiile lipsei unei viziuni si a unor
criterii de evaluare clare a ceea ce poate insemna cercetarea doctorala in
domeniul artistic.

S-a asigurat astfel, pe de o parte, replicarea ultimelor ramasite ale sistemului
socialist de educatie universitara in clone cu stabilitate garantata de caracterul
pronuntat birocratic, iar pe de alta, scurtcircuitarea meritocratiei fara velelitati
,diplomatice”. Artistilor practicieni cu valoare confirmata de palmares si
vizibilitate, dar care nu au stiut sa vaneze sau nu au avut timp de diplome de
Master sau Doctorat li s-a barat drumul catre cariera universitara de catre noua
clasa generata de Procesul Bolognia, ratandu-se momentul aderarii pentru
reala reforma a sistemului.

Desi aceasta descriere creioneaza o perspectiva sumbra asupra invatamantului
superior de arta din Romania, schimbarea va surveni intr-un interval mult mai
lung de timp, ce-i drept, dar nu din interiorul lui, ci, cel mai probabil, din
presiunea pe care o va exercita piata de arta mai atractiva din Europa si piata de
arta in dezvoltare din Romania. Tnchei increzator in exigentele noilor generatii
de student;.
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The present system of artistic education and research is striving to become
connected to the political dynamics of the hyper-dramatization of the rhetoric
pertaining to the contemporary art scenes. The transitional atmosphere of the
academic spaces reflects the experiencing of a transition from the use of one
type of knowledge to the inventing of a new one. The status of the teachers and
students is questionable in what regards redefining art [and its functioning], the
artist [and his positioning], and the public [and his participation].

The critical reflex towards the crisis of social change that is anesthetized by the
neo-liberal regularization of the citizens' life — a reflex that is conditioned by the
response of the “action communities” to political standardization, to economical
de-localization, to the ecological impact of global warming, to the moral crisis
of bio-technological research, to the impossible solving of ethnical and religious
conflicts, to the rapid neo-imperialist-colonial rising of military occupation, and
to the consumerist industrialization of urban culture and media — requires to be
interpreted and mediated from the viewpoint of an artistic behavior motivated
by the responsible actions that are specific to the investigation journalism.

Artistic education and research should take into account the contradictory
dynamics of the world that we live in and that we represent ourselves, as well as
its potential to build and point out situations susceptible of being submitted to
public contemplation and decisions. Thus, the opening of the academic [micro-
social] space to the public [macro-social] space could create the conditions for
an aesthetic fusion in which the interpretative signifying [taking into account
the (post)productive use of codes] and the relational communication [taking
into account the understanding of the aesthetic experience as the experience of
a relationship] would function as an experiment based on turning the school
into an alternative press agency.

The journalistic labor is related to the daily presentation of the situations and
issues that are affecting our everyday life. The training of attitudes becomes as
important as (self)informing and producing a knowledge that is adequate to the
context of the actions. Acquiring the investigative behavior favors also a series
of meditations on the possible types of message mediation. The producing of
information of general community concern and the use of alternative media
(from computer processing to issuing publications) could function as a critical,
artistically conceived response to the ideological manipulation performed by
the mainstream media (from cable television to the newspapers of several
trusts) that is subordinated to political and corporate interests.

Experimenting a new form of journalism that is conceived on the background of
the alternative artistic production and display generates the conditions for a
practical responsibility as consequence of a social awareness. As the dominant
system of art does not lead to a higher quality of everyday life, but to a certain
improvement of the people's entertainment, with the “noble” intention of
keeping them away from the “daily hardships” whose burden is on the shoulders
of the government administrators, the educational system should react
informatively and critically in order to rethink the public's interest towards the
practices of present-day art.

This positioning becomes uncomfortable due to the fact that the educational
system is still pointed out and perceived by the public as an assault division of
the ministry, which ministry is part of a government appointed at the end of
several pseudo-political negotiations (and according to an oligarchic interest, of
course) based on a doubtful electoral proceeding, which is considered
nevertheless democratic. As long as art universities are viewed as ministerial
apparatuses meant to ensure the disciplinary exercise of a mass education
process, the conditions for an experimental attempt to critically reorient the
artistic practice will be impossible to be produced in the public's global
perception. More than that, with the increasing of the academic obedience to
the different forms of putting into practice the treaties whose goal is to
standardize the European “educational systems”, the “artistic education” is in
danger of being exercised like a pre-determined automatism that preserves and
restores sets of habits, information and practices under the neo-liberal form of
doing business with the past for the benefit of the capitalization of the cultural
consumption needs.

The rise and development of a “creative class”, supplemented by the “creative
subclass” in the underground culture area, could resuscitate the self-reforming
of the artistic educational system. Creative ideas do circulate, and it would be
irrelevant to try to identify the generating sources in an act of intellectual
bureaucracy. Nevertheless, adopting an investigative behavior keen on
artistically using and processing the events of everyday life could reconfigure
the contemporary cultural artistic practice and production.

Seen as one of the possible methods of mediating knowledge and motivating
action, “art turned into an instrument of experimental journalism” could be one
of the immediate answers to the question “what is to be done?”.

Translated by Irina Scurtu

post-factum contribution to the forum SUMMIT non-aligned initiatives in education culture, Berlin, 2007.
SUMMIT is a forum for questioning and changing some of the fundamental terms of the debate around
education, knowledge production and the information society.
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Sistemul actual al educatiei si cercetarii artistice incearca sa se conecteze la
dinamica politica a hiperdramatizarii retoricii scenelor artei contemporane.
Atmosfera de tranzitie caracteristica spatiilor academice reflecta situatia
resimtirii unei tranzitii de la utilizarea unei cunoasteri la inventarea uneia noi.
Statutul profesorilor si al studentilor este chestionat in functie de redefinirea
[functionarii] artei, a [pozitionarii] artistului si a [participarii] publicului.

Reflexul critic fata de criza schimbarii sociale anesteziata de regularizarea neo-
liberala a vietii ,,cetatenilor”, reflex conditionat de raspunsul ,comunitatilor de
actiune” fata de uniformizarea politica, de-localizarea economica, impactul
ecologic al Tncalzirii globale, impasul moral al cercetarii biotehnologice,
imposibila solutie a conflictelor etnico-religioase, escaladarea neo-imperial-
colonialista a ocupatiei militare si industrializarea de consum a culturii urbane si
mass media, solicita interpretarea si medierea sa din perspectiva unui
comportament artistic motivat de actiunile responsabile caracteristice
jurnalismului de investigatie.

Educatia si cercetarea artistica ar trebui sa tina cont de dinamica contradictorie
a lumii pe care o traim si ne-o reprezentam, precum si de potentialul ei de a
construi si a semnala situatii expuse contemplarii si deciziilor publice. Tn aceste
conditii, deschiderea spatiului academic [micro-social] catre spatiul public
[macro-social] ar crea circumstantele unei fuziuni estetice in care semnificarea
interpretativa [tindnd cont de utilizarea (post)productiva a codurilor] si
comunicarea relationala [tinand cont de intelegerea experientei estetice ca
experienta a unei relatii] ar functiona ca un experiment de transformare a scolii
intr-o agentie de presa alternativa.

Travaliul jurnalistic tine de informarea cotidiana asupra situatiilor si problemelor
care ne influenteaza viata de zi cu zi. Formarea atitudinilor devine la fel de
importanta ca si (auto)informarea si producerea unei cunoasteri aplicate
contextului in care se actioneaza. Tnvatarea comportamentului investigativ
dispune si la un set de reflectii cu privire la posibilele tipuri de mediere a
mesajelor. Producerea informatiilor de interes comunitar si utilizarea mediilor
alternative (de la procesarea computerizata la editarea publicatiilor) poate
functiona drept raspuns critic, conceput artistic, la manipularea ideologica a
mediilor mainstream (de la televiziunile prin cablu la ziarele unor trusturi)
subordonate intereselor politice si corporatiste.

Experimentarea unei noi forme de jurnalism, conceput din perspectiva
productiei si expunerii artistice alternative, creeaza conditiile unei

responsabilizari practice drept consecintd a unei constientizari sociale. Tn
masura in care sistemul dominant al artei nu duce la o imbunatatire a calitatii
vietii de zi cu zi, ci la o ameliorare a distractiei (a entertainment-lui) oamenilor,
cu ,bunele intentii” de a-i tine departe de ,,greutatile zilnice” pentru rezolvarea
carora au fost desemnati administratorii guvernamentali, sistemul educational
ar trebui sa reactioneze informativ si critic pentru a regandi interesul publicului
fata de practicile artei actuale.

inca semnalat si perceput public ca divizie de asalt a ministerului unui
guvernamant desemnat prin negocieri pseudo-politice (evident in functie de un
interes oligarhic) pe baza unui chestionabil proces electoral considerat
democratic. Atat timp cat universitatile de arta sunt vazute ca aparate
ministeriale de exercitare disciplinara a unui proces de educatie in masa, nu vor
putea fi produse in perceptia globala a publicului conditiile unui demers
experimental de reorientare criticd a practicii artistice. Mai mult chiar, in
contextul accentuarii obedientei academice fata de diferitele forme ale aplicarii
tratatelor care incearca sa uniformizeze ,,sistemele de Tnvatamant" din Europa,
.educatia artistica” riscd sa se exercite asemenea unui automatism pre-
determinat care conserva si restaureaza seturi de deprinderi, cunostinte si
practici sub forma neo-liberala a afacerilor cu trecutul in serviciul capitalizarii
nevoilor de consum cultural.

Aparitia si dezvoltarea unei ,clase creative”, completata de ,,sub-clasa creativa”
din zona culturii underground, ar putea resuscita auto-reformarea sistemului
de Tnvatamant artistic. Ideile creative circula si e irelevant sa se identifice intr-
un act de birocratie intelectuala care sunt sursele generative. Cu toate acestea,
adoptarea comportamentului investigativ, interesat de TIntrebuintarea si
prelucrarea artistica a evenimentelor vietii de zi cu zi, ar putea reconfigura
practica si productia culturala contemporana.

Privita ca una dintre posibilele metode de mediere a cunoasterii si motivare a
actiunii, ,arta instrumentalizata ca jurnalism experimental” ar putea fi unul
dintre raspunsurile urgente laintrebarea ,,ce ar fi de facut?”.

contributie post-factum la forumul SUMMIT non-aligned initiatives in education culture,
Berlin, 2007. SUMMIT este un forum al problematizarii si schimbarii unor termeni
fundamentali ai dezbaterii asupra educatiei, productiei cunoasterii si societatii
informationale.
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Hans Richter recounts that Hugo Ball heard the word “Da da” uttered during the
conversations Tristan Tzara and Marcel lancu used to have. According to his
magic genealogy, similar to an incantation, “da da” bears an affirmative
potential towards life that surpasses the frontiers of the rationality of
Enlightenment at the core of the very playful farce it is founded on: “Da, da”,
(“yes, yes”, in Romanian), decontextualized by Hugo Ball, becomes at the same
time an absolute affirmation, indifferent to the affirmed object, and a magic
joke, for, even though Ball well knew the significance of the words, they
functioned standing on their purely phonetic resonance. In other words, it
becomes, in Nietzsche's terms, a purely aesthetic affirmation of life, lacking the
calculated rationality specific to its efficient and methodic instrumentalisation.
This situation also describes the bankruptcy of the idea of a communion of
tastes as a bourgeois consensus, and the understanding of sensus communis
rather in terms of its disruptive and agonal capacities. Consequently, it does not
define it in terms of a super-individual consensus, but according to its capacity
of self-creation implied by Nietzsche's laughter, transgressing ideologies, and,
especially, that of a technology of our own existence.

Therefore, | do not have an answer, be it local or global, to the pragmatic
question of the efficiency of aesthetic education, which might point to a specific
target allowing us to state what is to be done. Though, | notice that in post-
communist space, especially in Romanian society, the condition of artistic
education is specifically marked by the rise of a cynical reason, peculiar to the
artistic behavior of American art in the eighties and internalized today by a large
number of everyday aesthetic actions. And the understanding of this “liberating
cynicism”, as Sloterdijk would call it, may represent a starting point for a
possible analysis, providing a specific answer to the problem of aesthetic
education in relation to the ethical potentiality of the aesthetic.

Instead of revealing its humanist-disenfranchising force, the abolishment of
boundaries "between art and life" created here a dada-like anomaly in the sense
of Ball's genealogy of the term, a schizophrenia where the repetition of the
same affirmation without object to the point of exhausting any meaning defines
the meaning of everyday actions and suspends art's social performative force,
its function of providing ethical education through aesthetic experience.
Academic artistic education either remained traditionalistic, advocating the
aesthetic autonomy of the artwork, either it mimetically tends to appreciate and
promote a surprisingly unquestioned modernity of form, separated from "life"
for any given educational system, either it is instrumentalised in the guise of
obtaining a technical efficiency in the field of design production, but not also of

an ethical or reflexive potentiality. In other words, it is not conceived to produce
a reflexive intellectual, even though a useless one for the neo-liberal
competitive thinking, an artist-social-worker-as-cultural-mediator.

In fact, the lack of an aesthetic education as critical capacity, as a capacity to
discern in the field of everyday life given the complete aesthetization of
subjectivity by the society of consumption, is still felt and endured in the form of
two major effects:

(1) inthe space that simultaneously unites and separates life and art —
the cultural sphere of artistic production of subjectivity — we can
notice the remains of an old quarrel, that of art as import of forms
vs. demagogic traditionalism. For a long time, it persisted as a
useless quarrel among the expressive media. But, on the level of
the artistic production institutionalized by art galleries, it was
today replaced by the opposition of selling “critical art" vs. stencil,
graffiti and guerrilla art interventions. The only truly critical artist
seems to remain anonymous, in no need of an academic C.V. and
the identity of some school.

(2) the precariousness of the critical condition is a direct effect of an
internal deficiency of artistic education, which regards the artist as
"emancipator" — "educator" in terms of expertise, performance
and quantitative calculus. It thus manifests the lack of an
interactive education in the artistic system, able to guarantee a
dialogical culture of an organic rejoinder in response to the
dichotomy between program creator and precise executor.
Particularly, it does not educate for “conviviality".

In this respect, | find it symptomatic that dialogical and especially relational
aesthetics have no sense in the Romanian artistic life, although, for a long time
already, we live in a “capitalistic” society: the conditions for a critique of social
space in terms of “interstice” and “democratic conviviality” can only be
produced by import, as an artificial engraftment in a medium saturated by
enough conviviality, but promoting an autistic and mimetic solitude, typical for
an education governed by the ideal of artistic masters. Further, there is no room
even for elaborating a critique of the relational aesthetics: what sort of elitist
demagogy, what sort of “closed dialogue” between acquaintances in the art
world (noticed by Claire Bishop to be hidden by the relational agenda) is there to
be criticized, since the Romanian academic artistic education has no curricula
for curatorial studies which could legitimate what should be criticized?

The above discussion assigns once again to the act of pure affirmation — “Da,
da” (“yes, yes”) — the meaning of an unintended parody of the hope for an
aesthetic education of society through art, which Beuys brought back to life
from the political program of Romantic modernity. However, this also offers us
an enormous opportunity: that of exploiting the critical-liberating potential of
laughter, maintaining aesthetic education in the sphere of its social uselessness
— of singularity, incalculability, chance and idiosyncrasy.
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Hans Richter povesteste faptul ca Hugo Ball a auzit cuvantul ,,Dada” in discutiile
purtate de Tristan Tzara cu Marcel lancu. Conform acestei genealogii magice,
similara unui ritual incantatoriu, Dada poarta cu sine un potential afirmativ in
fata vietii care depaseste barierele rationalitatii luminilor in chiar farsa ludica pe
care se sustine: ,da, da”, decontextualizat de Hugo Ball, devine deopotriva
afirmatie absoluta, indiferenta suveran la obiectul afirmat, si farsa magica,
intrucat, chiar daca Ball cunostea semnificatia cuvintelor, acestea functionau pe
baza simplei lor rezonante fonetice. Cu alte cuvinte, devine, in termenii lui
Nietzsche, pura afirmatie estetica a vietii, lipsita de rationalitatea calculata
specifica instrumentalizarii sale eficiente si metodice. Aceasta situatie descrie si
falimentul ideii unei comuniuni a gustului drept consens burghez si intelegerea
lui sensus communis mai degraba in valentele sale agonice, disruptive. Prin
urmare, il defineste nu prin intermediul unui consens supra-individual, al unei
sinteze a comunitatii la nivelul sensibilitatii, ci prin capacitatea auto-
edificatoare implicata in rasul lui Nietzsche, ce transgreseaza ideologiile si, In
special, pe cea a unei tehnologii a propriei existente.

Prin urmare, nu am un raspuns, local sau global, la intrebarea pragmatica cu
privire la eficienta educatiei estetice, care sa ne indice o tinta pentru a putea
spune si ce este de facut. Constat insa ca, in spatiul post-comunist, cu
precadere in societatea romaneasca, conditia educatiei artistice este marcata
intr-un mod specific de ratiunea cinica, caracteristica comportamentului artistic
critic al artei americane a anilor optzeci si internalizat astazi de o buna parte a
comportamentului estetic din cotidian. lar intelegerea acestui «cinism
eliberator», cum I-ar numi Sloterdijk, poate ca reprezinta un punct de plecare
pentru o posibila analiza, oferind si un raspuns specific problemei educatiei
artistice in raport cu potentialul etic al esteticului.

Tn loc sd-si manifeste forta umanist-eliberatoare, abolirea granitelor dintre
»arta si viata” a creat aici o anomalie dadaista in sensul genealogiei termenului
intreprinsa de Ball, o schizofrenie in care repetarea aceleiasi afirmatii lipsite de
obiect pana la epuizarea oricarui sens caracterizeaza sensul actelor cotidiene si
suspenda performativitatea sociala a artei, rolul sau de cultivare etica prin
intermediul experientei estetice. Educatia artisticA academica fie a ramas
traditionalista, sustindnd autonomia estetica a operei de arta, fie este orientata
mimetic catre o curios-nechestionata modernitate a formei, separata de
«viata» pentru orice sistem educational, fie este instrumentalizata in vederea
unei eficiente tehnice Tn campul productiei de design, Tnsa nu si a unei

potentialitati etice sau reflexive. Cu alte cuvinte, nu este dirijata In vederea
construirii unui intelectual reflexiv, chiar daca inutil competitivitatii neo-
liberale, a unui artist-muncitor social-ca-mediator-cultural.

Tn fapt, lipsa unei ,educatii estetice” drept capacitate critici de a discerne in
cotidian, inteleasa in conditiile estetizarii depline a subiectivitatii de catre
«societatea de consum», se resimte inca sub forma a doua efecte majore:

(1) 1n spatiul care deopotriva uneste si separa arta si viata — spatiul
cultural al producerii artistice de subiectivitate — asistam la vechea
disputa, a artei ca import formal vs. traditionalism demagogic. O
vreme buna, ea s-a mentinut sub forma unei inutile lupte a
mediilor de expresie. Tns&, la nivelul artei institutionalizate in
galerii, ea a fost inlocuita astazi de vanzarea de «arta critica» vs.
stencil, graffitti si guerilla art. Singurul artist critic cu adevarat pare
a fi anonim, fara a avea nevoie de un CV academic si o identitate
«de scoala».

(2) precaritatea conditiei critice este un efect direct al unei carente
interne a educatiei artistice, care priveste artistul ca «eliberator» -
«educator» Tn termenii expertului, al performantei si al calculului
cantitativ. Ea manifesta astfel lipsa unei educatii interactive in
sistemul artistic, care sa garanteze o cultura a dialogului si a
ripostei organice, asumate in fata binomului creator de program si
executant fidel. Tn sensul sau specific, nu educé ,.convivial”.

Mi se pare simptomatic aici faptul ca estetica dialogica si mai ales cea relationala
nu au sens n viata artistica romaneasca, desi, de multa vreme deja, societatea
este «capitalista»: conditiile unei critici a spatiului social ca «interstitiu» si
«convivialitate democratica» nu pot fi produse decéat prin import, ca grefa
artificiala intr-un mediu care detine suficienta convivialitate, dar promoveaza o
solitudine autista si mimetica, specifica educatiei prin intermediul maestrilor.
Mai mult, nu este nici macar loc pentru elaborarea unei critici a esteticii
relationale: ce elitism demagogic si ce dialog de casta, ce consens iluzoriu
(remarcate de Claire Bishop a subintinde proiectul relational) sa critici aici, cand
sistemul academic roméanesc nu are cursuri curatoriale pentru a legitima ceea
ce ar trebui criticat?

Cele spuse confera inca odata afirmatiei pure — ,,Da, da” — sensul unei parodii
involuntare a sperantei unei educatii estetice a societatii prin arta, renascute de
Beuys din programul politic al modernitatii romantice. Aceasta ne ofera totusi si
0 imensa oportunitate: aceea de a exploata potentialul critic-eliberator al
rasului, pastrand educatia estetica n sfera inutilitatii sale sociale — a
singularului, incalculabilului, hazardului si idiosincraticului.
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The Unknown Society workshop/project that took place
within the Artist as a Curator course at the Time and
Space Department proposed two parallel working plans
and two sets of circumstances to undergraduate and
postgraduates students of the Helsinki Academy of Arts.
The first one was to curate their own works, that is to
say, to analyze their work and works of other workshop
participants from the perspective of a curator, as a
mediator between the production and the actual
exhibiting of the work, thus to define their own artistic
position. The second situation was to analyze the local
art and market system through a research activity. This
meant conducting interviews with structural
representatives of Helsinki art market and system, as
well as compiling a video archive.

The workshop thus conceived aimed to articulate an
unavoidable but dramatic moment, located at the
juncture between completing one's own course of study
and joining and finding one's place within the art
system. This is about taking over a symbolic mandate of
an artist — the passing from “I study art” into “I am an
artist.”

The aim of this workshop was to prepare the students
who found themselves in the traumatic situation of
leaving the educational system of art studies for
participating in the art system and market. Through the
process of analyzing the art system, the production
process and the exhibition process, students opened and
reflected on issues regarding the local production

Workshop-ul/proiectul Unknown Society desfasurat in
cadrul cursului Artist as a Curator al Departamentului
Time and Space, a pus in fata studentilor si a
masteranzilor de la Academia de Arte din Helsinki doua
planuri de lucru paralele, doua seturi de circumstante.
Primul a fost curarea propriilor lucrari, adica analizarea
lucrarilor proprii, precum si a lucrarilor altor participanti
la workshop din perspectiva unui curator in calitate de
mediator Tntre productie si expunerea propriu-zisa a
lucrarilor, definindu-si astfel propria pozitie artistica. Al
doilea plan a fost de a analiza sistemul artistic local si
piata de arta printr-o activitate de cercetare. Aceasta a
insemnat realizarea unor interviuri cu reprezentanti ai
pietei de arta si ai sistemului artistic, alaturi de
compilarea unei arhive video.

Workshop-ul astfel conceput a avut scopul de a articula
un moment inevitabil, dar dramatic, aflat la intersectia
dintre incheierea propriilor studii si intrarea si cautarea
propriului loc in cadrul sistemului artistic. Este vorba
despre preluarea mandatului simbolic de artist —
trecerea de la ,,sunt student la Arte” la ,,sunt artist”.

Scopul acestui atelier a fost de a pregati studentii aflati
in momentul traumatizant al parasirii sistemului
educational al studiilor artistice pentru intrarea n
sistemul artistic si pe piata de arta. Prin procesul analizei
sistemului artistic, al procesului de productie si al celui
de expunere, studentii au deschis si au analizat
probleme ale sistemului local de productie si expunere
de arta. Punctele nevralgice ale sistemului artistic local

Exhibition Reading Capital at the FAFA Gallery was a part of the Artist as a Curator course, within the Time and Space
Department of the Helsinki Fine Arts Academy. (workshop leaders: Milica Tomic and Branimir Stojanovic)

Expozitia Reading Capital de la FAFA Gallery a fost parte a cursului Artist as a Curator al Departamentului Time and Space al
Academiei de Arte din Helsinki, sustinut de Milica Tomic si Branimir Stojanovic. (coordonatori ai workshop-ului: Milica Tomic and

Branimir Stojanovic)
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system and art display. Neuralgic points of the local art
system that have been detected through this process
became a constitutive part of the contents and form of
the works created through the workshop.

The initial supposition of the whole Artist as a Curator
workshop was that each work of art had an absolutely
specific way of being displayed, that is to say, that each
one should anticipate a singular way of expressing itself
through a production process. The workshop has been
developed through discussions on the suggested
concepts of works, in accordance to the ones that the
workshop trainers have initially simply expressed in the
starting proposals: A single work of art — a unique
“museum” or a single work of art — a unique theory. This
particular guideline of strategies and politics of
expression demanded from the students/artists that
each and every work of art should reproduce an
autonomous space which to arise at the site of the
problem regarding the local system of art exhibiting.
Therefore, workshop participants understood the
exhibiting space as a social and political one, which,
through the production of the work, became a
constitutive part of the content of the work. At the same
time, the artwork's form opens the question of the
exhibiting strategy and solves it at the same time by
finding its final stage in confrontation with the issue.

The analysis of the Helsinki system of art and market
detected that the existence of the art system is
controlled by the state and that the art market is
undeveloped and completely dependent on state's
investments in art. An artist's position in this system
turns out to be the one of a “vanishing mediator”
between the state and the art market agents. Therefore,
a specific “parallel convergence” of the state and private
art market agents has been detected. In such a system,
an artist actually dispenses state money to the art
system and the art system dispenses the money to art
market agents, without any possibility of creating terms
of production and exhibiting. Using the state money, an
artist rents the existing, given, art production
infrastructure, without any creative and active
investment in the conditions of art production and
exhibiting.

Many artists subordinate their work to creating an art
system by becoming curators, directors of art galleries
or art directors of big exhibitions. However, this
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gasite Tn cursul acestui proces au devenit parte
constitutiva a continutului si formei lucrarilor create in
cadrul workshop-ului.

Premisa initiala a workshop-ului Artist as a Curator este
ca fiecare opera de arta are un mod de expunere
absolut specific, adica fiecare anticipeaza un mod unic
de exprimare prin procesul de productie. Workshop-ul
s-a dezvoltat din discutarea conceptelor de lucrari
propuse initial in termeni simpli de catre sustinatorii
workshop-ului: o lucrare de artd — un ,,muzeu” unic, sau
o lucrare de arta — o teorie unica. Aceasta directie a
strategiilor si a politicilor de exprimare cerea din partea
studentilor/artistilor ca absolut fiecare lucrare de arta
sa reproduca un spatiu autonom care sa fi aparut in
urma problemelor sistemului local de expunere a artei.
Astfel, participantii la atelier au vazut spatiul de
expunere ca pe unul social si politic, care, prin
intermediul procesului de productie a lucrarii, devenea
parte constitutiva a continutului ei. Tn acelasi timp,
forma lucrarii de arta chestiona si solutiona simultan
strategii de expunere, gasind cadrul final in
confruntarea directa cu problema.

Analizarea sistemului artistic si a pietei de arta din
Helsinki a relevat faptul ca existenta sistemului artistic
este controlata de catre stat, si ca piata de arta este
nedezvoltata si total dependenta de investitiile facute
de catre stat in arta. Pozitia artistului in acest sistem se
dovedeste a fi una de ,,mediator pe cale de disparitie”
intre stat si agentii de pe piata de arta. Astfel, s-a gasit
un fel de ,,convergenta paraleld” intre agentii de stat si
cei de pe piata privata. Tntr-un astfel de sistem, artistul
de fapt cheltuieste banii statului Tn sistemul artistic, iar
sistemul artistic da bani agentilor de pe piata de arta,
fara posibilitatea de a crea conditii de productie si
expunere. Folosind banii statului, artistul Tnchiriaza
infrastructura de productie existenta, data, fara vreo
investitie creativa si activa in conditiile productiei si
expunerii de arta.

Multi artisti isi subordoneaza munca efortului de a crea
un sistem artistic devenind curatori, directori de galerii
de arta sau directori artistici ai unor mari expozitii.
Totusi, acest atelier produce strategii prin care artistii Tsi
integreaza participarea la crearea sistemului artistic in
propria lor munca artistica si reflecta problemele pe
care le Intalnesc In mediile lor locale.Ei nu-si
abandoneaza practica artistica, ci iau parte in

workshop has produced strategies through which artists
can integrate their participation in the creation of the art
system into their own artistic work and through which
they can also reflect issues that they encounter in their
local environments. They do not abandon their art
practice, but still take part actively in creating an art
system.

This is the very concept of the Unknown Society
workshop, as part of the Artist as a Curator course: how
to produce a space that is part of the system, but whose
role is not to bridge the gaps in the existing art system,
but to create them?

Milica Tomic (b.1960) works as visual artist, primarily with video, film, conceptual art, photography, performance, light and sound installation,

continuare Tn mod activ la crearea unui sistem artistic.

Acesta este si conceptul workshop-ului Unknown
Society, parte a cursului Artist as a Curator: cum putem
produce un spatiu care sa faca parte din sistem, dar al
carui rol sa nu fie crearea de punti peste discontinuitatile
din sistemul existent, ci acela de a crea discontinuitati?

web projects. As a visiting lecturer she developed projects and workshops at the Fine Art Academy Vienna, Fine Art Academy Helsinki, Piet
Zwart Institute Rotterdam. Tomic's work was exhibited in a wide international context. Presently she is DAAD Artist in Residence Berlin.

Milica Tomic (n. 1960) lucreaza ca artist vizual, realizand lucrari video, filme, arta conceptuala, fotografie, performance, instalatii de lumina si
sunet, proiecte web. In calitate de profesor invitat, a dezvoltat o serie de proiecte si workshop-uri la Academia de Arte Frumoase din Viena,
Academia de Arte din Helsinki si Institutul Piet Zwart din Rotterdam. Lucrarile sale au fost expuse intr-un larg context international. In prezent

este artist In rezidenta DAAD la Berlin.
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Educating Capital

Series of video interviews with the protagonists of the Art system and the contemporary art market in
Zurich, Belgrade and Helsinki that reveal three differing contemporary art market situations.

Educating Capital - Zurich

Milica Tomic,

video interviews, 485 min/11 DVDs, 2005/2007

Paradigmatic contemporary art market, Zurich scene is generally the most developed model of the “corporate
system of the art.

”

Educating Capital - Belgrade

Milica Tomic,

video projection 37 min, 2005/2007

Belgrade scene is represented through the talks with its participants that are without local contemporary art
market, art system and state subsidies. They are trying to think and to picture the boundaries of the market and
the system that do not exist.

Educating Capital — Helsinki

Eemil Karila, Krister Grahn, Paola Tella, Jaako Karhunen, Tuulia

Susiaho, Axel Straschnoy and Olli Keranen

2 DVDs, 70min, 2007

Helsinki situation (researched in collaboration with the students of the Helsinki Fine Art Academy, participants in
the project Unknown society) is characterised by its lack of the developed contemporary art market and by the
existence of the state controlled system of contemporary art.

