ART AND ACTIVISM

IN YU AND EX-YU

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

The methods of political, cultural and art activism take completely different
forms, from individual actions, to different practices of self-organizing, to in-
formal non-institutional or formally institutionalized activities. Types of ac-
tivism range from protest by way of writing public messages to newspapers
electronic media, institutions or politicians, to cultural campaigns, to political
social, economic, or rather gender, racial, class actions in public marches
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strikes, protests, or subversive, that is to say, guerilla actions. Activism can
be of a left (union activism, socialist activism, communist activism, activism
for human rights, anti-globalist activism) or right (fascist activism, national
socialist activism, religious activisms, nationalist activisms, racist activism)
orientation, depending on which political goals it supports. Cultural activism is
directed not so much towards protest against the state, as towards changing
everyday public opinion towards society and culture. Art activism is based on
the critical, the subversive and the performance of an artistic act in society

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

Art activism in the Yugoslav arts from the end of the sixties can be observed
through several “cultural” and “activist” models of intervention practices. It
should be taken into account that “activist practices” have been established
and carried out in differing political conditions that emerged from the changes
inside the state of the socialist Yugoslavia (SFRY), then the breakup of the
SFRY and, finally, from the creation of “new” national transitional states and
cultures.
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During the sixties, we are talking about the emancipatory opening of the SFRY]
that arose from the establishment of important differences between Yugoslay
self-management socialism and Soviet bureaucratic socialism. Yugoslavia
proved itself as an open socialist state directed towards multilateral social,
cultural and artistic cooperation with countries from both the West and East,
but also with Third World countries.

Art activism in Slovenia is connected to the emergence of the OHO, group (1966
1971) and its intervention in cultural artistic practices. The OHO group carried
out a number of actions, like the anti-war posters of Marko Pogacnik that were
installed in public places in Ljubljana (1967), or a happening as the sum total of
actions at the main city park Zvezda in Ljubljana (1969). Slovenian sociologist
Rastko Mocnik, then a member of the movement OHO-Catalog, published the
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manifesto “Revolution is without a project...“, which became the manifesto o
the new left. With it, a “permanent revolution” was proclaimed, based on “po-
etic subversion”. The Theatre group Pupilija Frankeverk developed tactics of
micro-activism and luddism in their public performances.

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

Art activism in Serbia is connected with the activities of the K&D, group from
Novi Sad at the turn of the sixties and the seventies. The K6D group was char-
acterized by art activism that developed on three planes: on the plane of urbhan
behavioral actions, on the plane of private actions, the so-called, NVIS8LE ART
and on the plane of political activism through underground magazines and
neo-revolutionary practices. The ideal of Kédean activism was the articulation
of alternative life styles and open artistic expression within socialist soci-
ety. A Confrontation between two KaD group members, Slavko Bogdanovic and
Miroslav Mandic, and the state apparatuses led to their arrest and sentencing
to months in prison.,

19704

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

B MaruAN SusovsKi (ED), INOVACIJE U HRVATSKOJ UNJETNOST SEDANDESETIH GODINA [ INNOVATIONS IN THE CROATIAN ART
F THE SEvenTIEs), GALERIJA SUVREMENE UMJETNOSTI, ZAGREB, 1982

f:  Misko Suvakovic (€p), ReTrospentrva: Gruea KoD, (01 (0 KoD (Retrospectrve: Groue KoD, (O ano (O KoD)
GALERIJA SAVREMENE LIKOVNE UMETNOSTI, Novi Sap, 1995

5 Misko Suvakovic, DRagoMIR UGREN (EDS), EvROPSKI KONTEKSTI UMENTOSTI XX veka u Voavopinr [European CoNTEXT:
£ 14E XX Century ART 1N Voavonina), Muzel SAVREMENE UMETNOSTI VoivoniNe, 2008

ART & ACTIVISM READER



One part of experimental artistic practices was placed in “cultural reserva-
tions”, ahove all, students’ cultural centers that were heing founded all over
ugoslavia during the sixties. The Students’ Center in Zagreb was established,
as well as the Tribina Mladih in Novi Sad, the Students’ Cultural Center in
Belgrade and SKUC in Ljubljana. These centers were the “spaces” of monitored
artistic and cultural freedom.

One form of activist work was directed towards the foundation of communes.
What we have here is, actually, radical activism directed towards forming of
new types of living communities. The first commune was established in Slovenia,
where the members of the OHO group founded their new “non-artistic” life in
the village of Sempas in 1971, Members of the Novi Sad groups K6D and ( es-
tahlished a city commune in 1973. Bosko Mandic with his family founded the
commune “Porodica bistrih potoka” (“Family of Clear Streams”) in Brezovica, a
village on the mountain Rudnik in Serbia.,

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

One kind of post-activism is peculiar to public actions in the urban spaces that
were carried out by Tomislav Gotovac and Grupa Sestorice  from Zagreb in the
second half of the seventies. We are talking about ,post-activism“ since these
authors worked with the activist tactics of public city actions, but their goal
was not direct political, ecological or cultural intervention in the society, but a
change and opening of the artistic work to activism and critical engagement.
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At the end of the seventies we witnessed the formation of the first feminist
groups and debate gatherings. The first feminist conference took place under
the tltle “COMRADE WOMAN. THE FEMALE QUESTION - A NEW APPRUACH?"IZ 1n the Students’ Cultural
Center in Belgrade in 1978. From the very beginning, the feminist movementg
and groups were formed in three fields: feminist activism, feminist theory and
feminist-motivated artistic practices. Feminist oriented artistic practices were
realized by the artists Katalin Ladik, Sanja Ivekovic, Marina Abramovic.

19803

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

In Slovenia it comes to the activation of the radical alternative , in the cultural
scene of the new music (bands Laibach and Borghesia), as well as theatre and
art activism that entered into the field of political interventionism in culture
and society. We witness the emergence of gay and leshian activism, namely,
post-punk anarchism. Theatre, video and film artwork takes the form of provok-
ing the socialist public and challenging the canonic dogmas of an “ordered
society”. From the combination of theory from the Slovenian Lacanians (Slavoj
Zizek, Rastko Mocnik), the art activism of NSK , (Neue Slowenische Kunst) and
Borghesia, . and critical intellectual alternative emerges a movement for a civil
society that led to Slovenia’s independence in 1991.
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19908 and 20004

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

# antiwar and peace activism,

# anti-globalist activism,

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

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

‘state” in which they operated during the wat.

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

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

# activism in the field of sociality that also has references to the artistic
engaged interventions (Women in Black, Beogradski krug, Queer Collective,
Led Art from Belgrade, Delavsko-pankerska univerza from Ljubljana),
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# transfer of activism from the field of socialogy itself into the field o
artistic critical and subversive actions (Tadej Pogacar from Ljubljana, Sasa
Markovic Mikrob, the Skart group, the Biro for Culture and Communication
Slobodnakultura.org, Danilo Prnjat, the Spomenik group, Ranko Trvanj from
Belgrade, the Apsolutno group and Art Klinika from Novi Sad, Igor Bezinovic
Igor Grubic from Zagreb and others),

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

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

KUNST 0G AKTIVISME

I JUGOSLAVIA 0G EKS-

JUGOSLAVIA 1968-2008

/MISKO SUVAKOVIC/

Aktivismen, den vare seg politisk, kulturell eller kunstnerisk kan ta 1 hruk ef
bredt spekter av metoderl, fra individuelle aksjoner, ulike former for selvorga
nisering og uformelle, ikke-institusjonelle foretak, til formelle og institusjona
liserte aktiviteter. Det finnes en rekke typer aktivisme, alt fra protester i form
Qv apne brev til aviser og elektroniske medier, henvendelser til institusjoner og
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politikere, til kulturkampanjer og politiske, sosiale og ekonomiske aksjoner, el
er aksjoner pa hasis av kjenn, rase eller klasse, som demonstrasjonstog, strei-
ker og protester, og undergravende aksjoner eller geriljaaksjoner. Avhengig a
hvilke politiske mal aktivismen har, kan den ha sitt opphav hade pa venstresi-
den (fagforeningsaksjoner, sosialistisk og kommunistisk aktivisme, kampanjey
or menneskerettigheter, antiglobalisme) og heyresiden (fascisme, nasjonalso-
ialisme, religios aktivisme, nasjonalisme, rasisme). Kulturaktivismen tar ikke i
amme grad form av protester mot staten, men har oftere som mal a pavirke den
offentlige opinionen og folks holdninger til samfunn og kultur. Kunstaktivismen
tar utgangspunkt i det kritiske og det subversive potensial som ligger i a utfore
en kunstnerisk handling ute 1 samfunnet. | globaliseringens tidsalder utvid
kler aktivismen seg pa tvers av et vidt spektrum, fra live aktivisme til nett-
ktivisme.

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

1960-tallet

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

len dpen sosialistisk stat innrettet mot multilateral, sosial, kulturell og kunst-

herisk samhandling med land fra sst og vest, sa vel som fra den tredje verden.

| Slovenia er kunstaktivismen nzrt forbundet med etableringen av gruppen
OHO0? (1966-1971) og denne gruppens kulturelle, kunstneriske intervensjoner,
OHO-gruppen gjennomfarte en rekke aksjoner, fra @ henge opp Marko Pogacniks|
antikrigsplakater pa offentlige steder i Ljubljana (1967), til en happening som
hesto av totalsummen av alle de handlinger og hendelser som fant sted i bypar-
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ken Zvezda 1 Ljubljana (1969). Den slovenske sosiologen Rastko Mocnik som pa
den tiden var medlem av bevegelsen OHO-Catalog, utga hullen REVOLUSIONEN STAR UTEM
NOE PROSIERT .. gg dette hle den nye venstresidens manifest. Og med det, hle def
erklart permanent revolusjon, hasert pa "poetisk undergraving”, og teatertrup
pen Pupilija Frankeverk utviklet en taktikk for mikroaktivisme og "luddisme’
- eller modernitetsmotstand - 1 sine forestillinger.

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

| Serbia er kunstaktivismen forbundet med gruppen KoD* fra Novi Sad og dere

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

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

1970-tallet

Pa syttitallet fant det sted en kompleks prosess i SFRJ, der staten intensivertel
undertrykkelsen av alternative, subversive og kritiske kunstpraksiser. Det be
gynte med at statsapparatet tok et oppgjer med filmens neo-avantgarde, men
kontrollen ble senere overfort ogsa pa andre felter innen kunst og kultur. En
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del av de eksperimentelle kunstnerne hle plassert 1 "kulturelle reservater”
da forst og fremst studentenes kultursentre som var blitt etablert overalt i
ugoslavia pa sekstitallet. Blant disse finner vi Studentsenteret i Zagreb, sen
teret Tribina Mladih i Novi Sad, Studentenes kultursenter (SKC) i Beograd og
KUC (Studentenes kultur- og kunstsenter) I Ljubljana. Disse sentrene ga rom
or en viss, om enn overvaket, kunstnerisk og kulturell frihet.

En type aktivistisk aktivitet hadde som siktemal & opprette kollektiver. Det
ar her faktisk snakk om en radikal aktivisme som ville skape nye ho- og sam-
unnsformer. Det ferste kollektivet ble dannet | Slovenia da medlemmene ay
OHO-gruppen to fatt pa sitt nye "ikke-kunstneriske” liv i landshyen Sempas |
1971.. Medlemmene i gruppene KoD fra Novi Sad og ( etablerte et bykollektiv i
[1973. 0g sammen med familien grunnla Bosko Mandic kollektivet “Porodica hi-
trih potoka” (De klare hekkers familie) i Brezovica, en landshy i fjellet Rudnik
i Serhia.,

En annen form for aktivistisk arbeid pa syttitallet var knyttet til tanker om
‘Intervensjonisme” I naturen og i1 urhane rom. Den skologisk orienterte gruppen
ok® (1971-72) fra Zagreh virket innenfor en slik kontekst. Denne lgst sammen-
atte flokken med "intervensjonister” hadde som premiss at byen er et rom foy
plastiske hendelser. Gruppen A3 (1970-1973) holdt til i Beograd, og drev med of-
entlige intervensjoner og atferdsaksjoner i byrommet., Alle disse eksempleng
kjennetegnes av en luddistisk eller luddisme-kritisk tiln@rming til samfunnsli
et og hvordan det kommer til uttrykk i det offentlige rom.

De aksjonene som Tomislav Gotovac

og Grupa Sestorice, fra Zagreh gjennom-
forte i byrommet i siste halvdel av syttitallet, kan derimot karakteriseres som
len form for post-aktivisme. Grunnen til dette er at selv om de benyttet seg ay|
ktivistiske taktikker og utferte offentlige byaksjoner, hadde de ikke som ma
3 gjore politiske, skologiske og kulturelle inngrep i samfunnet, malet deres var
heller a forandre og apne kunsten for aktivisme og kritisk engasjement.
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Mot slutten av syttitallet kom de ferste feministiske gruppene og med dem, de

battmetene. Den forste feministiske konferansen som gikk av stabelen fikk tit

telen /"KAMERAT KVINNE ... KVINNESAKEN - EN NY TILNAERMING?»12 Og ble aLLangELt 1 StUdentEI“IE

kultursenter 1 Beograd i 1978. Helt fra begynnelsen av utspilte de feministiskel
bevegelsene og gruppene seg innen tre felter: feministisk aktivisme, feminis

tisk teori og feministisk motivert kunstpraksis. En feministisk orientert kunsfg
finner vi blant annet hos Katalin Ladik, Sanja Ivekovic og Marina Abramovic.

1980-tallet

Fremveksten av den postmoderne kunsten, som bhle innvarslet med maleriet

renessanse i transavantgarden og nyekspresjonismen, var et signal om kuns

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

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

12 Zarana Papic (Rep.), Drug-Ca Zewa ... 0 PITANIE - NOVI P p? (KAMERAT KVINNE ... KVINNESAKEN - E
INY TILNERMING?), SKC, Beograp, 1978.
13 ALes Eriavec, MaRINA GRzINIC, LousLaana, Lausraana, MLADINSKA KNJIGA, LJuBLIANA, 1991,
14 MariNa Grzinic, “NEUE StoweNiscHE Kunst” 1 Misko Suvakovic oe Dusravka Diuric (Rep.), I :
HISTORICAL AVANT [ N POST-AVANT-GARDES IN Yugostavia, 1918-1991, MIT Press
GZ HRrvaTSKE, ZaGReB, 1991.
R RA N
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1990- 0g 2000-tallet

Med den sosialistiske foderale republikkens voldsherjede splittelse som he-
oynte | 1991, kommer det komplekse militare, politiske, sosiale og kulturelle|
men ogsa kunstneriske konflikter. Det siste tidret i det tjuende arhundret vay
preget av "krig”, og som en respons pa krigen fikk vi aktivisme fra hade heyre-
og venstresiden. Hoyresidens aktivisme, fremfor alt i de delene av det tidligere|
ugoslavia hvor krigen herjet, tok form av et paramilitart nasjonalistisk enga-
jement og til tider kulturell aktivisme. Venstreaktivismen i alle de tidligere
jugoslaviske statene utspiller seg pa folgende omrader:

# antikrigs- og fredsaktivisme

# anti-globaliseringsaktivisme

# aktivisme knyttet til kjgnn og legning - feministiske, homofile, leshiske
0g transpersoner

# utdanningsaktivisme

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

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

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

Kunstnerisk sett antar "aktivismen™® i overgangsfasen pa nittitallet og 00-tallef

A

or en stor del forskjellige former,!” som "kulturarheid” eller "kulturaktivisme”.

# sosialt engasjert aktivisme som ogsa har referanser til mer kunstneriske

Intervensjoner (Women in Black, Beogradski krug (Beograd-kretsen), Queey

Collective, Led Art fra Beograd; Delavsko-pankerska univerza (Arbeidernes|

og penkernes universitetsforelesninger) fra Ljubljana)

ALpo Mionnic, “ARTIVISM”, | Per ING ACTION, PERFORMING THINKING, TEMANUMMER AV TIDSSKRIFTET MASKA, NR. 1-2)
1990-91), LiusLiana, 2005, ss. 15-25.

RenaTa Franc, Viapo Sakic oG JELENA MaRicic, “GRADJANSKI AKTIVIZAM U HRVATSK0J” (SIVIL AKTIVISME | KROATIA), DRuSTVENA

AMEUNNSEQRSKNING) AR NP
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# aktivisme med opphav I sosiologl, og som overfores til kunstfeltet 1 form
av kritiske og subversive kunstaksjoner (Tadej Pogacar fra Ljubljana; Sasa
Markovic Mikroh, Skart-gruppen, Biro Beograd za kulturu i komunikacijy
(Biro Beograd for kultur og kommunikasjon), Slobodnakultura.org, Danilg
Prnjat, Spomenik-gruppen og Ranko Trvanj fra Beograd; Apsolutno-gruppen
og Art Klinika fra Novi Sad; Igor Bezinovic og Igor Grubic fra Zagreb med
flere)

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

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

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

18 Tomistav Mitovac (Rep.), NeprItacooient - KoncepTual CKE STRATEGIJE U HRVATSKOJ SUVRENENOJ UMJIETNOST]
(DE MISTILPASSEDE: KONSEPTUALISTISKE STRATEGIER | KROATISK SAMTIDSKUNST), MUZEJ SUVREMENE UMJETNOSTI, ZAGREB, 2002; laoR
SPanJoL 06 IGoR ZaBEL (ReD.), 95-05 TerIToRIII, IDENTITETE, M JENSK! nosT 1995-2005 (TERRITORIER
IDENTITETER, NETTVERK: SLOVENSK KUNST 1995-2005), MoperNa GALERIIA, LiuLiana, 2005; Branistava ANDJELKavic, BRaNisLA
DimiTRISEVIC, DEJAN SRETENOVIC 06 BORUT VILD (RED.), O NORWALNOSTI: UMETN ) Srerar, 1989-2001 (0w peT Nor

1 Sersra 1989-2001), Muzes SAVREMENE UMETNOSTI, BEograD, 2005; Miska Suvakovic (Rep.), I

u SRBIJI XX VEK - RADIKALNE NIcke pPRAKSE 1913-2008 (SERBISK KUNST FRA DET 20. ARHUNDRE: RADIK
b q
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EXPANDING THE
FIELD. POLITICS AND
AESTHETICS IN AN

UNBOUNDED AGE /moces suennn

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

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

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

L Jean-Frangois LvoTaro, “ANSWERING THE QUESTION: WHAT Is PoSTMODERNISM?”, IN The PasTnooern Conprtion. A RepoRrT]
v Knowcense (MINNEAPOLIS 1984), P. 75, WHICH, IN TURN REFERS TO THE ART HISTORIAN THIERRY DE DuVE.

2 Rosaunp Krauss, “ScuLpTuRe IN THE Expanpep FIELD”, Ocroser, VoL. 8, Spring 1979, pp. 30-44. SEE ALso Sven-OLo
ALLENSTEIN, “DET UTVIDGADE FALTET — FRAN HOGMODERNISM TILL KONCEPTUALISM”, | KONSTEN OCH KONSTBEGREPPET, SKRIFTSERIEN
AIRos 1 (StockHoim 1996), pe. 117-152.
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political, the basic values of democracy as they pertain to freedom, equality
brotherhood and sisterhood were also emphasized.

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

The dream of something

different

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

B THERE IS CURRENTLY AN EXTENSIVE LITERATURE DEALING WITH THE POLITICAL AND AESTHETIC DISCUSSIONS OF THE DAY, EVEN THOUGH

LINKING THEM TOGETHER IS NOT PARTICULARLY COMMON. SURVEYS IN SWEDISH THAT CAN BE RECOMMENDED INCLUDE LEIF NYLEN, Den GppiA

KONSTEN. HAPPENINGS, INSTRUMENTAL TEATER, KONKRET POESI OCH ANDRA GRANSOVERSKRIONINGAR I DET SVENSKA 60+

TaLer (StockHoLm 1998), BeaTe SypHoFF, Sverrces konst 1900-1ater, parT 2. 1945-1975 (StockHom 2000) ang

Kuew OsTeere, 1968 iR ALLTING VAR I RORELSE. SEXTIOTALSRADIKALISERINGEN OCH DE SOCIALA RORELSERNA (STOCKHOL

2002). See ALso ARTHUR MaRwicK, THe SixTies. Cutturat Revoiution 1N BRITaIN, FRance, ITatv, anp THE UNITE
rares, £.1958-¢.1974 (Oxeorn & New York 1998)
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Even more people joined in the opposition to the Vietnam War, which television
brought right into people’s living rooms. In Géran Sonnevi’s poem “Om kriget i
Vietnam” [On the War in Vietnam] from 1965, which brilliantly links domestic life
in a wintry province of Skane with the appalling brutality being displayed on
the other side of the world one can read the following lines:

On TV

last night

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

of helicopter propellers

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

a few weeks ago

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

threw the VC about nine feet
straight ahead.,

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

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

f GORAN SonNEvi, “ON THE WaR IN VIETNAM”, IN Twe Econonv Spinwine Faster ano Faster (New York 1982), p. 5.
5 Ouor PaiMe, “Hanoi, CHRISTMAS 1972”7, IN Otor Patme  SPEAKING. ARTICLES AND SPEECHES, ED. GUNILLA Banks
StockHowM 2006), p. 142. See aLso KiM SaLoMON, Reseiter 1 TAKT nep TIDEN. FNL-RGRELSEN ocH 60-TALETS POLITISKA
rrrusier (STockHoiM 1996)
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prevent many Western-oriented Europeans from supporting the cultural revolu4
tion and even regarding themselves as Maoists., Something that contributed tg
this idealization was undoubtedly the relatively limited knowledge of the mis-
erable conditions actually obtaining in China. The country served as a surface
on which people projected their own fantasies about an alternative society.

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

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

6 FOR INFORMATION ABOUT THE EXTRAORDINARY INTEREST IN CHINA THAT GREW UP IN SWEDEN, SEE ANNE HEDEN, Rin STJiRNA GVER
SVERIGE. FOLKREPUBLIKEN KINA SON RESURS I DEN SVENSKA VANSTERRADIKALISERINGEN UNDER 1960- ocw 1970-TaLe
Lunp 2008).

[Z__“La Révolution 1c1 MAINTENANT”, Ter (uer, No. 34, 16 1968, p. 3 F
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Western Marxism

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

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

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

B PerrY ANDERSON, Consioeratrons on  Western  Marxzsw  (Lonpon 1977) ano In  tHE Tracks oF  HIsTorIcal
stertacisn (Lonpon 1983).
B KarL Marx, Econonrc ano Purtosopwrcat Manuscripts of 1844, ep. DRk J. STRuik (NEw York 1964). SEE ALso JoacHIM
SRAEL, ALIENATION. FRom Marx 7o Mooerw Socrotosy. A Macroscoprcar Awacvsis (Boston 1971).

0 Antonio Gramscl, Prrson Noresooks, En. JosepH A. Burmiaieg, Vor. 1-3 (New York 1992-2007).
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central to the [eft in the 1960s. This was a task that many intellectuals and even
certain artists and poets willingly undertook: enlightening the workers both
about American supremacy and the pernicious nature of the capitalist system
as well as informing them that they were oppressed - even though they might
not realize this themselves.

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

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

L1 HerBERT Marcuse, One-Drnenstonar Man. Stuoies 1n e Ioeotosy of Aovancen Inoustrrar Socierv (Lonbo
1964).
2 SEE, E.G., Louis ALTHUSSER, For Marx (1967) anp AiTHussER & ETIENNE BailiBaAR, Reaning Caprrar (1965)
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new science about the history of social formations but also a new philosophy]
dialectical materialism. In their reading of Marx, Althusser and his students
also developed a succession of their own terms in order to fulfil the analysis
and to make the contemporary capitalist society more comprehensible. One
such concept is that of ideological state apparatuses, i.e. institutions like the
schools, the church and the media with whose help the ideology of the ruling
classes is reproduced in society.

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

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

Taking leave of

L3 Susan Sontag, AcainsT InTerpReTATION AND OTHer Essavs (New York 1966), p. 293; ViriLio quoted FrRoM Kiaug
ERDING, 1968. Kunst, Kunsteescuicure, Porrrrk (FRANKEURT aM Main 2008), p. 10
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modernism

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

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

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

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

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

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

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

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

Aesthetic diversity 1n

the sign of politics

The years around 1970 were also a highpoint for such manifestations as per-
formance, happenings, instrumental theatre, Body Art and concrete poetry
Concrete poetry was particularly successful in Sweden thanks to writers and
artists like Oyvind Fahlstrém, Bengt Emil Johnson and Ake Hodell. Hodell in par-
ticular combined experimental writing with an obvious leftist commitment as
when he thematized military indoctrination in his text-sound-image composi-
tion “General Bussig” with its manic repetition of the sentence “l want to ohey

15 JoserH KosutH, ArT ArTer Puritosorwy ano ArTer. Cottecten Wrrtines (Camringe 1991), p. 24. IT IS HARDLY Al
ACCIDENT THAT THESE IDEAS ABOUT TAUTOLOGICAL ART COINCIDE IN TIME WITH THE DEVELOPMENT OF THE SO-CALLED INSTITUTIONAL THEORY 0|
ART. THIS GIVES A (POSSIBLY DECEPTIVE) SIMPLE ANSWER TO THE QUESTION OF WHAT ART IS AND IT IS A VIEW THAT HAS WON CONSIDERABLE
PROMINENCE AMONG BOTH ARTISTS AND ART HISTORIANS IN RECENT DECADES: ART IS WHATEVER IS CLAIMED AND RECOGNIZED AS ART BY THE
ART WORLD, I.E. BY ARTISTS BUT ALSO BY ART DEALERS, CURATORS, KEEPERS, ART HISTORIANS, CRITICS, ETC. SEE E.G. GEORGE DICKIE, ArT
no THE Arstuerics. An Instrrurionar Anaivsrs (ItHaca 1974)
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orders, orders | want to obey”. .