Educating Capital
Serie de interviuri video cu protagonistii sistemului artistic si ai pietei de arta din Zurich, Belgrad si Helsinki,
care releva trei situatii diferite ale pietei de arta contemporana.

Educating Capital - Zirich

Milica Tomic,

interviuri video, 485 min/11 DVD-uri, 2005/2007

Piata paradigmatica de arta contemporana, mediul din Zirich este Tn genere cel mai dezvoltat model al sistemului
artistic "corporatist".

Educating Capital - Belgrade

Milica Tomic,

proiectie video, 37 min, 2005/2007

Mediul din Belgrad este reprezentat prin discutiile cu actorii sai, care sunt in afara pietei locale de arta
contemporana, a sistemului artistic si a subventiilor de stat. Acestia incearca sa gandeasca si sa contureze
granitele unei piete si ale unui sistem artistic care nu exista.

Educating Capital - Helsinki

Eemil Karila, Krister Grahn, Paola Tella, Jaako Karhunen, Tuulia Susiaho, Axel Straschnoy si Olli Keranen

2 DVD-uri, 70 min, 2007

Situatia din Helsinki (cercetata in colaborare cu studentii Academiei de Arte Helsinki care au participat la proiectul
Unknown society) se caracterizeaza prin lipsa unei piete dezvoltate de arta contemporana si prin existenta unui
sistem de arta contemporana organizat de stat.
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Educating Capital Helsinki (left), video
Eemil Karila/ Krister Grahn/ Paola
Tella/Jaako Karhunen/ Tuulia Susiaho/
Axel Straschnoy/

Olli Keranen, 2007

gallery view/ photo: Sakari Viika

Educating Capital Zurich (right), video
Milica Tomic, 2005/2007
gallery view/ photo: Sakari Viika

Educating Capital - Zurich
(top), Milica Tomic, video
stills

2005/2007

Educating Capital - Belgrade
(bottom), Milica Tomic,
2005/2007, gallery view,
photo: Sakari Viika




Reading Capital

Sometimes the class struggle is the struggle of an image against another image and one sound against
another sound (Godard)

Milica Tomic/Branimir Stojanovic,

video projection, 10 min, loop, 2004

Reading Capital refers to Eisenstein's conception of a screen adaptation of Marx's Capital. However, this project is
positioned within the perspective of the contemporary world where capitalism has triumphed by stretching beyond
frontiers. For this video prominent and respectable citizens of San Antonio, Texas, who also represent the American
society — which is globally, the most developed capitalist system — were asked to read passages from Marx's
Capital, and then to recite these quotes into the artist's camera.

The environment in which the speakers are filmed is that of their own choosing, one which they feel it best
represents them.

From Socialism to Capitalism and than Back

Milica Tomic/Sasa Markovic,

video performance 20 min, 2007

The Belgrade artist Sasa Markovic reflects on transformations and mutations of his artistic production, practice and
the existing art market and system, in a relation to the changes in social and political systems, from socialism to
capitalism. With all emotional and intellectual paradoxes, as well as controversies it produces.

Case of the School for History and Theory of Images

Darinka Pop-Mitic,

installation, english version 2002/2007

Darinka Pop-Mitic, artist living in Serbia, comes into the possession of the material remains of the School for
History and Theory of Images, an alternative education project based in Belgrade 1999-2003.

School hosted numerous lectures, introduced the Lacanian scholarship, revisited the influential '70s conceptual art
movements in Belgrade and promoted the Politics of Emancipation among other things.

Darinka exhibits the material remains of the school and offers everybody a chance to xerox parts that they like,
and to browse through these remains and study the Case of the School for History and Theory of Images.
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Case of the School for History and Theory of Images
Darinka Pop-Mitic, installation, 2002/2007
gallery view / photo: Sakari Viika

Reading Capital

Sometimes the class struggle is the struggle of an image against another image and one sound against
another sound

(Uneoriluptade clasainseamna lupta unei imagini cu o alta imagine si a unui sunet cu un alt sunet)

Milica Tomic/Branimir Stojanovic,

proiectie video, 10 min, loop, 2004

Unor cetateni de vaza si respectabili din San Antonio/Texas, care reprezinta societatea americana, din punct de vedere
global cel mai dezvoltat sistem capitalist, li s-a cerut sa citeasca pasaje din Capitalul lui Karl Marx.

Proiectul Reading Capital se refera la ideea lui Eisenstein privind ecranizarea Capitalului lui Marx. Totusi, proiectul de
fata se plaseaza in perspectiva lumii contemporane, Tn care capitalismul a triumfat, intinzandu-se peste frontiere.

From Socialism to Capitalism and then Back

Milica Tomic/Sasa Markovic

performance video, 20 min, 2007

Performance video al artistului belgradean Sasa Markovic, ce reflecteaza asupra transformarilor si a mutatiilor practicii
lui artistice Tn relatie cu schimbarile din sistemul social si politic, de la cel socialist la cel capitalist.

Case of the School for History and Theory of Images

Darinka Pop-Mitic

instalatie, versiuneain limba engleza, 2002/2007

Darinka Pop-Mitic, artista din Serbia, intra Tn posesia ramasitelor materiale ale proiectului School for History and Theory
of Images, un proiect alternativ de educatie din Belgrad, 1999—-2003.

Scoala a gazduit numeroase prelegeri, a prezentat scoala lacaniana, a trecut In revista miscarile influente de arta
conceptuala din anii '70 din Belgrad si a promovat, intre altele, lucrarea Politics of Emancipation.

Darinka expune resturile materiale ale scolii si ofera oricui sansa de a fotocopia partile care le plac si de a trece prin
aceste ramasite si a studia Cazul Scolii de Istoria si Teoria Imaginilor — Case of the School for History and Theory of
Images.
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Case of the School for History and Theory of Images (bottom left)
Darinka Pop-Mitic, insallation, 2002/2007
gallery view/ photo: Sakari Viika

Reading Capital

Sometimes the class struggle is the struggle of an image against another image
and one sound against another sound (Godard) (bottom right)

Milica Tomic/Branimir Stojanovic, video, 2004

gallery view/ photo: Sakari Viika

From Socialism to Capitalism and than Back (opposite top)
Milica Tomic/Sasa Markovic, video, 2007
gallery view/ photo: Sakari Viika

Case of the School for History and Theory of Images (opposite bottom)
Darinka Pop-Mitic, insallation, 2002/2007
gallery view/ photo: Sakari Viika

in Thad way | slartad fragmeniing
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Reading Capital

Sometimes the class struggle is the struggle of
an image against another image and one sound
against another sound (Godard)

Milica Tomic/Branimir Stojanovic, video stills,
2004

Capital is a value, but it is defined not by a particular stuff it is
embodied in (money, commodities), but by a fact that it is involved
in a particular process, the process of producing surplus-value.
Value therefore now becomes value in process, money in process,
and, as such, capital. In order to be able to extract value from the
consumption of a commodity, the possessor of money must be so
lucky as to find, within the sphere of circulation, in the market, a
commodity whose use-value possesses the peculiar property of
being a source of value, whose actual consumption, therefore, is
itself an embodiment of labour, and consequently, a creation of
value.

The possessor of money does find on the market such a special
commodity capacity for labour or labour power. For the
conversion of his money into capital, therefore, the owner of
money must meet in the market with the free labourer, free in the
double sense; that as a free man he can dispose of his labour
power as his own commodity, and that, on the other hand, he has
no other commodity for sale, is short of everything necessary for
the realization of his labour power.

The final result of every separate circuit, in which a purchase and
consequent sale are completed, forms of itself the starting point of
a new circuit. The simple circulation of commodities-selling in
order to buy - is a means of carrying out a purpose unconnected
with circulation, namely, the appropriation of use-values, the
satisfaction of wants. The circulation of money as capital is, in the
contrary, an end in itself, for the expansion of value takes place
only within this constantly renewed movement. The circulation of
capital has therefore no limits.

This sphere within whose boundaries the sale and purchase of
labour power goes on, is in fact a very Eden of the innate rights of
man. Their alone rule freedom, equality, property and Bentham!
Freedom, because both buyer and seller of a commodity, say of
labour power, are constrained only by they free will. They contract
as free agents, and the agreement they come to is but the form in
which they give legal expression to their common will. Equality,
because each enters into relation with the other, as with a simple
owner of commodities, and they exchange equivalent for
equivalent. Property, because each disposes only of what is his
own. And Bentham, because each looks only himself.

Paraphrases and quotes from Karl Marx's Capital
(Reading Capital, video)

Capitalul este o valoare, dar el nu se defineste prin obiectul In care
este materializat (bani, marfuri), ci prin faptul ca este implicat intr-
un anumit proces, procesul de producere a plusvalorii. Valoarea
devine astfel valoare Tn evolutie, bani in evolutie, si ca atare capital.
Pentru a scoate valoare din consumarea unei marfi, posesorul
nostru de bani ar trebui sa fie atit de norocos ncit sa descopere in
interiorul sferei circulatiei pe piatd o marfa a carei valoare de
ntrebuintare sa aiba ea insasi nsusirea specifica de a fi sursa de
valoare, a carei consumare efectiva sa constituie, asadar,
materializare de munca, deci creare de valoare.

Si posesorul de bani gaseste pe piata o asemenea marfa specifica —
capacitatea de munca sau forta de munca. Pentru transformarea
banilor in capital, posesorul de bani trebuie sa gaseasca deci pe
piata de marfuri pe muncitorul liber, liber in dublu sens, pe de o
parte n sensul ca dispune ca persoana libera de forta sa de munca,
ca de o marfa a sa, pe de alta parte in sensul ca nu are de vinzare
alte marfuri, ca este slobod si liber de toate acele lucruri care sint
necesare pentru realizarea fortei sale de munca.

Sfirsitul oricarui circuit in care se efectueaza cumpararea pentru
vinzare formeaza astfel de la sine Tnceputul unui nou circuit.
Circulatia simpla de marfuri — vinzarea pentru cumparare — serveste
drept mijloc pentru un scop final situat in afara circulatiei, anume
Tnsusirea de valori de Tntrebuintare, satisfacerea trebuintelor.
Dimpotriva, circulatia banilor sub forma de capital este un scop in
sine, caci numai Tnauntrul acestei miscari mereu refnnoite exista
valorificare a valorii. Miscarea capitalului este deci nelimitata.
Sfera circulatiei sau a schimbului de marfuri, n limitele careia se
efectueaza cumpararea si vinzarea fortei de munca, este de fapt un
adevarat rai al drepturilor inndscute ale omului. Ceea ce domneste
aici in mod exclusiv, este libertate, egalitate, proprietate si Bentham.
Libertate! Caci cumparatorul si vinzatorul unei marfi, de pilda ai
fortei de munca, nu sunt determinati decit de vointa lor libera. Ei
contracteaza in calitate de persoane libere, cu drepturi egale.
Contractul este rezultatul final, in care vointele lor Tsi dau o expresie
juridica comuna. Egalitate! Caci ei se raporteaza unul la altul
numai in calitate de posesori de marfuri si schimba echivalent
contra echivalent. Bentham! Céci fiecare din amindoi se intereseaza
numai de sine Tnsusi.

Fragmente si citate din Capitalul, Karl Marx
(Reading Capital, video)

Fragmentele din Capitalul de Karl Marx sunt preluate din editia in limba romana
(traducere colectivd) publicata la Editura Politica, Bucuresti, 1960
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Nevin Aladag: Totul de laTnceput

Svenja MOOR

Svenja Moor, nascuta in 1972 la Hamburg, traieste la Berlin si se ocupa cu organizarea expozitiilor, ca

mediator artistic si publicist.

?

Privirea in oglinda este privirea dinspre afara catre o
lume pe care nici macar in momentul contemplarii nu
am parasit-o. Tnseamna dedublare, obiectivare prin
intermediul opticului, crearea unei distante fata de
propria persoana, de fapt imposibila, magie. What's
your name cause I'm impressed [Care e numele tau
pentru ca sunt impresionat(a)].

Oglinda din mana elibereaza ochiul din stramtoarea
orbitei sale, e o prelungire a unghiului de vedere, o
potentare a perceptiei si — daca am avea mai multe
oglinzi in mana — privirea in alte lumi, mereu mai mici,
continand in sine totul. Daca oglinda se misca, lumea
din ea devine o lume in miscare. Ceea ce confera
putere, putere pentru o clipa. O clipa suficienta pentru
a elibera gandirea si a o reintoarce schimbata.

Oglinda e cea care ne permite sa ne vorbim noua Tnsine
ca si cum am vorbi cu alta persoana. Sau: ne permite
sa ne abordam — Don't explain yourself cause talk is
cheap [Nu te explica pentru ca vorbele nu spun nimic]
— si chiar sa ne certam.

Adevarul nu este totusi o proprietate a imaginii din
oglinda. Daca cel ce cauta adevarul se adanceste prea
lacom n ea risca sa devina victima unei iluzii.
Avertismentele par indicate, litere inscrise in cateva
puncte de pe suprafata sticlei, ca de exemplu propozitia
»Objects in the mirror may be closer than they appear”
[Obiectele din oglinda pot fi mai aproape decat par], ce
1i Intdlneste pe conducatorii de automobile si
motociclete din America la o privire in oglinda
retrovizoare.

Statutul neobignuit al acestei propozitii ca si al altora
asemenea se manifesta deja in faptul ca ele apar intr-
adevar n oglinda, situandu-se insa in afara legilor ei:
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Nevin Aladag: Everything from the

beginning

Svenja MOOR

Svenja Moor, born in 1972 in Hamburg, lives in Berlin and organizes exhibitions as an artistic

mediator and publicist.

Looking into the mirror is looking from the outside
towards a world that we do not relinquish even during
the moment of contemplation. It means duality,
objectification through vision; it creates distance
(although impossible) from onself and it is magic.
What's your name cause I'm impressed.

The mirror in your hand frees the eye from the

tight clutch of its socket, as an extension of the vision
angle, an intensification of perception and — if we were
to hold several mirrors — a glance cast to other ever
smaller worlds that retain everything. If the mirror
moves, the world within it becomes a world in
movement. This gives power, but only for an instant.
An instant is long enoughgh to free thinking and have it
come back transformed.

The mirror is that one object that allows us to

talk to ourselves as if we were talking to someone else.
Or rather allows us to approach ourselves and — Don't
explain yourself cause talk is cheap — even quarrel with
ourselves.

And yet truth is not a quality of the image in

the mirror. If one who is looking for the truth sinks too
voraciously in it, that person is in danger of becoming
the victim of an illusion. Warnings seem appropriate,
letters inscribed in a few points on the surface of the
glass, as for instance the phrase "Objects in the mirror
may be closer than they appear”, which greets the
drivers and bikers in America every time they glance
into the rearview mirror. The unusual status of this
phrase and of other similar ones becomes active in the
fact that they do appear in the mirror, yet are placed
outside its laws: in the mirror, the letters are only
duplicated, but not reversed as well. They thus become
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literele sunt dublate, dar nu si rasturnate in oglinda.
Astfel ele devin mediatoare intre lumea de dincoace si
lumea de dincolo de sticla. Dar catre cine se indreapta
apelul, pentru cine avertismentul sau hartuiala, furia
rece sau dorinta fierbinte?

Pe suprafetele plane ale unei platforme sunt asezate
diferite oglinzi de motociclete. Ele pot fi
miscate/manevrate, ceea ce corespunde invitatiei
facute vizitatorului muzeului de a le lua Tn mana si a
privi in ele. Tn decupajele rotunde ale oglinzii, ale caror
forme amintesc de cadrele textelor din commic-book-
uri, vizitatorul 1si intalneste In prim-plan o frantura a
propriului chip Tnainte de a intalni un fragment al
expozitiei in plan secund. Dedesubt, in imaginea
oglinzii, precum un subtitlu, un rand de text — Wenn du
mich kusst, habe ich die besten Ideen [Cand ma saruti
fmi vin cele mai bune idei]. Pentru o clipa imaginea
efemera ingheata in compozitie, devine fragment al
unei naratiuni iar persoana care tine oglinda devine
parte din ea.

Dass das nicht meine Welt ist, wird mir deutlich
[Tncepe sa imi fie clar c& aceasta nu e lumea mea] —
Vizitatorul se indreapta catre urmatoarea oglinda, o
carcasa cromata de jur imprejur ce ofera imagini
caricaturale/distorsionate, in care o oglinda rotunda
odihneste asemeni apei limpezi a unui lac. Fascinanta
este intr-adevar claritatea neobisnuita a imaginii ce
ofera o oglinda retrovizoare. Suprafetele sale convexe
(si curbe) concentreaza obiectele, le micsoreaza in
unitati si reduc distanta dintre ele. Lumea din oglinda
se lasa astfel privita in ansamblu, persoana care tine
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mediators between the world in front of the
looking-glass and the world beyond it. But who is this
call directed to, to whom the warning of the
harassment, the cold anger or the burning desire?

On the plane surfaces of a platform are placed different
motorcycle mirrors. They can be moved / maneuvered,
which is an invitation addressed to the visitors of the
museum to take them in their hands and look at their
own reflection. In the round cuttings of the mirror,
whose shapes remind of the text frames in the comic
books, the visitors encounter in the foreground a
fragment of their own faces, before encountering in the
middle ground a part of the exhibition. At the bottom of
the mirror image, like a subtitle, there is the phrase
Wenn du mich kusst, habe ich die besten Ideen [I get
my best ideas when you kiss me]. For one brief
moment, the ephemeral image freezes into the
composition, becomes a fragment of a story, and the
person holding the mirror becomes part of it.

Dass das nicht meine Welt ist, wird mir

deutlich [It's starting to become clear that this is not
my world] — the visitor goes to the next mirror, a frame
coated all around in chrome that renders caricature /
distorted images, in which a round mirror lays still as
the clear waters of a lake. The unusual clarity of the
image in the rearview mirror is indeed fascinating. Its
convex (and curved) surfaces focus the objects,
making them appear smaller and closer to one another.
The world in the mirror lets itself be perceived in its
whole, while the persons holding the mirror and letting
themselves absorbed by it sink into its depths. And yet
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oglinda si se lasa cuprinsa de ea patrunde in adancurile
ei. Si totusi momentul ramane efemer si fara forta
probativa. I hate you so much right now [Te urasc atat
de mult acum] — nici un al doilea nu ar putea depune
marturie asupra a ceea ce tocmai acum s-a intdmplat.
Oglinda este asezata la locul ei sau transferata mai
departe vecinului, un nou joc incepe. Alles auf Anfang
[Totul de la inceput].

Limitate si pasagere precum franturile de lume
reflectate de oglinda sunt si randurile de text ce apar in
imagini ca un fel de subtitlu. Sunt citate, scurte
maxime din expresii si Tntelepciuni de viata, dar mai
ales din melodii pop germane si engleze ce intra in
mereu alte si noi legaturi cu imaginile onglizii si incita
privitorul sa le interpreteze in felul sau.

,»(...) dinspre oglinda ma descopar pe mine ca fiind
absent dintr-un loc in care sunt, vazandu-ma acolo; de
la aceasta privire, care se indreapta catre mine, si din
profunzimea acestui spatiu virtual din spatele sticlei ma
reintorc si incep sa-mi indrept ochii din nou catre mine,
acomodandu-ma din nou cu locul unde sunt.”

A reflecta inseamna a pune sinele-in-relatie-cu-lumea.
Este premisa/conditia esentiala pentru ca lumea sa
devina un spatiu/loc familiar. Tn oricare dintre locuri.
Instalatia lui Nevin Aladag clarifica acest act intr-o
maniera foarte directa, literala si mai ales ludica.

Traducere de Irina Scurtu
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the moment remains fugitive and lacks

probative force. | hate you so much right now — no
other individual could testify on what has just
happened. The mirror is placed back in its original
position or handed over to the next person, and thus a
new game begins. Alles auf Anfang — Everything from
the beginning.

The lines appearing in the images like some sort of
subtitles are as limited and fugitive as the world
fragments reflected in the mirror. These are quotations,
brief saws inspired by different expressions and life
experiences, but especially by German and English pop
songs, which establish ever new connections with the
images in the mirror and incite the visitors to interpret
them in their own way.

,»(...) from the mirror | find myself as being

absent from a place where | am, by seeing me there;
from this glance, which is directed towards me, and
from the depth of this virtual space behind the glass, |
come back and start looking again at myself, adjusting
myself once more to the place where | am.”

Reflecting means putting the self in relation

with the world. It is the premise / pre-requisite bound
to make the world a familiar space / place. In any
place. Nevin Aladag's installation makes this become
clear in a very direct and literal manner, and especially
by turning everything into a game.
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Dan Perjovschi (b. 1961) is a visual artist, living and working
in Bucharest. He is now known for his graffiti-like drawings that
cover the walls and floors of museums and galleries around the
world. His recent solo exhibition include What Happened to US?
At MoMA New York in 2007, The Room Drawing at Tate Modern
London and On the Other Hand at Portikus Frankfurt in 2006.
His first retrospective State of Mind opened at Nasher Museum
at Duke University in august 2007. Perjovschi received George
Maciunas Prize in 2004.

6005 L E

Dan Perjovschi (n.1961) este artist vizual, trdieste si lucreaza
in Bucuresti. Este cunoscut pentru desenele in stil graffiti
realizate pe pereti si podele in muzee si galerii. Printre
proiectele sale recente se numara What happened to US? la
MoMa New York in 2007, The Room Drawing la Tate Modern
Londra si On the Other Hand la Portikus Frankfurt in 2006.
Prima sa retrospectiva, State of Mind, a fost deschisa la Nasher
Museum, Duke University in august 2007. Tn 2004 Perjovschi a
primit premiul ,,George Maciunas”.
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Colectiv. Hrana, nu bombe! Squatting.

Bogdan CHELARU

Ne-am nascut in est. Am trait intr-un pseudo-comunism, apropiat de national
bolsevism, nationalist si reactionar.

Un timp visam la Solidarnosc, dar asta pana cand am aflat ca Lech Valesa nu era
doar prietenul Papei, ba chiar devenise peste ani un promotor indirect al
extremei drepte si al fratilor Kachinski.

Tncé nu observasem cé in Romania erau traduse doar unele carti ale lui Noam
Chomsky, care incercau sa hraneasca subtil anti-americanismul ca surogat
oximoronic al unor idei antisemite, omitand intentionat scrierile lui anarho-
sindicaliste. Am constientizat ca Erico Malatesta si Nestor Mackno au fost simpli
excursionisti Tn tumultuoasa noastra istorie si nimic din ceea ce au dat Europei
in materie de cultura a protestului n-a fost asimilat aici.

Tntr-o lume impértita in oameni care accepta puterea si cei care au o repulsie
clara fata de ea, cu un mare handicap si o reprezentativitate deficitara fata de
multe alte locuri, cei din urma au inceput sa-si faca simtita prezenta si prin acest
colt al Europei.

Deja incepuseram sa gandim global, dar inca nu actionam local. Delimitarea
ideologica fata de restul stangii si ralierea unor idei anarhiste si autonome a
venitla scurt timp.

Realizasem ca oricand este momentul sa actionezi, iar a ne cauta circumstante
atenuante — cum ar fi dezinteresul societatii civile, incapacitatea inchegarii unui
colectiv. numeros — ar fi insemnat un gest reactionar in spectrul
progresivismului spre care aspiram.

Tn 2005 am demarat primele actiuni sub numele de Subteran Collective. Eram
treitineriinteresati de alter-mondializare, arta si media alternativa, ecologie si
protectia animalelor, anti-discriminare. Tncepuseram si chestionam
legitimitatea oricarei actiuni politice, fenomen sau autoritate ce ar fi hotarat in
numele nostru. Nu credeam in reprezentativitate, ci dimpotriva, eram si suntem
ferm convinsi ca doar participand mai mult decat odata la patru ani in luarea
deciziilor, si actionand, te mai poti increde intr-o alta lume posibila.

Temeiurile noastre erau strans legate de justitia sociala si propulsate inspre
actiuni datorita unei etici ,do it yourself’ -, fa-o chiar tu”.

Tn vara anului respectiv am facilitat o proiectie de film independent la care am
impartit cateva brosuri si unde am avut o mica discutie despre tema filmului,
summitul G8 din Genoa. La putin timp am fost chemati sa propunem un alt film.
Pe 7 septembrie 2005 se implineau 5 ani de la moartea lui Virgil Sahleanu,
activist al Sindicatului Liber TEPRO lasi. Hotaraseram sa scoatem o brosura cu
informatii despre sindicalism vs privatizari frauduloase, cu referire la cazul
TEPRO, conflictul de munca si asasinatul liderului de sindicat. Brosura a fost
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fmpartita in medii muncitoresti, dar n-a avut un mare ecou, putini simpatizand
cauza noastra.

Pana tn 2007 au urmat actiuni mici dar efective. Am inceput sa ne organizam in
fiecare an de Ziua Internationald a Hranei si de Ziua Vegetarianismului, oferind
resurse despre hrana sanatoasa si, in acelasi timp, militand Tmpotriva fast food-
urilor. Unii dintre noi au Tnceput sa se ocupe de concerte din zona anarho - punk
sau a altor subculturi cu implicatii social politice. A aparut Negru Subteran, un
fanzine politic de stdnga ce continea diferite eseuri despre anarhism si critici
dintr-o perspectiva autonoma. Tot atunci s-a nascut si Radio Barrikada, un
proiect de radio alternativ online. Din pacate fanzinul a trait timp de doua
numere, iar proiectul de radio n-a mai fost actualizat.

Tn prim&vara lui 2007 am inceput planurile altor actiuni. A aparut Woah!, un
fanzin despre subcultura anarho - punk/hardcore in contextul artei alternative.
Tn aprilie s-a Intamplat si prima masa critica, o plimbare Th masa cu biciclete,
fara conducatori si fara un mesaj oficial, care promoveaza mijloacele alternative
de transport si a carei filosofie este exprimata in sloganul ,,noi nu blocam
traficul, noi facem parte din trafic”. Aceasta actiune a fost oarecum precedentul
in materie de actiuni auto-organizate, non-comerciale si non-competitive, si
care opereaza printr-o luare de decizii informala, ,,prin difuzie”, independent de
conducatori. Aveam nevoie de un respiro Tnainte de o alta actiune si am
planificat un mic eveniment.

Am construit un spatiu alternativ temporar in care, prin intermediul artei, sa
facilitdm schimburi sociale. S-a numit ,, Train your brain”si a fost gazduit de e
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subsolul Ateneului Tatarasi din lasi. Au fost ateliere despre Indymedia, educatie
populara si drepturile animalelor.

Tn aceeasi primavara planificam o actiune Food Not Bombs, deoarece este una
din miscarile revolutionare actuale cu cea mai rapida evolutie. Exista sute de
reprezentante autonome in cele doua Americi, Europa, Asia si Australia, care
fmpart oamenilor flamanzi mancare vegetariana gratis si protesteaza astfel
Tmpotriva razboiului si a saraciei. Numele de Food Not Bombs afirma principiul
nostru fundamental: acela ca societatea noastra are nevoie de lucruri care dau
viata si nu de lucruri care aduc moarte. Societatea noastra este dominata de
violenta si de amenintarea cu violenta. Autoritatea si puterea guvernelor sunt
fundamentate pe si cu amenintarea si uzul de violenta. Saracia inseamna
violenta.

Cheltuind bani pe arme, in loc de a raspunde nevoilor populatiei, guvernele
perpetueaza si exacerbeaza violenta saraciei in societatea noastra. Una dintre
cele mai directe expresii fizice ale violentei saraciei este foamea. Saracia este,
de asemenea, un factor cheie la nivelul violentei inter-personale. Food Not
Bombs contraataca problemele saréciei in doua feluri. Tn primul rand, furnizam
mancare oricui o vrea, intr-un mod deschis si respectuos. Tn al doilea rand, i
invitam pe cei care mananca impreuna cu noi sa se implice ei insisi in furnizarea
mancarii, pentru a redobandi sentimentul propriei lor puteri si alpropriei
capacitati de a-si schimba situatia. Tn acelasi timp, procesul de productie
alimentaradebaza este un proces fundamentalmente violent care implica
macelarirea a milioane de animale, moartea a aproximativ 10000 lucratori de
teren anual, si otravirea aerului, a apei, a solului si a corpurilor noastre cu
ingrasaminte chimice si pesticide. Food Not Bombs actioneaza pentru
prevenirea violentei in interiorul comunitatii, asigurandu-ne ca mancarea nu
este niciodata folosita ca si arma impotriva nimanui. Mancarea pe care o servim
reprezinta angajamentul nostru fata de non-violenta.Esteoreplica data
saraciei, un mijloc de a reda puterea oamenilor si, din punct de vedere ecologic,
nu reprezintaniciunrisc.

Din anumite motive am amanat actiunea pana pe intai, desi am fi putut s-o
facem mai devreme. De ce? Pentru ca voiam sa avem parte de un intai maiactiv,
fara paine sicirc.

Ne-am Tnarmat cu legume pe care le pregatiseram cu o zi Tnainte, iar noaptea
ne-am apucat de gatit. Am pregatit doua feluri de mancare, o tocana de legume
si orez cu mazare si porumb, plus clatite cu gem ca desert si ceai.

Ne-am mobilizat si am plecat spre parcul de langa Cinema Republica, chiar
langa strada Lapusneanu, n lasi. Au mancat si oamenii fara casa, multi din zona
Independentei; cei mai putin flamanzi serveau céate o clatita, altii citeau
fluturasul si se intorceau sa schimbe doua vorbe cu noi. Am servit la fata locului
vreo 50-60 de oameni, iar ceea ce a mai ramas spre sfarsit s-aimpachetat si s-a
dus la cei de pe langa Mitropolie.

FNB a ajuns una din cele mai constructive actiuni din punctul nostru de vedere,
asa caam continuat acesta actiune-protest odata pe luna.

Tn iulie 2007 aveam deja experienta actiunilor precedente si vroiam s facem
ceva mai mult. Ne doream un squat pentru ca am vrut o alternativa sociala
sincera. Un spatiu complet autonom, autoorganizat si non-ierarhic. Un loc in
care sa locuiesti, In care sa comunici cu cei care pun la indoiala justetea
societatii capitaliste. Un loc liber de consum, de ura, de formalitate, de
stereotipuri. O fabrica a ideilor si a actiunilor.

Locatia: un corp al Cinematografului Tineretului din lasi. O cladire parasita si
ignorata, situata chiar in centrul orasului, pe strada Lapusneanu. Ea apartinea
Ministerului Culturii si Cultelor, sub administrarea celor de la RADEF (Regia
Autonoma de Distributie si Exploatare a Filmelor). Tn 2007 Ministerul a anuntat
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0 noua lege ce sustine scoaterea la vanzare a cinematografelor catre afacerile
private care sa le foloseasca pentru ,evenimente culturale”. RADEF a anuntat ca,
in urma acestei legi, se va autodizolva pana la sfarsitul anului.

Tn momentul in care am ocupat cladirea existau informatii despre doua procese
pentru dreptul de proprietate. Primul se judeca de 12 ani si este intre minister si
un preot ortodox — Merticarie, care sustine ca cladirea s-a construit pe pamantul
Bisericii. Al doilea proces se judeca de doi ani si este intre minister si Carol
Theitler, un batran de 80 de ani care traieste in Israel si care sustine ca cladirea
ar fi fost in propietatea familiei sale Tnainte de a fi nationalizata de catre
comunisti.

,Ocupantii” / squater-ii: diversi tineri, anarhisti, autonomi sau, pur si simplu,
oameni cu vederi de stanga.

Vineri, 6 iulie: am decis ca e momentul. Am asteptat seara, ne-am mobilizat si
am intrat. S-au aruncat saci de gunoaie, s-au curatat toalete, s-au improvizat
paturi, s-a decorat si desenat. A urmat si intalnirea cu ,autoritatile”. Tncepeau cu
amenintari si terminau prin a ne intelege gestul. Asta doar din partea celorde la
Cinematografie. Am continuat munca. S-a amenajat un spatiu pentru free shop
si infoshop. S-au adus multe haine ce se dadeau gratis, pliante, afise si cateva
fanzine.

Au mai trecut cateva zile si am fost vizitati de catre preot si avocatul sau.
Tntrucat pana atunci n-am stiut ca spatiul era deja in proces de restituire, am
fost luati peste picior si amenintati de catre avocat ca vom face puscarie pentru
ceea ce am facut. Tntr-adevar am fost putin dati peste cap de finalizarea
procesului pentru ca se schimbau cu totul coordonatele unui eventual proces
(civil/penal) in situatia in care una dintre parti era individ si nu statul.

Acest detaliu ne-a influentat decizia de a parasi cladirea.

Am fost somati ca in 3 zile sa plecam. Partial am acceptat. lar in ultimul
weekend am incercat sa aducem cat mai multa lume pe acolo.

Pe 15 iulie am deschis infoshop-ul si freeshop-ul. Ne-am conectat la reteaua
electrica si am facut proiectii de film. Am invitat lumea la un ceai si la discutii.

Au fost zece zile in care am fost vizitati de multe persoane si sprijiniti prin orice
fel. Tarziu in noapte, dupa discutii mai aprinse, am parasit cladirea dupace s-a
pus unbanner pe cladire: ,Libertate pentru proiectele autonome de peste tot!”.
Subiectul e Tn continuare deschis pentrunoi. Am capatat ceva experienta, dar
ne-am cunoscut maibine limitele.

Prezentul ne gaseste intr-o postura putin activa, dar pe punctul de anereface
complet.

Parafrazand-o pe Arundhati Roy, nu pot sa cred decat caoalta lume nu e doar
posibila, ci e pe punctul de a se schimba si, intr-o zi linistita, aproape ca o poti auzi
respirand.

Bogdan CHELARIU este student la Facultatea de Filosofie, sectia Stiinte Politice, a
Universitatii ,,Al. 1. Cuza” din lasi. Membru Indymedia Romania si corespondent al revistei
Abolishing the borders from below. A co-editat fanzinele Negru Subteran si Woah!. Este
autor al unor eseuri despre alter-mondialism si miscari sociale in contextul globalizarii
neoliberale.
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Collective.Food Not Bombs! Squatting.

Bogdan CHELARU

We were born in the East. We lived under a nationalist and reactionary pseudo-
communist regime that was close to national bolshevism.

We yearned for a while for the Solidarnosc, until we found out that Lech Valesa
was not only a friend of the Pope, but had become over the years an indirect
promoter of the extreme right wing and of the Kachinski brothers.

We had not noticed yet that in Romania only a few of Noam Chomsky's books
were being translated, mainly those that were trying to feed in a subtle manner
the anti-Americanism as oxymoronic surrogate of certain anti-Semitic ideas,
whereas his anarchic-syndicalistic writings were being overlooked on purpose.
We became aware that Erico Malatesta and Nestor Mackno had been nothing
more than mere tourists in our tumultuous history and that everything they had
to offer Europe in the field of the culture of protest failed to be assimilated here.
In a world divided between people who accept power and people who express a
clear repulsion toward it, afflicted by a great handicap and a representativeness
that proves scanty in comparison to that of many other places, the latter have
finally started to make their presence felt in this corner of Europe.

We had already begun to think globally, but we were still unable to act locally.
The ideological delimitation from the rest of the leftwing and the rallying of
certain anarchist and autonomous ideas followed shortly.

We had become aware that any moment is a moment for action and that finding
palliating circumstances for oneself in the disinterest of the civil society or the
inability to gather a consistent staff would have been a reactionary gesture in
the context of the progressiveness that we were aspiring to.

We initiated our first actions in 2005, under the name Underground Collective.
We were three young people passionate about alter-globalization, alternative
art and media, ecology and animal protection, anti-discrimination. We had
begun to question the legitimacy of any political action, phenomenon, or
authority eager to decide in our name. We did not believe in
representativeness; on the contrary, we were and are utterly convinced that
only by participating more often than once in four years to the decisional
process and by taking action one can hope in the possibility of a different world.
Our basic starting points were tightly related to social justice and aimed at
taking action according to an ethics of the “do it yourself” type.

In the summer of that year, we encouraged the projection of an independent
film, on which occasion we distributed booklets and initiated a debate
concerning the topic of the film, i.e. the G8 summitin Genoa. Shortly afterwards
we were invited to suggest another film. The day of September 7, 2005 marked
five years from the death of Virgil Sahleanu, an activist of the TEPRO lasi Free
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Syndicate. We had decided to publish a booklet containing information on
syndicalism vs. fraudulent privatizations, the main focus being on the TEPRO
case, the work conflict, and the assassination of the syndicate leader. The
booklet was distributed in working environments, but was not very successful,
as few showed interest in our cause.

Until 2007 we had small scale, yet effective actions. Every year on the
International Food Day and on the Vegetarian Day we organize events meant to
offer information on healthy food and to militate against fast-food restaurants.
Some of us became involved in organizing concerts focusing on the anarchic-
punk trend or on other subcultures with social and political implications. The
first issues of Black Underground, a political left-wing publication containing
different essays on anarchism and critical writings pertaining to an autonomous
perspective, hit the market. During the same period Radio Barrikada was born,
which is the project of an online alternative radio. Unfortunately, only two issues
of the publication saw the light, and the radio project failed to be brought up to
date.

In the spring of 2007, we began planning other actions. We issued Woah!, a
publication dedicated to the anarchic punk/hardcore subculture within the
context of alternative art. In April we had our first critical mass, which was a
collective bicycle ride, with no leaders and no official message promoting
alternative means of transportation, but putting forward a philosophy
expressed in the slogan “we are not an obstruction to traffic, we are a part of it”.
This event was in a certain way the starting point of a series of self-organized, -

139



non-commercial and non-competitive actions, which operate through an
informal decisional process, through “diffusion”, independently of their leaders.
We needed a time to catch our breath before a new action, so we planned a
small event.

We built a temporary alternative space meant to facilitate social exchanges
through art. It was called “Train your brain” and was hosted in the basement of
the Tatarasi Athenaeum in lasi. It included workshops dedicated to Indymedia,
popular education, and animal rights.

During the same period, we were planning a Food Not Bombs action, which is a
contemporary revolutionary movement that records a spectacularly rapid
development. There are hundreds of autonomous branches in the two
Americas, in Europe, Asia and Australia, which distribute free vegetarian food to
the needy and protest thus against war and poverty. The name Food Not Bombs
stands for our fundamental principle: our society needs things that support life,
not things that bring death. Our society is ruled by violence and threats of
violence. The authority and power of governments are based on promoting and
using violence. Poverty means violence.

By spending money on weapons instead of supplying people's needs,
governments perpetuate and amplify the violence of poverty in our society. One
of the most direct physical expressions of the violence of poverty is starvation.
Poverty is also a key-factor related to the level of inter-personal violence. Food
Not Bombs confronts the problems caused by poverty in two ways: first of all,
we supply food to whoever wants it, in an open and respectful manner.
Secondly, we invite those who are eating with us to become themselves
involved in distributing food, as a way of getting back the sense of their own
power and of their ability to change their life. At the same time, the basic
processing of food is a fundamentally violent process, as it involves the

140

slaughtering of millions of animals, the death of approximately 10 000 field
workers each year, the poisoning of the air, of the water supplies, of the soil and
of our bodies with deadly chemicals and pesticides. Food Not Bombs is striving
to prevent violence within the community by making sure that food is never
used as a weapon against anybody. The food we serve stands for our
commitment towards non-violence. It is an response towards poverty, it is a
means of empowering people once more, and it is ecologically risk free.

For certain reasons, we had postponed the event until the first day of the month,
although we could have organized it sooner. Why we did this? Because we
wanted a more active first day, not a bread and circuses one.

We armed ourselves with vegetables, we prepared them and during the night
we started cooking. We made two dishes, a vegetable stew, and rice with peas
and corn. For desert, we made jam pancakes and tea.

We gathered our things and assembled in the park outside the “Republica”
movie theatre, near Lapusneanu street in lasi. Many homeless people in the
Independence Boulevard area ate with us; those who were not very hungry
would taste a pancake, others would read the flyer and come back to talk to us.
We served around 50-60 people, and then we packed the leftovers and took
them to the homeless in the streets near the Metropolitan Church.

From our viewpoint, FNB has become one of the most constructive events;
therefore, we continued to organize this protest-action once a month.

By July 2007, we already had the experience of the previous events and were
anxious to do more. We wanted a squat, in order to have an honest social
alternative. We were striving for a completely autonomous space, a self-
organized and non-hierarchical one. A place to live in, a place to encourage
communication with those who question the rightfulness of the capitalist
society. A place free of consumerism, of hate, of formalism, of stereotypes. An
enterprise of ideas and actions.

The location: an annex of the Youth Movie Theatre in lasi. A deserted and
neglected building situated in the centre of the city, on Lapusneanu street. It
belonged to the Ministry of Cultures and Confessions, under the administration
of the RADEF (The Autonomous Administration for Film Distribution and
Operation). In 2007, the Ministry promulgated a law encouraging the selling of
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During these ten days, we were visited by many people and we received a great
deal of support. Late at night, after a few more passionate discussions, we
cleared out the building, leaving on it a banner that read “Freedom for
autonomous projects everywhere!”.

For us, the subject is still open. We have acquired some experience now, and we
had the opportunity to get a better understanding of our limits.

For the time being we are less active, but on the verge of a full recovery.

If I were to paraphrase Arundhati Roy, | would say that a different world is
not only possible; the world is about to change, and on a peaceful day, you
can almost hear it breathe.

Translated by Irina Scurtu

Bogdan CHELARIU is a student at the Philosophy Faculty, Political Science Deparment, of
the “Al. 1. Cuza” University in lasi. Member of Indymedia Romania and correspondent of
Abolishing the borders from below magazine. He co-edited Negru Subteran and Woah!
fanzines. He is author of different essays on alter-mondialism and social movements in the
context of neoliberal globalization.
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theatres to private entrepreneurs that intended to use them for “cultural
events”. As a consequence of this new law, the RADEF announced that it was
going to self-dissolve by the end of the year.

At the time we took possession of the building, there were information about
two lawsuits involving ownership rights. The first one had been going on for 12
years between the Ministry and an orthodox priest, Merticarie, who claimed that
the building was placed on the property of the Church. The second one, with a
history of two years, was between the Ministry and Carol Theitler, an eighty
years old man who lives in Israel and who claims that the building had been his
family's property before being nationalized by communists.

“The occupants”/squatters: various young people, anarchists, autonomists, or
simply people having leftwing political opinions.

Friday, the 6" of July: we decided that the moment had finally come. We waited
for the evening to fall, we mustered up, and we got in. Bags of garbage were
thrown out, toilets were cleaned, beds were improvised, there was decorating
and ornamenting. The meeting with the “authorities” took place soon after.
They started by making threats and ended by understanding our gesture. This
is for the movie theatre administration. We went on with our work. We put
together a space for a free shop and an infoshop. We brought a lot of clothes,
which were distributed for free, folders, posters, and booklets.

After a few days, we received the visit of the priest and of his lawyer. As we had
no idea whatsoever until that moment that it had been decided that the space
should be given back to the church, we were scoffed at and threatened by the
lawyer that we were going to do time for our deed. We were indeed somewhat
turned over by the outcome of the lawsuit, as it changed completely the
coordinates of a potential suit/trial in case the other party was an individual,
and not the state.

This detail has greatly influenced our decision to leave the building.

We were told that we had to vacate the building in three days. We partially
agreed. During the last weekend we spent there, we tried to bring over as many
people as we could.

On the 15" of July, we opened the infoshop and the freeshop. We were
connected to the electrical network, so we could project movies. We invited
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angajamente tactice

Copyright, Copyleft
si Creative Anti-Commons

Autorul nu a existat dintotdeauna. Imaginea autorului ca izvor de originalitate, ca geniu
condus de imboldul launtric de a crea opere de arta dintr-un preaplin de sentimente
puternice, este o inventie a secolului al XVIll-lea. Aceastda imagine continua sa
influenteze modul in care se vorbeste despre ,,marii artisti” din istorie si se rasfrange si
asupra pretentiilor mai modeste ale regimului de proprietate intelectuala precum ca
autorii au idei originale care le exprima personalitatea unica, si in consecinta au dreptul
natural de a fi proprietarii lucrarilor lor — sau de a-si vinde drepturile, daca doresc. Cu
toate ca aceasta idee pare de la sine inteleasa astazi, la vremea respectiva era o
noutate. Traditiile pre-iluministe nu considerau ideile drept inventii originale care sa
poata fi detinute in proprietate, deoarece cunoasterea era detinuta in comun. Arta si
filosofia erau produsele intelepciunii acumulate din trecut. Artistii erau mesageri, iar
capacitatea lor de a manifesta cunoasterea era considerata un dar divin.

Revolutia romantica a marcat nasterea autorului proprietar si a desfiintat credinta ca
produsele intelectului uman sunt daruri divine ce pot fi controlate prin decret regal. Dar
in timp ce elibera capacitatea productiva a oamenilor de cauze supranaturale si control
politic, ea plasa aceasta capacitate Tn individul suveran, ignorand contextul sau social,
si Tncatusa productia culturala de ideea de proprietate privata care dominase discursul
filosofic de la Locke incoace. Re-definirea romantica a artistului drept creator original a
fost consecinta transformarilor politice, economice si tehnologice aduse de capitalismul
industrial. Romantismul era un raspuns contradictoriu la aceasta evolutie. El denunta
alienarea si pierderea independentei nascute de industrializare si relatiile de piata si
zugravea artistul Tn opozitie eroica cu lupta pentru profit. Artistul era o fiinta spontana,
neimblanzita (precum natura insasi), condusa de necesitatea intuitiva si indiferenta la
conventiile sociale si politice. Arta devenea auto-reflexiva, oferind o fereastra catre
subiectivitatea transcendenta. Viziunea romantica asupra lumii incerca sa ridice arta
Tntr-un spatiu pur, deasupra productiei de marfuri, dar definitia pe care o dadea muncii
creative ca proprietate privata reintegra arta in insasi sfera pe care cauta sa o nege.

Existenta ,,drepturilor de reproducere” (copy rights) dateaza dinaintea notiunilor din
secolul al XVIll-lea de drept de proprietate al autorului. Tn secolele al XVI-lea si al XVI11-
lea, licentele regale dadeau drepturi exclusive unor anumiti editori sa reproduca (sau sa
tipareasca) anumite carti, fara limitare in timp. Aceste prime ,,drepturi de reproducere”
(copy rights) au aparut din nevoia ideologica a monarhiilor absolutiste de a controla
cunoasterea si de a cenzura opozitia. Toate acestea s-au schimbat odata cu emiterea
Statutului Reginei Ana (Statute of Anne) din 1710, prima lege moderna a copyright-
ului. Statutul hotara ca autorii (nu editorii) sunt proprietarii operei lor si limita termenul
de copyright la 14 ani. Statutul incerca sa gaseasca un echilibru intre ideile filosofice ale
lluminismului si interesele economice ale capitalismului abia nascut creand o piata a
cunoasterii prin concurenta. Scopul Statutului nu era de a crea copyright pentru autori,
ci de a sparge monopolul existent al breslei editorilor britanici, Stationers' Company.
Deoarece monopolul lor era bine inradacinat, intoarcerea proprietatii de la editor la
autor oferea baza necesara. Dupa emiterea Statutului Reginei Ana, Stationers'
Company l-au ignorat, si a inceput o batdlie juridica de peste 50 de ani pentru
proprietatea literara. Editorii se dadeau reciproc in judecata, invocand drepturile de
autor (author's rights) ca pretext in lupta lor pentru putere economica. Desi ideea de

autor ca generator cu drept natural asupra ideilor sale fusese inventata de artisti si
filosofi, cei care profitau de pe urma ei erau editorii. Legile nu sunt facute de poeti, ci de
state, iar statele exista pentru a impune privilegiul economic, adoptand legitimarea
filosofica cea mai convenabila la momentul respectiv. Statutul Reginei Ana codifica
forma capitalista a relatiei autor-editor: dreptul de copyright apartinea autorului la
nastere, dar era preluat de editor prin intermediul mecanismului "neutru” al pietei.
Autorii aveau dreptul de a fi, teoretic, proprietarii produselor muncii lor, dar din moment
ce creau idei imateriale si nu aveau mijloacele tehnologice pentru a produce carti,
trebuiau sa-si vanda drepturile. Tn esentd, era ca si cum si-ar fi vandut munca.
Exploatarea autorului a fost implantata de la bun inceput in regimul proprietatii
intelectuale.

Legile privind proprietatea intelectuala s-au dat dupa vanturile istoriei pentru a justifica
diverse interese. Tarile care exportau proprietate intelectuala preferau ideea de drepturi
naturale ale autorilor, in timp ce tarile in curs de dezvoltare, care erau in principal
importatoare, insistau sa limiteze dreptul de copyright in interesul public. Tn secolul al
XIX-lea, casele de editura americane justificau publicarea neautorizata a autorilor
britanici prin argumentul ca interesul public de a avea la dispozitie opere importante la
preturi foarte mici cantarea mai mult decat drepturile autorilor. Pana la inceputul
secolului al XX-lea, pe masura ce casele de editura americane au devenit exportatoare
de proprietate intelectuala, legea s-a schimbat, recunoscand dintr-odata dreptul natural
al autorilor de a fi proprietarii ideilor lor. Tn secolul al XX-lea, legea proprietatii
intelectuale a largit drepturile proprietarilor in mai multe moduri: marind durata
copyright-ului la timpul vietii plus 70 de ani, standardizand regimul international al
proprietatii intelectuale spre avantajul corporatiilor din tarile dominante economic si
redefinind tipurile de proprietate intelectuala ce puteau beneficia de protectie. La
inceput, copyright insemna reglementarea reproducerii lucrarilor tiparite. Legislatia s-a
schimbat odata cu aparitia fiecarei noi tehnologii si include acum sunetul, fotografiile,
imaginile Tn miscare si informatia digitala.

Daca proprietatea inseamna furt, asa cum afirma Proudhon, atunci proprietatea
intelectuala Tnseamna frauda. Proprietatea fizica poate fi furata, dar cum pot fi furate
ideile? Daca ti se fura pamantul, nu-l1 mai poti folosi. Daca proprietatea asupra unei idei
este analoaga cu proprietatea asupra bunurilor materiale, ea ar trebui sa se supuna
acelorasi conditii de confiscare — iar daca este confiscatd, inceteaza a mai apartine
proprietarului ei. Dar daca ideea ta e folosita de altii, tu nu-ti pierzi posibilitatea de a o
folosi. Notiunea traditionald de proprietate este ireconciliabila cu ideile. Spre deosebire
de obiectele materiale, care pot exista numai intr-un singur loc intr-un anumit moment
din timp, ideile sunt non-rivale (permit consumul simultan din acelasi bun) si non-
exclusive. Proprietatea intelectuala este un concept lipsit de sens — ideile nu se comporta
precum pamantul si nu pot fi posedate sau instrainate. Toate dezbaterile din secolul al
XVIll-lea privind proprietatea intelectuala au inteles in mod intuitiv acest lucru. Ceea ce
a devenit evident in aceste dezbateri a fost faptul ca dreptul de a poseda idei trebuia sa fi
diferit din punct de vedere calitativ de dreptul de a poseda bunuri materiale si ca usurinta
de a reproduce idei ridica probleme serioase privind impunerea respectivelor drepturi. Tn
paralel cu dezbaterile filosofice asupra naturii proprietatii intelectuale a inceput sa-si
faca aparitia un discurs monumental ce declara ilegala utilizarea neautorizata a ideilor
(etichetata drept piraterie si plagiat).

Creatia artistica nu se naste ex nihilo din creierul unor indivizi, ca un limbaj particular.
Toate operele creative seamana cu idei, cuvinte si imagini din istorie si din contextul lor
contemporan. Tnainte de secolul al XVIlI-lea, poetii isi citau predecesorii si sursele de
inspiratie fara o recunoastere formala, iar dramaturgii imprumutau in permanenta intrigi
si dialoguri de la surse anterioare lor, fara a face atribuirile respective. Asta nu inseamna
ca ideea de plagiat nu exista inainte de secolul al XVIlI-lea, dar definitia sa s-a schimbat
radical. Termenul de plagiator (insemnand, literalmente, un rapitor) a fost folosit prima
data de Martial in secolul | pentru a descrie o persoana care-si rapeste poeziile copiindu-
le In intregime si punandu-le in circulatie sub numele copiatorului. Plagiatul insemna
aproprierea frauduloasa a operei altcuiva. Dar faptul ca noua opera avea pasaje
asemanatoare sau chiar folosea pasaje intregi dintr-o opera anterioara nu era considerat
plagiat atata timp cat noua opera avea propriile sale merite estetice. Atunci cand
Coleridge, Stendhall, Wilde si T.S. Eliot au fost acuzati de plagiat pentru ca au inclus
exprimari ale predecesorilor Tn operele lor, se reflecta redefinirea plagiatului din punctul
de vedere al ideii moderne de paternitate posesiva si proprietate exclusiva. Asa-zisul lor
»furt” este ceva ce scriitorii de dinaintea lor percepusera drept natural.

Ideile sunt virale, se cupleaza cu alte idei, isi schimba forma si migreaza spre teritorii
putin cunoscute. Regimul proprietatii intelectuale limiteaza promiscuitatea ideilor si le
inchide in ingradituri artificiale. Proprietatea intelectuala inseamna frauda — privilegiul
legal de a te reprezenta drept unicul ,,proprietar” al unei idei, expresii sau tehnici si de a
percepe o taxa de la toti cei care doresc sa foloseasca acest ,,bun” in propriile lor
productii. Nu plagiatul este cel ce deposedeaza ,,proprietarul” de uzul ideii, ci

145



proprietatea intelectuala, sustinuta de violenta statului, este cea care-i deposedeaza pe
toti ceilalti de uzul culturii lor comune. Baza acestei deposedari este fictiunea juridica a
autorului. Foucault demasca autorul ca fiind un principiu functional care impiedica libera
circulatie, libera manipulare, libera compunere, descompunere Si recompunere a
cunoasterii. Functia de autor reprezinta o forma de despotism asupra raspandirii ideilor.
Acest despotism ne priveaza de memorie culturald, ne cenzureaza cuvintele si ne leaga
cu lanturi imaginatia de lege.

Proprietatea privata asupra ideilor in ultimele doua secole nu a reusit sa stearga
amintirea unei culturi comune. Multi au pus in discutie regimul proprietatii intelectuale si
,dreptul” pe care acesta il dadea unor persoane particulare de a ,fi proprietarele”
operelor create, Tn acelasi timp Tmpiedicand alte persoane din a le utiliza si re-interpreta.
Lautreamont scria in 1870 in Poesies: ,,Plagiatul este necesar. Progresul il cere. El apuca
ferm fraza autorului, 1i foloseste expresiile, sterge o idee falsa si o inlocuieste cu una
corecta”. Fraza lui Lautreamont a devenit un punct de reper pentru avangardele
secolului al XX-lea. Dadaismul respingea originalitatea si prezenta intreaga productie
artistica drept reciclare si reasamblare — de la obiectele ready-made ale lui Duchamp,
pana la regula lui Tzara pentru scrierea de poezii din ziare decupate, pana la
fotomontajele lui Hoech, Hausmann si Heartfield. Situationistii recomandau deturnarea
— devierea operelor de arta existente, a filmelor, reclamelor si benzilor desenate printr-
un traseu ocolitor, sau re-codificarea sensurilor lor dominante — si puneau pe lucrérile lor
etichetele ,,no copyright” sau ,,anticopyright”. Neoismul le cerea artistilor sa colaboreze
sub un nume fals multiplu, Monty Cantsin, ca o contestare a notiunii de geniu individual.
Practica a avut succes in Italia, unde numele fals de Luther Blissett a fost folosit de sute
de artisti si activisti intre 1994 si 1999. Dupa sinuciderea simbolica a lui Luther Blissett
in 1999, cinci scriitori activi in miscare au inceput sa foloseasca pseudonimul Wu Ming,
care inseamna ,,fara nume” in chineza. Contestand mitul autorului proprietar, Wu Ming
pretindeau ca au facut explicit ceea ce era evident — nu exista ,,genii” si nici ,,proprietari
de drept”™ —exista doar schimbul, reutilizarea si imbunatatirea ideilor. Wu Ming adauga
ca aceasta idee, care in trecut a fost naturala, dar mai apoi a fost marginalizata in
ultimele doua secole, devine din nou dominanta datoritd revolutiei digitale si a
succesului softului liber (free software) si a sistemului General Public License.

Digitalizarea s-a dovedit o amenintare mult mai mare la adresa notiunilor conventionale
de paternitate si proprietate intelectuala decat plagiatul practicat de artistii radicali sau
de criticile autorului de catre teoreticienii post-structuralisti. Calculatorul dizolva
granitele esentiale pentru fictiunea moderna a autorului in calitate de creator solitar de
lucrari unice, originale. Pe listele de corespondenta, forumuri si pe site-urile de publicare
deschisa (open publishing), tranzitia de la cititor la scriitor este naturala, iar diferenta
dintre textele originale dispare pe masura ce cititorii contribuie cu comentarii Si
incorporeaza fragmente din textul original in raspunsurile lor fara a folosi citarea.
Deoarece informatia online circula fara respect pentru conventiile copyright-ului,
conceptul de autor proprietar pare sa fi devenitintr-adevar o fantoma a trecutului. Poate
cel mai important efect al digitalizarii este acela ca ameninta patronii traditionali ai
proprietatii intelectuale, din moment ce controlul monopolizator din partea editorilor de
publicatii, a caselor de discuri sau a industriei cinematografice nu mai este necesara pe
masura ce oamenii de rand capata acces la tehnologii de productie si distributie si ,,pot
sa o facachiar ei” (,,do it themselves”).

Richard Stallman, guru al softului liber, sustine ca digitalizarea a inversat rolul
copyright-ului, care a pornit ca o masura legala de a permite autorilor sa ingradeasca
editorii spre binele publicului larg si care a devenit acum o arma a editorilor pentru a-si
pastra monopolul impunand restrictii asupra unui public larg care are mijloacele de a-si
produce propriile reproduceri. Scopul conceptului de copyleft este de a inversa aceasta
inversare. Copyleft se foloseste de legea copyright-ului, dar o intoarce pe dos, pentru a
servi opusul scopului ei obisnuit. Tn loc sa incurajeze privatizarea, ea devine o garantie
ca oricine are dreptul de a folosi, reproduce, distribui si modifica programe informatice
sau orice alte opere. Singura sa ,restrictie” este cea care garanteaza libertatea —
utilizatorilor nu li se permite sa ingradeasca libertatea nimanui altcuiva, deoarece toate
copiile si derivatele ar trebui redistribuite sub aceeasi licenta. Copyleft reclama legal
proprietatea numai pentru a o ceda practic permitand oricui sa utilizeze lucrarea oricum
doreste atat timp cat copyleft-ul este transmis mai departe. Simpla reclamare a
proprietatii inseamna ca nimeni altcineva nu poate capata drept de copyright pe o
lucrare sub copyleft si nu poate incerca sa-i limiteze utilizarea.

Vazut in context istoric, copyleft este o modificare a ideii de anticopyright. Gestul
scriitorilor de a aplica anticopyright pe operele lor a fost facut in spiritul generozitatii, ca
pentru a afirma: cunoasterea poate inflori numai atunci cand nu are proprietari. Ca
declaratie Tnsemnand ,,nici un drept rezervat”, anticopyright a fost un slogan perfect
lansat intr-o lume imperfecta. Premisa a fost ca altii vor folosi informati in acelasi spirit
generos. Dar corporatiile au invatat sa exploateze lipsa de copyright si sa redistribuie

lucrarile pentru un profit. Stallman a venit cu ideea de copyleft in 1984 dupa ce o firma
care adusese mbunatatiri programelor soft pe care el le plasase in domeniul public
(echivalentul tehnic al notiunii de anticopyright) a privatizat codul-sursa si apoi a refuzat
sa distribuie liber noua versiune. Deci, In acest sens, copyleft reprezinta o maturizare, o
lectie dureroasa ce a aratat ca cedarea tuturor drepturilor poate duce la abuzuri din
partea celor pusi pe profit. Copyleft-ul incearca sa creeze un domeniu comun (commons)
bazat pe drepturi si responsabilitati reciproce — cei care vor sa imparta resursele comune
au anumite obligatii etice de a respecta drepturile celorlalti utilizatori.

Dar in alt sens, copyleft este impovarat de o serie de contradictii. Pozitia lui Stallman este
in concordanta cu consensul general precum ca ideea de copyright a fost de curand
pervertita si transformata intr-un instrument ce serveste corporatiilor mai degraba decat
autorilor pentru care a fost initial creat. Opinia idealizata a lui Stallman privind originile
copyright-ului nu recunoaste exploatarea autorilor de catre sistemul de copyright initial.
Aceasta miopie privind copyright-ul face parte din lipsa mai larga de implicare in chestiuni
economice a miscarii pentru software liber. Acel ,left” (,stanga”) din ,,copyleft’-ul lui
Stallman nu este stanga in intelesul acceptat de majoritatea activistilor politici. Este o
forma de libertarianism ai carei principali dusmani sunt sistemele inchise, netransparente
si restrictiile totalitare asupra accesului la informatie mai degraba decat privilegiul
economic sau exploatarea muncii. ,Statutul de proprietar” are intelesul de
netransparent, punand in discutie un proprietar ce interzice accesul la informatie; nu
fnseamna ,,presupunand un proprietar ce scoate profit". Din moment ce libertatea este
definita ca libera circulatie a informatiei, a fi liber inseamna a fi potential deschis la
exploatare comerciala. Nu este, deci, surprinzator ca schimbarea majora in aplicarea
copyleft-ului la productia de artda, muzica si texte a fost de a permite reproducerea,
modificarea si redistribuirea, dar numai atata timp cat acestea se fac cu scop
necomercial. Wu Ming sustin ca este nevoie sa se redefineasca notiunea de copyleft ca
ingradind utilizarea comerciala pentru a nu permite exploatarea lucratorilor culturali. Ei
justifica aceasta ingradire, si deci abatere de la versiunea lui Stallman a copyleft-ului, cu
argumentul ca lupta impotriva exploatarii muncii este cheia de bolta a istoriei stangii.