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

Not without reason, the German universal artist and political activist Joseph
Beuys is reckoned among the Fluxus artists but, unlike the others of the
Fluxus citcle, he was sceptical towards Duchamp and Dada - which he clearly
ShOWEd Wlth hlS Subtly humorous Clalm DAS SCHWEIGEN VON MARCEL DUCHAMP WIRD UBEREEWERTETY
Marcel Duchamp’s silence is overvalued. . In a manner that has no equivalent in
Duchamp’s work, Beuys’s thinking and his art are informed by a humanist faith
as well as an ecological approach and an almost idealistic view of the revolu-
tionary importance of art. This did not prevent him from seeking to expand the
concept of art in line with his helief that every human being is an artist - Y0 18
FUNSTLER 't |s significant that, in retrospect, he declared that the founding of the
German Student Party in 1967 as “My greatest work of art”. And it is also typi-
cal that, as Professor of Sculpture in Diisseldorf, he accepted all the students
who wanted to attend his courses - which resulted in his being dismissed,
Even with his actions he challenged the usual understanding of what art is, for
Example ln WIE MAN DEM TOTEN HASEN DIE BILDER ERKLART (HOW tO EXplaln plCtU[ES to a dead
hare), where with his own face covered with honey and gold leaf he quietly
explained what art is to a dead hare that he carried in his arms as he slowly
moved through the gallery. According to Beuys himself, the hare represented

16 Ake HooeLL, Gewerar Bussis (StockHoLM 1964); SEE ALSO THE VARIOUS VERSIONS OF THE COMPOSITION INCLUDED ON THE
COLLECTED-WORKS CD Vergar BratwwasH ano otHeR Works (StockHom 2000).

L7  BeneT aF KUINTBERG, Svewss Fruxus / Swenrsw Fruxus (Stockholm 2006), . 46.

18  KuNTBERG, Svensk Fruxus, p. 30.

19  BEUYS ORIGINALLY MADE THIS CLAIM IN A TV BROADCAST IN 1964, BUT IT HAS BEEN FREQUENTLY REPEATED IN OTHER FORMATS
NCLUDING THE COVER OF A CATALOGUE FOR AN EXHIBITION AT THE MODERNA MUSEET IN STOCKHOLM ENTITLED JosepH Beuvs. TECKNINGAR
cH 083ekT 1937-1970 ur samiing van per Grintew (StockHom 1971).

20 ExcerpT FRoM ‘DER GANZE RIEMEN’: 22 JuNE — FOUNDATION OF ‘DEUTSCHE STUDENTENPARTEI" IN BRANNPUNKT DUSSELDORF.
0sepd Beuys oce wans KRETS, LJEvALCHS (STockHoim 1987), p. 56
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the earth and matter while the gold and the honey indicate “a transformation o
the head, and therefore naturally and logically the brain and our understanding
of thought, consciousness”., To a degree it is a matter of looking for a balance
hetween different cosmic forces but also a willingness to open oneself to al-
chemical transformations form one person to another. It is not surprising that
Beuys is usually described as an artistic shaman but, if this is the case, his
shamanism seeks both to expand the concept of art and, ultimately, to recreate
the whole of society.

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

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

21 Beuvys as quoTep IN Marc C. TavLor, "FORGERY”, IN Att 1N THE Present Must Be Transrormen. MATTHEW BARNEV 4N,
Josern Beuvs (BeruN & New York 2006), p. 112.

22  Guy Desoro, L4 socrété ou spec Tacte (Paris 1967).

D3 RolanD BARTHES, “LA MORT DE UAUTEUR”, IN OEuvres conpiéTes, ToMe |1: 1966-1973, . Eric MarTy (Paris 1994), pp!
491-495,
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the American composer and Fluxus artist John Cage challenged the boundary
between musician and listener, most specifically with his piano piece 433" in
which the pianist sitting at his grand piano plays nothing at all for four min-
utes and thirty-three seconds but, at three points in the performance, with a
gesture indicates a new movement in the piece. This directs people’s attention
to the other sounds in the concert hall such as coughing, scraping feet, whis-
pering and - as the pianist continues not playing - perhaps even an audible
comment or two from the audience.

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

There were also productive overlaps between pop and rock culture on the one
hand and the visual arts on the other. For example, the British pop artist Peter
Blake designed the legendary LP-sleeve for the Beatles’s S67- PEPPER'S LONELY HEARTS
FLus 8AN0 3nd Andy Warhol collaborated with the Velvet Underground and was
responsible for the cover - decorated with a banana - to their début album ™¢
ELVET UNDERGROUND AND NICO |n Sweden some of the leading young artists and writers
of the day - like Leif Nylén, Torkel Rasmusson and Mats G. Bengtsson - were
members of the progressive band Gunder Hdgg, which later changed its name
to 84 TAET At a later date, artist Carl Johan De Geer joined up with them. In 1967
he had been convicted and fined for incitement and for desecrating the national
symbol after exhibiting lithographs on which he had printed “Desecrate the
flag, refuse to carry weapons, betray your country, be anti-national”. He had
also written the word “KUKEN” [Cock] across the Swedish flag and “USA mord-
are” [USA murderer] underneath an American flag in which the stars had been
replaced by small swastikas. In similar fashion, Lena Svedherg created political
art that was critical of society, for example in her triptych drawing entitled
[HE KENNEDY BROTHERS PLUS ONE Thjs shows Robert and John F. Kennedy monstrously
deformed and hanging each on his own cross. Both De Geer and Svedberg also
contributed to the magazine '*S which was otherwise best known for Lars
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Hillersherg’s satirical drawings of every imaginable phenomenon in the worl
that he felt was worth satirizing. This is serious art raised to the status of
black humour.

Against this background we can finally assert that if there is a code expression
for the political and aesthetic activities of the late sixties and eatly seventies
it is crossing houndaries. Every imaginable houndary was now to be crossed
between high and low, between different artistic mediums and forms of ex-
pression, between artist and beholder, the work of art and its context, art and
politics. A similar desire to cross boundaries was also characteristic of parts
of the craft arts of the period. Deeply influenced by the contemporary discus-
sions of aesthetics and ideology, craftspeople created objects that did not
merely question the traditional understanding of what crafts are and can be
but, based on an expressly political perspective, want to say something about
the world we live in with all its serious injustices.
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Det har sagts att "Vad ar vackert?” ersattes av "Vad ar konst?” som den vik-
igaste estetiska fragan under 1900-talet. Det dr en avgdrande forskjutning
om kan foras tillbaka till Marcel Duchamps undergrdvande verksamhet pa
1910-talet, ndr han med sina ready-mades forde dver vardagsforemal - som en
asktorkare eller en pissoar - fran en brukskontext till en konstkontext och
kallade det konst. Men det var kanske férst pa sextiotalet som man pa allva
borjade inse konsekvenserna av denna handling: att hantverksfardigheter och
det materiella utférandet ar av underordnad betydelse i konstskapandet och
att egentligen vad som helst kan vara konst. Det dr sammanhanget snarare
an nagra universellt giltiga varden som avgdr vad som ar och vad som inte &
konst.

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

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

Jean-Francois Lyotarp, "Svar PA FRAGAN: VAD AR DET POSTMODERNA?”, | MikaEL LOFGREN & ANDERS MOLANDER (RED.)
Postnonerna TI0Er? (STockHoLM 1986), s. 85 SoM I SIN TUR HANVISAR TILL DEN ESTETISKE TEORETIKERN THIERRY DE DUVE.

RosaunD KRrauss, ”SKULPTUR | DET UTVIDGADE FALTET”, | SVEN-OLov WALLENSTEIN (RED.), MINIHALISH 0CH POSTHINIMALISH
KRIFTSERIEN Kairos 10 (StockHowm 2005), s. 159-172. S AvEN SveN-Orov WALLENSTEIN, ”DET UTVIDGADE FALTET — FRAN HGGMO

M BONSTEN 0CH KONSTREGREPP KR RIEN KAIRD QCKHOLM
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dagisplaster och hela den patriarkala samhallsordningen till fragor rorande
u-landshjalp och Sveriges plats i varlden. P& samma gang som vardagliga va
och handlingar uppfattades som politiska betonades demokratins grundvarde
ringar rérande frihet, jamlikhet, broderskap och systerskap.

Fragan om hur politiken, samhallet och demokratin borde forstas diskutera

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

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

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

Drdmmen  om  nagonting

annat

Under sextio- och sjuttiotalen tenderade den terrorbalans som radde mella
de bada supermakterna USA och Sovjetunionen att polarisera manniskors poli
tiska asikter enligt en grovt forenklande logik: USA, alternativt den sovjetiska
statskommunismen - for eller emot? Mer nyanserade positioner och stallnings
taganden som férsokte dverskrida den hegransande dualismen hade svart atf
inna nagot stdorre gehor. Samtidigt ar det tydligt att sextiotalet innebar en
geografisk utvidgning av den politiska medvetenheten. Den avkoloniserings
process som pa allvar hade pabdrjats i Afrika under femtiotalet intensifierade

nu och understéddes aktivt av vastintellektuella.

Annu fler engagerade sig mot Vietnamkriget, som genom teveapparaterna tyck

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

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

TEATER, KONKRET POESI OCH ANDRA GRANSGVERSKRIONINGAR I DET SvENsks 60-Tater (StockHoim 1998), BEATE SypHorr

Sverrees konst 1900-Taer, per 2. 1945-1975 (StockHoim 2000) ocH KiewL Osteers, 1968 wir 4LLTIng VAR

I RORELSE. SEXTIOTALSRADIKALISERINGEN 0CH DE S0CIALA RORELSERNA (STockHolM 2002). SE AveN ARTHUR Marwick, T

Sixtres. Cutturat Revorution In BRITain, France, Itaty, ano THe Unrteo States, ¢.1958-c¢.1974 (Oxror
ok 1998
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es komma rakt in I manniskors vardagsrum - eller teverum som det fortfarande

kallades. | Goran Sonnevis dikt "Om kriget i Vietnam” fran 1965, som pa ett
fantastiskt sdtt knyter samman det vardagliga livet i ett vintrigt Skane med
de brutala hemskheterna pa andra sidan jordklotet ("USA’s vidriga krig”), finns
oljande i detta sammanhang karakteristiska rader:

| gar kvall
pa TV
ag vi en filminspelning fran
iet Congs sida, fick hora
helikoptermaskinernas
dova fladdrande,
fran macken, fran de beskjutnas
ida. 1 en annan film
for ett par veckor sedan
intervjuades de amerikanska
helikopterforarna av CBS. En av dem
beskrev sin utldsning
nar han antligen fick skott pa
en "VC": han slungades
re meter fram
av raketerna.,

Kdrnan i protesterna mot Vietnamkriget utgjordes av den sa kallade FNL-
OIEISEFI (fO[kO[tnlng for FRONT NATIONAL POUR LA LIBERATION DU SUD VIET NAM’ det \““ Saga
odra Vietnams Nationella Befrielsefront) som efterhand blev en bred socia
orelse. Det vickte stor uppstandelse ndr den davarande svenska uthildnings-

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

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

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

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

GORAN SONNEVI, "OM KRIGET | VIETNAM”, Bowniers LITTeriRA Magasin NR 3 1965, s. 152 r.
Ovor PaLMe, "Hanor Juten 19727, 1 Atr vitas 6 vinare (Stockholm 1974), s. 271, SE Aven KiM SaLoMoN, Reserter 1]

REALITY CHECK

nen och till och med betraktade sig sjalva som maoister., Nagot som bidrog til
denna idealisering var utan tvekan den relativa okunskapen om de faktiska
miserabla forhallandena i Kina. Landet blev till en projektionsyta for de egna
fantasierna om en alternativ samhéllsordning.

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

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

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

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

Fran Marx sa kallade "Ekonomisk-filosofiska manuskript”, skrivna i Paris 1844,
hamtade man begreppet alienation som spelade en nyckelroll i sextiotalets
politiska diskussioner., Utifran sin fasta dvertygelse att manniskan endast kan
forverkliga sig sjalv genom sitt arhete hade Marx kommit fram till att detta
knappast langre ar mdjligt. | det radande kapitalistiska produktionssystemet
med dess maskiner och tilltagande arbetsdelning forvandlas i stallet arbetet
ill en vara, varigenom arbetaren blir frammande infér det hon tillverkar och i
forlangningen ocksa sig sjélv. Hon har ingen kontroll dver produktionen utan
blir ett offer for krafter som hon inte tycks kunna paverka. Sammantaget lede
det till att hon blir alienerad, det vill sdga frimmande infér sig sjalv, kdnne
maktldshet och brist pa identitet. Den lgsning som Marx foreslog for att komma
illrdtta med problemet var att arbetarna sjalva skulle ta kontroll dver pro-
duktionsmedlen och att privategendomen skulle upphavas, vilket blev till ett
argument for revolt och revolution.