Definitia initiala a lui Stallman data copyleft-ului incearca sa fondeze un domeniu comun
al informatiei (information commons) doar in jurul conceptului de libertate a informatiei —
din acest punct de vedere, este pur formald, ca un imperativ categoric care cere ca
libertatea de informatie sa fie universalizabila. Singura limitd pentru includerea in
aceasta comunitate sunt cei care nu impartasesc aceasta dorinta pentru informatie libera
— ei nu sunt exclusi, ci refuza sa participe, deoarece refuza sa lase informatia libera. Alte
versiuni ale copyleft-ului au incercat sa adauge alte restrictii pe baza unei interpretari mai
severe a elementului ,left” din ,,copyleft”. Tn diversele sale mutatii, copyleft reprezinta o
abordare pragmatica, rationala, care recunoaste limitele libertatii ca implicand drepturi si
responsabilitati reciproce — diferitele restrictii reprezinta interpretari divergente privind
ceea ce ar trebui si insemne aceste drepturi si responsabilititi. Tn contrast, anticopyright
este un gest radical care refuza compromisurile pragmatice si cauta sa desfiinteze
proprietatea intelectuala in intregime. Incompatibilitatea intre aceste pozitii ridica o
dilema: sa afirmi libertatea absoluta, stiind ca poate fi folosita impotriva ta, sau libertatea
moderata, limitand domeniul comun al informatiei la comunitatile care nu vor face abuz
de el deoarece impartasesc acelasi ,,spirit”?

Miscarea impotriva proprietatii intelectuale are o istorie bogata in randurile artistilor de
avangarda, a muzicienilor radicali, in periferiile sub-culturale si printre hackeri. Astazi ea
este condusa de juristi, profesori si de cei din administratia publica. Thainte ca profesori
de drept precum Lawrence Lessig sa se intereseze de proprietatea intelectuala, discursul
disidentilor se situa impotriva oricarei forme de proprietate a domeniilor comune. Acum
argumentul este nu ca autorul este o fictiune, sau ca proprietatea intelectuala inseamna
frauda, ci ca legislatia proprietatii intelectuale trebuie reformata, deoarece abuzurile sale
si extremismul din ultima vreme incalca drepturile artistilor si ale creatorilor. Lessig lauda
cultura Read-Write (Citeste-Scrie/Modifica) a distribuirii libere care a fost cea mai
obisnuita pe parcursul istoriei, in contrast cu cultura recenta Read-Only (Doar Citeste),
dominata de controlul producatorului. El pune fata in fata controlul producatorului cu
domeniul comun cultural (cultural commons) — o resursa comuna pe care o pot folosi toti
si la care pot contribui cu totii. Lessig sustine ca datorita proiectului sau Creative
Commons a renascut posibilitatea unei culturi Read-Write. Dar este Creative Commons
intr-adevar un ,,commons” (un domeniu comun)?

Domeniul public, anticopyright si copyleft sunt incercari de a crea un domeniu comun, un
spatiu al non-proprietatii care este deschis utilizarii de catre oricine. Conditiile de utilizare
pot diferi, conform diferitelor interpretari ale drepturilor si responsabilitatilor, dar aceste
drepturi sunt comune si resursele sunt impartasite in mod egal de catre intreaga
comunitate — utilizarea lor nu este decisa in mod arbitrar, de la caz la caz, dupa capriciile
fiecarui membru in parte. Tn contrast, Creative Commons permite autorilor individuali s&
aleaga dintr-o gama de restrictii (licente). Conform site-ului sau de Internet, Creative
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Commons exista pentru a te ajuta pe ,tine”, producator, s& mentii controlul asupra
operei ,tale”. Dreptul consumatorului nu este mentionat si nici nu se disputa distinctia
dintre producétorii si consumatorii de culturd. Tnsdsi problema controlului
producatorului ridicata de Lessig nu este rezolvata de ,,solutia” Creative Commons atata
timp cat producatorul are dreptul exclusiv de a alege nivelul de libertate pe care sa-I
acorde consumatorului. Bunurile culturale produse sub eticheta Creative Commons nu
sunt detinute in comun, deoarece fiecare autor alege sa permita utilizarea lor sau s-o
refuze. Din acest punct de vedere, Creative Commons este o minciuna extravaganta —
este in realitate ,,anti-commons” (opusul domeniului comun), vanzand o logica
capitalista a privatizarii sub un nume intentionat inselator.

Ceea ce a inceput ca o miscare pentru abolirea proprietatii intelectuale a devenit o
miscare pentru personalizarea la comanda a licentelor proprietarilor. Creative
Commons nu contesta ,,dreptul” la proprietate privata, dar incearca sa obtina mici
concesii pe un teren de joc unde regulile sunt hotarate dinainte. Efectul real al Creative
Commons este de a incurca discursul si de a Tngusta litigiul politic la sfera a ceea ce este
deja permisibil, in acelasi timp prezentandu-se drept cea mai radicala forta, drept
avangarda bataliei impotriva proprietatii intelectuale. Tntr-o stranie repetitie a luptelor
din jurul copyright-ului incepute in perioada romantica, excesele formei capitaliste a
proprietatii intelectuale sunt opuse, dar folosind propriul limbaj si propriile presupuneri.
Creative Commons pastreaza ideile romantice de paternitate, originalitate si drepturi de
proprietate, si Tn mod similar considera ,cultura libera” a fi o sfera separata, ce
vietuieste Intr-o splendida izolare de lumea productiei materiale. Tnca din secolul al
XVIll-lea, sloganurile ,creativitate” si ,,originalitate” au fost legate de opusul domeniului
comun al cunoasterii. Creative Commons nu se abate de la aceasta regula.

Acest text s-a dezvoltat dintr-o serie de conversatii intre Joanne Richardson si Dmytri
Kleiner. Multumiri celor care au contribuit indirect: Saul Albert, Mikhail Bakunin, David
Berry, Critical Art Ensemble, Michel Foucault, Marci Hamilton, Carla Hesse, Benjamin
Mako Hill, Stewart Home, Dan Hunter, Lawrence Lessig, Karl Marx, Giles Moss, Milton
Mueller, Piratbyran, Patrice Riemens, Mark Rose, Pamela Samuelson, the Situationist
International, Richard Stallman, Kathryn Temple, Tristan Tzara, Wikipedia, Martha
Woodmansee, Wu Ming...
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Nascuta n Bucuresti, Romania, Joanne Richardson locuieste, in prezent, intre Cluj si Berlin. A
urmat cursuri postuniversitare in filosofie, literatura si studii de film la NYU si Duke University.
Presedinte al Asociatiei D Media din Cluj (http://www.dmedia.ro), un ONG care organizeaza
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Idea, Cluj, 2004). Autoare a unor eseuri asupra recentelor miscari sociale, istoriei stangii,
postcomunismului, muncii imateriale, software-lor open source, copyleft-ului, mediilor tactice,
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tactical commitments

Copyright, copyleft

and Creative Anti-Commons

The author has not always existed. The image of the author as a wellspring of originality, a
genius guided by some secret compulsion to create works of art out of a spontaneous
overflow of powerful feelings, is an 18th century invention. This image continues to
influence how people speak about the “great artists” of history, and it also trickles down to
the more modest claims of the intellectual property regime that authors have original ideas
that express their unique personality, and therefore have a natural right to own their
works - or to sell their rights, if they choose. Although this notion appears self-evident
today, it was a novelty for its time. The pre-Enlightenment traditions did not consider ideas
to be original inventions that could be owned because knowledge was held in common. Art
and philosophy were products of the accumulated wisdom of the past. Artists were
messengers, and their ability to make knowledge manifest was considered a gift from the
gods.

The Romantic revolution marked the birth of proprietary authorship. It abolished the belief
that creations of the human intellect were gifts from the gods that could be policed by
royal decrees. But while it liberated the productive capacity of humans from supernatural
causes and political control, it located this capacity in the sovereign individual, ignoring its
social context. And it chained the production of culture to the idea of private property that
had dominated philosophical discourse since Locke. Romanticism's re-definition of the
artist as an original creator was a consequence of political, economic and technological
transformations brought on by industrial capitalism. Romanticism was a contradictory
response to these developments. It denounced the alienation and loss of independence
spawned by industrialization and market relations, and portrayed the artist in heroic
opposition to the drive for profit. The artist was a spontaneous, untamed being (like nature
itself), guided by intuitive necessity and indifferent to social and political conventions. Art
became self-reflexive, offering a window to a transcendent subjectivity. The Romantic
worldview tried to elevate art to a pure space above commodity production, but its
definition of the creative work as private property reintegrated art into the very sphere it
sought to negate.

The existence of “copy rights” predated 18th century notions of the author's right to
ownership. During the 16th and 17th centuries royal licenses gave exclusive rights to
certain publishers to copy (or print) particular books with no time limitations. These first
“copy rights” emerged out of the ideological needs of absolutist monarchies to control
knowledge and censor dissent. This was all changed by the Statute of Anne of 1710, the
first modern copyright legislation. The Statute declared authors (not publishers) to be
owners of their works and limited the copyright term to 14 years. The Statute tried to
balance the philosophical ideas of the Enlightenment with the economic interests of a
nascent capitalism by creating a marketplace of knowledge through competition. The
Statute's aim was not to create an author's copyright but to break the existing monopoly
of the British publisher's guild, the Stationers Company's. Since their monopoly was well
established, reversing the ownership from publisher to author provided a necessary basis.
After the Statute of Anne was passed, the Stationers Company ignored it and a battle over
literary property began in the law courts that lasted more than 50 years. Publishers sued
each other, invoking the author's rights as a pretext in their battle for economic power. The
notion of the author as an originator with a natural right to own ideas may have been

149



invented by artists and philosophers, but it was publishers who profited from it. Laws are
not made by poets but by states, and states exist to enforce economic privilege, adopting
whatever philosophical legitimation they find convenient at any given time. The Statute of
Anne codified the capitalist form of the author-publisher relationship: copyright belonged
to the author at birth but was taken over by publishers through the “neutral” mechanisms
of the market. Authors had a right to own the products of their labour in theory, but since
they created immaterial ideas and lacked the technological means to produce books, they
had to sell their rights. In essence, it was no different than having to sell their labour. The
exploitation of the author was embedded in the intellectual property regime from its
inception.

Intellectual property laws have shifted with the winds of history to justify different
interests. Countries that exported intellectual property favored the notion of authors’
natural rights, while developing nations, which were mainly importers, insisted on limiting
copyright in the public interest. During the 19th century, American publishing companies
justified their unauthorized publication of British writers on the utilitarian grounds that the
public's interest to have great works available for the cheapest price outweighed authors’
rights. By the beginning of the 20th century, as American publishing companies became
exporters of intellectual property, the law changed, suddenly recognizing the natural rights
of authors to own their ideas. During the 20th century, intellectual property law has
extended the rights of owners in several ways: by increasing the duration of copyright to
lifetime plus 70 years, by standardizing international IP regimes to benefit corporations in
economically dominant countries, and by redefining the types of intellectual property that
could benefit from protection. At first copyright was a regulation of the reproduction of
printed words. The legislation has changed with each new technology to include sounds,
photographs, moving images and digital information.

If property is theft, as Proudhon argued, then intellectual property is fraud. Physical
property can be stolen, but how can ideas be stolen? If your land is stolen, you cannot use
it anymore. If ownership of an idea is analogous to the ownership of material property, it
should be subject to the same conditions of seizure - and if seized it would cease to belong
to its owner. But if your idea is used by others, you have not lost your ability to use it. The
traditional notion of property is irreconcilable with ideas. Unlike a material object, which
can exist in only one place at a given time, ideas are non-rivalrous and non-exclusive.
Intellectual property is a meaningless concept - ideas don't behave like land and cannot be
possessed or alienated. All the intellectual property debates of the 18th century intuitively
grasped this. What became obvious in these debates was that the rights to own ideas
would have to be qualitatively different from the rights to own material property, and that
the ease of reproducing ideas posed serious problems for enforcing such rights. In parallel
to the philosophical debates about the nature of intellectual property, a monumental
discourse criminalizing the unauthorized use of ideas (labeled piracy and plagiarism) also
began to emerge.

Artistic creation is not born ex nihilo from the brains of individuals as a private language.
All creative works reassemble ideas, words and images from history and their
contemporary context. Before the 18th century, poets quoted their ancestors and sources
of inspiration without formal acknowledgement, and playwrights freely borrowed plots and
dialogue from previous sources without attribution. This is not to say that the idea of
plagiarism didn't exist before the 18th century, but its definition changed radically. The
term plagiarist (literally, kidnapper) was first used by Martial in the 1st century to describe
someone who kidnapped his poems by copying them whole and circulating them under the
copier's name. Plagiarism was a false assumption of someone else's work. But the fact that
a new work had similar passages or even used fragments of an earlier work was not
considered plagiarism as long as the new work had its own aesthetic merits. When
Coleridge, Stendhall, Wilde and T.S. Eliot were accused of plagiarism for including
expressions from their predecessors in their works, this reflected a redefinition of
plagiarism in terms of the modern idea of possessive authorship and exclusive property.
Their so-called “theft” is precisely what previous writers had regarded as natural.

Ideas are viral, they couple with other ideas, change shape, and migrate into unfamiliar
territories. The intellectual property regime restricts the promiscuity of ideas and traps
them in artificial enclosures. Intellectual property is fraud - a legal privilege to falsely
represent oneself as the sole “owner” of an idea, expression or technique and to charge a
tax to all who want to apply this “property” in their own production. It is not plagiarism
that dispossesses an “owner” of the use of an idea; it is intellectual property, backed by
the violence of the state, that dispossesses everyone else from using their common
culture. The basis for this dispossession is the legal fiction of the author. Foucault
unmasked the author as a functional principle that impedes the free circulation, the free
manipulation, the free composition, decomposition, and recomposition of knowledge. The
author-function represents a form of despotism over the proliferation of ideas. The effects
of this despotism is that it robs us of our cultural memory, censors our words, and chains
our imagination to the law.

The private ownership of ideas over the past two centuries hasn't managed to erase the
memory of a common culture. Many have challenged the intellectual property regime and
the “right” it gave to some private individuals to “own” creative works while preventing
others from using and re-interpreting them. In his 1870 Poesies, Lautreamont wrote:
Plagiarism is necessary. Progress implies it. It closely grasps an author's sentence, uses
his expressions, deletes a false idea, replaces it with a right one. Lautremont's phrase
became a benchmark for the 20th century avant-gardes. Dada rejected originality and
portrayed all artistic production as recycling and reassembling - from Duchamp's ready-
mades, to Tzara's rule for making poems from cut-up newspapers, to the photomontages
of Hoech, Hausmann and Heartfield. The Situationists advocated detournement - putting
existing artworks, films, advertisements and comic strips through a detour, or recoding
their dominant meanings - and attached the labels “no copyright” or “anticopyright” to
their works. Neoism called upon artists to work together under the fake multiple name,
Monty Cantsin, as a challenge to notion of individual genius. The practice caught on in
Italy, where the fake Luther Blissett name was used by hundreds of artists and activists
between 1994 and 1999. After Luther Blissett's symbolic suicide in 1999, five writers
active in the movement started using the pseudonym Wu Ming, which means “no name” in
Chinese. By challenging the myth of the proprietary author, Wu Ming claims they've made
explicit what is obvious - there are no “geniuses” and no “lawful owners” - there is only
the exchange, re-use and improvement of ideas. Wu Ming adds that this idea, which was
once natural but has been marginalized for the past two centuries, is becoming dominant
again because of the digital revolution and the success of free software and the General
Public License.

Digitalization has proven to be much more of a threat to conventional notions of
authorship and intellectual property than the plagiarism practiced by radical artists or
critiques of the author by poststructuralist theorists. The computer is dissolving the
boundaries essential to the modern fiction of the author as a solitary creator of unique,
original works. On mailinglists, newsgroups and open publishing sites, the transition from
reader to writer is natural, and the difference between original texts vanishes as readers
contribute commentary and incorporate fragments of the original in their response without
the use of quotation. As online information circulates without regard for the conventions of
copyright, the concept of the proprietary author really seems to have become a ghost of
the past. Perhaps the most important effect of digitalization is that it threatens the
traditional benefactors of intellectual property since monopolistic control by book
publishers, music labels and the film industry is no longer necessary as ordinary people
are gaining access to technologies of production and distribution and can “do it
themselves.”

Free software guru Richard Stallman claims digitalization has reversed the role of
copyright, which began as a legal measure to allow authors to restrict publishers for the
sake of the general public, and has now become a publishers' weapon to maintain their
monopoly by imposing restrictions on a general public that has the means to produce their
own copies. The aim of copyleft is to reverse this reversal. Copyleft uses copyright law, but
flips it over to serve the opposite of its usual purpose. Instead of fostering privatization, it
becomes a guarantee that everyone has the freedom to use, copy, distribute and modify
software or any other work. Its only “restriction” is the one that guarantees freedom —
users are not permitted to restrict anyone else's freedom since all copies and derivations
must be redistributed under the same license. Copyleft claims ownership legally only to
relinquish it practically by allowing everyone to use the work as they choose as long the
copyleft is passed down. The merely formal claim of ownership means that no one else
may copyright a copylefted work and try to limit its use.

Seen in its historical context, copyleft is a modification of anticopyright. The gesture by
writers of anticopyrighting their works was made in a spirit of generosity, affirming that
knowledge can flourish only when it has no owners. As a declaration of “no rights
reserved” anticopyright was a perfect slogan launched in an imperfect world. The
assumption was that others would be using the information in the same spirit of
generosity. But corporations learned to exploit the lack of copyright and redistribute works
for a profit. Stallman came up with the idea of copyleft in 1984 after a company that made
improvements to software he had placed in the public domain (the technical equivalent of
anticopyright) privatized the source code and then refused to share the new version. So in
this sense, copyleft represents a coming of age, a painful lesson that relinquishing all
rights can lead to abuse by profiteers. Copyleft attempts to create a commons based on
reciprocal rights and responsibilities — those who want to share the common resources
have certain ethical obligations to respect the rights of other users.

But in another sense, copyleft is plagued by a number of contradictions. Stallman's
position is in agreement with a widespread consensus that copyright has recently been
perverted into a tool that benefits corporations rather than the authors for whom it was
originally intended. Stallman's idealized view of the origins of copyright does not recognize
the exploitation of authors by the early copyright system. This myopia about copyright is
part of the free software movement's more general lack of engagement with economic
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questions. The “left” in Stallman's copyleft is not the left as it is understood by most
political activists. It is a form of libertarianism whose main enemies are closed,
nontransparent systems and totalitarian restrictions on access to information rather than
economic privilege or the exploitation of labour. Proprietary is understood as
nontransparent, as having an owner who prohibits access to information; it does not mean
having an owner who extracts a profit. Since freedom is defined simply as the free
circulation of information, to be free means to be potentially open to commercial
exploitation. It comes as no surprise that the major revision in applying copyleft to the
production of artworks, music and texts has been to permit copying, modifying and
redistributing but only as long as it's non-commercial. Wu Ming claim it is necessary to
redefine copyleft as restricting commercial use in order to prohibit the exploitation of
cultural workers. They justify this restriction, and its divergence from Stallman's version of
copyleft, on the grounds that the struggle against exploitation of labour is the cornerstone
of the history of the left.

Stallman's original definition of copyleft attempts to found an information commons solely
around the principle of information freedom — in this sense it is purely formal, like a
categorical imperative that demands freedom of information to be universalizable. The
only limit to belonging to this community is those who do not share the desire for free
information — they are not excluded, they refuse to participate because they refuse to
make information free. Other versions of copyleft have tried to add further restrictions
based on a stronger interpretation of the “left” in copyleft. In its various mutations,
copyleft represents a pragmatic, rational approach that recognizes the limits of freedom as
implying reciprocal rights and responsibilities — the different restrictions represent
divergent interpretations about what these rights and responsibilities should be. By
contrast, anticopyright is a gesture of radicality that refuses pragmatic compromises and
seeks to abolish intellectual property in its entirety. The incompatibility between these
positions poses a dilemma: do you affirm absolute freedom, knowing it could be used
against you, or moderate freedom by restricting the information commons to communities
who won't abuse it because they share the same “spirit”?

The movement against intellectual property has a rich history among avant-garde artists,
radical musicians, the subcultural fringe and hackers. Today it is being led by lawyers,
professors and members of government. Before law professors like Lawrence Lessig
became interested in IP, the discourse among dissidents was against any ownership of the
commons. Now the argument is not that the author is a fiction or that intellectual property
is fraud, but that IP law needs to be reformed because its recent abuses and extremism
infringe upon the rights of artists and creators.

Lessig praises the Read-Write culture of free sharing that has been the norm for most of
history in contrast to the recent Read-Only culture, which is dominated by producer-
control. He contrasts producer-control to the cultural commons - a shared resource that all
can use and contribute to. Lessig claims that as a result of his Creative Commons project
the possibility of a Read-Write culture is reborn. But is Creative Commons really a
commons?

The public domain, anticopyright and copyleft are attempts to create a commons, a shared
space of non-ownership that is free for everyone to use. The conditions of use may differ,
according to various interpretations of rights and responsibilities, but these rights are
common and the resources are shared alike by the whole community — their use is not
decided arbitrarily, on a case by case basis, according to the whims of individual members.
By contrast, Creative Commons allows individual authors to pick and choose among a
range of restrictions (licenses). According to its website, Creative Commons exists to help
“you” the producer keep control of “your” work. The right of the consumer is not
mentioned, nor is the distinction between producers and consumers of culture disputed.
The very problem of producer-control presented by Lessig is not solved by the Creative
Commons “solution” as long as the producer has an exclusive right to choose the level of
freedom to grant the consumer. The cultural goods produced under a Creative Commons
label are not held in common since it is the choice of individual authors to permit their use
or to deny it. In this sense, Creative Commons is an extravagant dishonesty — it is in
reality an anti-commons that peddles a capitalist logic of privatization under a deliberately
misleading name.

What began as a movement for the abolition of intellectual property has become a
movement of customizing owners' licenses. Creative Commons does not question the
“right” to private property but tries to get small concessions in a playing field where the
rules are determined in advance. The real effect of Creative Commons is to confuse the
discourse and narrow political contestation within the sphere of the already permissible
while simultaneously portraying itself as the most radical, as the avant-garde of the battle
against intellectual property. In an uncanny repetition of the copyright struggles that first
emerged during the period of Romanticism, the excesses of the capitalist form of

intellectual property are opposed, but using its own language and presuppositions.
Creative Commons preserves Romanticism's ideas of authorship, originality and property
rights, and similarly considers “free culture” to be a separate sphere existing in splendid
isolation from the world of material production. Ever since the 18th century, the slogans of
“creativity” and “originality” have been linked to an anti-commons of knowledge. Creative
Commons is no exception to this rule.

This text developed out of a series of conversations between Joanne Richardson and
Dmytri Kleiner. Many thanks to all who contributed indirectly: Saul Albert, Mikhail Bakunin,
David Berry, Critical Art Ensemble, Michel Foucault, Marci Hamilton, Carla Hesse, Benjamin
Mako Hill, Stewart Home, Dan Hunter, Lawrence Lessig, Karl Marx, Giles Moss, Milton
Mueller, Piratbyran, Patrice Riemens, Mark Rose, Pamela Samuelson, the Situationist
International, Richard Stallman, Kathryn Temple, Tristan Tzara, Wikipedia, Martha
Woodmansee, Wu Ming...

Berlin, December, 2006. Anticopyright. All rights dispersed.
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Tranzienta' structurilor electorale
TN Romania intre 2004 si 2007

lonel BOAMFA, George TURCANASU, Alexandru RUSU

lonel Boamfa (n. 1970) si-a
axat preocuparile de cercetare
pe problematici de geografie
politica si geografie istorica.

George Turcanasu (n. 1970)
s-a dirijat spre subiecte de
cercetare incluse in sfera larga
a problematicilor de geografie
urbana si geografie regionala.

Alexandru Rusu (n. 1979) si-
a centrat studiile pe subiecte de
geografie economica si
geografia mondializarii,
completate de aprofundarea
tehnicilor de analiza spatiala.
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,» Avem trei gari : Vorobiovo, Graciovo si Drozdovo, cu un numar egal de
functionari fiecare. Tn gara Drozdovo sunt de sase ori mai putini
comsomolisti decat in celelalte doua, luate la un loc; iar Tn gara
Vorobiovo, doisprezece membri de partid mai mult decat in gara
Graciovo, unde numarul celor fara de partid e mai mare cu sase decatin
primele doua.”

Fragmente din lumea lui IIf si Petrov, (apud A.Plesu, Dilema veche, nr. 92, oct.
2005)

Problema de geografie electorala: avem doua unitati spatiale - D (de la
Dragomiresti, in judetul Vaslui, comuna rurald) si R (de la Radauti, oras de
dimensiuni medii, din judetul Suceava). Stim ca in unitatea D, ponderea
persoanelor care au absolvit doar o forma de invatamant primar (4 clase) este
de 35, 96%, ca distanta euclidiana fata de cel mai apropiat oras este de 20 km,
ca doar 0,56% dintre locuitori au studii superioare de lunga durata, iar
componenta etno-confesionald este dominant romano-ortodoxa (90,2%,
respectiv 79%). Tn orasul R, avem doar 15% absolventi exclusiv de scoala
primara, circa 8,8% absolventi de invatamant superior, distanta minima fata de
cel mai apropiat oras 0 Km (fara sens) si o componenta etno-confesionala
asemanatoare cu cea a comunei D (96% romani si 83% ortodocsi). Cunoscand
valorile pentru restul de 2946 de comune din baza de date, sa se estimeze
ponderea voturilor teoretice pentru PSD+PUR si pentru Alianta DA, la alegerile
pentru Camera Deputatilor din 2004.

Raspuns: 65% PSD+PUR si 10,6% Alianta DA, in comuna D si
30,7%(PSD+PUR), respectiv 43,6% (Alianta DA) n orasul R, conform Biroului
Electoral Central.

Conform modelului statistic de regresie multipla intre vot si diversele variabile
social-economice si etno-confesionale, cu un coeficeint de determinare (R2) de
0,65, votul pentru PSD si PUR, in cele doua unitati spatiale, ar fi fost de 59% in
comuna D si 32,5% in R. Cand Adrian Nastase afirma, la finalul alegerilor din
2004, ca societatea s-a polarizat in ,,doua Romanii”, una urbana, activa,
intreprinzatoare, superior educata, de ,dreapta” si una paseista, ruralda, mono-
activa, fragila educational si profesional, de ,,stdnga”, nu facea altceva decat sa
comprime intr-o fraza un adevar intuitiv, banal si aparent cronicizat. Un demers
matematic (cum ar fi cel propus in introducere), prin comparatie cu puterea de
sinteza a fostului premier, devine redundant. Tn mod cert, Adrian N&stase nu
putea afirma ca baza electoratului sau se coreleaza intens cu ponderea

Ponderea raspunsurilor ,Nu” la referendumul din 19 mai 2007 — Regiunea de Dezvoltare
Nord-Est / The proportion of the “No” answers at the May 19", 2007 Referendum, the
North-East Development Region.

persoanelor care au absolvit doar patru clase, cu indivizii (statistici) care sunt
mai degraba departati de spatiile rurale si care au in general domiciliul in
Moldova sau sudul Olteniei sau Valahiei, de religie ortodoxa si de etnie romana.
Simplificarea excesiva, prezenta in discursul politic, conduce la decolorarea
nuantelor care dau savoare teritoriului electoral. Romaéania ruralda (si cea
urbana), antrenata la vot de ,,locomotivele” partidelor in competitie, este mult
mai heterogena, asa cum demonstreaza harta cu repartitia preferintelor
electorale pentru Camera Deputatilor.

Tn marea de gri inchis, specifica votului pentru PSD si PUR, se insereaza insulele
urbane inclinate spre Alianta DA, insa, la o scara mai mica de analiza, ceea ce
surprinde cu adevarat este opozitia intre Transilvania si Regat, o opozitie care
nu este dictata de absenta sau prezenta oraselor in teritoriu, ci ritmata de
viziuni diferite asupra politicii.

Aceste viziuni se declina pe cel putin cinci tipuri de manifestare a optiunii
electorale. Tipurile A si B de pe harta indica o puternica orientare inspre
PSD+PUR, orientare in stransa corelatie cu inaccesibilitatea relativa a oraselor
si nucleelor de inovatie urbana, la care am putea adauga nivelul redus de
educatie. Tipurile E si C sunt orientate net in favoarea Aliantei DA (la alegerile
pentru Camera Deputatilor din 2004), clasa C fiind specifica mediului urban, in
general. Tipul D, omis de Adrian Nastase in discurs, este a ,treia Romanie”,
ungarofona si puternic concentrata spatial, imprevizibila si care practica votul
etnic din 1992 cu o constantda demna de cauze mai bune. La aceste tipuri
principale, am putea adauga sub-tipuri relevate cartografic — zone din Oltenia
nordica sau din Podisul Dobrogei Centrale, unde absenta votului pentru cele
doua partide principale se explica prin prezenta votului pentru PRM. Lectura
profilului fiecarei clase este destul de simplu de realizat. Tn linii mari, daca

[1] Tranzienta — termen
propus de Alvin Toffler Intr-o
serie de lucrari (Al treilea val,
Socul viitorului); conceptual
sintetizeaza fenomenul de
accelerare a mutatiilor
tehnologice, sociale si culturale
la nivelul teritoriilor. Ritmul
schimbarilor induce modificari
din ce in ce mai vizibile in
comportamentele spatiale
individuale si de grup,
manifestate pe paliere diferite
(economic, social sau
electoral), lecturabile la scari
spatiale distincte (locala,
regionald, nationala,
suprastatala).

[2] Trans-scalaritatea — in
matematicd, trans-scalaritatea
reprezinta proprietatea unor
obiecte de a pastra o forma
constanta la diferite scari de
analiza. Preluata de geografie,
notiunea sufera o mutatie
sensibila de sens. Obiectul
matematic se transforma in
fenomen geografic
(dimensiunea spatiala a votului,
n exemplul nostru), Tn timp ce
nivelele de analiza se
transforma Tn decupaje spatiale
strict ierarhizate administrativ,
juxtapuse precum papusile
matriosca.
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[3] Geografie nomotetica —
directie epistemologica,
dezvoltata in perioada
postbelica, considera ca
misiunea geografiei este de a
explica organizarea spatiului de
catre societate, plecand de la o
metoda cantitativa,
formalizanta si de la o serie de
premise rigide — spatiul este
izotrop, omogen, indivizii fiind
dotati cu o rationalitate
perfecta, la limita inumanului.
Tn opozitie cu acest curent au
aparut contra-curente, inspirate
de un fundament filosofic
amalgamat care converg spre
definirea actuala a geografiei ca
o stiinta sociald, impregnata de
postmodernism.
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ponderea unei variabile pe grafic este orientata spre plus, atunci variabila
respectiva este supra-reprezentata in arealul in cauza, comparativ cu media
nationald. Directia negativa semnifica o sub-reprezentare.