Hegemoni 3r ett annat viktigt begrepp i den vastmarxistiska traditionen.
Begreppet harstammar fran den italienske filosofen Antonio Gramsci som ut-
ecklade det pa 1920-talet som ett direkt svar pa frdgan hur det kunde komma
ig att de italienska arbetarna valde att stddja Mussolini och fascismen i stdl-
et for de socialister och kommunister som sade sig férsvara deras intressen. |
Enligt Gramsci beror det pa att de harskande klasserna i hog grad bestdmme
arldshilden dven for de dvriga klasserna. Genom att hegemonin pa detta satt
handlar om radandet dver tdnkesatt blev fragan om medvetandehdjning central
inom sextiotalsvanstern. Det var en uppgift som manga intellektuella och adven
issa konstnérer och skénlitterdra forfattare sjalvmant tog pa sig: att upplysa
arbetarna om inte bara den amerikanska dverhdgheten och det kapitalistiska

EN BRA GVERSIKT AV VASTMARXISMEN GES | PERRY ANDERSON, On DeN visTerLiNDSKA MARxISHEN (LuND 1984).
KaRL MARX, "DE EKONOMISK-FILOSOFISKA MANUSKRIPTEN”, | TExTER I uRvAL, RED. SVEN-ERIC LIEDMAN & BJoRN LINELI

StockHowm 2003), s. 55-107. Se AveN JoacHM ISRAEL, ALTENATION. FRiN MARX TILL WODERN SOCIOLOGI. EN MWAKROSO-
1010618% sTunie (StockHolM 1968).
R Brry Fpi i
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systemets fordarvlighet utan ocksa att arhetarna sjalva var fortryckta - aven
om de inte insag det sjalva.

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

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

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

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

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

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

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

id sidan av den humanistiskt orienterade vastmarxism som Marcuse fére
tradde (liksom den betydligt mer ortodoxa marxism-leninism som fortfarande
lockade manga manniskor) intog den strukturalistiska marxismen en framtrd
dande position inom den vansterorienterade politiska teorin aren kring 1970
Denna form av marxism férknippas framfor allt med den franske filosofen oc
kommunisten Louis Althusser, som ar mest kand for sin strukturalistiska omlas
ning av Marx i vilken han gick i dppen polemik med den humanistiska ldsning
som Marcuse och andra forde fram. , Precis som andra strukturalister betonar
Althusser strukturernas primat éver individerna: liksom "mdnniskan” ar sub
jektet och det subjektiva, det enskilda och partikulara, av helt underordnat in
tresse. Foljaktligen tonar han ocksa ner betydelsen av den unge Marx tankar o
den enskilda ménniskans alienation och mgjligheter till frigérelse. | stallet for
den "ideologiska” problematik i Marx ungdomsverk som Althusser avfardar so
forvetenskaplig lyfter han fram ¥*?I™LET gch andra sena texter dar Marx sags
ha lanserat en ny vetenskap, namligen den historiska materialismen eller ve
tenskapen om de sociala formationernas historia, men ocksa en ny filosofi: de
11 HeRrBERT MARCUSE, DEN  ENDINENSIONELLA MWANNISKAN. STUDIER I DET AVANCERADE INDUSTRISAMHALLETS IDEOLOG
StockHowm 1968).

12 SE T.EX. Louts ALTHUSSER, Fir Marx (STarransToRP 1968) ocH ALTHUSSER & ETIENNE BALLIBAR, ATT 1isa KAPITALET, 2
q
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dialektiska materialismen. | sitt intensiva arbete med Marx skrifter utvecklade
Althusser och hans studenter dessutom en rad egna begrepp for att komplet-
era analysen och hattre begripliggéra det samtida kapitalistiska samhallet.
Ett sadant begrepp dr ideologiska statsapparater, det vill sdga institutione
om skolan, kyrkan och massmedia med vilkas hjalp de harskande klassernas
ideologi reproduceras i samhallet.

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

Uppbrottet

modernismen

om redan framkommit var sextiotalet inte bara politiskt utan ocksa konstnar-
igt en omtumlande tid. En gang for alla sprangdes d& systemet av de skdna
konsterna, innefattande poesi, musik, maleri, skulptur och arkitektur. Det es-

13 SusaN SoNTaG, KonsT ock antisonsT (StockHowm 1969), s. 249; ViRiLio ciTeraD EFTER KLaus HERDING, 1968. Kunst,
Pg K RANKFURT A AIN 8 0
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tetiska faltet expanderade och grunden lades till den lika differentierade so

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

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

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

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

En fér hégmodernismen karakteristisk férestdllning som de sarskilt vinde sig
mot var att varje konstart har sina sarskilda forutsattningar och begransning

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

ner litteraritet (\ITERATORNOST) | direkt kontrast till denna uppfattning lyftes n
gransoverskridningar och hybridformer fram som ett ideal. Ett typiskt exempe
utgdrs av den amerikanske konstnaren Robert Rauschenbergs sa kallade com-
bines vilka kombinerar malning, skulptur och ibland dven andra konstformer
som i verket Monogram - den uppstoppade geten med ett bhildack kring magen
som finns pa Moderna museet. Nagot man inte hor bortse fran hér &r den lek
fulla, humoristiska sidan som finns i verk som dessa, fjarran fran den gravall

arliga hdogmodernismen och betydligt mer besldktad med Duchamp och de
tidiga dadaismen.
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Det lekfulla draget &r ocksa patagligt i sextiotalets popkonst, med foretradare
om Andy Warhol, Roy Lichtenstein och Jim Dine. Popkonsten kan sdgas vara
undantaget som hekréftar regeln att konstnarer nu dvergav maleriet for andra
medier, genrer och blandgenrer. Popkonstnédrerna fortsatte namligen med ett
amligen realistiskt maleri, om &n med en motivkrets hamtad fran serietidning-
ar, B-filmer, teveserier, reklam och annat som tidigare hade ansetts vara fo
agt och banalt fér konsten. Det innebar ett brott med den tidigare sa populdra
anken att det skulle gd att dra en tydlig demarkationslinje mellan a ena sidan
Konst och & andra sidan det som nedsdttande bendmndes kitsch (Greenberg)
eller kulturindustri (Adorno). Darigenom kan popkonsten sagas ha gatt i bra-
chen fér den uppvardering av foreteelser som mode och design som nu skedde.
Det ar inte en tillfallighet att Warhol hade en bakgrund som reklamtecknare
och att dven flera av de andra ledande popkonstndrerna ocksa dgnade sig at
mode, design och reklam.

P3 helt andra satt bidrog dven minimalismen och konceptkonsten till utvidg-
ningen av det estetiska faltet. Fér manga forknippas minimalismen sakert med
Donald Judds industriellt tillverkade aluminiumboxar, eller specifika objekt som
han sjélv kallade dem, vilka han kontrasterade mot den traditionella europeiska
konsten med dess upptagenhet av det illusoriska och av harmoniska, balans-

kapande relationer. Det fanns ocksd minimalistiskt orienterade konstnare

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

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

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

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

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

Estetiskt grdnsdvenr-

skridande 1 politikens

tecken

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

15  JoserH KosuTH, "KoNSTEN EFTER FILOSOFIN”, 1 SVEN-OLov WALLENSTEIN (RED.), KoncerTkonsT, SKRIFTSERIEN Kairos 1
StockHotM 2006), s. 98. DET AR KNAPPAST EN SLUMP ATT DESSA TANKAR OM DEN TAUTOLOGISKA KONSTEN SAMMANFALLER | TIDEN MED)
UTVECKLANDET AV DEN SA KALLADE INSTITUTIONELLA KONSTTEORIN. DENNA GER ETT (MOJLIGEN FORRADISKT) ENKELT SVAR PA FRAGAN OM VAD
KONST AR, OCH DET AR EN UPPFATTNING SOM BLAND SAVAL KONSTNARER SOM TEORETIKER FATT ETT STORT GENOMSLAG UNDER DE SENASTE
DECENNIERNA: KONST AR DET SOM UTNAMNS TILL OCH ERKANNS SOM KONST AV KONSTVARLDEN, DVS. AV KONSTNARER MEN OCKSA GALLERISTER,
KURATORER, INTENDENTER, KONSTVETARE, KRITIKER OSV. SE T.EX. GEORGE DICKIE, ART N0 THE AEsTHETICS. AN INSTITUTIONA
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sagemang, som nar han tematiserade den militara indoktrineringen i text-ljud-
bildkompositionen "General Bussig” med dess maniska omtagningar av satsen
"Jag vill lyda order, order vill jag lyda”. .

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

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

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

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

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

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

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

efterhand utndmnde grundandet av Tyska Studentpartiet 1967 till "Mitt stdrsta

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

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

BILOER ERKLART (Hur man férklarar bilder for den ddda haren), dar han med sitt eget

16 Axe HopeLL, Generat Bussic  (StockHolM 1964); SE AVEN DE OLIKA VERSIONERNA AV KOMPOSITIONEN SOM FINNS PA CD
SAMLINGSUTGAVAN VerBAL BraInwasu 4no oTHER Works (StockHoim 2000).
17 BeNGT AF KLINTBERG, Svensk Fruxus / Swenrsi Fruxus (StockHowm 2006), s. 46.
18  KUNTBERG, Svensk Fruxus, s. 30.
19 URSPRUNGLIGEN YTTRADE BEUYS ORDEN I EN TEVESANDNING 1964, MEN DE HAR DAREFTER OFTA ATERGIVITS AVEN | ANDRA MEDIER
BL.A. PA OMSLAGET TILL MODERNA MUSEETS UTSTALLNINGSKATALOG JosepH Beuvs. TecknIngaR ocH 08JesT 1937-1970 uR
AnLING VAN DER GrInTEn (StockHowm 1971).

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

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

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

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

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

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

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

antikonst dér gransen mellan konstndren och askadarna suddas ut.

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

21 Beuys cITERAD EFTER MaRC C. TAYLOR, "FORGERY”, | ALt IN THE PRESENT MustT BE TRANSFORMED. MATTHEW BARNEY 4ND
Josern Beuvs (BEruN & New York 2006), s. 112.
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kritikern Roland Barthes om férfattarens dod och lasarens fédelse. , Pa ett lik-
nande satt utmanade Cage, den amerikanske tonsattaren och Fluxuskonstnaren,
srasdragningen mellan musiker och dhérare, mest tydligt med sitt pianostycke
'33”, dar pianisten vid sin konsertflygel inte spelar ndgot alls under fyra minu-
er och trettiotre sekunder, utan endast vid tre tillfdllen markerar nya satser i
uften, allt for att rikta fokus pa alla de andra ljud som finns i konsertlokalen,
om hostningar, skrap med fotterna, viskningar och - allteftersom pianisten
fortsatter att inte spela - kanske rent av en och annan ljudlig kommentar fran
publiken.

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

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

D3 RoLan BARTHES, "La MORT DE UAUTEUR”, | OFuvres compLéTes, Tome |1: 1966-1973, Rep. Eric MarTy (Paris 1994), s.
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he Kennedy Brothers Plus One. Har visas Robert och John F. Kennedy sjuk
ligt deformerade och upphdngda pa var sitt kors. Bade de Geer och Svedberg
medarbetade for ovrigt i tidskriften 'S, som annars ar mest kand for Lar
Hillershergs satiriska teckningar dver alla tankbara fenomen som han ansag
ar varda att hacklas. Det ar allvarlig politisk konst upphdjd till svart humor.

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

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

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

kan vara, utan som ocksa utifran ett uttalat politiskt perspektiv vill sdga nagot
om den pa manga satt djupt orattvisa varld i vilken vi lever.
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LOOK FOR NEW

PARTTIGSANS S|

INTERVIEW WITH THE AUTHORS OF THE VIDEOD PARTISAN
SONGSPIEL/

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

The main focus of this project was the research and reconstruction of the three
historical references or forms of critical thought within the art that developed
in socialist Yugoslavia, or in the vanguard of the political concept of socialist
Yugoslavia - these are Partisan art, Socialist modernism and the New artistic
practices. These three notions can be seen as important historical references
for today’s conceptualization of political activity within the field of contempo-
rary art. For example, the term Partisan art, which is partly discussed through
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the PARTISAN soNGSPIEL videg by the Chto Delat collective represents a historical
example of the unity of art and socio-political commitment in making a com+
mon gesture. It occupies a position quite contrary to the conceptions of art
autonomy and their practical manifestations (such as practicing art within
the enclosed, autonomous sphere of art) and is closely connected to an avant-
garde comprehension of art as revolutionary vanguard. It is about (re)examin-
ing the relationship of art and politics conceived through simultaneity of art
and resistance, of thought and action, or about the capacity to think and act
outside of the dominant “rationality”.

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

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

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

RENA RAEDLE & VLADAN JEREMIC: earrissn sonsseiel deals with the moment
in which the cannibalization of a society takes place. During the last two
decades, our society existed as an isolated camp where everyday life was mo-
nopolized by corrupted politicians and ruthless tycoons. After the catastrophe
of the wars in the ex-Yugoslav countries which unfolded in the manner of a
mutual extermination, there followed the economic polarization and discrimi-
nation of a large part of the population which ended up in their being home-
less and deprived of any state protection. It is the Roma who as the majority
were gravely affected by this exodus. The scenario of PARTISAN SONGSPIEL Jimg to
present the most extreme positions in post-war and post-transitional Serbian
society and to present them in their typicality. Two extremes, the oppressors
and the oppressed, are defining the current composition of society as a whole
and indirectly describe the bleakest everyday lives of the majority of people,
PARTISAN SONGSPIEL takes place in an old factory that looks like a post-Fordist slum,
Mike Davis, in his hook PLANET OF SLUfs - 3reyes that national and local political
machines accept informal settlements as long as they can maintain political
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control and extract direct financial benefit. These almost feudal relations o
dependence on local police or important players in certain political parties and
non-governmental organizations are deeply rooted and disloyalty may cause
the destruction of the slum itself. The four oppressed characters “inhabit’
this metaphorical slum of an abandoned factory: Worker, Roma Woman, Lesbhian
and Veteran. Their personal stories are stereotypes constructed from publig
testimonies or interviews produced by the media, referring to recent events in
Serbia. The worker, who cut off his own finger, as the leader of numerous hun-
ger strikes is a victim of wild privatization and tycoonization, a process which
forces the companies into bankruptcy. The important question for us is how to
unite the discriminated class today in the fight against capitalism? Which one
of our characters is actually a possible revolutionary subject? The partisans
are the voice from the past who hring the legacy of solidarity in the struggle
against neo-liberal particularization and the atomization of the social sphere
An important moment is when the partisan choir calls the oppressed for unity
primarily addressing the worker as the guardian of the historical torch-light
However, unity within the slum is uncertain and the class struggle remains
unarticulated and fragmented.

PRELOM: wouLb vou TELL US SOHETHING ABOUT HOW THE MODE OF ART PRODUCTION
YOU SELECTED FOR THE PARTISAN SONGSPIEL CONPARES T0, FOR EXAMPLE, ARTACTIV-
IST FILHS WHICH ARE DEDICATED TO THE SAME SITUATION THAT VYOU TAKE AS THE
POINT OF DEPARTURE OF THIS VIDEO? IN OTHER WORDS, HOW DO YOU OBSERVE THE DIF-
FERENCE BETWEEN THE "LOW-FI VIDEO REPORTAGE” AND THE HETHOD OF "HIGH ART"?

RENA RAEDLE & VLADAN JEREMIC: Taking artistic practice primarily as
a system of actions and also, as being active in the field of contemporary art
we believe that the experience of political reality as well as the active and
public stance of the artist can produce "real knowledge” and a transformative
experience. This approach also reveals social mechanisms and norms in which
we operate and offers a clear insight into contemporary political realities
The conditions of production are inscribed into the product and always are
reflected in our artistic work. Our recent video **"'!''* which you refer to
emerged as a concentrated result of our active participation and media activ4
ism during the protest against the violent eviction of Roma families and the
tearing down of their homes in New Belgrade. The video reveals relations and
power mechanisms between all the actors in the conflict: Roma, mayor, inves-
tors, journalists, international mediators, politicians, police, activist, etc. Oux

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

DUITRY VILENSKY: This is a crucial issue. The task of "spreading the infor-
mation” is important and valid but then we should ask another question: where
are activist-artists spreading this information and are their goals different
from the goals of "engaged” journalists or are they are not? | can criticize this
situation from inside because | have been making some important documenta-
tion of various local struggles in Russia for different activists groups and
enabling these to he accessible on-line. | find that very important but at the
same time there is something very unsatisfying in it. The most unsatisfying
factor is when these things appear not just online (where they must he) but
also in art places. On the one hand, | would definitely prefer to see this stuff
in exhibition places then any higher forms of the propaganda of commodity
fetishism and sophisticated entertainment. But it does not mean that we do
not have a problem here — also there is an ethical problem — it is always looks
guite obscene when the "art crowd” who do not give a fuck about these strug-
gles are watching them at their "beautiful gatherings”. Therefore, | think that
this isn’t the time for mixing information functions and art. Art has an amazing
power to inform too hut it should be realized in another way — just to briefly
say that it should question art and its history, it should question the medium
because why we should trust that what is presented is true?), it must show
and prohlematize the position of the speaker (Who is speaking in the film? What
is the political identity of the privileged person with the camera?) and many
other questions. | think that without tackling these guestions, there isn’t the
possibility to speak from within the art world about political issues, especially
in a direct documentary form. When we start to ask these questions, then we
clearly step aside from documentary and reveal the construction of the whole
film as it discloses itself as something else. That’s why for us the "reactionary”
medium of songspiel and musical — where everything is openly constructed
and estranged and where we take full political responsibility for the speeches
and political statements — this somehow becomes a way of dealing with those
limitations of documentarism in trying to break away and reach a truly realist
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position in art. We have discussed all this problems, through the reactualiza
tion of Godard’s famous question #0V T0 MAKE FILN POLITIEALLY gnd we dedicated to it
one issue of the Chto Delat newspapers with the same name.

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

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

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

RENA RAEDLE & VLADAN JEREMIC: The most interesting of Brecht’s con-
ceptions for us today is that takes the audience as an active part that completes
the theatre play through its actions in the real world. Brecht used to rewrite
his plays and to adapt them to current situations. Therefore, he understood
theatre as an open and interactive media. Today Brecht would perhaps include
into his work telecommunication media such as the internet or media hacks
to make political agitation possible. His experience with film was traumatic;
after the script of the apolitical but ultra-successful play THE THREEPENNY OPERA (3
adaptation of the ®t66Ar's 0PER4 By John Gay from 1728) was sold to the film indus-
try, his attempts to radicalize the piece and to strengthen an anti-capitalist
tendency proved futile. PARTISAN SONGSPIEL has the classical structure of a Greek
tragedy with protagonists and a chorus that comments and evaluates through
their recitations. As in Brecht’s dialectical theatre, the resolving catharsis is
missing and this leaves the viewer with an uncomfortable feeling. A tragedy
without catharsis — it's actually a nightmare, a horror story without an ohvious
exit. After all, we have to ask ourselves, if it is possible to produce a progres-
sive shift in the audience with this kind of tragic surrealism. If nothing else, it
Is a perfect description of the existing condition of Serhia’s society.

PRELOM: THE VIDED PARTISAN SONGSPIEL IS BASED ON THE COLLECTIVE WORK OF,
FIRST OF ALL THE CHTO DELAT GROUP AND BIRO BEOGRAD, BUT ALSO OF HANY OTHER
CONTRIBUTORS. WHAT DOES COLLECTIVE AUTHORSHIP MEAN TO YOU? HOW WOULD VOU
DESCRIBE IT IN TERNS OF PRODUCTION, COLLABORATION AND CONTENT?

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

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

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

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

Interview is conducted by Jelena Vesi, October, 2009
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FINN

PARTISANER/

NED  FORFATTERNE  BAK  VIDEOEN  PARTISAN

Det folgende intervjuet hle gjort i forhindelse med utstillingen Political
Practices of (Post-)Yugoslav Art: RETROSPECTIVE 01. Denne utstillingen ble initi
ert av fire uavhengige organisasjoner - kuratorkollektivet WHW (Zagreb), Sentel
for nye medier, kuda.org (Novi Sad), Prelom Kolektiv (Beograd) og CCA/pro.ha
Sarajevo) - og var et forsgk pa a samle sammen flere uavhengige undersekelser
v den kulturelle arven fra det sosialistiske Jugoslavia ved hjelp av spesifikke]
eksempler og konkrete analyser.

Hovedfokuset for dette prosjektet var a undersgke og forsske a rekonstru
ere tre historiske referanser eller former for kritisk tenkning i den kunsten
om oppsto i det sosialistiske Jugoslavia, med andre ord, fortroppene innen-
for det politiske konseptet som utgjorde det sosialistiske Jugoslavia. De tre
retningene er: partisanerkunst, sosialistisk modernisme og nye kunstneriske
praksiser, og disse tre hegrepene danner viktige historiske referanser for den
konseptualisering av politisk aktivitet som skjer i samtidskunsten i dag. Foy
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eksempel representerer partisanerkunsten, et hegrep som 1 noen grad droftes |
Chto Delats video Partisan Songspiel, et historisk eksempel pa en enhet mellom
kunst og sosiopolitisk engasjement i og med at det skapes en felles handling
Partisanerkunsten inntar en posisjon i strid med oppfatninger av kunsten som
Qutonom og deres praktiske manifestasjoner (sa som det & praktisere kunsf
innenfor den lukkede, autonome kunstsfaeren), og er naert forbundet med en av
antgardistisk forstaelse av kunsten som en revolusjonzr fortropp. Det handley
om a (re-)vurdere forholdet mellom kunst og politikk slik det forstas gjennom
kunstens og motstandens, tankens og handlingens samtidighet, eller om evnen
til & tenke og handle utenfor den dominerende "rasjonaliteten”.

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

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

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

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

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

BELLEVILLE (ELLER BELVILLE), HVOR DET 0GSA LIGGER LUKSUSLEILIGHETER. PA
SAMME TID TAR VIDEDEN OPP ET HER UNIVERSELT TEMA SOM VIRKER EKSTREMT POLA-
RISERENDE 06 DELER FOLK INN I TO GRUPPER: UNDERTRVKKERNE OG DE UNDERTRYKTE.
I DETTE TILFELLET, BYREGTERING, KRIGSPROFITORER 06 FINANSHOGULER PA DE

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

FORTELLER DE AT DET ER VIKTIG A STA SAHMEN 06 KJEHWPE KOLLEKTIVT, ET BUDSKAP
STIKK I STRID HED DAGENS IDENTITETSPOLITISKE STRATEGIER. HVA VAR DET SO

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

DMITRIT VILENSKIT: For oss i det russiske kunstnerkollektivet Chto Delaf
var det en utfordring a skulle ta for seg et konkret aspekt ved Beograds sam
funnsstruktur og politiske liv. Vi var sa heldige at vi hadde tid til research og
til & gjore oss kjent med situasjonen og vi hadde allerede et utmerket nettverk
Qv venner og lokale eksperter. Vi mette Vladan og Rena som er fra Beograd og
startet en dialog - og kom fram til at dette var en situasjon vi faktisk kunng
vere i stand til 3 gjere noe med. | Chto Delats farste sangspill, Perestroika
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ictory Over the Coup (Perestroika. Seier over kuppet), hadde vi allerede utvi
klet en spesiell arbeidsmetode, og na hadde vi lyst til a ta den et skritt videre,
ed ogsa a integrere dans som et element. Dremmen var a lage en ordentlig
musikal, og det var i den retningen vi begynte a tenke. Det var egentlig en til
feldighet at vi kom til & bruke romfolket og deres hosetting som case, men det
iste seg a hli s@rdeles viktig, siden saken var knyttet til et sa internasjonalt
rrangement som Universiaden. Men det som til syvende og sist avgjorde saken,
ar at hbade Vladan og Rena deltok aktivt i aksjonen for a forsvare romfolkets
rettigheter. Og det var dette vi tok som utgangspunkt for manuskriptet. Stykket
er hasert pa et prinsipp om typikalitet: Vi har konstruert fiktive karakterer som
fra vart stasted fremstar som representative for den generelle antagonistiske
kampen som forekommer i ethvert samfunn. Samtidig har vi ensket a analysere
de komplekse problemene som konstituerer de individuelle og identitetsori
enterte kampenes fallgruver og begrensninger. Det er kamper vi har respekt
for og som vi mener er av stor betydning, men samtidig mener vi ogsa at def
er tvingende nedvendig a revurdere betydningen av dem og forseke & forsta
dem som en ny form for klassekamp. | stykket konfronteres gruppen av men-
nesker som pa en eller annen mate er undertrykt, med de dede partisanenes
overdrevent "gammeldagse” retorikk. Gjennom denne konfrontasjonen forsekel
1 a demonstrere hvor vanskelig - ja, nesten umulig - det er a formulere et nytt
universelt sprak som kan forene ulike former for "minoritets”-politikk. Akkurag
om Perestroika. Victory Over the Coup, handler derfor ogsa dette arbeidet om
utfordringene knyttet til det d skape solidaritet og et felles sprak. Samtidig|
haper jeg at dette ikke antyder at den politiske melankolien er tingenes ende-|
ig tilstand, men at det heller sporer en til & tenke lenger fram i tid, og apne
opp nye politiske horisonter - korets siste appell er: "Sta sammen, kamerater!
Finn nye partisaner!” - Dette er en direkte agitasjon og en oppfordring om 3
ortsette den militante frigjeringskampen.