Modul in care aceste clase ocupa spatiul hartii sugereaza existenta simultana a
mai multor ,,mici Romanii”, de scara regionald, puternic polarizate politic. lluzie
statisticd sau determinism spatial al votului? Coincidenta spatiala a doua
variabile (educatie deficitara si vot PSD+PUR) nu implica in mod necesar si
cauzalitate. Tn aceastd logica, propunem o ipotezd de lucru mai putin
cantitativa.

Renuntand a mai fi o simpla forma de contabilitate spatiala, geografia electorala
actuala se intereseaza mai putin de cum voteaza indivizii, preferand sa explice
modul n care se organizeaza voturile, la nivel teritorial. Daca ingredientele
determinarii votului, la alegerile din 2004, sunt aparent simplu de formalizat,
dinamica cronologica a optiunilor politice este mult mai dificil de identificat.
Cum se explica inconsecventa identificarii politice cu ,,dreapta” sau ,stanga”, in
cazul Regiunii de Dezvoltare Nord-Est, la referendumul din 19 mai 2007, cu
statutul de fief traditional al social-democratilor? Sa fie oare meniul
promisiunilor electorale de ,,dreapta” mai apetisantin 2007, decatin 2004?
Acest intermezzo electoral anunta, din perspectiva noastra, anularea probabila
a previziunilor facile, centrate pe organizarea votului in Moldova. De la o
Roméanie duala din 2004, am glisat inspre disiparea intereselor locale si
regionale intr-o multime de dominioane politice, cu o trans-scalaritate’ sub-
judeteana, care conserva partial tendintele politice regionalizate din 2004
(Vest-Est).

Toate modelele geografiei nomotetice® au fost construite Tn spatii izotrope si
omogene, diversele constrangeri (rugozitatea spatiului, bariere naturale,
discontinuitati spatiale, etc.) fiind introduse a-posteriori in exercitiul de
formalizare, ramanand oarecum marginale. De aceea, mentalul colectiv
asociaza Moldova cu un teritoriu unitar, pro-FSN-ul ,parental” si avatarurile
sale, In timp ce, in realitate, tectonica spatiilor impune un mozaic de
comportamente electorale, de intensitate spatiala diferita in functie de scarile
de abordare a fenomenului. Asta face din geografia electorala o disciplina
sedusa de trans-scalaritate si de tranzienta teritoriilor, manifestata prin
bifurcatii in structurile optiunilor politice.

Dezagregarea identitara recenta oculteaza reperele, fractioneaza monolitismul
preferintelor, proband difuzia unui alt model de practica electorala, difuzie in
corelatie cu penetrarea alter-modernitatii specifice ,,societatii spectacolului”,
simularii si seductiei, lipsei de consistenta a discursului politic, banalizarii
mizelor, pe scurt, strans legata de postmodernizarea ad-hoc a unui vast
ansamblu teritorial. Condensand si mai mult, iata un subiect care ar trebui sa
intereseze orice staff de campanie electorala in viitor.

Riscul demersului matematic si statistic, in geografie, rezida destul de des in
exprimarea formalizata a unor banalitati. El functioneaza mai mult ca refugiu
argumentativ, unde prestigiul vocabularului de specialitate (,coeficient de
determinare statistica”, de exemplu) respinge in mod subtil contra-
argumentele. Tn aceastd prezentare nu am avut intentia de a explica votul
romanilor, o problematica iluzorie, ci de a modeliza realitatea electorala din
2004 si 2007 prin prisma tranzientei, accelerarea schimbarilor in societatea
contemporana. Diferenta intre model si explicatie, in geografie, se construieste
plecand de la opozitia intre intentie si capacitate in cercetarea presupus
stiintifica. Tn consecintd am reusit si emitem mai multe interogatii, comparativ
cu raspunsurile, ambiguitatea hartilor fiind mult mai interesanta decat simpla
lor epuizare prin interpretare.

The transience of the Romanian electoral structures between 2004 and 2007
lonel BOAMFA, George TURCANASU, Alexandru RUSU
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“We are given three railway stations: Vorobiovo, Graciovo and
Drozdovo, with an equal number of clerks each. In Drozdovo station
there are two times fewer komsomolists than in the other two stations
taken togeter, while in Vorobiovo station there are twelve party
members more than in Graciovo station, where the number of non-
members exceeds that of the other two stations with six.”

Fragments from the world of IIf and Petrov, (apud A.Plesu, Dilema veche, nr. 92, oct. 2005).

Here is one problem of poll/electoral geography: two spatial entities are given —
D (from Dragomiresti, Vaslui county, a rural community) and R (from Radauti,
an average-sized town, Suceava county). We know that the percentage of
inhabitants in D, that graduated from a kind of primary education (4 grades) is
35,96%, the Euclidian distance to the nearest town is 20 km, only 0,56% of the
inhabitants graduated from university studies, and the main ethnic religious
component is a Romanian-Orthodox one (about 90,2%, and 79%,
respectively). In R only 15% of the people attended primary school education,
about 8,8% graduated from university, the minimum distance to the nearest
town is 0 km (logically) and there is also an ethnic and religious component
similar to the one in the D community (96% Romanians and 83% orthodox).
Knowing the figures for the rest of 2946 rural communities in the database,
estimate the ratio of the electoral polls for PSD+PUR and for the DA Alliance for
the Deputy Chamber in 2004.

The answer is: 65% PSD+PUR and 10,6% DA Alliance in D community, and
30,7% (PSD+PUR), 43,6% respectively (DA Alliance) in R community,
according to the Central Electoral Office.

In accordance with the statistic pattern of multiple regression between polls and
the different social-economic and ethnic-religious variables, where the
determining coefficient (R) is 0,65, the poll for PSD and PUR, in the two spatial
entities, would have been 59% in D community and 32,5% in R. When Adrian
Nastase stated, at the end of the elections in 2004, that the society has been
polarized in two countries, an urban one, active and entrepreneurial, superiorly
educated, right-winged, and another one, rural, mono-active, educationally
and professionally fragile, left-winged, he was actually referring to anything but
an intuitive, ordinary and apparently fossilized truth. Therefore, a
mathematical approach (such as the one suggested in the introduction), in
comparison with the former Prime Minister's power of synthesizing, becomes

redundant. Surely, Adrian Nastase was not in the position to state that his main
support was statistically linked with the percentage of orthodox and Romanian
people that had only some primary form of education, living in profound rural
spaces situated in Moldavia, Oltenia or Southern Valahia. Oversimplifying the
political discourse leads to fading the hues of the challenging electoral territory.
Rural Romania (as well as the urban one), lured to vote by the political parties’
main actors, is much more complicated , as the map of the spaial distribution
concerning the vote for the Deputy Chamber shows.

On the plain grey background of the poll for PSD and PUR, urban islands DA
Alliance biased emerge. However, at a closer look, what really surprises is the
opposition between Transilvania and the former Kingdom of Romania, which is
determined not by the absence or presence of cities in the landscape, but by
different visions of politics.

These visions can be categorized in five types of electoral option. All A and B
types show a strong orientation towards PSD+PUR, which is tightly connected
to the relative inaccessibility of urban innovation hubs, combined with the low
level of education. E and C types are clearly orientated towards DA Alliance (at
the elections for the Deputy Chamber in 2004), the latter being specific to the
urban entities in general. D type, omitted by Adrian Nastase in his speech, is the
,third Romania”: the Hungarian speakers that are and deeply spatially
concentrated, unpredictable and practicing ethnic poll since 1992, in the hope
of a better outcome. In addition to these main types, we could also tackle
cartographically relevant subtypes, present in areas of Northern Oltenia or
Central Dobrogea’s Plateau, where the absence of poll for the two main parties
is better explained by the presence of vote for PRM. Interpreting each class
profile is fairly easy to do. Roughly, if one variable on the chart is plus-orienated,
then it is over-represented in that territory, compared with the national
average. The negative direction stands for an under-representation.

The way in which these types occupy the map's space suggests the
simultaneous presence of several ,small countries”, strongly politically
polarized. Is this a statistical illusion or a spatial determinism of the vote ? The
spatial coincidence of the two variables (poor education and vote for PSD+PUR)
does not necessarily imply a cause-effect relationship. That is why we suggest a
less quantitative work hypothesis.

Ceasing to be a simple form of spatial accountancy, the present electoral
geography is less interested in how people vote and more inclined to explain the
way in which votes are organized on a territorial level. If the poll's mechanisms,
at the 2004 elections, are apparently simple to formalize, the chronological
dynamics of political options is much more difficult to identify. How can one
explain the lack of coherence in identifying with left or right wings, in the North-
East Development Region, at the Referendum from Maz 19" 2007 with the
social-democrats' status of traditional realm? Maz the right wing’s electoral
promises be more attractive in 2007 than they were in 2004?

In our opinion, this electoral intermezzo, foresees the possible cancellation of
easy predictions, centered on the vote organization in Moldavia. We have
drifted from a dual Romania in 2004 to a diverging local and regional interest
caught up in a mass of political webs, characterized by a sub-county trans-
scalarity®, which partially preserves the politically regionalized tendencies in
2004 (West-East opposition).

All the models of the nomothetic® geography were built in isotropic and
homogenous spaces, the various constraints (spatial roughness, natural
barriers, discontinuities) being introduced later in the formalization practice,
remaining somehow marginal. Therefore, the collective consciousness
associates Moldavia with a unitary territory, the protective FSN biased one,

[1] Transience — term
proposed by Alvin Toffler in a
series of books (The Third
Wave, Future Shock) that
conceptually synthesizes the
phenomenon of technologic,
social and cultural changes'
acceleration from the level of
the territories. The
modifications' rhythm induces
more and more visible changes
in the individual or groups’
spatial behaviors, manifested at
different levels (economical,
social or electoral), analyzable
at distinct spatial scales (local,
regional, national and so on).

[2] Trans-scalarity — in
mathematics, trans-scalarity
represents the property of
some objects to maintain a
constant shape at different
analysis scales. Borrowed by
geography, the notion suffers a
sensible meaning mutation. The
mathematical object transforms
into a geographic phenomenon
(in our example - the spatial
dimension of vote), while the
analysis levels are transformed
into spatial offcuts strictly
ordered from an administrative
viewpoint, juxtaposed just as
the Matryoska dolls.

[3] Nomotetic geography —
epistemological direction
developed in the period
following the Second World
War, which considers that the
mission of geography is to
explain the organization of
space by society, departing
from a formal quantitative
method and from a series of
stark premises — the space is
isotropic, homogeneous, the
individuals being endowed with
a perfect rationality, up to the
limit of unkindliness. In
opposition to this current have
occurred counter-directions
inspired by a mixed
philosophical fundament, that
converge to the actual
definition of geography as a
social science filled by
postmodernity.

159



160

(%) (d+INd) va ¢

osbiliyduy jeuiaul-gno-osiad).dyy - OUEINUd UM SpE(y

(%) 4nd + asd +

("uny) Ao

1S8S0j2 alf] O] BoUBISIP 8| €

(%) uoneanpa Aejusuialg 'z

(%) uoneanpe iouedns

1sa|qelep

5

¥#00¢ - sjuejiqeyu|

Leevel -

8880¢¢ -

eeozel

| siesn(o ay) Jo sayoid wnipspy

—
=
@
=

T
=2
o

«

<
=]
=i
=
c
S
9,

T
-
=
@
w
>
O
O
=]
=
=
=

«
e
o
o
U
=}
2,
&,
o
=
o
o
@
O
=t
o
-
5
=
o
=2
@
w

/002 pue $00Z usamiag sainlonJls |el0]da|e ueluewOoy 3yl JO aduaisued] ayl

NSNY nipuexaly ‘NSYNYodNL 861099 ‘y4NvO4q |auo]

while, in reality, the spatial tectonic imposes a mosaic of electoral behavior, of
different spatial intensity depending on the level of the approach. This is what
makes electoral geography a field of research seduced by trans-scalarity and by
the transiency of the territories, both embodied in the mutations of the political
structures of options.

The recent identity disintegration occults the landmarks, fractions the
monolithic preferences, thus probing the diffusion of a different electoral
practice model, diffusion correlated with the penetration of the alter-modernity
specific to the “performance generation”, of simulation and seduction, of lack of
consistency of the political discourse, of bets trivialization, shortly said linked to
the ad-hoc postmodernization of a vast territorial ensemble. Condensing even
more, we have in front a subject that should interest in the future any electoral
campaign staff.

The risk of the mathematical and statistical approach in geography resides quite
often in the formalized expressing of different banalities. It functions more as
an argumentative refuge, where the prestige of the scientific phraseology (e.g.
“statistical determination coefficient”) rejects in a subtle way the counter-
asrguments. In this presentation we didn‘t intend to explain the Romanian
population’s vote, an illusory problematic, but to model the electoral reality
from 2004 and 2007 through the filter of transience, the acceleration of the
modifications in the contemporaneous society. The difference between model
and explanation in geography is constructed departing from the opposition
between intention and capacity in the presumptuous scientific research. In
consequence we have managed to issue several interrogations in comparison
with the answers, the ambiguity of the maps being much more interesting than
their simple exhaustion through interpretation.



CRITICAL CONDITION:

Suntem confruntati cu serii indeterminabile de prejudecati, de la perceperea
statutului artistului, intelegerea conceperii si instalarii expozitiilor, pana la
receptarea intentiilor curatoriale. Sustinem puncte de vedere hotarate, uneori
fara echivoc, si criticam fara indoieli pozitii fata de care ne sustinem atitudinea
consecventa. Ne reconditionam sistemul de credinte in functie de reflectii

circumstantiale si contextuale si consideram ca judecam in cunostinta de
cauza. Tnsa atunci cand analizAm propriile noastre judeciti de consemnare la
asocierile personale de idei, realizam relativitatea accentuata a preconceptiilor
restrictive la propriile orizonturi de asteptare si la trasee nomade prin teritorii in
departarea carora se vad orizonturile altora.

We are facing some indeterminable series of prejudices that go from the
perception of the artist's condition and the understanding of the creation and
installation of exhibitions to the reception of the curatorial intentions. We
support categoric points of view, sometimes in no uncertain terms, and we
undoubtedly criticize positions towards which we maintain an unchangeable
attitude. Our system of beliefs is being reconditioned as a result of contextual
and circumstantial reflections and thus we think our judgement lies on a solid
foundation. But when analyzing our own thoughts of restraining the personal
associations of ideas we realize the accentuated relativity of the restrictive
prejudices that apply to our expectations and to the nomad paths across the
territories from where someone else's expectations are visible.

PREINICES

Portretului artistului Tn chip de

cercetator

Dieter LESAGE

Esti artist si asta inseamna ca esti un visator, un bufon. Asa gandesc unii. Scuza
perfecta ca sa nu dea atentie ideilor tale. Deci ce se intampla mai departe? Tu,
ca artist, 1ti pui ideile In proiecte pe care altii le expun in muzeul lor, in Kunsthalle
a lor, in spatiul lor de expozitie sau in galeria lor. Esti un ganditor. Si? De
reflectiile tale nu-i pasa nimanui. Tti asumi riscuri intelectuale. Faci speculatii pe
teme de probleme artistice, din punct de vedere critic esti tare. Esti un trecator
de granite. Nu-ti poti pune toate eforturile de cercetare intr-un singur tip de
probleme artistice. Si atunci iti interdisciplinarizezi gandirea. Legi reflectiile pe
care le faci. Tu ai spune altceva. Stiu. Ai spune ca lucrezi in cadrul studiilor
culturale. Tn cadrul carora, in lume, ai multi amici. Esti realizator de filme video,
dar si scriitor. Ai o revista, esti editor, dar organizezi si conferinte. Faci filme
video despre interviuri cu intelectuali. Organizezi conferinte cand prezinti o
revista, inserezi cadre din interviurile cu intelectualii In revista ta, organizezi
conferinte si esti gazda. Faci parte din acest mic think-tank, te plimbi printre cei
veniti la conferinta ta, vorbesti cu oamenii si-i intrebi daca vor sa contribuie la
reader-ul tau, esti editor si co-editor, esti coordonator de cercetare si co-
coordonator, co-editezi si co-ordonezi in permanenta. Vrei sa vina cititorii tai la
prelegerile tale, vrei ca participantii la conferinta sa-ti citeasca textele, ii inviti
pe cei care contribuie la reader-ul tau sa vina la conferinta ta, faci instalatii cu
filmele interviurilor. Cunosti oameni ca sa le iei interviuri si iei interviuri ca sa
cunosti oameni. Distribui fluturasi cu anuntul conferintei tale in barurile de
langa zgarie-norii unde te intalnesti cu cei pe care-i intervievezi. Cumperi carti
la méana a doua din talcioc, distribui fluturasi cu anuntul conferintei tale in barul
de langa Academie, unde te intalnesti cu o DJ-ita care distribuie si ea fluturasi,
Si-i povestesti despre un proiect la care intr-o buna zi ati putea lucra impreuna.
Faci fotografii cu biblioteca pe care ai construit-o din cartile cumparate din
talcioc, Tti eliberezi continentul de prejudecatile lui filosofice, Tti publici
fotografiile intr-o publicatie si esti conferentiar la conferinta la care 1i inviti pe cei
care au scris in revista ta. Inviti alti vorbitori sa vorbeasca dupa tine, tu esti
maestru de ceremonii si altcineva este vorbitorul, 1i intAmpini pe cei care au
venit la conferinta, faci prezentari. Faci arta si faci cercetare, cercetarea ta este
bazata pe practica si practica ta este manata de cercetare. Faci cercetari despre
conceptul de cercetare artistica, tu nu esti artist, zic ei, dar tu esti, de fapt. Faci
carti pe care-ti apare numele, iti trimiti cartile la oameni care scriu, le citezi
cartile si ei te citeaza pe tine, tu scrii despre ei si ei despre tine. Esti peste tot si
faci lumea sa se intrebe unde esti. Esti in strainatate, lucrezi pe unul din laptop-
urile tale, raspunzi la toate mesajele de e-mail, tii lumea la curent cu proiectele
tale de cercetare, faci tot timpul proiecte de cercetare. Tti iei bilete de avion de
pe net, chemi un taxi, iti duci bagajul voluminos plin de documentatie de

* Sursa originala a acestui text
este: D. LESAGE, ,,A Portrait of
the Artist as a Researcher”, in
A.C.A.D.E.M.Y., A. Nollert, I.
Rogoff, B. de Baere, Y. Dzievior,
C. Esche, K. Niemann, D.
Roelstraete (eds.), Revolver,
Frankfurt am Main, 2006, pp.
220-222. (Textul este publicat
si pe web la adresa:

http://
summit.kein.org/node/233)

Dieter Lesage este filosof,
scriitor, curator si critic belgian.
Detine un post de lector si
coordonator in domeniul
cercetarii la Departamentul de
Arte Audiovizuale si
Performative RITS
(Erasmushogeschool Brussels,
B), este membru al Biroului de
Cercetare al Asociatiei
Universitatii din Brussels,
membru al board-ului editorial
al publicatiei Afterall. A Journal
of Art, Context and Enquiry
(London-Los Angeles). Lesage a
publicat o serie de carti pe
temele nationalismului,
rasismului, multiculturalismului
si globalizarii. Articolele si
eseurile sale sunt publicate
intr-o larga varietate de jurnale
si reviste europene. Dieter
Lesage traieste in Bruxelles si
Berlin.
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cercetare de la taxi la avion. Lucrezi in locuri diferite. Te misti. Te misti de la un
atelier de discutii la altul, de la o conferinta la alta. lei alt taxi, dureaza ore
intregi sa-ti gasesti locul in Lisabona. Pregatesti o publicatie si negociezi cu cel
care o pune in pagina sa-ti tipareasca textul asa cum vrei tu. Distribui fluturasi
cu anuntul prezentarii publicatiei intr-un teatru unde te-ai dus la un
performance, distribui fluturasi care anuntda un performance pe un scenariu
scris de tine, care va avea loc la prezentarea publicatiei intr-o librarie, anunti o
alta prezentare a aceleiasi publicatii in alta librarie, le multumesti celor care au
venit la prezentare, le faci cunostinta celor pe care i-ai intervievat, i inviti la
performance. Organizezi expozitii, inviti lumea sa-si prezinte lucrarile, lucrezi
cu oamenii la prezentare, explici conceptul curatorial al expozitiei intr-o
declaratie de presa. Publici ca sa nu-ti dai duhul si-ti dai duhul pentru c-ai
publicat atatea. Scrii lucruri noi si re-scrii lucruri vechi. Urmaresti stirile. Faci
cercetari despre blues. Faci evaluari de tip peer review pentru reviste si revista
ta trece prin evaluari de tip peer review. Esti artist si asta inseamna ca ar fi
frumos sa intelegi mai bine tipul specific de cercetare in care esti implicat. Scrii
cereri pentru subventii, faci cereri de granturi de cercetare, si in oricare din
comisiile astea, iar siiar, sunt aceleasi persoane din mediul academic care habar
n-au despre cercetarea artistica. Organizezi dineuri pentru cei carora le faci
cunostintd, discuti la cina planuri de cercetare. Le ceri oamenilor sa contribuie la
catalogul tau, le explici cum lucrezi, le arati tuturor cum lucrezi. Le explici cum
functioneaza viata de artist. Le explici ca esti artist si asta iTnseamna ca esti un
visator, un bufon. Asa gandesc unii dintre cei cu care vorbesti. Scuza perfecta ca
sa nu dea atentie ideilor tale. Deci ce se intAmpla mai departe? Tu, ca artist, Tti
pui ideile in proiecte pe care altii le expun in muzeul lor, Tn Kunsthalle a lor, in
spatiul lor de expozitie sau In galeria lor. Esti un ganditor. Si? De reflectiile tale
nu-i pasd nimanui. Tti asumi riscuri intelectuale. Faci speculatii pe teme de
probleme artistice, din punct de vedere critic esti tare. Esti un trecator de
granite. Nu-ti poti pune toate eforturile de cercetare intr-un singur tip de
probleme artistice. Si atunci 1ti interdisciplinarizezi gandirea. Legi reflectiile pe
care le faci. Eu as spune altceva. Stii ce. As spune ca munca ta e caracterizata de
transdisciplinaritate. Ca impresioneaza prin varietatea metodologica. Remixezi
lucrarile altora, dar iti remixezi si lucrarile proprii. Esti foarte profund, dar ai si o
latura vulgara, care se complace In a face remarci scatologice. Glumeam.
Distribui texte printre vizitatorii expozitiilor tale. Consideri ca expozitiile sunt o
scuza pentru o publicatie — iar glumeam — chiar consideri o expozitie ca fiind o
publicatie in sine, consideri ca orice opera de arta este o publicatie. Curezi o
expozitie: e ca si cum ai edita o carte. Esti curator asociat la o expozitie: e ca si
cum ai fi co-editor la o carte. Participi la o expozitie de grup: e ca si cum ai
publica un articol. Participi ca membru al unui colectiv intr-o expozitie de grup:
e ca si cum ai fi co-autorul unui articol. Faci o expozitie personala, asta-i ca si
cum ai publica o monografie! Faci o expozitie personala la Tate Modern: e ca si
cum ai publica o monografie la Oxford University Press. Are si zapaceala asta o
ordine a ei. Hai sa explicam. Participi la o expozitie de grup la Tate Modern: e ca
si cum ai publica un articol intr-un jurnal de clasa A. Participi ca membru al unui
colectiv la o expozitie de grup la Tate Modern: e ca si cum ai publica intr-un
jurnal de clasa A un articol la care esti co-autor. Curezi o expozitie de grup la
Tate Modern: e ca si cum ai edita o editie a unui jurnal de clasa A. Esti curator
asociat la o expozitie de grup la Tate Modern: e ca si cum ai fi co-editor al unui
numar dintr-un jurnal de clasa A. Esti membru in comisia consultativa pentru o
expozitie de grup la Tate Modern: e ca si cum ai fi peer evaluator al unui jurnal
de clasa A. Esti directorul galeriei Tate Modern: e ca si cum ai fi editorul-sef al
unui jurnal de clasa A. Faci o expozitie personala la Tate Modern: e aproape
acelasi lucru cu prezentarea si sustinerea unei teze de doctorat. Care urmeaza a
fi publicata la Oxford University Press. Tot complicat e. Cum ramane cu jurnalele
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de clasa B? Daca ai clasa A, e musai sa ai si clasa B. Participi la o expozitie de
grup la Whitechapel: e ca si cum ai publica intr-un jurnal de clasa B. Participi ca
membru al unui colectiv la o expozitie de grup la Whitechapel: e ca si cum ai
publica intr-un jurnal de clasa B un articol la care esti co-autor. Curezi o
expozitie de grup la Whitechapel: e ca si cum ai edita un numar a unui jurnal de
clasa B. Esti curator asociat la o expozitie de grup la Whitechapel: e ca si cum ai
fi co-editor al unei numar dintr-un jurnal de clasa B. Esti membru in comisia
consultativa pentru o expozitie de grup la Whitechapel: e ca si cum ai fi peer
evaluator al unui jurnal de clasa B. Esti directorul galeriei Whitechapel: e ca si
cum ai fi editorul-sef al unui jurnal de clasa B. Dar n-am nimic cu clasa B, ma-
ntelegi? Ca doar sunt o gramada de jurnale care nu-s nici macar de clasa A, B
sau C, pricepi ce vreau sa spun? Pe urma, daca faci o personala la Whitechapel e
aproape ca si cum ai prezenta si sustine o disertatie de masterat. Care urmeaza
a fi publicata la Edinburgh University Press. E ca o publicatie adevarata, ce
mama ma-sii?! N-o fi ea nici de clasa A, nici de clasa B, dar conteaza. Conteaza
foarte mult, daca e s-o compari cu o expozitie la galeria nepoata-tii. Pentru ca
galeria aia nu-i nici macar de clasa C, dac-ai prins unde bat. E doar o galerie, si
ea e doar nepoata-ta, deci e prea aproape ca sa fie peer evaluator si-asa mai
departe. Asta inseamna sa intri in mediul academic. Sa ai oamenii aceia care se
cheama peers / colegi si care sunt complet obiectivi si care stiu cum sta treaba si
pot sa hotarasca daca lucrarile tale si cercetarea ta artistica sunt conforme cu
standardele stiintifice etc. Deci mai bine 1i multumesti lui Dumnezeu ca exista
colegi care sunt obiectivi si stiintifici si neutri si anonimi. Si deci mai bine i
multumesti lui Dumnezeu ca exista Universitatea, care te ajuta sa gasesti colegi
care sunt obiectivi si stiintifici si neutri si anonimi si competenti. Ca doar
Universitatea te academizeaza, cu ajutorul Domnului. Esti incapatanat, dar
Dumnezeu are rabdare. Si asa, incet-incet, esti academizat. Universitatea te
academizeaza pe tine, si Academia ta este academizata. Deci, slava Domnului
ca exista oamenii astia de treaba de la Cercetare si Dezvoltare. Multumescu-ti,
Doamne, ca exista petrecerile de la C.&D. la care esti invitat acum, si care te
mantuiesc de multii ani in care ai ascultat prea mult R&B pacatos. Acum mergi la
petreceri cu muzica obiectiva, cu bauturi neutre si conversatii stiintifice, ca sa
cunosti oameni anonimi. Acum faci parte din acest mic think-tank, din aceasta
platforma artistica, acest grup de cercetare, si deci te plimbi printre cei veniti la
petrecerile date de C.&D., si le oferi membrilor grupului tau de colegi cocteiluri
validate. Dar petrecerea e a dracu' de plicticoasa, iar tu te imbeti. Devii
provocator, folosesti un limbaj neacademic. Tl arati cu degetul pe presedintele
comisiei de cercetare. Ridici tonul, faci galagie. Faci prea multa galagie, omule.
Lumea incepe sa se simta jenata. Si in timp ce oamenii isi intorc privirea de la
tine, sorbind din cocktail-urile lor, le spui, cu un zambet amar pe fata: eu sunt
artist, iar asta inseamna ca sunt un visator, un bufon. Asa cred unii dintre voi.
Grozava scuza ca sa va doara-n cot de ideile mele. Deci ce se intampla mai
departe? Eu, ca artist, Tmi pun, dracului, ideile mele Tn niste nenorocite de
proiecte pe care altii le expun Tn porcariile lor de muzee, in rahatul lor de
Kunsthalle, in spatiul lor de sex-pozitie sau in galeria lor de méana a saptea. Sunt
un ganditor. Si? VA doare pe toti undeva de reflectiile mele. Tmi asum riscuri
intelectuale. Fac speculatii pe teme de probleme artistice, din punct de vedere
critic sunt tare. Sunt un trecator de granite. Nu-mi pot pune toate eforturile de
cercetare Tntr-un singur tip de probleme artistice. $i atunci Tmi
interdisciplinarizez gandirea. Leg reflectiile pe care le fac. Voi ati spune altceva.
Stiu. Ati spune ca n-am metoda. Ati spune ca amestec lucrurile. Dar metoda
mea este mixajul. Va invat eu cum sa construiti o masina? Nu. Asa ca nu ma
fnvatati voi cum sa lucrez ca artist. Pentru ca habar n-aveti de asta. Nu-mi
spuneti voi ca trebuie sa public, ca trebuie sa public mai des, unde sau cum sa
public. Eu public unde vreau, cand vreau si cum vreau. Nu-mi spuneti mie ca

sensul apare numai in text. Nu-mi spuneti ca fara un text scris despre lucrarile
mele, lucrarile n-au sens. Cuvintele nu detin monopolul sensului, pricepeti ce va
spun? Imaginile stiu sa vorbeasca. Deci, eu va dau voua imagini, iar voi imi dati
prostia asta de doctorat. Pentru ca imaginile mele propun ipoteze. Imaginile
mele pun intrebari. Imaginile mele fac istorie. Imaginile mele interpreteaza si
re-interpreteaza istoria. Imaginile mele apara premise. Imaginile mele
contrazic argumente. Imaginile mele critica conceptiile eronate. Imaginile mele
sunt comentarii. Imaginile mele sunt teze. Imaginile mele vorbesc la fel de mult
cat pot vorbi cuvintele. Si de aceea le spun tuturor celor care vorbesc in imagini:
ridicati-va! Ridicati-va Tmpotriva imaginii artistului ca visator. Ridicati-va
impotriva imaginii artistului ca bufon. Ridicati-va impotriva a ceea ce cred unii si
altii. Si obligati-i sa fie atenti la ideile voastre. Dar continuati sa va dezvoltati
ideile in felul vostru propriu. Dincolo de Academie.