RENA RADLE & VLADAN JEREMIC: partisan Songsplel tar for seg det
pyehlikket da samfunnet kannihaliseres. De siste tjue arene har samfunnet
art vert en isolert leir hvor hverdagen har vart monopolisert av korrupte
politikere og skansellase moguler. Etter de katastrofale krigene i de tidligere
jugoslaviske delstatene - kriger som utspilte seg som gjensidig utryddelse
ulgte en skonomisk polarisering hvor en stor andel av befolkningen hle diskri-
minert og endte opp som hjemlase, fratatt all beskyttelse av staten. Romfolkef
er den gruppen som har vart utsatt for de mest alvorlige overgrepene. Det vi
forseker a fa til 1 Partisan Songspiel, er a ta de mest ekstreme posisjonene |
det serhiske samfunnet etter krigen og etter overgangsfasen - transisjonen
og vise dem fram som typer. Samfunnets sammensetning i dag er definert a
to ytterpunkter, undertrykkerne og de undertrykte, og denne polariseringen
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oir ogsa en Indirekte beskrivelse av den dystre hverdagen for flertallet av he

folkningen. Partisan Songspiel finner sted i en gammel fabrikk som ser ut som
en post-fordistisk slum. | boka Planet om Slums, hevder forfatteren Mike Davi

at hade det nasjonale og lokale politiske maskineriet er villige til 4 godta uof

fisielle avtaler under bordet, sa fremt de selv kan beholde sin politiske kontrol
og samtidig dra direkte ekonomiske fordeler. Det nesten foydale avhengighets

forholdet til det lokale politiet eller viktige akterer i politiske partier elley
interesserorganisasjoner, har dype rotter, og lojalitetshrudd kan fere til af
selve slummen blir revet. De fire undertrykte i stykket som "behbor” den metafo

riske slummen 1 en nedlagt fabrikk, er Arheideren, Romkvinnen, Den leshiske og
Krigsveteranen. Deres personlige historler er stereotypier som vi har konstru

ert pa grunnlag av offentlig tilgjengelige vitneshyrd og intervjuer i media som
omhandler hendelser i Serhia. Arbeideren, som kutter av fingeren pa seg sel

og leder mangfoldige sultestreiker, er offer for en privatisering og "mogulis

ering” som har lept lepsk, en prosess som igjen tvinger bedrifter konkurs. Def
viktige sporsmalet er hvordan fa dagens diskriminerte klasser til & sta sammen
I kampen mot kapitalismen. Hvilke av rollefigurene er et potensielt revolusjo

nert subjekt? Partisanene er stemmen fra fortiden som hringer med seg den
solidariske arven til kamp mot nyliberalismens fragmentering og pulverisering
Qv det sosiale rom. Et viktig syeblikk er idet partisanerkoret maner til samhold
blant de undertrykte - forst og fremst henvender de seg da til arbeideren, han
er den som vokter den historiske flammen. Men samholdet 1 slummen er usik

kert, og klassekampen forblir uartikulert og fragmentarisk.

PRELOM: KAN DERE FORTELLE NOE OH HVOR DEN FORMEN FOR KUNSTPRODUKSTON DERH
HAR VALGT FOR PARTISAN SONGSPIEL BEFINNER SEG I FORHOLD TIL FOR EKSEHPE
HER AKTIVISTISKE ORIENTERTE FILHER SOH TAR OPP DET SAMNE SPORSHALET? HED
ANDRE ORD, HVORDAN SER DERE PA FORSKJELLENE HELLOH DERES "LAVTEKNOLOGISKE
VIDEOREPORTASTE” 06 DEN HOVKULTURELLE KUNSTENS METODER?

RENA RADLE & VLADAN JEREMIC: ror det forste oppfatter vi kunstnerisK
praksis forst og fremst som et sett av handlinger, og for det andre, i egenskap
Qv kunstnere som johber innenfor samtidskunstfeltet, mener vi at kunstnerne
opplevelse av den politiske virkeligheten og deres aktive og offentlige stil
ingstaking kan produsere "ekte kunnskap” og gi opphav til en transformati
opplevelse, en opplevelse som forandrer hetrakteren. En slik tiln@rming syn
iggjor ogsa de sosiale mekanismene og normene vi opererer under, og git
innsikt 1 samtidens politiske realiteter. Produksjonsforholdene vil alltid liggé]
innlemmet i produktet og de reflekteres alltid i det kunstneriske arbeidet vart
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Den nyeste videoen var, Belville,1 som du henviser pa, oppsto som et resultat
v protestene mot myndighetenes handtering av Belleville-hosetningen, hvoy
romfamilier ble kastet ut med vold og hjemmene deres i Novi Beograd deret-
ter revet. Videoen er et fortettet resultat av var deltakelse i protestene og var
medieaktivisme. Den tar for seg alle aktarene | konflikten og avdekker relasjo
ner og maktmekanismer dem imellom: romfolket selv, borgermesteren, investo-
rer, journalister, internasjonale meglere, politikere, politi, aktivister osv. Det
At vi var kunstnere og aktivister og hadde direkte kontakt med de involverte
partene, gjorde at vi var i stand til @ analysere og presentere situasjonen |
1l dens kompleksitet. Videoen ble ferst vist | protestantenes hosetting. Den
inngar i et pagaende kunstnerisk forskningsprosjekt pa romfolkets situasjon
Europa. | mellomtiden er en enorm mahala - en bydel - i Beograd, et av stedene
hvor prosjektet vart Under the Bridge fant sted i 2004, hlitt jevnet med jorda og|
mer enn tusen mennesker er midlertidig omplassert til containere i utkanten
v byen, om de ikke har blitt deportert til det serlige Serhia. Akkurat na holde
1 pa med noen videofortellinger som skal folge skjebnen til disse familiene, og
det er de selv som gjor opptakene.

DMITRIJ VILENSKIT: Dette er et helt sentralt poeng. Det & "spre informa-
jon” er viktig og verdifullt i seg selv, men sd ber vi stille neste sparsmal;
Hvor er det kunstneraktivistene sprer informasjonen sin og har kunstnerne
andre mal enn de "engasjerte” journalistene? Jeg mener at jeg kan kritisere
denne situasjonen fra innsiden fordi jeg selv har gjort en del informasjons
predning - samlet viktig dokumentasjon av diverse lokale aktivistgruppers
kamp i Russland, for deretter d gjore materialet tilgjengelig pa internett. Jeg|
mener det er viktig a fa det ut, men samtidig er det noe veldig lite tilfredsstil
ende over det. Likevel, det aller mest utilfredsstillende er nar slikt materiale
ikke bare presenteres pa nettet (hvor det ma vare), men ogsa finner veien til
kunststeder. Jeg foretrekker absolutt & se denne slags ting framfor heyere
former for forbrukerfetisjistisk propaganda og sofistikert underholdning. Men
det betyr ikke at vi ikke star overfor et problem - ogsa etisk - det virker alltid
emmelig obskant nar "kunstmiljget”, som gir blanke faen i disse kampene, star
og betrakter dem pa sine "fine sammenkomster”. Jeg mener derfor at dette ikke
er tidspunktet for & blande i hop kunst og det a spre informasjon. Kunsten har
pgsa en forhlaffende evne til & informere, men det ber gjeres pa en annen mate
la meg hare kort si at kunsten burde stille sparsmal ved kunsten selv og dens
historie, den bar stille spersmal ved mediet (for hvorfor skal vi stole pa at det vi
blir presentert for er sant?), og den ma den vise og stille sparsmal ved talerens
posisjon (hvem er det som snakker 1 filmen? Hva er den politiske tilherigheten
til den privilegerte personen hak kameraet?) - og en rekke andre spersmal)
eg mener at hvis man ikke tar for seg disse spersmalene, er det ikke mulig a
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omtale politiske saker fra innsiden av kunstverden, spesielt tkke 1 en direktel
dokumentarisk form. Nar vi begynner a stille slike spersmal, tar vi et skritt bor{
fra det rent dokumentariske og viser fram filmens konstruksjon, samtidig som
filmen avdekker seg selv som noe annet. Det er derfor vi har valgt de "reaksjo
nere” formatene syngespill og musikal - hvor alt helt apenlyst er konstruert og
fremmedgjort og hvor vi tar det fulle politiske ansvar for alle taler og politiske]
ytringer - dette blir av en eller annen grunn en mate a hanskes med dokumenta
rismens begrensninger pa, ved a forseke a bryte ut og komme fram til en faktisi
realistisk posisjon i kunsten. Vi har tatt opp alle disse problemene gjennom 3
ci ny aktualitet til Godards bersmte utsagn om at sporsmalet ikke er hvordan
lage politisk film, men hvordan lage film politisk, og vi har viet et nummer Chto
Delats avis til dette temaet.

PRELOM: pi LIGNENDE VIS SON DEN TIDLIGERE VIDEOEN DERES, PERESTROIKA.
VICTORY OVER THE COUP, ER PARTISAN SONGSPIEL BASERT PA ESTETISKE REDSKAPER
D6 METODER UTVIKLET AV BERTOLT BRECHT. FOR DET FORSTE: HVORFOR BRECHT? 0
FOR DET ANDRE: HVA ER DERES SYN PA DEN HVORDAN DEN HISTORISKE AVANTGARDENS
IDEER 06 EFFEKTER BRUKES 06 AKTUALISERES I DAG?

DHITRIJ VILENSKIJ: Helt fra begynnelsen har vi aldri lagt skjul pa af
Brecht og Godard har vart de viktigste kildene til inspirasjon og innflytelse for
sruppens aktiviteter (og vi tar hayde for de dpenbare forhindelsen mellom de
to). Kort tid etter at vi etablerte kollektivet Chto Delat, startet vi en diskusjon
om temaet, "Hvorfor Brecht?”, som vi ga ut pa slutten av 2005.2 Chto Delat blis
ofte kritisert for a ha en inkonsekvent redaksjonell og utstillingsmessig profil
for 3 mangle en klar "partilinje”. Men det som er viktig for oss i dag er 8 kommg]
fram til en metode som gjor det mulig for oss & blande ting som er forskjellige

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

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

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

RENA RADLE & VLADAN JEREMIC: Det mestinteressante ved Brechts idees
or oss i dag, er at de tar publikum inn som aktiv part i forestillingen, det ej
publikum som fullferer teaterstykket gjennom sine handlinger 1 den virkelige
erden. Brecht pleide a bearbeide og omskrive teaterstykkene sine for a til-
passe dem til aktuelle saker eller situasjoner. Han hadde derfor en klar forsta-
else av teateret som et apent og interaktivt medium. | dag ville han kanskje ha
inkludert elektroniske medier som internett, eller hacking, for den saks skyld,
or a fa til en politisk agitasjon. Men Brechts erfaringer fra a jobbe med film vay
traumatiske. Da manus til den apolitiske braksuksessen Tolvskillingsoperaen
en adaptasjon av John Gays Tiggeroperaen fra 1728) hle solgt til filmindus-
trien, mislyktes han i alle sine forsek pa a gjere stykket mer politisk radikalt
og styrke den antikapitalistiske tendensen som ld der. Partisan Songspiel har
en klassisk struktur hentet fra den greske tragedien, med protagonister samg
et kor som i sine resitasjoner kommenterer og vurderer det som skjer. Som |
Brechts dialektiske teaterstykker, mangler stykket en forlesende katarsis, og
dette kan fore til at publikum sitter igjen med en folelse av ubehag. En tragedie
uten forlesning - det er jo faktisk et mareritt, en skrekkhistorie uten noen klay
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utgang. Til syvende og sist ma vl jo sperre 0ss om det faktisk er mulig a fa ti
noen progressiv holdningsendring hos publikum med denne formen for tragisi
surrealisme. Men om ikke annet, gir videoen en perfekt beskrivelse av tilstan
den i dagens serhiske samfunn.

PRELDOM: PARTISAN SONGSPIEL ER BASERT PA KOLLEKTIVT ARBEID, FORST 0§
FRENST FRA DE TO GRUPPENE CHTO DELAT 06 BIRO BEOGRAD, MEN FRA 0G6SA HANGEH
ANDRE BIDRAGSYTERE. HVA BETYR KOLLEKTIVT KUNSTNERSKAP FOR DERE? HVORDAN VI
DERE BESKRIVE DET NAR DET GJELDER PRODUKSTON, SANARBEID 0G INNHOLD?

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

seres av en gruppe som har en klar forstdelse av at de er avhengige av hver
andre - at ingen av dem ville kunne gjore det samme alene, heller ikke om man
benyttet profesjonelle, betalte hidragsytere. Slik at hele arbeidet er basert p3
en intens prosess av diskusjon og forhandling. Pa den annen side er vi fullt klar
over at det klassiske filmmediet vi har benyttet for Partisan Songspiel er svarf
hierarkisk og undertrykkende, og vi var nedt til & basere oss pa en hlanding a

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

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

RENA RADLE & VLADAN JEREMIC: chto Delat hadde utviklet en metodolog]
for sine tidligere filmprosjekter, og tilbed oss a bruke den som et kooperativ
redskap. Det innebar at vi sto overfor en spesifikk, allerede hestemt metodologi
som definerte hvordan en Chto Delat-film skulle se ut, og vi jobbet innenfoy
rammene av visse kategorier og roller som er karakteristiske for denne for
men for filmproduksjon. Vi har ikke glemt alle de hjelpsomme stemmene fra
Beograd og Russland som kom med mange gode ideer bade feor og i lapet a
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produksjonsprosessen, men det er samtidig pa sin plass a trekke fram noen
roller og funksjoner i arbeidsprosessen: Partisan Songspiel er regissert ay
Olga Egorova (Tsaplya), manus og scenografl er ved Vladan Jeremi, Rena Radle)
Dmitrij Vilenskij i samarbeid med Tsaplya, de tre forste var ogsa regiassisten-
ter; musikken er ved Mikhail Krutik, kostymene ved Natalia Pershina (Gluklya),
koreografien ved Nina Gasteva og Tsaplya, og klipp og postproduksjon ved
saplya og Dmitrij Vilenskij. Filmen hle produsert i Beograd av Biro Beograd za
kulturu i komunikaciju (Biro for kultur og kommunikasjon) i juli 2008.

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

DMITRIJ VILENSKIJ: Dagens situasjon i Beograd er svart gjenkjenne-
ig fordi den har sa mange paralleller til var egen hverdag og forholdene |
Russland. Og for oss (det vil si, for Tsaplya og meg) var det helt naturlig a gripe
(il de heroiske rottene til de jugoslaviske partisanene. Da vi gikk pa skolen, bl
iden fylt med all slags propaganda og vi kjenner denne retorikken sa godt, vi
dromte alle om heroiske dader i motet med hvitegardistene eller mot fascis
tiske krefter. Sa for oss er selvfolgelig partisanene selve legemliggjorelsen ay
en sann heroisme, og skal jeg vaere ®rlig, sa savner vi denne arkaiske formen
for selvoppofrende kamp i dag. Vi tror fortsatt pa idealer om selvstyring, sosia-
istisk kultur og sd videre. Vi er sikre pa at det er viktig a ta for seg de store
kommunistiske fortellingene, men ikke pa Soc-kunstens spekefulle, dekon
truktivistiske vis. Vi ville heller ta disse fortellingene pa alvor for hva de vay
og fortsatt er for alle de menneskene som ser for seg en annen framtid enn den
kapitalistiske. Vi er ikke stalinister, og heller ikke titoister, men det forhindre
oss ikke fra a tro at de sosialistiske landene, pa tross av sin fiasko, kan vise til
noen forbleffende utfordrende erfaringer som fortsatt kan inspirere oss I dag|
Derfor er Jugoslavia et viktig sted for oss. Det er ogsa viktig a nevne at alle ar-
beidene vare forholder seg til en situasjon preget av overgang og utstahilitet,
det er tilfellet her akkurat som det er det i Russland. Jeg ber ogsa tilsta at vi
opprinnelig ikke hadde planlagt at partisanene skulle spille en sa sentral rolle
| sangspillet - vi hadde egentlig tenkt at "identitetsgruppene” skulle innta en
iktigere rolle og hli dem publikum identifiserte seg med. Men sa hle det sann
Lt partisanene fikk en mye sterkere stemme. Noen reagerte pa det, og tolket
deres tilstedevarelse som en "tomt politisk tilbud” fra en forlengst fortidig]
horisont. Jeg mener det er en feiltolkning, fordi Partisan Songspiel ikke vekkeq
noe hegjer etter a gjenta gammel politikk, men leter etter et nytt hegjer og
en politikk som ma ta innover seg budskapene fra tidligere strider og tilpasse
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dem til dagens nye klassestrukturer. Men vi kommer tkke videre uten at vi ty
delig erklzrer var troskap til den gamle kampen. Vi haper at det er apenbart |
arbeidet vart.

RENA RADLE & VLADAN JEREMIC: pet tidligere Jugoslavia og den tidli
gere Sovjetunionen har en felles kommunistisk/sosialistisk arv og har hatt den
samme opplevelsen av en sosialistisk/kommunistisk stat som gar i opplesning
og blir til nasjonalstater. | Partisan Songspiel formidles denne arven gjennom
partisanerkoret som fungerer som et "syngende monument” som drefter def
som skjer og som gir sin stotte til de undertrykte. Partisanene fungerer som
en kollektiv paminnelse og som vart alter-ego, og de viser det dype historiskel
perspektivet hvor vi kan finne nokkelen til a forsta dagens utilfredsstillende
situasjon. Det som er viktig, er at partisanermonumentets retorikk tilherel
arene for 1948. Partisanene representerer de som kjempet og falt i den jugosla
viske motstandskampen. Scenografien for partisanermonumentet er en collage
Qv to eksisterende monumenter, ett fra Serbia og ett annet fra Kroatia, laget a
skulpterene Sreten Stojanovi og Franjo KrSini og reist som monumenter ovey
falne partisaner i henholdsvis 1951 og 1954.

Intervjuet hle gjort av Jelena Vesi (Prelom kolektiv) i oktober 2009
1 Videoen kan ses pa: www.archive.org/details/BELLEVILLE.

2 Alle Chto Delats aviser, ogsa den om Brecht og Godard, ligger ute pa www.
chtodelat.org.
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REALITY CHECK

HI THERE,

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

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

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

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

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

INITIATIVES AND WORKING PRACTICES WHICH PROMOTE TOLERANCE AND REGENERATION.

Words and meanings; rhetoric. Presentation, form, profiling and delivery. This
is just as important in your work as in mine, just as it is in society in general

ART & ACTIVISM READER



ut what does it really mean to link words to meaning, to emphasise sentences
s headlines, to sell a city through representation and word comhinations? Or
ather, what is really required to succeed with a venture like this?

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

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

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

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

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

REALITY CHECH

tion to TSSK. It can hardly be considered as being in the same [eague as the
venture included in *STRATEGIPLAN FOR KULTURNAERINGER, TRONDELAG 200972015‘ But lt’s a StEp
in the right direction.)

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

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

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

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

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

' TRONDELAG HAR FOKUS PA INNO N 0G HKREATY TET, 0G PA KUNST 0G KULTUR, SOM GRUNNLAG FOR UTVIKLING
OCH VERDISKAPNING"/OCH SKA/ "VIDERUTVIKLE DET OFFENTLIGE STOTTEAPPARATET, AKTUELLE INNC SJONSHILID 06
RKEMIDLER SLIK AT DE BLIR RELEVANTE, FORSTATT 0G FUNKSJONELLA FOR KULTURNAERINGENE."/0CH/

TILTAK 0G ARBETSFORMER SOM FREMMER TOLERANSE 0G NYSKAPING"
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ad betyder det egentligen att lanka ord till innehall, att lyfta fram meningar
om rubriker, att sdlja stad genom representation och ordkombination? Elleq
narare vad krdvs egentligen fér att kunna genomfdra en sadan har satsning?

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

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

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

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

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

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

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

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

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

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

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

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

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

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

ALTERNATTIVE:

CONNECTING ART AND

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

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

L Misko Suvakovic, KEF - KRITICKE FORWE SAVREWENOSTI I zuonJa za pewokratizom, Novi Sap, 2007, p. 21

2 CONTEMPORARY ART HAS BEEN MARKED BY A PROCESS OF GENERAL CULTURALIZATION THAT BROUGHT ABOUT THE DELETION OF BORDERS
BETWEEN ART AND CULTURE OR ANY OTHER SOCIAL PRODUCT. ART DEALS WITH RESHAPING AND REPOSITIONING THE TRACES OF CULTURE, BUILD
NG IN THIS WAY NEW MEANING AND NEW RELATION

REALITY CHECH

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

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

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

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

B JeaN-PauL SARTRE, WuaT 15 LITerature? 4no Otwer Essevs, HARVARD UNIVERSITY PRESS, CAMBRIDGE-MASSACHUSETTS.
2006

4 ART ACTIVISM AS A SPECIFIC PRACTICE HAS BEEN RECOGNIZED IN THE HISTORY OF ART FROM THE SIXTIES. MORE ABOUT THIS IN
Lucy R. LipparD, Troaan Horse: Actrvist ART ano Power, IN: BRIaN WaLlis (D.), ART AFTer MopernISH: RETHINKIN
Representation, THE Museum oF ConTEMPORARY ART, NEw York, 1986, pp. 341-358

5  JeENNIFER GoNzaLES AND ADRIENNE PoSNER, FacTure FoR CHange: US Actrvist Art since 1950, IN: AMELIA JoNES
ED.), A Conpsnion 1o Contemporarv ART since 1945, Biackwell, Oxrorn UK, 2007, p. 342
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passed with the sixties and Situationist posters becoming as well a commodity]
n a contemporary post-fordistic context, in which cultural work has hecome
a paradigmatic form of production, art activism appears as a form of immate-
rial symbolic-analytical and affective labour that through interaction produces
new meanings, social networks, communities and biopower. These forms are
now paradigmatic forms of cultural reproduction.

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

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

6 Primacy in post-fordistic production has been taken over by the tertiary or service sector, sg
the intellectual, in other words cultural, and therefore also artistic work has occupied the central
position. In this context art cannot any longer he viewed as an autonomous field outside of dominant
production relationships.

7 Michael Hardt i Antonio Negri, Imperif, Arkzin, Zagreh, 2003, p. 245

B  Brian Holmes, The Affectivist Manifesto, available online: http://brianholmes.wordpress
com/2008/11/16/the-affectivis-manifesto/ (April 5% 2010; 06:09 PM)

8 Inthe age of post-fordism work hecomes close to execution practices. According to theoretician
Paolo Virno it has become close to the performance of a virtuoso artist. According to this, we could
say that contemporary work has become performative or executive in its nature. Execution, accord-
ng to theoretician Jon McKenzie, has hecome not only a part of the new nature of work, but also a
new onto-historical formation of power and knowledge. (more about this in: Jon McKenzie, Izvedi
ili snosi posledice - 0d discipline do izvedbe, Zagreh, 2006, and: Paolo Virno, Gramatika
mnostva, Naklada Jasenski i Turk, Zagreh, 2006)

10 Milohnic takes this term from practice.

11 Ido Milohni, Artivism, available online: http://republicart.net/disc/realpublicspaces
milohnic0l en.htm, (April 7" 2010; 01:20 AM)

lﬂﬂ REALITY CHECH

The interesting thing to note as well is Milohnic’s model of artivist as an ama-
teur. He states that artivists are not professional politicians. They approach
the political as amateurs. , His use of the term is not pejorative, but affirmative
He starting point is Brecht’s hypothesis that a dilettante has a certain creative
potential, and deduces a thesis that the artist activist is not an artist, but that
he IS nOt WlthOUt C[eatlve pUtentlal, THE ACTIVIST IS AN ARTIST TO THE NECESSARY DEGREE,
NOT MORE AND NOT LESS, AND THE ARTISTIC IS AN ACCOMPANYING EFFECT TO A POLITICAL ACTIDN' The role Of
these amateur politicians is to ask questions that are not heing asked in other
places, that are being ignored or taken for granted: “(...)the “amateur” politician
(political activist) still wants to ask naive questions, those that can never be
heard in the parliament, the home of professional politicians.” |

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

12 The situationists also celebrated amateurism. They helieved that deprofessionalization is a
powerful weapon in the struggle against capitalist production.

13 Ido Milohni, Artivism, available online: http://republicart.net/disc/realpublicspaces
milohnic01 en.htm, (April 7*" 2010; 01:20 AM)
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Art and Activism 1n the
Serbian “Transitional”
Soclety: Belgrade

2009-10

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

14 After the changes, begins progressive depoliticalization, liberalization and normalization off
the art world and the media, by which the artistic practice does not become less political, but radi+
cally less present in the institutions of art and media space.

5 OnOctober 5" Slohodan Milosevic was forced to accept the elections defeat
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social ownership, has led to a radical deindustrialization of Serbian society,
the decline of living standards and the appearance of new discriminations
owing to political corruption, the criminalization of these processes and the
emergence of monopolists/tycoons.

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

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

16  http://www.youtube.com/watch?v=hJKoXyHaPNU&feature=related

17 On July 1995 in the place Srebrenica in Bosnia and Herzegovina, 8372 Bosnians were killed by
the divisions of army of the Republic of Srpska under the command of General Ratko Mladic.

18 The execution of this performance was followed by a counter action of the members of clerical4
national groups Obraz and Srpski narodni pokret 1389 who loudly assaulted the participants in
the performance. The members of these groups wore pictures of the Hague defendants Radovan
aradzic and Ratko Mladic, as well as the picture of Vladimir Putin. The two groups were separated
by a police cordon.

9 http://zenergija.org/content/about-us
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instrument in the campaigns directed to criticism of the patriarchal values o
Serbian society. Their performances engage professional actresses and direc-
tors, as well as the activists themselves. In 2009 as a part of the campaign '* 24
OF ACTIVISH AGAINST GENDER VIOLENCE they performed street agitational theatre perform-
ance I Ve RISE DEAD- concerned with violence over women, which was staged in
a number of cities in Serbia.