Traducere de Sorana Lupu
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You're an artist and that means: you're a dreamer, you're a clown. That is what
some people think. It's a great excuse for not paying any attention to all the
thoughts you have. So what happens is that you, as an artist, put ideas into
projects that others will show in their museum, in their Kunsthalle, in their
exhibition space, in their gallery. So you are a thinker. You develop reflections
nobody really cares about. You take intellectual risks. You speculate about
artistic problems, you critically kick ass. You're a transcender. You cannot put all
your research efforts into one kind of artistic problems. So you
interdisciplinarize your reflection. You link the reflections you make. You would
say it differently. I know. You say you work within the framework of cultural
studies. Within which all over the world you have many buddies. You are a video
maker, but also a writer. You have a magazine, you're an editor, but you also
organize conferences. You make videos of interviews with intellectuals. You
organize a conference when you present a journal, you insert video stills of
interviews with intellectuals in your journal, you organize conferences and
you're the host. You're part of this little think tank, you walk around at your
conference, you talk to people and ask if they want to contribute to your reader,
you're an editor and co-editor, you're a research coordinator and co-
coordinator, you co-edit and coordinate all the time. You want your readers to
attend your lectures, you want your conference participants to read your texts,
you invite those who contribute to your reader to come to your conference, you
make installations with interview videos. You meet people in order to interview
them and you interview people in order to meet them. You distribute flyers
announcing your conference in the bars near the skyscrapers where you meet
people for an interview. You buy second-hand books on flee markets, you
distribute flyers announcing your conference in the bar next to the Academy
where you meet a DJ who's distributing flyers too, and you talk to her about a
project that one day you might work on together. You make photographs of the
library you made from the books you bought at the flee market, you liberate
your continent from its philosophical prejudices, you publish the photographs in
a publication and you're a speaker at a conference to which you invite people
who wrote for your journal. You invite other speakers to speak after you, you are
a master of ceremony and someone else is the speaker, you welcome the people
who came to the conference, you introduce people to one another. You're
making art and you're doing research, your research is practice-based and your
practice is research-driven. You're doing research on the concept of artistic
research, you aren't an artist yourself, they say, but yes you are. You make
books that bear your name, you send your books to people who write, you quote
their books and they quote you, you write about them and they about you. You

are everywhere and you make people wonder where you are. You are abroad,
you're working on one of your laptops, you're getting back to all your e-mail
conversations, you're updating people on your research projects, you're doing
research projects all the time. You buy flight tickets on the web, you call for a
cab, you wear your excess baggage full of research documents from the cab to
the plane. You work in different places. You move. You move from one workshop
to another, from one conference to another. You take another cab, it takes hours
to find your place in Lissabon. You prepare a publication and you negotiate with
the layouter to have your text printed the way you want it. You distribute flyers
announcing the presentation of the publication in a theater where you attend a
performance, you distribute flyers announcing a performance for which you
were the dramaturge at the presentation of the publication in a bookshop, you
announce another presentation of the same publication in another bookshop,
you thank people for being there, you introduce people you interviewed to one
another, you invite them to come to the performance. You organize exhibitions,
you invite people to present their work, you work with people on the
presentation, you explain the curatorial concept of the exhibition in an
announcement for the media. You publish in order not to perish and you perish
for having published too much. You write new stuff and you rewrite old stuff. You
watch the news. You're doing research on the blues. You're peer reviewing for
journals and your journal is peer-reviewed. You're an artist and that means it
would be nice to get some understanding for the specific kind of research you're




170

involved in. You write for subsidies, you apply for research grants, and in every
commission over and over again there are these academics who don't
understand a thing about artistic research. You organize dinner for people you
introduce to one another, you discuss research plans over dinner. You ask people
to contribute to your catalogue, you tell them how you work, you show them all.
You explain them the basic facts of an artist's life. That you are an artist and that
it means: you're a dreamer, you're a clown. That is what some of these people
think. It's a great excuse for not paying attention to all the thoughts you have.
So what happens is that you, as an artist, put ideas into projects that others will
show in their museum, in their Kunsthalle, in their exhibition space, in their
gallery. So you are a thinker. You develop reflections nobody really cares about.
You take intellectual risks. You speculate about artistic problems, you critically
kick ass. You're a transcender. You cannot put all your research efforts into one
kind of artistic problems. So you interdisciplinarize your reflection. You link the
reflections you make. | would say it differently. You know. | say your work is
characterized by transdisciplinarity. That it is impressive by its methodological
variety. You remix the work of others, but you also remix your own work. You're
very profound but you have a vulgar side too that indulges in scatological
remarks. Just kidding. You distribute texts to the visitors of your exhibitions. You
consider exhibitions as an excuse for a publication — kidding again — you even
consider an exhibition in itself as a publication, you consider every work of art as
a publication. You curate an exhibition: it's like editing a book. You co-curate an
exhibition: it's liking co-editing a book. You participate in a group exhibition: it's
like publishing an article. You participate as a member of a collective in a group
exhibition: it's like co-authoring an article. You make a solo exhibition, hey, it's
like publishing a monograph. You make a solo exhibition at Tate Modern: it's like
publishing a monograph at Oxford University Press. There's got to be some
method in this mess. So let's be more specific. You participate in a group
exhibition at Tate Modern: it's like publishing an article in an A-journal. You
participate as a member of a collective in a group exhibition at Tate Modern: it's
like publishing a co-authored article in an A-journal. You curate a group
exhibition at Tate Modern: it's like editing an issue of an A-journal. You co-curate
a group exhibition at Tate Modern: it's like co-editing an issue of an A-journal.
You are a member of the advisory commission for a group exhibition at Tate
Modern: it's like being a peer reviewer of an A-journal. You are the director of
Tate Modern: it's like being the editor-in-chief of an A-journal. You have a solo
exhibition at Tate Modern: it's almost like presenting and defending a Ph.D. To
be published at Oxford University Press. Still what a mess. What about the B? If
you've got an A, you've got to have a B too. You participate in a group exhibition
at Whitechapel: it's like publishing an article in a B-journal. You participate as a
member of a collective in a group exhibition at Whitechapel: it's like publishing a
co-authored article in a B-journal. You curate a group exhibition at Whitechapel:
it's like editing an issue of a B-journal. You co-curate a group exhibition at
Whitechapel: it's like co-editing an issue of a B-journal. You are a member of the
advisory commission for a group exhibition at Whitechapel: it's like being a peer
reviewer of a B-journal. You are the director of Whitechapel: it's like being the
editor-in-chief of a B-journal. And | don't mean to be negative about the B, you
know what I'm saying? Coz' there's lots of them journals that aren't even A, B or
C, dig it? Then to have a solo exhibition at Whitechapel is almost like presenting
and defending an M.F.A. To be published by Edinburgh University Press. It's like
areal fucking publication, man. Itain‘tan A, it's a B, but it counts. It counts a lot,
if you compare it to an exhibition in the gallery of your niece. Coz' that gallery
doesn't even have a C, if you know what | mean. It's just a gallery, and it's your
niece, so she's much too close to be a peer and all. That's what becoming
academic is all about. That you have those people who are called peers and who

are totally objective and who know the shit and who can determine if your
artwork and your artistic research meet all the scientific standards and all. And
so you'd better thank God for peers who are objective and scientific and neutral
and anonymous. And so you'd better thank God for the University who helps you
to find peers who are objective and scientific and neutral and anonymous and
competent. Coz' the University academizes you, with the help of God Almighty.
You're stubborn but God is patient. So slowly you're getting academized. The
University academizes you and your Academy is being academized. So you'd
better praise the Lord for all the good people at Research & Development. So
thank you God for the R&D parties to which you are invited now, and who
redeem you for all the years that you've been listening too much to sinful R&B.
Now you go to parties with objective music, neutral drinks, and scientific
conversations, in order to meet anonymous people. Now you're part of this little
think tank, this artistic platform, this network, this research group, so you walk
around at the parties of R&D, and offer validated cocktails to the members of
your peer group. But the party is just so fucking boring that you're getting
drunk. You're getting provocative, you're using unacademic language. You're
pointing at the president of the research commission. You're shouting, you're
getting loud. You're much too loud man. People are getting embarrassed. And
while they're looking away, sipping at their Bama on the Beach, you tell them
with a grim smile on your face: I'm an artist and that means: I'm a dreamer, I'm
a clown. That is what some of you guys think. It's a great excuse for not paying
any shitty attention to all the thoughts | have. So what happens is that I, as a
fucking artist, put fucking ideas into fucking projects that others will show in
their fucking museum, in their shitty Kunsthalle, in their sexhibition space, in
their gutter gallery. So | am a thinker. | develop reflections none of you really
cares about. | take intellectual risks. | speculate about artistic problems, |
critically kick ass. I'm a transcender. | cannot put all my research efforts into
one kind of artistic problems. So | interdisciplinarize my reflection. | link the
reflections | make. You would say it differently. I know. You say | don't have a
method. You say | mix things up. While mixing is my method. Do | tell you how
to construct a machine? No. So don't tell me how to work as an artist. Coz' you
don't have a clue. Don't you tell me that | should publish, that | should publish
more, that | should publish there, or publish then. | publish where | want, when
I want and how | want. Don't tell me that meaning only appears in text. Don't
tell me that without a written text on my work, my work doesn't have any
meaning. Words don't have the monopoly of meaning, you know what I'm
saying? Images can speak. So | give you images, and you give me that fucking
doctorate. Coz' my images develop hypotheses. My images ask questions. My
images write history. My images interpret and reinterpret history. My images
defend propositions. My images refute arguments. My images criticize
misconceptions. My images are comments. My images are theses. My images
speak as much as words can speak. And therefore to all those who speak in
images, | say: rize! Rize against the image of the artist as a dreamer. Rize
against the image of the artist as a clown. Rize against what some people think.
And make them pay attention to all the thoughts you have. But continue to
develop your thoughts your way. Beyond the Academy.
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However free, art is a field undermined by prejudice. From concept to
production, and from reception to critical judgment, the itinerary is constrained
by all sorts of conventions, theoretical and practical, of communication and
interpretation, according to the subject and form, to the temporal, spatial, or
linguistic adherence or to the ability to generate response and history. No one
can decide for certain what is prejudice and what is not without operating with
the prejudice of their own knowledge and of those who are had in view at the
moment of the discourse, based on the unity of interest. Therefore, having no
possibility to suspend my own subjectivity, | shall limit myself to a few examples
that have recently stirred my judgment on prejudice and its sanctions.

The % Gallery in Bucharest, August 2007. Common Playground, exhibiting
street art — graffiti, stickers, and stencils. The purpose was to convince the
public that these are not mere smears, but artin its own right, the kind that uses
panels, labels and has an opening day. It was meant to confirm, paradoxically,
against the purpose of the exhibition, that institutions remain the only place
where one should keep looking for art. Common sense, or some prejudice
bearing this name, was telling me that this project did not belong in a gallery or
museum, but in that space where it had been produced and where it would
produce meaning. A guided tour of the significant places in Bucharest would
have brought much more benefit to the cause. As would have done a
documentation. Or, more risky, a public order in a highly visible space that
would have resisted and flouted the revolution monument. And yet, neither the
artists nor the curator chose to go beyond their own inhibitions and eases. The
prejudices of the context and the theoretical discipline aborted the project.

The Venice Biennial 2007. Romania's stand and Erwin Kessler's comment
published in the 22 magazine: ,,P.S. And yet it was at the Biennial an exhibition
space called Romania, the only one without a flag actually. There isn't much to
say about what was happening there, except the words of the hostess, a wench
caught up in a cell phone conversation lamenting in the style of a Romanian
bucolic biennial: Come on, love, I'm bored out of my mind!”.

This is all that was said about Low-Budget Monuments. A postscript. A critical
judgment without any arguments, as arbitrary as the preferences of the taste
papillae. More that that, a value judgment on a project from the standpoint of a
reason exterior to it: the absence of the flag. What prejudices (or passions?)
can account for such an approach? The anarchic rejection of the present? The
obstinate nostalgia and longing for a lost paradise, one valid only figuratively,

descriptively and emotionally? As though the politically or socially committed
art did not derive from investigating the human, with its deviances; as though
art were denied the possibility of generating any other type of response except
for the beautiful, the sublime, or the ecstatic. Since Courbet's time, no one has
walked into an artistic space having this kind of expectations.

The National Museum of Contemporary Art in Bucharest. August 2007.
Exhibition displaying artworks by Ovidiu Maitec, Florin Mitroi, lon Nicodim and
lon Bitzan. The public is considered either omniscient, or inexistent. The
prejudice (or arrogance?) that explanations are out of place, because that
space is populated exclusively by the initiated. The only text that accompanies
the dozens of works crammed together tighter than the sofas displayed at the
“Elvila” furniture showroom states that the exhibition is an invitation addressed
to the autochthonous experts to reconsider artists that had been neglected
after 1989. | had never heard until then of exhibitions dedicated exclusively to
specialists. As | had never heard of national institutions expecting experts
outside the institutions to come up with studies meant to restore and re-
legitimatize those artists who are representative for the particular period in the
art history that the museum itself is illustrating. There is the prejudice that the
responsibility of a curatorial endeavor is confined to the here and now, without
turning the past into an issue, without generating the future.
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The “Periferic” Biennial, lasi, 2006. Having a solid educational component, the
biennial organized a series of meetings and workshops with the art students, as
part of a project conceived by the H'arta group in Timisoara. The Vector group,
the organizer of the Biennial, is constantly working with the students in lasi and
with the local communities. Nevertheless, there was no educational program
targeting the public, during the event or between events. However provincial, |
think this public would respond to clearly formulated democratic proposals of
active engagement. The self-sufficiency of the event and of the language it
makes use of is also the symptom of prejudice, one that is looking suspiciously
upon a visually innocent audience, supposedly in search of a good time.
Nevertheless, this audience needs education as badly as students do. The
development of the local artistic platform is consubstantial with the
emancipation of the public it addresses; the way things stand, the social tissue
will always be unprepared to absorb the offer of art graduates, who, despite
their meteoric presence at the biennial, will be eliminated on the real market.

I could probably find relevant examples anywhere else. Yet | think that
analysing the local context proves more necessary than referring to situations
with less known causes. In our country, contemporary art is still raising
suspicions. Marginalized due to poor financing and poor visibility, afflicted by
the absence of continuity strategies and without the articulation of a clear-cut
position, it barely manages to survive. Letting aside any theories genuinely put
to use or distorted by clichés and prejudice, many questions could find their
answer in the following dialogue, overheard recently at an art auction: “For
whom are we making this museum, Annie? Is it for those who are buying, or for
those who are pouring the champagne?” Annie wasn't very quick to answer ...

London, October 16" 2007

Arta si prejudecata —

o coproductie 1002 RO

Simona NASTAC

Oricat de liber, arta este un teren minat de prejudecati. De la concept la
productie, si de la receptie la judecata critica, parcursul este constrans de tot
soiul de conventii, teoretice si practice, de comunicare si interpretare, in raport
cu subiectul si forma, aderenta Tn timp, spatiu si limbaj ori potentialul de a
genera raspuns si istorie. Nimeni nu poate afirma fara dubiu ce e prejudecata si
ce nu, fara sa opereze, inevitabil, cu prejudecatile cunoasterii proprii si cu ale
celor la care face apel in momentul discursului, pe baza unitatii de interes. De
aceea, fara posibilitatea de a-mi suspenda subiectivitatea, ma voi limita la
cateva exemple care mi-au antrenat recent judecata despre prejudecati si
sanctiunile lor.

Galeria % din Bucuresti, august 2007. Common Playground. Expozitie de street
art — graffiti, stickers si stencils. Pentru a demonstra publicului ca nu sunt
mazgaleli, ci arta cu acte in regula, pe simeze, cu eticheta si vernisaj. Pentru a-i
confirma, paradoxal, impotriva scopului expozitiei, ca arta trebuie cautata mai
departe numai in institutii. Bunul simt, sau una dintre prejudecatile cu numele
asta, Tmi spune ca locul acestui proiect nu era in galerie sau in muzeu, ci acolo
unde a fost produs si unde produce sens. Un tur ghidat in locurile relevante din
Bucuresti ar fi adus reale servicii cauzei. O documentatie — asemenea. Sau, mai
riscant, o comanda publica intr-un spatiu cu vizibilitate, care sa reziste si sa dea
cu tifla monumentului revolutiei. Nici artistii, nici curatorul, nu si-au depasit insa
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propriile inhibitii si comoditati. Prejudecatile contextului si disciplina teoretica
au avortat proiectul.

Bienala de la Venetia 2007. Pavilionul Romaniei si comentariul lui Erwin Kessler
din revista 22: ,P.S. Desi singurul pavilion fara drapel, la Bienala exista un loc
de expunere numit Romania. Despre ceea ce se intampla acolo, putine lucruri
sunt de adaugat cuvintelor supraveghetoarei, o fatuca prinsa de-un mobil, ce se
tanguia cu limba de bienala mioritica: Hai lubi, ca ma plictisesc de moarte!”.
Atat despre Low-Budget Monuments. Un post-scriptum. O judecata critica fara
argumente, la fel de arbitrard ca agreabilul papilelor gustative. Tn plus, o
judecata de valoare asupra unui proiect, din perspectiva unei ratiuni exterioare
lui: absenta steagului! Ce prejudecati (sau pasiuni?) pot alimenta o asemenea
abordare? Rezistenta anarhica la prezent? Nostalgia obstinata dupa un paradis
pierdut, valabil numai daca figurativ, descriptiv si emotional? Ca si cum arta
angajata politic sau social nu deriva din investigatia umanului, cu derapajele lui;
ca si cum i se refuza artei posibilitatea de a suscita un alt tip de raspuns decat
frumosul, sublimul sau extazul. Nu intri cu asemenea asteptari intr-un spatiu de
arta, de la Courbet incoace.

Muzeul National de Arta Contemporana din Bucuresti. August 2007. Expozitia
Ovidiu Maitec, Florin Mitroi, lon Nicodim si lon Bitzan. Publicul este considerat
ori omniscient ori inexistent. Prejudecata (sau aroganta?) ca explicatiile n-au
sens, pentru ca numai cei initiati calca pe-acolo. Singurul text care insoteste
zecile de lucrari inghesuite, mai strans decat canapelele la ,Elvila”, sustine ca

expozitia este o invitatie pentru expertii autohtoni de a reconsidera autori
neglijati dupa '89. N-am auzit pana acum de expozitii numai pentru specialisti.
Dupa cum, n-am auzit de institutii nationale care asteapta de la experti din
afara institutiei studii care sa recupereze si sa re-legitimeze artistii semnificativi
pentru o perioada din istoria artei pe care chiar muzeul o reprezinta.
Prejudecata ca responsabilitatea unui demers curatorial se limiteaza la aici si
acum, fara sa problematizeze trecutul, fara sa genereze viitorul.

Bienala Periferic de la lasi, 2006. Cu o solida componenta educationala, bienala
a desfasurat o serie de discutii si workshop-uri cu studentii la arte, in cadrul
proiectului grupului H'arta din Timisoara. Grupul Vector, organizatorul Bienalei,
lucreaza in mod sistematic cu studentii din lasi si cu comunitati locale. Totusi,
nici pe durata evenimentului, nici Tn perioadele intermediare, n-au existat
programe educative pentru public. Un public care, oricat de provincial, ar
raspunde — cred — unor propuneri democratice de angajare activa, formulate
clar. Autosuficienta demersului expozitional si a limbajului in care este
comunicat da seama tot unor prejudecati, care privesc cu suspiciune o audienta
inocenta vizual, In presupusa cautare de divertisment. Aceasta audienta are
nevoie de educatie, insa, tot atat de mult cat studentii. Dezvoltarea platformei
artistice locale este consubstantiala cu emanciparea publicului caruia i se
adreseaza; altfel, tesutul social va fi mereu nepregatit sa absoarba oferta
absolventilor la arte, prezenti meteoric la bienala, eliminati insa pe piata reala.

As gasi, probabil, exemple relevante oriunde n alta parte. Consider, insa, ca e
mai necesara analiza contextului local decat referinta la situatii ale caror
determinari raman mai putin cunoscute. La noi, arta contemporana e inca
suspecta. Marginalizata prin subfinantare si subexpunere, prin lipsa unor
strategii de continuitate si articularea unei pozitii distincte, rezista la limita
subzistentei. Dincolo de orice teorii puse genuin la lucru sau alterate de clisee si
prejudecati, multe intrebari si-ar gasi o solutie in dialogul urmator, auzit recent
la o licitatie de arta: ,,Annie, pentru cine facem noi muzeul asta? Pentru cei care
cumpara, sau pentru cei care toarna sampanie?” Annie nu s-a grabit cu
raspunsul...

Londra, 16 octombrie 2007
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Prejudicii ale judecatii de confruntare.

Dramatizare dupa o discutie pe marginea unei expozitii contrariante:
Documenta 12, Kassel
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Catalin Gheorghe (C.G.): Cel mai mare eveniment de arta contemporana de
anul acesta, Documenta 12 (Kassel, Germania) pare sa fi dezamagit si uimit
multa lume. Considerat a fi evenimentul care ar trebui sa sintetizeze si sa
prezinte cele mai interesante productii de arta promovate pe scena mondiala
intr-un ciclu de 5 ani, cea de-a 12-a editie Documenta a surprins prin abordarea
curatoriala si manipularea pozitiei publicului.

Prima reactie este, intr-adevar, aceea de nemultumire, de frustrare alergica la
reductia discursului si apel la ,jocul liberelor asocieri” pe baza unui oarecare
neo-kantianism resuscitat. Tnsd se pare cd majoritatea recenziilor ignora
,declaratiile de intentie” ale directorului si curatoarei expozitiei.

Cristian Nae (C.N.): Da, conceptul de ,migratie a formei”, care pare sa fi fost
central in constructia discursului curatorial, a ajuns, dupa cum se stie, sa fie
acuzat ca ar masca lipsa de decizie sau chiar incoerenta unui plan curatorial
limpede, si a fost justificat prin renuntarea la ,tirania curatorialda” si iesirea din
logica curatorului-autor, initiata, sau cel putin impusa, de altfel, chiar de
Szeeman — la Documenta 5. Numai ca nu ,,haosul” (sau lipsa de forma) este cel
mai problematic aspect al Documentei 12 — sa ne reamintim ca Szeeman insusi
oferise o deschidere nemaiintalnita a granitelor inter-generice ale artei sfidand
multe gusturi, si discuta intr-un interviu cu Hans-Ulrich Obrist despre conceptul
sau curatorial in termeni de ,,haos controlat”. A califica, prin urmare, drept ,,0
catastrofa” Aue-Pavillion pentru ,spatiile sale nedivizate” si pentru faptul ca
,Nimic nu arata bine in el”, cum o face Holland Cotter pentru publicul american
larg, dar a recunoaste totodata idiosincrazia curatoriala si caracterul conceptual
si social angajat al Documentei e contradictoriu — pana la un punct, cel al
argumentarii curatoriale a potentialului estetic al artei, pe care as vrea sa-1 pun
mai tarziu in discutie. Dincolo de ,,poverismul” estetic al lucrarilor, multe voci au
fost insa vizibil iritate in special de ,,ezoterismul” idiosincrazic (si prin urmare,
greu de negociat public) al selectiei. Cred ca nu este insa vorba doar de
idiosincrazie, ci si de un discurs curatorial excesiv de orientat interogativ, care
mizeaza in acelasi timp pe chestionarea formei si pe activarea potentialului sau
socio-politic performativ. Ceea ce conduce la o continua fragmentare a
perceptiei si lecturii expozitiei in termenii unui ansamblu sau angrenaj discursiv.

C.G.: Expozitia mai curand pune probleme, decéat rezolva expectantele
vizitatorului de a experimenta proiecte de exceptie. Chiar ne intrebam despre
dispunerea discursului in functie de posibila (re)construire a spatiului
expozitional ca laborator al diferitelor tratamente ale perceptiilor.

C.N.: La nivelul expunerii in spatiu, logica curatoriala a functionat dupa parerea
mea rizomatic si (auto)reflexiv, in maniera unui dispozitiv conceptual mobil,
conturat de cele trei planuri anuntate: educatie, modernitate, viata sociala.
Exista limpede relatii de proximitate spatiala intre lucrari aflate in planuri
diferite, angrenate prin contiguitate: relatii intre potentialul estetic al formei ca
factor educativ-transformator si explorarea ,chirugicala” a ,vietii ca atare”,
ntre modernitatea ca forma artistica si educatia estetica ca proiect etic, intre
conditiile politice care descriu gesturi ale ,,vietii nude” si modernitatea ca istorie
sau Intre modernitatea ca construct politic si efectele sale sociale. Fiecare
relatie moduleaza astfel un alt aspect al modernitatii, o alta functie a esteticii,
un alt palier al vietii sociale. Tn plus, daca multe relatii intre lucrari se stabilesc
pur formal, altele se stabilesc intre forma si tematica sau discursul altei lucrari,
iar altele sunt pur tematice sau discursive. Analogia — si nu doar cea formala —
devine aici un operator istoric care sfideaza logica construirii unei naratiuni
totalizatoare. $i doar in acest fel pot justifica imprecizia unui discurs artistic
amorf, In continua formare, la nivelul experientei spatiului.

C.G.: Tratamentul postmodern al conceptului ?i instalarii lucrarilor poate fi
folosit In favoarea argumentului ca s-a pastrat o atitudine contemporana
solicitata de marea majoritate a publicului profesionist. E adevarat ca multe
dintre lucrarile selectate au fost instalate In expozitie pentru a flata intelegerea
despre arta a unui public mai extins si mai circumspect la experimentele
reflexive ale artei contemporane.

Auepavillion

Alice Creischer Mach doch
heute Lobby, 1998-2007

© Photos: Julia Zimmermann /
documenta GmbH
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C.N.: E adevarat, insa in privinta raportului dintre estetica si politica,
problematica Tmi pare, in contextul amintit, justificarea intregii antreprize prin
apel la conceptul de globalizare — care ramane in opinia mea un orizont esential
al discursului curatorial, si Tn cadrul sau (prin natura conceptului, vag) se
genereaza relatiile conceptuale dintre lucrari si se produce un discurs. Pasul
curatorial riscant in acest cadru este tocmai cel al manierismului, la care se
ajunge prin aplicarea unei ,retete” a eclectismului, indeciziei si fragmentarii Tn
cadrele unui discurs multicultural despre post-colonialism care isi comenteaza
si negociaza constant fundamentele. A vorbi fragmentat despre fragmentare.
Analiza post-coloniala risca sa devina din atitudine reflexiva o simpla forma, iar
acumularea intertextualad de referinte postcoloniale devine obositoare — si in
cele din urma redundanta. Concret, ma gandesc chiar la o buna parte din Neue
Gallerie, In care investigatia Andreei Geyer asupra modularii ideologice si
manipularii relatiei discurs-imagine-reprezentare este realmente sufocata,
spre exemplu, de interpretarile miturilor traditiei si originii nationale
desfasurate cu cinica ironie intertextuala de Juan Davila, impreuna cu analiza
discreta a raportului modernitate si traditie la Anne Pootoogook si cu instalatiile
lui Churchill Madikida sau Kanwar Amar. A transforma asadar atitudinea in
forma, ca sa raman n perimetrul lui Szeeman, despre care aminteam, tinde sa
reifice forma. Exact contrariul a ceea ce par a-si fi dorit, de altfel salutar,
curatorii — sa exploreze potentialul politic si etic al formei, sau sa o transforme in
atitudine.

C.G.: Desi directorul artistic al Documenta 12, Roger M. Buergel, vorbeste
despre dorinta sa de a crea un teritoriu al ,,conectarii” umane, simbolizate prin
diferite utilizari vizuale ale texturilor innodate si interconectate, expozitia e un
melanj indistinct de forme Tncapatinate care ti se opun ermetic, arogante in

propria lor auto-distribuire si auto-suficienta. Desenele persane si portelanurile
chinezesti, tesaturile si mobilierul raspandite printre lucrarile moderniste arhi-
cunoscute agraveaza statutul expozitiei prin crearea unei discontinuitati
gratuite intre intelegerea artei ca manufactura deco-utilitara si raspunderea
istorica a artei ca forma de exprimare a creativitatii, indiferent de
incomprehensibila.

C.N.: As mai avea inca o observatie cu privire la explorarea potentialului politic
si etic al formei — mi se pare extrem de lucida observatia conform careia efectul
final al ,,indistinctiei” lucrarilor individuale ce par a se anihila reciproc, precum si
al selectiei multor nume in afara celor consacrate si asteptate (o prejudecata
extrem de larg raspandita cu privire la rolul Documentei insasi), este acelade a
redefini ideea unui big show — si nu unul oricare, ci un eveniment de anvergura
globala, care nu este totodata limitat de provenienta artistilor. Spre exemplu,
monumentalitatea operei, este fragmentata in favoarea parcurgerii confuze si
nedirectionate a spatiului, iar individualitatea artistului trebuie reconsiderata
individual de catre fiecare vizitator. O exceptie notabild o constituie, desigur,
lucrarea lui Alan Sekula, dar chiar si aceasta este un element cheie in ceea ce
vreau sa spun: construieste un monument bidimensional, utilizdnd imaginea
fotografica drept instrument de mediatizare a reprezentarii, si a expune fara
emfaza si Incarcatura ideologica potentialul critic al muncii, prin imagini de o
simplitate alegoricd. De asemenea, am in vedere utilizarea absentei n
~-monumentul” de-construit de Ai Weivei, un templu reconstruit din usi si
ferestre ale unor case traditionale chinezesti demolate: spatiile goale ale formei
devin marturie a spatiului de locuire distrus, si Ti conserva memoria culturala la
nivelul relatiei actuale cu viata sociala si formalizarile sale politice.

C.G.: Interesant este felul in care estetismul functiona ca interfata pentru
diferite naratiuni de ,,poetica simbolista” ori de ,,politica a excluderii”.

C.N.: Cu precadere atunci cand parcurgi spatiile ,muzeale” ale Documentei,
lipsa de stil a ansamblului reclama conturarea unui gust ca atitudine etica — si
miza sa devine astfel construirea de sine. Poate ca aici se poate asadar salva
reificarea formei de care vorbeam mai Tnainte: o expozitie grandioasa prin
amploare, care nu prezinta insa nimic spectaculos in termenii reprezentativitatii
— atat in sensul sau electoral cat si in cel al identitatii nationale. Dupa cum
constata Victor Misiano, este, asadar o reflectie asupra modernitatii, lecturata
formal. lar modernitatea este sistemica si hegemonica; totalizatoare si
autoritara.

Cred ca aceasta, si in special, ideea ,,artei majore”, este una din expectantele
cele mai raspandite care au fost inselate prin eclectismul selectiei, altfel spus,
prin indistinctia stilistica si geografica a artistilor. Pur si simplu, acest concept nu
are aici sens — si este deliberat subminat. Tn plus, Charles Esche, unul din
editorii publicatiei Afterall, a observat de asemenea existenta indubitabila a
unui proiect curatorial — deliberata intentie de a construi o istorie a artei
alternativa ca instrument politic, opusa unei globalizarii directionate prin
autoritatea artei americane. La nivel teoretic, in special atunci cand citesti
expozitia prin intermediul catalogului, proiectul exista. Desigur, problema
majora ramane cea a reusitei concretizarii sale, si a strategiilor utilizate pentru
a nu repeta logica centralizata si dominatoare presupusa a fi destabilizata prin
travaliul asupra reprezentarii istorice a artei.

Ma intreb daca proiectul are o miza de critica institutionala sau releva un elitism
snob.

C.G.: Poate un experiment elitist cu puseuri inconstiente de autocritica.
Teoretic vorbind, evenimentul e setat dintr-o perspectiva postmoderna,
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respectiv de recuperare istorica si reinterpretare contemporana a unor lucrari
de arta din secolul 14 pana in zilele noastre. De pe o anumita pozitie post-
colonialista, Roger M. Buergel si Ruth Noack au ,colectionat” si au ,instalat” o
serie rizomatica de obiecte intelese artistic, care ar incerca sa scurt-circuiteze
constiinta culturald vizuala a Occidentului. Practic vorbind, expozitia e un
inventar circumstantial de lucrari din toate timpurile istoriei artei oficiale si
alternative, prezentate muzeal si ambiental fara nici o logica argumentativa,
intr-o imperfecta ordine a sensibilitatii cunoscatoare (pour le connaisseurs).

C.N.: Ai sustinut o posibila interpretare in termenii unei tendinte critice a

cabinetelor de artist si a logicii muzeale a display-ului — te gandeai Tn mod
specific la relatia dintre lucrarea lui Sakarin Krue-On, Terraced Rice Fields si
Schloss Willhemshoéhe. La fel de subtil-voita poate fi si relatia dintre referintele
la Rubens si Bruegel cel Batran prezente in lucrarea Soniei Abian Rose, The
Concentration Camp of Love si expozitia maestrilor olandezi care exista in
aceea perioada in muzeul Schloss Willhemshohe. Este clar ca muzeul devine un
motiv central, care orienteaza atitudinile fata de discursul fiecarei lucrari. Si
probabil ca una din prejudecatile ce inconjoara critica institutionala se
perpetueaza sub forma unei des exprimate reticente cu privire la miza unor
,,100 zile de muzeu”.

Prejudecata in cauza este cea a deconstructiei institutiei muzeului — pe care
orice explorare critica o intareste atunci cand nu fii utilizezi propriile arme,
precum Andrea Fraser, de pilda, ci, dimpotriva, tinzi sa il refuzi in bloc sau prin
ecifice. Douglas Crimp a crezut, spre exemplu, ca fotografia marcheaza sfarsitul

intermediul unui mediu sau practici artistice specifice. Douglas Crimp a crezut,
spre exemplu, ca fotografia marcheaza sfarsitul muzeului ca istorie
monumentala si arhivisticd — ca mausoleu. Nu a fost cazul. Dar acelasi critic
observa ca in genealogia sa, muzeul s-a dorit initial a fi un laborator pentru
public: o academie, In sensul sau antic, si nu un mausoleu al istoriei. Asa as
explica revizitarea acestei forme de catre Bruegel si Noack, precum si prezenta
(sugeratd) a ,,cabinetelor de curiozitati” construite in Schloss Willhemshohe si
chiar in anumite segmente din Neue Gallerie.

Tn fapt, nu creditez muzeul a fi aici mai mult decat o forma ce gestioneaza

comportamentul publicului fatd de arta, prin care istoria artei insasi este
explorata si mai ales, semnificatia sa ca istorie, relatia sa cu prezentul. Mai ales
ca una din neclaritatile starnite a fost legata de o prejudecata cu privire la
termenul de ,,contemporan” alaturat artei, inteles in sensul celui de ,,modern”,
drept cel mai recent. Documenta ar promova prin urmare arta recenta.
Revizitarile nu intrd in acest perimetru. Tntalneai insa lucrari ale avangardei
conceptuale europene a anilor saptezeci, revizitari ale esteticii grupului Gutai,
Hokusai, carpete iraniene de secol optsprezece si miniaturi indiene mogule de
secol saisprezece. Si cred ca tocmai aici sta invitatia la un ,,laborator” al relatiilor
politice dintre estetica si viata socialda, care trebuie sa implice atitudinea
reflexiva a publicului fatd de propria sa relatie cu arta. De aici incolo, totul
depinde de creditul pe care il oferi unei asemenea ,experiente private”, la
granita dintre reflectie socio-istorica si hedonism estetic.

Hokusai KATSUSHIKA -
model draft from: Banshoku
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C.G.: Prezentata mai curand ca ,spatiu al experientei si al explorarii”, ca ,,un
camp de forta in care ar trebui sa se scufunde publicul”, ca ,,spatiu al posibilitatii
contemplarii”, decat ca un mediu al reflectarii si criticii analitice a diferitelor
realitati globale, Documenta 12 poate fi vazuta ca o expozitie pretioasa si
oarecum malitioasa. Pretentia organizatorilor de a instala lucrarile fara nici un
text explicativ, intr-un joc formal si modernist al asocierilor libere intre
compozitii, culori si materialitati, pune publicul intr-o situatie delicata,
explotandu-i sensibilitatea receptiva si conditionandu-I sa traiasca o experienta
estetica limitata la placerea de a privi. Cele foarte putine lucrari care incearca sa
medieze un continut, suntin mare parte documentari ale unor actiuni din istoria
recenta a artei. Desi unele lucrari prezinta diferite actiuni artistice care ar
implica participarea publicului, In expozitie e epurata orice forma de inter-
activitate. Noile tehnologii aplicabile artistic sunt si ele mult mai putin utilizate
decat ar fi determinate de evolutiile tehnologice din ultimii ani. Malitiozitatea ar
veni din pozitia detasata a directorului si curatorului evenimentului de a forta
publicul sa solicite metodele simulate de educatie artistica puse la dispozitie de
tururile ghidate. Daca nu intelegi marea arta clasica si modernista, traiesti intr-
o alta lume, iar Documenta iti deschide o usa catre un exemplar ,cabinet de
curiozitati” care te-ar incredinta fenomenologic unei lumi uitate. Nu mai ai de-a
face cu lumea ta problematica, ci devii un vizitator al unei lumi pe care nu ai
trait-o panaacum.

C.N.: Reticenta curatoriala cu privire la implicarea ,directa” a publicului se
perpetueaza in spatiul-laborator al platformei educationale, indeniabil oferit
atat de catre lunch lectures, cat si de vizitele ghidate si spatiile destinate
discutiei, fiind insa pasibil de o forma aroganta de elitism, pe care tu o semnalai
prin absenta voluntara a textelor de insotire a lucrarii in spatiul expozitional
propriu-zis. Optiunea pentru ,intalnirea directd” cu opera de arta suspenda
directionarea conceptuala a experientei estetice pentru o mediere colectiva in
cadrul vizitelor ghidate. Nimic rau in aceasta din punctul meu de vedere, numai
ca nu este vorba de o libertate performativa a publicului fata de lucrari, o
libertate a utilizarii/reprocesarii/ reconstructiei lucrarii in sfera privata si in cea
sociala. Nici vorba de a transforma interactiunea dialogica a publicului intr-o
forma, in sensul esteticii relationale. Astfel, justificarea sa oferita de tandemul
Bruegel-Noack prin libertatea interpretativa acordata publicului mi se pare a fi
nefericita, dand curs acuzelor de demagogie, in mare parte provenite din
suspectarea dezvoltarii unui cinic sistem de marketing care, desi sub o forma
»deschisa”, continua sa se perpetueze prin constrangerea publicului de aintrain
,<academia Documenta”.

C.G.: M-am intrebat si eu daca publicul e tratat ca vizitator (ca oaspete) sau ca
participant (ca familiar). La un moment dat am avut impresia ca, in dorinta
directorului si curatorului de a invata oamenii cum sa se descurce cu informatia,
asa cum sunt invatati adolescentii cum sa utilizeze ,,google”-ul, au lansat
accesul la diferite instrumente de recuperare a informatiei, de la catalog si
ghidurile pe baza de iPod la sansa pe care ar fi avut-o spectatorii de a deveni ei
insisi mediatori auto-reflectand la propriul lor potential de a intelege arta si a
exprima judecati de cunoastere circumstantiala si judecati de valoare relativa.

C.N.: Explorarea potentialului estetic al unei ,educatii” Tmi pare o optiune
riscanta, cel putin din punctul de vedere al umanismului si idealismului sau.
Spre exemplu, observatiile lui Peter Dittman, re-articulate de Jenniffer Allen in
Artforum, sesizeaza contradictiile discursului lui Bruegel: a vorbi despre
,mediatori” pentru a evita pozitia expertizei, dar, In acelasi timp, a sustine o
forma de monopol asupra ,tururilor ghidate” si a genera un aflux de vizitatori
printr-o strategie de marketing simpl&a, mascata de ideea ,educatiei estetice”.

Tn privinta acestei chestiuni a ,,educatiei estetice”, Bruegel si Noack mizeaza pe
un soi de sensus communis ca garantie a unui nou iluminism (a denumi fara
ironie spatiile de discutie ,,circles of enlightment” e cel putin curajos). lar acesta
devine un spatiu comun, infra-ideologic, de negociere al diferentelor
contextuale si a problemelor sociale si politice.

C.G.: Faceam parte dintre vizitatorii grabiti care nu dispuneau de timpul
solicitat de lucrarea lui Ai Weiwei de a reflecta in acele ,,cercuri ale iluminarii
pedagogice” create de scaunele instalate in diferitele spatii expozitionale. Era o
instalatie cam pretioasa, dar functiona. Tn acord cu incercarea lui Bruegel si
Noack de a emancipa limbajul artistic de discursuri, deschizand astfel noi canale
de inter-comunicare de la egal-la-egal cu lucrarea de arta.

C.N.: Cum sa justifici insa un nou iluminism? Cred ca aceasta este posibil,
pastrandu-ne in cadrele diferendului si ale sublimului, ale distantei care se
creeaza prin dialog n spatiul dintre reprezentari, precum si in interstitiul
constiintei de sine speculative — altfel spus, in termenii aparitiei, survenirii sau
ad-venirii celuilalt, ca prezenta a absentei. Si as incerca aici sa explic aceasta
posibilitate raportandu-ma la aceasta lucrare a lui Ai Weivei, Fairytale: o
poveste singulara despre globalizare si traditie, care se naste in orizontul
marilor istorisiri.

Colectia sa de scaune chinezesti istorice, care ,primeste” ospitalier vizitatorii
europeni ai expozitiei ca spatii de discutii si reflectie, este complementata de
absenta fizica a populatiei de chinezi pe care i asteapta si care transgreseaza
spatial si fizic frontierele tarii si locuiesc tacut orasul: un schimb intercultural
discret, atat concret cat si metaforic, ce dobandeste insa un potential critic
formidabil, discutand limitele globalizarii prin evidentierea absentei — prezenta
invizibila si ubicuizata a diferendului cultural, in relatie cu prezenta publicului in
fata unei absente (concrete, a prezentei fizice). Pe de alta parte, basmul la care
face aluzie lucrarea sa, poate deveni aici, indirect, Tnsasi istorisirea iluminista,
care, desi a devenit o ,poveste”, o ,fabuld” cum spunea Nietzsche, ramane
mostenirea noastra. Si trebuie sa gasim o modalitate de a o impartasi si nu doar
de aorefuza, pradailuziei ca este suficient sa declaram falimentul iluminismului
pentru a fi la adapost de pericolele sale ideologice. lar aceasta posibilitate sta
tocmai in imposibilitatea surprinderii sale totale, si in capacitatea noastra de a
ne lasa surprinsi de ceea ce nu intelegem.
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Catalin Gheorghe (C.G.): The greatest contemporary art event of the year,
Documenta 12 (Kassel, Germany), seems to have disappointed and startled
many people. Regarded as the event that should synthesize and present the
most interesting artistic productions promoted on the international scene in a
five year cycle, the 12" edition of Documenta surprised by its curatorial
approach and the manipulation of the public's position.

Indeed, the first reaction is one of discontent, of allergic frustration to the
reductive discourse and to the invocation of the ,,free-play of associations” on
the ground of a resurrected neo-Kantianism. But it seems that most of the
reviews ignore the exhibition director's and the curator's ,statements of
intent”.

Cristian Nae (C.N.): Yes, the concept of the ,,migration of form”, which seems
to have been a key one in the elaboration of the curatorial discourse, ended up
to be accused, as it is well known, of masking the lack of decision and even the
incoherence of a clear curatorial plan, and it has been justified by the
abandonment of the “curatorial tyranny” and the separation from the logic of
the curator as author, initiated or at least imposed by Harald Szeemann himself
— mostly, at Documenta 5. Except that the “chaos” (or the lack of form) is not
the most problematic aspect of Documenta 12 — let us remember that it was
Szeemann himself who had offered an unprecedented openness to the
boundaries of art, defying many tastes at the time, and who was discussing
about his curatorial concept in terms of a “structured chaos” in an interview
with Hans-Ulrich Obrist. Therefore, to qualify Aue-Pavillion as a “catastrophe”
due to its “undivided spaces” and on the grounds that “nothing looks good in it”,
as Holland Cotter does for the large American public, but, at the same time, to
admit the curatorial idiosyncrasy and the conceptual and socially-engaged
character of Documenta is self-contradicting — up to a certain point, that of the
curatorial argumentation of the aesthetic potential of art, that | would like to
discuss later. Beyond the aesthetic “poverism” of some of the works, many
voices have been obviously irritated particularly by the “esoteric” idiosyncrasy
of the selection (one that is difficult to argue publicly) . But | do not think itis a
matter of pure idiosyncrasy; | think we are also dealing with a curatorial
discourse that is excessively fragmented and interrogative and which bets
simultaneously on questioning the form and on the activation of its
performative socio-political potential. This leads to a continuous fragmentation
of perception and generates a lecture of exhibition in terms of a discursive
arrangement or device.

C.G.: The exhibition rather rises questions than solves the visitor’s
expectancies to experiment exceptional projects. We were actually wondering
about the display of the discourse following the potential (re)construction of the
exhibition space as a laboratory for different treatments of various perceptions.

C.N.: Regarding the installation in space, the curatorial logic functioned, in my
opinion, rhizomatically and (self)reflexively, like a mobile conceptual device
made-up by the three announced plans: education, modernity and social life.
The works situated in separate plans are developing clear relations of proximity,
but they are also interlocked by contiguity: we can see relations between the
aesthetic potential of form as an educational-transforming factor and the
surgical exploration of “bare life”, between modernity as artistic form and
aesthetic education as ethical project, between political conditions describing
gestures of “bare life” and modernity as history or between modernity as
political construction and its social effects. Each relation thus modulates a
different feature of modernity, a different function of aesthetics, a different level
of social life. Besides, if many relations among the works are purely formal,
others link the form of one work to the theme or discourse of another, while
others are purely conceptual. Analogy — and it is not only the formal one —
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becomes in this case a historical operator, defying the logic of a totalizing
narrative. And it is the only way | can justify the imprecision of an amorphous
artistic discourse, in permanent process of elaboration, on the level of the
experience in the exhibition space.

C.G.: The postmodern treatment of the concept and the installation of the
works can be used to argue that a contemporary attitude, required by most of
the professional public, has been though maintained. It is true that many of the
selected works have been installed in exhibition in order to flatter the artistic
understanding of a wider public which is more circumspect about the reflexive
experiments of contemporary art.

C.N.: True, but, concerning the relation between aesthetics and politics in the
above mentioned context, | find the justification of the whole enterprise by
invoking the concept of globalization to be problematic; in my opinion,
globalization remains an essential horizon for the curatorial discourse and it is
within this horizon that the relations among the works are generated and a
discourse is thus produced. The curatorial move is in danger of becoming
mannerist as a result of applying a “recipe” of eclectism, indecision and
fragmentation in the frame of a multicultural discourse on post-colonialism
which constantly comments and negotiates its own grounds. Talking in a
fragmented manner about fragmentation. Post-colonial analysis tends to turn
from reflexive attitude into mere form, while the inter-textual accumulation of
post-colonial references turns out to be tedious — and eventually, redundant.
Concretely, | am thinking about a large section of Neue Gallerie, where Andrea
Geyer's investigation on the ideological modulation and manipulation of the
relation among speech, image and representation, of what the image hides in
the very moment of asserting, is simply suffocated, for instance, by
interpretations of myths of tradition and national genealogy ironically
developed by Juan Davila, together with the discrete analysis of the relation
between modernity and tradition in Anne Pootoogook's work and by Churchill
Madikida or Kanwar Amar's installations.

To remain in Szeemann's field, since | have previously mentioned him, turning
attitude into form tends to reify form itself. It is exactly the opposite of what the
curators seem to have, otherwise beneficently, intended: to explore the ethical
or political potentiality of form, or to turn itinto an attitude.
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C.G.: Although the artistic director of Documenta 12, Roger M. Buergel, talks
about his desire to create a territory of human ,,connection”, symbolized by
different visual uses of the interwoven and interconnected textures, the
exhibition is an indistinct blend of stubborn forms which hermetically reject
your approach, arrogant in their own self-distribution and self-sufficiency.
Persian drawings and Chinese porcelain, textiles and furniture among well-
known modernist pieces worsen the status of the exhibition by creating a
pointless discontinuity between understanding art as decorative-utilitarian
craftsmanship and the historical responsibility of art as a manner of expressing
creativity, no matter how incomprehensibly.

C.N.: I would have one more remark on the exploration of the political and
ethical potentiality of form — | consider extremely sensed the observation that
the final effect of the indistinction of individual works, which seem to mutually
annihilate one another, as well as of the selection of many unexpected names,
outside the established “stars” of the moment (a widely spread prejudice about
the function of Documenta itself) is to redefine the idea of a big show — not any
show, but an event of global dimension, also, one that is not confined to the
geographic origin of the artists. For instance, the monumentality of the artwork
(in terms of its aesthetic effect and autonomy) is fragmented in favour of
confuse and undirected experience of the space, while the individuality of the
artist has to be individually re-evaluated by each visitor. A remarkable
exception is, of course, Allan Sekula's work, but even this one is a key element
in what | want to say: it erects a bi-dimensional monument as a public sculpture
by using the photographic image as a device for mediating representation, and
exposes without emphasis and ideological charge the critical potentiality of
labour in images of an allegoric simplicity. Also, | am thinking of Ai Weivei's use
of absence in his de-constructed “monument”, a temple reconstructed from
doors and windows of traditional Chinese demolished houses: the empty spaces
included in the form of the artwork become a testimony of the destroyed
habitat, and preserve their cultural memory through the relation to social life
and its political formalizations.

C.G.: It is interesting the way aestheticism functioned as an interface for
different narratives of ,,symbolist poetics” or ,,politics of exclusion”.

Ai WEIWEI
Template, 2007

wooden doors and windows from

destroyed Ming and Qing
Dynasty houses

Exposition view

© Courtesy the artist; Galerie
Urs Meile, Beijing—Lucerne;
Photos: Frank Schinski /
documenta GmbH
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C.N.: Especially when crossing the museum-like spaces of Documenta, the
ensemble’s lack of style requires the education of the taste as a tool for adopting
an ethical attitude — therefore, its task becomes eventually self-edification.
Perhaps it is here that the previously mentioned reification of form can be
rescued: a grandiose exhibition by its ampleness, presenting nothing
spectacular in terms of “being representative for” — both in its electoral sense
and in the sense of a national identity. As Victor Misiano noticed, it is thus a
reflection upon modernity on the level of its form. Or, modernity is systematic
and hegemonic; totalizing and authoritarian.

| believe that this, and especially the idea of a “major art”, is one of the widest-
spread expectancies that have been surprised by the eclectic character of the
selection, in other words, by the stylistic and geographical indistinction of the
artists. Simply, this concept has no sense — and it is deliberately subverted. In
addition, Charles Esche, one of the editors of Afterall magazine, also noticed the
indubitable existence of a curatorial project — the deliberate intention of
building an alternative art history as a political tool, opposed to a globalisation
guided by the authority of American art. Theoretically, especially when reading
the exhibition through the catalogue, this “project” exists. Of course, the major
problem remaining regards its practical success and the strategies used in
order not to repeat the centralizing and dominating logic presupposed to be
shuttered by operating on the historical representation of art.

I wonder if this project bears the intention to develop a kind of institutional
critique, or whether it reveals simply another type of snobbish elitism.

C.G.: Maybe an elitist experiment with unconscious impulses of self-criticism.
Theoretically speaking, the event is set-up from a postmodern perspective,
respectively that of a historical recovering and contemporary re-interpretation
of some artworks since the 14" century to the present. From a certain post-
colonial position, Roger M. Buergel and Ruth Noack “collected” and “installed” a
rhizomatic series of objects understood as artworks, which would attempt to
blackout the visual cultural consciousness of the West. Practically, the exhibition
is a circumstantial inventory of works from all periods of official and alternative
art-history, presented in a museal and environmental manner, devoid of
argumentative logic, in an imperfect order of the knowing sensibility (pour le
connaisseurs).

C.N.: You advocated a possible interpretation in terms of a critical tendency
implied by the artist cabinets and the museum-like logic of display — you were
particularly reflecting on the relation between Sakarin Krue-On's work Terraced
Rice Fields and its setting, in front of Schloss Willhemshdhe. The same willingly-
subtle relation between references to Rubens and Bruegel the Elder and the
exhibition of Dutch masters that was displayed at the same time in Schloss
Willhemshéhe museum can be found in Sonia Abian Rose's work The
Concentration Camp of Love. It is obvious that the museum becomes another
central motive, which guides attitudes towards the discourse of each work. And
probably, one of the prejudices surrounding institutional critique is perpetuated
as an often expressed reluctance to the point of “100 days of museum”.

The prejudice in question is related to the deconstruction of the museum as
institution — which any critical exploration consolidates when you don't use its
own weapons, for instance, like Andrea Fraser did, but, on the contrary, you
tend to reject it in block or by means of a specific medium or artistic practice. For
instance, Douglas Crimp thought that photography marked the end of museum
as monumental and archivist history of art — as mausoleum. It was not the case.
But the same critic noticed that in its genealogy, the museum initially wanted to

be a laboratory for the public: an academy, in its antique sense, not a
mausoleum of history. This is how | would explain the fact that Buergel and
Noack revisited this form, and also the suggested presence of the “cabinets of
curiosities” built-up in Schloss Willhemshéhe and even in some sections of Neue
Gallerie.

In fact, | don't think that, in this context, the museum represents more than a
mere form which governs the artistic behaviour of the public, by means of which
art history itself is explored, particularly its significance as history, its relation to
the present. Indeed, one of the wide-spread confusions around Documenta
was related to a prejudice concerning the term “contemporary” as an attribute
of “art”, which was in fact understood as “modern” or “the most recent”.
Consequently, Documenta would promote recent art. The act of revisiting does
not belong to this field of interest. On the contrary, you could see works of
(Eastern) European conceptual avant-garde of the seventies, reconsiderations
of Gutai's aesthetics, Hokusai, Iranian carpets from eighteenth century as well
as sixteen century mogul Indian miniatures. And | think here lays the invitation
to a “laboratory” for analysing political relations between aesthetics and social
life, that should involve public's reflexive attitude towards its own, private
relation to art. From now on, everything depends on how we evaluate such a
private experience, situated between socio-historical reflection and aesthetic
hedonism.

Sonia ABIAN ROSE -

Das Konzentrationslager der

Liebe, 2007
© Sonia Abian Rose

© Musik | Music: Carlos Piegari

Photo: Frank Schinski /

documenta GmbH
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C.G.: Presented rather as a “space of experience and exploration”, as a
“force-field the public should immerge himself in”, as “a space of
contemplative possibility”, than as a space of reflection and analytical
criticism of various global realities, Documenta 12 can be seen as a
somehow precious and malicious exhibition. Organizers' gentility to install
the works devoid of any explicative text, in a formal and modernist game
of free-associations between compositions, colours and materiality, puts
public in a delicate position, exploiting its receptive sensibility and
constraining it to live an aesthetic experience limited to the pleasure of
seeing. The very few works which try to mediate a content are mostly
documentations of actions from recent history of art. Though some of the
works present different artistic actions that would imply public
participation, the exhibition is purged from any form of interaction. New
technologies applicable in the artistic field are also less used than they
would be determined by latest technological evolutions. The malicious
tendency would result from the detached position of both the director and
the curator of the event, which compels the public to require the simulated
artistic educational methods provided by the guided tours. If you don't
understand the great classical and modernist art, you live in a different
world, and Documenta opens a door to an exemplary “cabinet of
curiosities” that would phenomenologically consign you to a forgotten
world. You no longer deal with your problematic world; you become visitor
of aworld you have not lived in up to now.

C:N.: Curatorial reluctance towards direct involvement of the public is
perpetuated in the laboratory-space of the educational platform,
undoubtedly opened not only by the lunch lectures but also by guided
tours and spaces for discussion, but also liable to be accused of an
arrogant form of elitism, that you signaled through the deliberate absence
of accompanying texts in the exhibition space as such. The option for
“direct confrontation” with the artwork suspends conceptual guidance of
aesthetic experience in favor of a collective mediation during the guided
tours. In my opinion, there is nothing wrong with this, only that we are not
also dealing with a performative liberty that the public could take in
relation to the artworks, a liberty of using/reprocessing/reconstructing
the work in private or in the social sphere. Definitely, one cannot speak of
turning the dialogical interaction of the public into an artistic form, in the
sense of the relational aesthetics. Therefore, I find the justification offered
by the Buergel-Noack tandem on the grounds of the interpretive liberty
offered to the public to be an unfortunate one, giving way to the accuses of
demagogy, mostly arisen from suspecting the use of a cynical marketing
system, which, though in an “open form”, would continue to develop by
constraining the public to take partin “Documenta academy”.

C.G.: | also wondered whether the public is treated as a visitor (guest) or
as a participant (familiar). At a given moment, it seemed to me that, in the
curator's and director's desire to teach people how to handle information,
just like teenagers are taught how to use Google , they launched access to
different tools for recovering information, from the catalogue to the iPod-
based guides and the chance the spectators would have had to become
themselves mediators, self-reflecting on their own potential to
understand art and express judgments of circumstantial knowledge and
relative judgments of value.

Documentahalle
©Photo: Julia Fuchs

C.N.: Exploring the aesthetic potential of an ,education” seems to be a
hazardous choice, at least due to its humanism and idealism. This might hide a
veiled hegemonic will. For instance, Peter Dittman's remarks, rearticulated by
Jennifer Allen in Arforum, grasp the contradictions of Buergel's speech:
speaking about “mediators” in order to avoid the position of expertise, but, at
the same time, sustaining a kind of monopoly on “guided tours” and generating
a flux of visitors by a simple strategy of marketing masked by the idea of an
aesthetic “education”.

Concerning the question of “aesthetic education”, Buergel and Noack relied on a
kind of sensus communis as guaranty for a new enlightenment (it is at least bald
to call with no sense of irony the spaces for discussion “circles of
enlightenment”). And this becomes a common, infra-ideological space, suitable
for negotiating contextual differences and socio-political problems.

C.G.: We also belonged to those hasty visitors that didn't have the time Ai
Weivei's work required for reflecting in those *“circles of pedagogical
illumination” created by the chairs installed in various exhibitional spaces. It
was a rather pretentious installation, but it worked. Consonant with Buergel and
Noack's attempt to emancipate artistic language of discourses, opening up new
channels of inter-communication, pair-to-pair, with the artwork.

C.N.: But how to justify a new enlightenment? In addition, an aesthetic one? |
believe this is possible, but only if we stick to the domain of the differend and the
sublime, to the distance that the dialogue creates in the space between
representations, as well as in the interstice of the speculative consciousness of
the self — in other words, in terms of the event, the supervenience or the be-
coming of the other, as a presence of the absence. And | would try to explain
this possibility referring to the same work of Ai Weivei, Fairytale: a singular
story about globalization and tradition, born in the horizon of the great
narratives.

His collection of historical Chinese chairs, that welcomes the European visitors
of the exhibition as a space for discussions and reflection, is complemented by
the physical absence of the Chinese population the chairs also tacitly awaits,
and which spatially and physically transgress the frontiers of the country and
silently live in the city: a discrete inter-cultural exchange, which, instead, gains
a tremendous critical potential — the invisible and ubiquitous presence of the
cultural differend, in relation to the presence of the public in front of an absence
(a concrete, sensed one, of the physical presence). On the other hand, the
fairytale the works alludes to can indirectly become here the fairytale of
enlightenment itself, which, though it became a “story”, a “fable” as Nietzsche
said, is still our heritage. And we also have to find a way to share it, not only to
refuse it, persuaded by the illusion that it suffices to declare the bankruptcy of
enlightenment in order to be safe from its ideological dangers. And this
possibility lays in the very impossibility of its complete apprehension
complemented by our capacity to allow ourselves to be surprised by what we
don't understand.

193



Allan SEKULA - Mother and Premature Infant

"Shipwreck and Workers" (Version 3 for Kassel), 2005-2007
26 printuri (de mari dimensiuni) / 26 outdoor display prints
Bergpark Wilhemshohe, Kassel

© Allan Sekula

Courtesy of the artist; Galerie Michel Rein,Paris;
Christopher Grimes Gallery, Santa Monica

Un monument fotografic inchinat muncii, efemer si a-topic, ce defragmenteaza portretistic
stereotipuri ale globalizarii, expunand cu naturalete precaritatea conditiei anti-eroilor sai —
o alegorie a vietii ca travaliu.

An ephemeral and off-topic photographic monument dedicated to labor, which defragments
in a portretistic manner stereotypes of globalization and which naturally exposes the
precariousness of its anti-heroes' condition — an allegory of life as labor.

Danica DAKIC - EL DORADO. GieRRbergstraRe

2006-2007
instalatie media / medieninstallation
© Danica Daki¢ / VG Bild-Kunst, Bonn 2007

Globalizarea reprezentata ca decor si lecturata performativ prin intermediul de-localizarii:
emigratia drept forma a distopiei generalizate.

Globalization presented as a stage and performatively lectured through de-localization:
emigration as a form of generalized dystopia.



Sanja IVEKOVIC - Mohnfeld | Poppy Field

2007

field of Papaver rhoeas and Papaver somniferum, 6590 m2, loudspeakers, revolutionary
songs, performed by Le Zbor (CRO) and RAWA (AFG)

Friedrichsplatz, Kassel

imagini din expozitie / exhibition view

Photos: Julia Fuch

Memoria razboiului recuperata printr-un efect estetic atentionand asupra camuflarii fortelor
politice in campul seductiei imaginii: o reprezentare metonimica a ideologiei, deopotriva
comunista si neo-liberald, si o interpretare sensibila a rezistentei.

The memory of war recovered by the means of an aesthetic effect signaling the dissimulation
of political forces in the field of the seductive imagery: a metonymy for ideology, both
communist and neo-liberal and also, a sensible interpretation of resistance.

Hito STEYERL - Lovely Andrea

2007

Video

imagine din expozitie / exhibition view
© Hito Steyerl

Photos: Julia Zimmermann

Statutul reprezentarii, indecis intre documentar si fictiune, hraneste simbolistica
reprezentarilor culturale si a dorintelor private. Simbol al relatiilor interumane, precum si al
globalizarii, nodul devine un instrument de analiza al micro-politicii, interpeland fetisismul
vizual ce genereaza dorinta de dominatie asupra femeii.

The status of representation, which is unclearly documentary or fictional (/ be it either
documentary or fictional), empowers the symbolistic of cultural representations and of
private desires. As a symbol of inter-human relations, and one of globalization as well, the
knot becomes an instrument for analysing the micro-politics by questioning the visual
fetishism that generates the wish to dominate women.
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Juan DAVILA - The Arse End of the World

1994
ulei si colaj pe panza / oil and collage on canvas, 240 x 305
© Courtesy Juan Davila; Kalli Rolfe Contemporary Art

Reprezentarile eroico-istorice ale genezei statelor-natiuni se naruie sub presiunea colajului ca
forma de rezistenta critica: o parodie burlesca a originii miturilor identitare.

The heroic-historical representations of the origins of national states collapses under the
pressure of collage as a form of critical resistance: a burlesque parody of the origins of identity
myths.

Trisha BROWN - Floor of the Forest

1970

instalatie si performance in spatiul expozitiei / installation and performance in
the exhibition space

© Trisha Brown; photo Katrin Schilling / documenta GmbH

O instalatie Tn care simbolistica nodului recompune estetic analiza politica. Un poem coregrafic
dedicat comunitatii ca "partaj al sensibilului”.

An installation in which the symbolistic of the knot aesthetically recomposes the political
analysis. A coreographic poem dedicated to community as a "cleavage of sensitivity".



Ai WEIWEI - 1001 Chinese visitors,

1001 Qing Dynasty wooden chairs
"Fairytale", 2007

Gottschalk-Hallen and municipal area of Kassel
© Courtesy Ai Weiwei; Galerie Urs Meile,
Beijing—Lucerne; photo: Julia Zimmermann /
documenta GmbH

Sponsored by: Leister Foundation, Switzerland;
Erlenmeyer Foundation, Switzerland

Ai WEIWELI - Arrival of the visitors from

China at the Gottschalkhallen
"Fairytale", 2007

Gottschalk-Hallen and municipal area of Kassel
© Courtesy Ai Weiwei; Galerie Urs Meile,
Beijing—Lucerne; photo: Julia Zimmermann /
documenta GmbH

Sponsored by: Leister Foundation, Switzerland;
Erlenmeyer Foundation, Switzerland

Kerry James MARSHALL - Single Invisible Man

1986

pictura, acrilic pe panza / painting, acrylic on canvas, 127 x 96, 52 cm

© Kerry James Marshall Doua procese de educatie si auto-edificare, estetica si sociala, isi comenteaza reciproc

Photo. Julia Zimmermann / documenta GmbH diferentele culturale in cadrele unei performative « sculpturi sociale » discreta ca forma vizibila,
dar monumentala in amploare: o invitatie la medierea reflexiva a diferendului istoric, ce
reactiveaza n viata sociala formalizarile unei traditii reificate intelectual.

Reprezentarea discretd a ,negrului” dilueaza formele vizuale la limita stereotipului: o Two processes of aesthetic and social education and self-awareness are mutually commenting

metaford a insignifiantei si marginalitatii, generate prin indiferenta privirii ,,omului alb”. the cultural differences in the frame of a performative "social sculpture” which is discrete as

. . . o visual form, but monumental in its volume: an invitation to the reflexive mediation of the
The discrete representation of "black” reduces the visual forms close to the condition of a historical difference that reactivates the formality of an intellectually changed tradition in the
stereotype: a metaphor of the insignificance and marginality that are generated by the context of social life.

indifference of the "white man"'s look.



Artur ZMIJEWSKI - Deaf Bach (Singing Lesson 2)

2003

Audio-CD

Videostills

Johann Sebastian Bach, Kantate BWV 78, Jesu, der Du meine Seele; Aria Wir eilen:
chorus, mezzo-soprano Ewa Lapinska

© Courtesy Artur Zmijewski; Foksal Gallery Foundation

Un cor de oameni surzi incearca sa cante Bach. Armonia universald, sugerata de logica
partiturii — o veritabila demonstratie geometrica a existentei lui Dumnezeu - este profund
perturbata de disonanta efectului sonor. Decalajul dintre intentie si expresie impresioneaza
prin fragilitatea comunitatii efemere ipostaziate — expresie a diferendului inevitabil Tn
construirea sensibild a comuniunii. Tn spatiul decalajului dintre ideal si ideologie, comunitatea
Isi anunta permanenta posibilitate a destramarii.

A deaf people choir is trying to play Bach. Universal harmony, suggested by the coherence of
the score — a genuine geometric demonstration of the existence of God — is deeply disturbed
by the clashes of the audio effect. The gap between intention and expression catches attention
because of the fragility of the circumstantial ephemeral community — an expression of the
inevitable difference within the sensitive construction of the communion. Built in the gap
between ideal and ideology, the community announces its permanent potentiality of
disintegration.

Artur ZMIJEWSKI - Them

2007
Video (DVD)
© Courtesy Artur Zmijewski; Foksal Gallery Foundation

Poate fi libertatea intolerantd, iar exercitarea sa, totalitard? Tnregistrarea unui
experiment social realizat sub forma unui workshop demonstreaza capacitatea de
anihilare reciproca a ideologiilor nationaliste, evidentiind brutalitatea si violenta
devastatoare generata de reprezentarile simbolice activate drept formatori ai identitatii
de grup si drept mediatori ai interactiunilor sociale. Nevroza colectiva cu note
hiperbolico-paroxistice devine o alegorie vizuala a globalizarii, din perspectiva disolutiei
vietii in comun prin reificarea investirii ideologice a sinelui.

Can liberty be intolerant and its exercise, totalitarian? The recording of a social
experiment produced as a workshop displays the capacity of a mutual annihilation of
the nationalist ideologies and emphasizes the brutality and devastating violence
generated by the symbolic representations that function as agents of group identity and
mediators of social interactivity. The hyperbolic and paroxysmal collective neurosis
becomes a visual allegory of globalization that functions in the frame of dissolving the
"living together" on behalf of the ideological investment of the self.



Decapitalizari: cum sa transmiti
O cunoastere posibila

Cristi NAE

[1] Tn ciuda evidentelor sale
convingeri umaniste, a unei
candid-romantice critici a
modernitatii tehnologice si a
respectului acordat rolului
formator al autoritatii,
observatia lui Hans Georg
Gadamer conform careia, spre
deosebire de contemplatio
inteleasa in cadrul dominatiei
stiintifice a obiectului prin
cunoastere, theoria si praxis nu
sunt, la originea lor greceasca,
activitati distincte, ci
complementare, cred ca este
utila in acest context. v. Hans
Georg Gadamer, Elogiul teoriei.
Mostenirea Europei, Editura
Polirom, lasi, 1999,

pp. 43-44; 56-61
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A.C.A.D.E.M.Y.

edited by Angelika NOLLERT, Irit ROGOFF, Bart de BAERe, Yilmaz
DZIEWIOR, Charles ESCHE, Kerstin NIEMANN, Dieter ROELSTRAETE,
Frankfurt/Main, Revolver, 2006, 280 p.

Ce este o academie?

Ce este, in fond, o Academie? Cu atat mai mult, una particulara precum cea de
arte, atunci cadnd majuscula tutelara si atributul de ,frumoase” au fost
concediate din discurs sau au demisionat voluntar, ramanand cu o practica a
carei cunoastere scapa deseori astazi dorintei noastre de instrumentalizare?
Daca prejudecata inutilitatii sale a fost inlaturata sugestiv prin aceasta simpla
operatie nominala epuratoare, detectarea modului in care cunoasterea sa poate
fi negociata in spatiul cultural raméane o sarcina urgenta si deconcertanta.

Tnainte de a raspunde intrebarii privind reformarea, restructurarea sau re-
configurarea practicilor artistice de lucru, se cuvine sa interogam insasi
problema generarii si medierii cunoasterii, odata ce deconstructia se dovedeste
0 antrepriza la fel de inutila ca si opozitia anarhica fata de institutionalizarea
practicilor culturale, cea dintai, prea pronuntat teoretica, riscand sa accentueze
hiatusul (artificial)* dintre teorie si practicd ce continud sa ameninte solutiile
facil imprumutate ale educatiei pluridirectionale, participative, orientate catre
student, creative si bazate pe arta ca cercetare. Infiltrandu-se printre
workshops, collaborative sau interdisciplinary research, project-based
learning, creative writing si masa studiilor culturale cu care curricula academica
se mandreste astazi, educatorul ca simplu lucrator cultural se trezeste astfel In
fata unui cuvant a carui istorie poarta cu sine si de la sine insemnele elitismului,
conservatorismului, deseori combinate cu traditionalism iar in formele sale
acute, cu o reificata atitudine camuflata sub programe de studiu centralizate si
desfasurate sub insemnele Autoritatii si Obiectivitatii.

Masiva si somptuoasa, prezenta fizica a institutiei este pe negandite plasata
functional si operational de obicei undeva intre Muzeu si Administratia Publica.
Modernitatea, care 1i legitimeaza autoritatea si in cadrele careia isi celebreaza
triumfal reintoarcerea, o apropie pentru anumite priviri de ideea de sistem.
Daca sunteti, prin urmare, istoric sau filosof, o veti intelege ca pe o intruchipare
organica a principiului totalizator al sistemului. Mai putin frecvent, dar deloc
neglijabil, institutia academiei mai inseamna si distributia virtuala a
potentialilor lucratori pe piata de munca, negocierea cererii si a ofertei,
regularizarea schimbului simbolic si corectarea inflatiei. Va fi, in consecinta, un

sistem economic si politic de control, bazat pe achizitia si redistribuirea
capitalului simbolic.

Si totusi, a Intelege ce este o Academie devine necesar mai ales atunci cand
instrumentalizarea gandirii critice in formele pe cat de goale pe atat de emfatic-
subversive ale alternativei este pusa in fata intrebarii fruste ,,ce este de facut?”.
Care este relatia dintre practicile artistice, cunoasterea pe care o produc in
propriul praxis si instrumentalizarea sa academica? Alaturi de problema
autoritatii, Tntrebarile de mai sus constrang modernitatea luminilor sa declare
necesitatea ca spatiul public si cel institutional sa se deschida in caAmpul comun,
agonal si disjunct, al unei autentice cunoasteri reflexive. Cunoastere despre
care, in termenii lui Irit Rogoff, nu se poate gandi in termenii optiunii pentru o
metoda de a obtine un scop predeterminat, ci ai generarii unei constiinte critice
care Tsi problematizeaza scopurile, recunoscand simpla necesitate de a umple o
lipsa de cunoastere fara a sti dinainte ce forme de cunoastere sunt disponibile.?

Un asemenea camp de investigatie este serios explorat de colaboratorii reader-
ului A.C.A.D.E.M.Y. editat in special de Angelika Nollert si Irit Rogoff, in
colaborare cu Bart de Baere, Yilmaz Dziewior, Charles Esche, Kerstin Niemann si
Dieter Roelstraete, continand texte si eseuri vizuale care declina atributele unei
»,cunoasteri” transversale fata de idealul (auto) edificarii (Bildung) cu care
modernitatea luminilor a inzestrat si reprezentat subiectivitatea (umanista) a
individului, chestiondnd necontenit consecintele si presupozitiile
institutionalizarii sale.

A.C.A.D.E.M.Y. A opera in posibil.

Elaborand perspective singulare asupra Academiei ca ansamblu de metode,
strategii si practici subsumate valorilor obiectivitatii, expertizei si autoritatii,
textele reader-ului articuleaza de fiecare data un aspect inedit al educatiei in
relatie cu practicile artistice si cu spatiul public ca sfera agonala in care este
generat potentialul lor critic. Mai exact, dupa ce relatia autor-public si-a
demonstrat de mult reflexivitatea si tranzitivitatea, facand ca rolurile sa
constituie pozitii mobile ale unei configuratii enuntiative iar autonomia
practicilor artistice sa devina un mit, notiunile de practici colaborative si
proiecte colective, precum si modelul institutiei ca laborator si al practicii
artistice ca cercetare au devenit cuvintele cheie ale recentei inflexiuni a
schimbului de informatie si achizitionarii cunoasterii ce descrie campul recent
reconfigurat al ,educatiei.”

Remarcabilul eseu-pilot semnat de Irit Rogoff marcheaza cadrele acestei
discutii, recuperand academia intre muzeu si universitate, spatii deschise
educatiei ca proces de generare a gandirii critice Tn termenii non-
instrumentalizati ai posibilitatii. ,,Problema in educatie in general si in educatia
artistica in particular, cea de care nu am inceput Inca sa ne ocupam, nu este
aceea de a specifica ce anume avem nevoie sa stim si cum avem nevoie sa
cunoastem, cine determina asta si cine sunt beneficiarii sai; In schimb, este o
problema ce priveste cum am putea sti ceea ce nu stim inca (...) Sa gandesti
«academia» ca «potentialitate» Tnseamna sa gandesti posibilitatile de a nu face,
a nu realiza, a nu lua fiinta, in insusi miezul actelor de a gandi, a realiza, a face.
Tnseamna a concedia mult din instrumentalismul care pare s& mearga mana in
mana cu educatia.”

La randul sau, opunandu-se reificarii ,hegemonice” a cunoasterii pe care o
genereaza institutia academica, Dieter Roelstraete propune lecturarea acesteia

[2] Irit Rogoff, ,Academy as
potentiality”, in A.C.A.D.E.M.Y.,
ed.cit.

[3] Ibidem.
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Case of Oda Projesi”, in Claire
Doherty (ed.), Contemporary
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Black Dog Publishing, 2004.
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ca spatiu al productiei de subiectivitate, ,,educatie de sine” printr-o recuperare a
potentialului stilistic si expresiv al gestualitatii — deopotriva articulare somatica
a limbajului ca mediere infinita si jonctiune a eticului si esteticului in sfera public
actuald, fragmentata si politic formatatd. Tn acelasi cadru al auto-creatiei de
sine, eseul lui Simon O'Sullivan articuleaza aspectele pedagogice ale practicilor
culturii vizuale Tn raport cu redefinirea guattariand a subiectivitatii —
»plurivalenta si polifonica”; spre exemplu, pedagogia creativa presupune
,devenirea copil” ca staza creativa a multiplicitatii eului ce poate fi oricand
accesata prin pluralizarea ,liniilor de fuga” ce ne marcheaza proprietatea
simbolica asupra relatiilor sociale individuale, opusa freudienei ,regresii”. lar
vigilenta lecturii operate de Michael Hirsch internalizarii criticii de catre institutii
prin flexibilizarea ,interdisciplinara” a programelor de studiu atrage atentia
asupra unui pericol latent — acela ca societatea civila (ca dispozitie etica a
deschiderii spatiului comun prin dez-individualizare) sa fie pusa in cele din urma
in joc. De aceea, este remarcabila luciditatea cu care, in fata ,,profesionalizarii”,
educatia si Tnvatarea definite empatic sunt redefinite Tn termenii absentei pe
care o reclama, drept atitudini si practici morale, mai degraba decat ca politici
culturale sau sociale. Tn fond, toate aceste eseuri redefinesc tocmai potentialul
creativ al politicului.

Arta ca practica a cunoasterii —redistribuitii Tn cAmpul social

Artistul ca cercetator si activist critic este chestionat de Dieter Lesage, prin
savuroase analogii Intre sistemul de promovare academic si reteaua de relatii
reciproce, deseori circulare, meschine sau cinice, care infuzeaza colectarea si
conservarea capitalului social Tn lumea artei, limpede ilustrata de echivalenta:
»Expozitie personala la Tate Modern = monografie publicata la Oxford University
Press”. Daca, iesit de ani buni din ,atelier”, artistul a devenit deja un lucrator
nomad in sfera sociald®, angrenat productiei si distributiei de gandire critica,
contextualizare creativa si injectare de modele de gandire artistica in sfere non-
artistice®, lipsa metodei si a neutralitatii raporturilor il face incomod pentru
sistemul academic, n ciuda practicilor artistice post-conceptuale Tn care
expozitia intreaga poate echivala cu o discutie publica sau conferinta, iar
interviul si eseul devin forme artistice privilegiate. Dar oare nu tocmai excesul
de practici conceptuale ameninta figura artistului ca intelectual cu cinismul
retelei de marketing necesara oricarui proiect? Analizdnd intens discutata si
invocata practica colaborativa, paradigma a unei noi economii a
intersubiectivitatii si relatiilor de grup n urma globalizarii retelelor de
comunicatii si a mediilor virtuale, Florian Schneider propune un lucid excurs
asupra formatarii scopurilor interactiunilor pedagogice prin opozitia sa cu
idealul similar, dar desuet si distinct al cooperarii, bazat pe Tmpartasirea
cunoasterii. Spre deosebire de acesta, strategia de lucru colaborativa
reprezinta in fapt un sistem rizomatic si orizontal de control difuz prin
interdependenta, al carui ultim efect paradoxal, asemeni sistemelor ,,open
source”, este in fapt sporirea virtuala a cunoasterii in campul posibilului prin
chiar activarea pur interesata si egoista in cadrul unei retele anonime, in care
predictia si controlul proiectiv sunt imposibile datoritd comportamentului
instabil al sistemului. Modelului educational al relatiei maestru-discipol i se
substituie cel al hacker-ului-traficant de persoane, colportor al informatiei
capabil s& penduleze intre cAmpurile disciplinare si sa medieze in favoarea sa
necesitatile celorlalti membri ai retelei democrat-ipocrite.

Raportul dintre participare, interactivitate si auctoriat in artele performative,
aflat la interstitiul dintre modelul performativelor lingvistice si cel actional,
precum si ideea ,invatarii prin practica”, pusa in relatie cu internalizarea teoriei

critice de catre practicile artistice auto-reflexive, retin de asemenea atentia
Bojanei Cveji¢, iar invocarea de catre Jorella Andrews, dintr-o perspectiva
fenomenologica, a capacitatii de a produce efecte critice a materialitatii in sfera
pre-reflexiva a constiintei intersubiectivitatii, chestioneaza constructia
comunitara, atragand atentia asupra paradoxalului efect de reificare datorat
excesului de informatie si necesitatii procesarii sale organizate de catre
~student”. Tntre navigatorul idiosincrazic, asistat de pilotul de navigatie
(educator) in cadrul unei retele deschise si fatalmente ,enciclopedice” (prin
urmare, infinite) si exploratorul metodic al arhivei (limitate) dirijat de
cunoscatorul solutiilor, eseul problematizeaza din nou pericolul ca politica
relationala post-marxista sa devina un simplu instrument de legitimare
ideologica neo-liberala.

Reflexiv vs. alternativ

Desi, in loc de concluzie, lectorului 1i ramane deschisa posibilitatea schimbului si
a negocierii critice pe care reader-ul o pastreaza in trama ideii educatiei ,,non-
inregimentate”, A.C.A.D.E.M.Y. constituie un depozitar reflexiv care incearca (si
reuseste) sa nu se lase sedus de la fel de comodele modele ,critic-alternative”
analizate in calitate de potentiali polarizatori de autoritate, furnizandu-i, la
nevoie, si un ascutit instrument teoretic de disectie a retetelor educationale.
Dupa cum nota Yve Lomax, ,Activitatea critica nu poate avea loc pentru un alt
scop; nu se poate Tndrepta catre nimic altceva decat catre propriul sau «a avea
loc», totusi, Tn aceasta miscare, trebuie sa suporte nesiguranta unei exercitari
lipsite de auto-presupunerea sa sau fara a ridica vreo pretentie. Totusi,
suportand aceasta nesiguranta, activitatea critica are sansa de a deveni propria
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sa cauzaimanenta.

[6] Yve Lomax, ,,On bringing
education to life: notes for
further thought”, in
A.C.A.D.E.M.Y., § 4.6.
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Decapitalisations: how to
transfer a possible knowledge

Cristi NAE

[1] Despite his obvious
humanistic persuasion, of a
candidly romantic critique of
technological modernity and of
the respect given to the
formative role of authority, |
believe that Hans Georg
Gadamer's note according to
which, in contract with the
contemplatio understood in
terms of a scientific domination
of the object through
knowledge, theoria and praxis
are not, at their Greek origin,
separate activities, but instead
complementary, is useful in this
context. See Hans Georg
Gadamer, Elogiul teoriei.
Mostenirea Europei, Polirom
Publishing, lasi, 1999,

pp. 43-44; 56-61
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edited by Angelika NOLLERT, Irit ROGOFF, Bart de BAERE, Yilmaz
DZIEWIOR, Charles ESCHE, Kerstin NIEMANN, Dieter ROELSTRAETE,
Frankfurt/Main, Revolver, 2006, 280 p.

What is an academy?

Ultimately, what is an Academy? What's most, a private one, such as the arts
academy, when the tutelary capital initial and the attribute "fine" have been
dismissed from the discourse or have resigned voluntarily, leaving behind a
practice whose knowledge often eludes today our desire for
instrumentalisation? If the prejudice of its uselessness has been suggestively
removed through this simple name depuration operation, the detection of the
way in which knowledge may be negotiated in the cultural space remains an
urgent and disconcerting task.

Before answering the question concerning the reformation, restructuring or
reconfiguration of the artistic work practices, we ought to question the very
issue of knowledge generation and mediation, once deconstruction proves to be
an endeavor as useless as the anarchic opposition to the institutionalisation of
cultural practices, the former seems to be too theoretical and risks to deepen
the (artificial)* hiatus between theory and practice that continues to threaten
the facilely borrowed solutions of pluri-directional, participative, student-
focused and creative education based on art as research. By infiltrating
himself/herself among workshops, collaborative or interdisciplinary research,
project-based learning, creative writing and the wealth of cultural studies the
academic curriculum boasts nowadays, the educator as a simple cultural worker
finds himself/herself facing a word whose history bears with itself and in itself
the marks of elitism, conservatism, oftentimes combined with traditionalism,
and in its acute forms, with a reified attitude camouflaged under study
programs that are centralized under the insignia of Authority and Objectivity.

The massive and sumptuous physical presence of the institution is usually
unwittingly placed, in terms of function and operation, between Museum and
Government. Its modernity, which legitimizes its authority and in whose
frameworks it triumphantly celebrates its return, makes it appear to some eyes
as closer to the idea of system. Therefore, if you are a historian or a philosopher,
you will understand it as an organic embodiment of the system's totalising
principle. Less commonly, but to a not at all negligible extent, the institution of
the academy also means the virtual distribution of potential workers in the labor

market, the negotiation of offer and demand, the regularisation of symbolic
exchange and inflation correction. It will be, therefore, an economic and
political system designed to control, based on the acquisition and distribution of
a symbolic capital.

However, it becomes necessary to understand what an Academy is especially
when the instrumentalisation of critical thinking in the forms of the alternative,
which are as empty as they are emphatically subversive is confronted with the
blunt question "what is to be done?". What is the relation between artistic
practices, the knowledge they produce in their own praxis and its academic
instrumentalisation? Together with the issue of authority, the questions above
force the modern enlightenment to declare the need for the public and
institutional space to open towards the common, agonal and disjunctive space
of an authentic reflexive knowledge. A knowledge which, in Irit Rogoff's terms,
cannot be thought in terms of an option for a method of reaching a pre-
determined goal, but instead in terms of generating a critical awareness that
problematizes its goals, recognizing the simple necessity of filling a knowledge
gap without knowing beforehand what forms of knowledge are available.?

Such an investigation field is thoroughly explored by the co-authors of the
reader A.C.A.D.E.M.Y. edited mainly by Angelika Nollert and Irit Rogoff, in
cooperation with Bart de Baere, Yilmaz Dziewior, Charles Esche, Kerstin
Niemann and Dieter Roelstraete, containing texts and visual essays that decline
the attributes of a transverals "knowledge" in relation to the ideal of (self)
edification (Bildung) with which modern enlightenment has equipped and
represented the individual's (humanistic) subjectivity, constantly challenging
the consequences and assumptions of its institutionalisation.

A.C.A.D.E.M.Y. Operating in the realm of the possible.

By elaborating singular perspectives on the Academy as an ensemble of
methods, strategies and practices subordinated to the values of subjectivity,
expertise and authority, the texts in the reader articulate each time an original
aspect of education in relation with artistic practices and the public space as an
agonal sphere in which their critical potential is generated. More precisely, after
the author-public relation has long proven its reflexivity and transitivity, and
has caused the roles to become mobile positions of an enunciative configuration
and the autonomy of artistic practices to become a myth, the notions of
collaborative practices and collective projects, as well as the model of the
institution as a laboratory and of the artistic practice as research have become
keywords for the recent shift in the information exchange and knowledge
acquisition that describes the recently re-configured field of "education™.

The remarkable pilot essay signhed by Irit Rogoff marks the framework of this
discussion by recovering the academy between the museum and the university
— spaces that are open to education as a process of generating critical thoughtin
the non-instrumentalised terms of possibility. “The question in education in
general and in art education in particular, the question that we have not yet
begun to deal with, are not that of specifying what we need to know and how we
need to know it, of who determines this and who benefits from it; instead it is a
question regarding how we might know what we don't yet know how to know.
(...) “thinking academy as potentiality is to think the possibilities of not doing,
not making, not bringing into being at the very center of acts of thinking,
making and doing. It means dismissing much of the instrumentalising that
seems to go hand in hand with education (...).”*

[2]

Irit Rogoff, “Academy

as potentiality”, in
A.C.A.D.E.M.Y., ed.cit.

[3]

Ibidem.
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In his turn, opposing the “hegemonic” reification of knowledge the academic
institution generates, Dieter Roelstraete proposes its reading as a space of
subjectivity production, “self education” through a recovery of the stylistic and
expressive potential of gesturality — at the same time a somatic articulation of
language as infinite mediation and merger of the ethic and the aesthetic in the
present public sphere that is fragmented and politically formatted. In the same
terms of self-creation, Simon O'Sullivan's essay articulates the pedagogical
aspects of the visual culture practices in relation to the Guattarian redefinition
of subjectivity — “multivalent and polyphonic”; for example, creative pedagogy
presupposes the “becoming child” as a creative state of the multiplicity of the
self, which can be accessed at any pointin time by pluralizing the “lines of flight”
that mark our symbolic ownership of individual social relations, opposed to the
Freudian “regression”. And the vigilance of the reading operated by Michael
Hirsch on the internalisation of critique by institutions through the “inter-
disciplinary” flexibilisation of study curricula draws attention on a latent danger
— that of the civil society (as the ethical disposition of opening the common
space through de-individualisation) being ultimately endangered. Therefore,
the lucidity with which, when facing “professionalization”, education and
learning defined empathically are redefined in terms of the absence they assert
as moral attitudes and practices rather than cultural or social policies, is
remarkable. Ultimately, it is precisely the creative potential of the political that
all these essays redefine.

Art as knowledge practice —redistributions in the social field

The artist as a researcher and critical activist is called into question by Dieter
Lesage, using delectable analogies between the academic promotion system
and the network of mutual relations, often circular, petty or cynical, which
infuse the accumulation and conservation of social capital in the art world,
explicitly illustrated by the equivalence: “You make a solo exhibition at Tate
Modern: it's like publishing a monograph at Oxford University Press.” Having
left since many years the “studio”, the artist has already become a nomad
worker in the social sphere®, engaged in the production and distribution of
critical thought, in creative contextualisation and in the injection of artistic
thinking models in non-artistic spheres®; however the absence of a method and
of the neutrality of relations makes the artist intractable for the academic world,
despite the post-conceptual artistic practices in which the entire exhibition may
extend to a public discussion or conference, and the interview and the essay can
become privileged art forms. But isn't it precisely the excess of conceptual
practices that threatens the artist's status as an intellectual with the cynicism of
the marketing network necessary to every project? By analyzing the intensely
discussed and often-invoked collaborative practice, a paradigm of the new
intersubjectivity economy and of the group relations following the globalization
of communication networks and virtual media, Florian Schneider proposes a
lucid digression on the formatting of pedagogic interaction goals by setting it
against the similar, but obsolete and distinct, ideal of cooperation, based on
knowledge sharing. In contract to this, the collaborative work strategy is in fact
a rhizomatic and horizontal control system, diffused through interdependence,
whose ultimate paradoxical effect, similar to the “open source” systems, is
actually the virtual enhancement of knowledge produced in the realm of the
possible that is activated by the very participation, purely out of interest and
selfishness, in an anonymous network, in which forecasting and preventive
control are impossible due to the unstable behavior of the system. The master-
disciple educational model is replaced by that of the hacker-human-trafficker,
the colporter capable of swinging between disciplinary fields and mediating in

his favor the needs of the rest of the hypocritically-democratic network
members.

The relation between participation, interactivity and auctoriality in the
performing arts, lying on the border between the model of linguistic
performatives and the actional one, as well as the idea of “learning through
practice”, placed in relation to the internalisation of critical theory by the self-
reflexive artistic practices, get Bojana Cveji¢'s attention, and the treatment
given by Jorella Andrews, from a phenomenological perspective, to the ability of
producing critical effects of materiality in the pre-reflexive sphere of
intersubjectivity awareness, challenges the community construction, signalling
the paradoxical effect of reification caused by the excess of information and by
the need of its organised processing by the “student”. Between the idiosyncratic
navigator, assisted by the pilot (the educator) within an open and unavoidably
“encyclopedic” (and therefore infinite) network, and the methodical explorer of
the (limited) archive, directed by the one who knows the solutions, the essay
problematizes again the danger that the post-Marxist relational politics may
become a simple instrument of neo-liberal ideological legitimization.

Reflexive vs. alternative

Although, instead of a conclusion, the lecturer is left with an open possibility for
exchange and critical negotiation that the reader preserves inthe fabric of the
idea of “non-regimented” education, A.C.A.D.E.M.Y. is a reflexive depository
that tries (and succeeds in doing so) not to allow itself to be seduced by the
similarly comfortable “critically-alternative” models analyzed as potential
authority polarization factors and provides, when needed, a sharp theoretical
instrument for dissecting the educational networks. As Yve Lomax wrote,
“Critical activity cannot take place for the sake of something else; it cannot go
towards anywhere else than its own taking place, yet in this movement it has to
bear the insecurity of taking place without self-presupposition or indeed a
claim. However, in bearing this insecurity, critical activity has the chance to
become its own immanent cause.”

[6] Yve Lomax, “On bringing
education to life: notes for
further thought”, in
A.C.A.D.E.M.Y., 8§ 4.6.
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