During the last two years, as well, there were a number of singular events
targeting specific acute issues in society. One of them was street action oV "4
ts wuouLense? - performed by a group of students from the University of Belgrade
and the University of Arts, that focused the effects of cognitive capitalism
materialized in the Bologna declaration. The performance was staged in Knez
Mihailova street on June 19% 2009, on the day that marks ten years from the
adoption of this document. The students sat around a canvas with the inscrip-
tign WOV NUCH IS KNOWLEDSE? 3nd spent their time reading, preparing for exams and
talking with passers-by who they asked to participate in the work through an
auction. The passers-bhy were invited to estimate the value of knowledge and
to write down the sums on paper imprinted with a bar code. The emergence of
racial and class discrimination by the state, and the placing of the interests
of local tycoons over human rights culminated in Belgrade during the spring
and summer of 2009. The city authorities reached a decision to tear down forty
houses in the Roma settlement beside the new housing complex Belevill, in
order to build new objects and a section of road, in the framework of prepara-
tions for the sports competition Universiade. This action was catried out undex
police supervision while the inhabitants of the settlement were still in theig
houses. Artists Vladan Jeremic and Rena Raedle reacted against this brutal
action, as a sign of solidarity with racially and class discriminated citizens
of Belgrade. These artists took part in and video-documented protest actions
From this material they developed a film that exposed these events to the pub-
lic and through which the artists agitated for a solution to this problem. On
May 27% 2009, together with the organizations Biro Belgrade, Women in Black
Democratic Association of Roma, Roma Association “0Oaza” and Kontekst Gallery
they organized an artistic activist meeting of solidarity RI®HT T0 A HORE! jn 3 set-
tlement in the Novi Beograd block 67, with the goal of organizing a platform
of solidarity in the defense of the human rights of the endangered citizens.,
This problem entered a new dimension when on the eve of the Universiade
the same Roma settlement was enclosed in wire and hidden behind banners
bearing the logo of the event, preventing the inhabitants from organizing bhasic

20  http://www.youtube.com/profile?user=studentizastudente#p/u/8/wo2agXgtmts
://bi i |
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ife and work activities. The Belgrade Other Scene,, together with other indi-
viduals, students and cultural workers reacted against the creation of modern
concentration camps and the ghettoization of the most impoverished citizens
of Belgrade. During the Universiade, the action J°INT NEIGHBORHOOD IN A STRUGGLE AGAINST
FACISM was realized, in the framework of which get-togethers were organized
with the inhahitants of the settlement as a sign of solidarity, as well as a press
conference , where the inhabitants of the settlement and activists and friends
of the Other Scene agitated for urgent removal of the fence, public apologies,
compensation for damages to the inhahitants of the settlement and an urgent
solution to their housing problem. A part of this coordinated action was, as
well, tactical media intervention that targeted the Belgrade Universiade web
site. The Other Scene produced new mirror version through which art activist
spread information of the brutal treatment of Belgrade citizens., The cancel-
lation of the Pride Parade, which was to take place in Belgrade on September
20t 2009, as a result of constant provocations from clerical-nationalist and
pro-fascist groups and the inahility of police to guarantee the safety of the
participants, inspired two artivist actions performed by the group Antifascists
in Action. In the first action, the names of a number of Belgrade streets were
symholically changed - by pasting posters. The Square of Nikola Pasic was
renamed the Square of General Strike, Terazije into Boulevard of Antifascism,
Kolarceva street into Refugee street, the Square of the Republic into the
Square of Female Liberation, Vasina into Queer street, Students’ square into
Roma square, Academic plateau into Plateau of Selidarity. This action, among
other things, announced protests scheduled for November 9® - the Day of the
Struggle Against Fascism, racism, anti-Semitism and xenophabhia.,. The second
action was realized on November 15 as a flash-mob that gathered at the Plateau
in front of the Faculty of Philosophy, from where the Pride Parade was sup-
posed to start, and continued running through Knez Mihailova street with ac-
tivists wearing LGBT flags and shouting the slogan Solidarity against fas-
cism., These artivist actions were realized as an expression of solidarity with
the leshian, gay, hisexual and transgender community in Serbia, a community
constantly exposed to discrimination. The year 2009/10 was likewise marked by
the legal process against a group of anarcho-syndicalists, who became known
as the Belgrade Six. The Belgrade Six were accused of international terrorism

22 This was the first joint coordinated action of the Other Scene, a platform that associates in-
dependent Belgrade artists, cultural workers and activists and their formal and informal organiza-
tions. http://www.drugascena.org

23 The press conference was marked hy unprofessional behavior of the RTS journalist Dragan
Misic who forced his discriminatory attitudes on people and obstructed the conference with his
aggressive appearance.

24 http://www.universiade-belgrade2009.com

25 http://antifauakciji.org/?p=138

26 http://www.youtube.com/watch?v=8ldMg&4N-afc
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for throwing two “Molotov cocktails” on the sidewalk and building of the Greek
embassy in Belgrade in late August 2009, as a sign of solidarity with Greek an-
archist Todoris Iliopulos, arrested during a protest in Greece in 2008, who had
gone on hunger strike in prison in Athens.  As a part of the campaign against
discrimination towards the left and tolerance towards the right, against unjust
treatment by the judicature and the obstruction of justice in this process, the
Group for monitoring the process against the six anarchists organized a protest
on January 3% 2010 in front of the Ministry of Justice and the Central prison in
which the anarcho-syndicalists were being held. The participants of this action
I:a[riEd a banner OUR FRIENDS ARE NOT TERRORISTS. STOP VIOLENCE. STOP REPRESSIDN7 and in front
of the Central prison a performance was staged during which those gathered
held up the letters of the slogan 9BSTRUCTING INIUSTICE This action was also joined
by the artist Milica Tomic who dedicated her own “soft-terrorist” performance
(photo-action) “One day instead of night, a salvo from a machine-gun will glare
when there’s no other way for the light to come...”,  to the Belgrade Six,, and
posing the question of what is terrorism today and whether violence that is not
terrorism can be constructive and exists? During this period as well one very
local problem orientated community art activist project - Flux, continued tog
develop. In this phase, it deals with the problems of the local community in the
Belgrade suburban settlement Kaludjerica. This settlement emerged as a result
of the absence of housing space in the city proper and also as a consequence
of economic circumstances that necessitated mainly seasonal workers and
migrants finding alternative ways of procuring living space for themselves
Project Flux is directed towards mapping the situation in the community with
a special focus on solving the problem of building a sewage network that hag
emerged as a consequence of unsettled ownership relations. This artistic-
activist project works in an open space created by the inertia of the state
administration and the absence of social organizations that would deal with
this problem. The goal of this artistic-activist action is to politicize the contra-
dictions in the field of town planning and the social reality that is inherent in
this Belgrade settlement. A consequence of the activities of the group gathered

around this project,, is, above all, the creation of space for talking about this

27  BY THIS ACTION ONE WINDOW WAS DAMAGED AND A PART OF ONE WALL WAS SMEARED, WHILE THE TOTAL MATERIAL DAMAGE WAS
ESTIMATED AT 18 Euro.
28  THE TITLE IS A QUOTATION OF THE POET OSkAR Davico. DURING TWO-MONTH PERIOD SHE VISITED THE LOCATIONS IN THE CITY WHERE
SUCCESSFUL ANTIFASCIST ACTIONS BY THE PEOPLE’S LIBERATION MOVEMENT WERE EXECUTED DURING THE SECOND WORLD WAR, WITH A
AUTOMATIC RIFLE IN HER HANDS.

29 THE ARTIST USED MEDIA SPACE IN THE DAILY NEWSPAPERS “24 SATA” TO DEDICATE HER PERFORMANCE TO THE CAMPAIGN FOR LIBERATIO
OF THE ANARCHISTS, ALTHOUGH HER WORK DOES NOT REFER DIRECTLY TO THIS PROBLEM.

B0 ONE OF THE GROUP'S ACTIVITIES IS ALSO MAKING OF A DETAILED CARD, IN COLLABORATION WITH THE INHABITANTS, WHICH MAPS THE
SEWAGE NETWORK AND INDIRECTLY MARKS THE PHASES IN THE HISTORY OF EMERGENCE AND DEVELOPMENT OF THE SETTLEMENT, AND WHICH
S PLACED IN THE HALL OF COMMUNITY OFFICE OF KALUDJERICA. PARTICIPANTS IN THE MAKING OF THE CARD WERE NEBoUsA KiTanovig
AND MILAN ZARIC (COLLECTING AND INPUT OF DATA), DRAGAN JovaNovic (aRTIST MODERATOR), NEBoJSA MILIKIC (INITIATOR AND PROJECT
0ORDINATOR).
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problem publicly, but also raising a number of other questions from the field o
past and present housing policies of the state and city, distribution of social
wealth, territorial restrictions of urban planning, as well as culturological and
economic positioning connected to all these questions.

Towards Political

Solidarity

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

It is important to emphasize that we are talking about collective sul1dar1ty
since it differs from the concept of individualized and passivized solidarity
that is dominant in contemporary society. This dominant form of solidarity is
based on individual benefit and the conformism of individuals, and is realized
through passive empathy that implies different forms of welfare that simulate
conscience. This collective solidarity is in fact political solidarity. It
is directed at bringing about a certain social change through the actions of
unified individuals, sometimes of different orientations, different motives and
ideologies, in a collective answer to specific situations of injustice, oppression
or tyranny. And it is this potential strength which leads us towards the fulfill-
ment of the desired alternative in the field of society and social relations. But

Bl HTTP://WWW.KALUDJERICA.COM/?P=190
B2  SeriK SEKI TATLIC, NE  PRIVATIZACIJI SOLIDARNOSTI, AVAILABLE ONLINE: HTTP://KULTURPUNKT.HR/I/KULTUROSKOP/321/, (APRI
6™ 2010; 07:06 PM)

3 Sauz ). ScHotz, Porrrrcar Soirnarity, THE PENNSYIvANIA STATE UNivERsiTY Press, 2008
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the situation in practice is not so shiny as in theory. The problem of Serbian
left movements is that the groups are not always ready to collaborate and react
on specific problems, which they all find important, on mutual basis, because
of mutual exclusiveness and intolerance on ideological base. The example of
these mutual relations is a collective meeting held as a response to the en-
closure of a Roma settlement which joined representatives of different move-
ments as: anarcho-syndicalists, student organisations, feminist organisations,
gueer organisations and several cultural and art organisations and initiatives,
These ideological differences during the course of the meeting became more
and more visible and towards the end it turned in to a quarrel and jellying,
Some of the radical anarcho-activists were especially exclusive towards arts
and cultural practices which they perceived as a perspective unable to deal
with real politics. As the result two factions were formed which organised
separate events profiled by their own specific micro ideologies. What we need
is a more transversal  solidarity in the left, solidarity that goes in all di-
rections, solidarity based on strategic collaborations which will help leftist
movements to create a platform for mutual support in the struggle on specific
causes: situations of injustice, oppression or tyranny.

This solidarity model can also be employed as a relation model hetween art
and the cultural field and the activist field. Radical artistic practices that
emerge in the field of art are in danger of losing their critical potential in the
production of art that commodifies artistic work and transforms it into market
goods. On the other hand, activist practices are often integrated, absorbed and
normalized by the system as a spectacle. This tolerance serves as a confirma-
tion of democracy and liberality... At the same time, but not against the former
mentioned ideology, the system occasionally, if needed, shows its power hy
legally prosecuting them. In this sense it could be said that the art world and
neoliberal democracies share a similar cynical logic. In order to overcome this
situation or to work with it critically a jointly coordinated action is neces-
sary. Artistic practice isolated in the art world, its galleries and museums, has
much less chance than when joined with radical social movements. In order to
boost its political potential, the strength of its resistance in the social field
and potential of its capacity to generate changes, it is necessary to achieve
solidarity between radical art and radical social movements’ locally as well as
gclobally. On the other hand, the artistic autonomy that is heing actualized in
the legal system can serve strategically as a defence mechanism from possible
punative legal consequences, because in a system that uses the power of toler-
ance according to need this strategy still proves its efficiency. What we need

B4 MORE ON CONCEPT OF TRANSVERSAL SEE: GERALD RAUNIG, TRANSVERSAL MuLTITUDES, AVAILABLE ONLINE: HTTP://EIPCP.NET,

TRaNsVERsAL/0303/raunic/en; (ArriL 6™ 2010; 09:06 PM)

5 TOLERANCE IS A PRIVILEGE OF THOSE WHO HAVE POWER
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is a joint advance into the field of radical activism and art so we can, through
collective efforts, continually create new critical shifts, through the vigilant
monitoring of the system’s actions and the constant making of “impossible’
demands in the production of different spaces of sociality and social rela-
tions that are not based on hierarchies and preclusion. This text is an appeal
for a general mobilization of solidarity and an invitation to action in the field
of political struggle on the left, because life has become a central object of
power and because life, has no alternative! And only joint struggle can bring
and effectuate changes!

36 LIFE HAS BECOME THE CENTRAL OBJECT OF POWER IN THE FIELD OF CAPITALISM AND ITS EXPANSIVE POLICY. IN THIS FIELD HUMAN LIFE
HAS BEEN PLACED IN THE HORIZON OF PERMANENT STATE OF EMERGENCY IN THE STRUGGLE FOR PROFIT. (SEE: Misko SUVAKOV\C, KFS -
RITICKE FORME SAVRENENOSTI I zunniA z4 nenokrarrion, OrReHeus, Novi San, 2007, pp. 55-60)
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N THESE TIMES - MORE AND MORE OF THE ART WORLD IS BEING RULED BY THE NEOLIBERAL HE-
BEMONY. IN THESE TIMES - LESS AND LESS OF THE ART WORLD STANDS UP TO THE LAWS OF CAPITALISM.

ALMD FRIA
VINNOUNIVERSITET

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

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

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

peopsat v aworsnp U 0 1T HE RIGHT

THING

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

REALITY CHECK

JUST SAY NO!

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

NO.

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

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

Malmoe Free University

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

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

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

f
MALMii FRIA
EVINNOUNIVERSITET

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

Forslag til en workshop G J m R D E T

RETTE

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

ART & ACTIVISM READER




BARE SI NEI!

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

Nel.

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

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

Malmo Fria

Kvinnouniversitet (MFHK).

et varig kunstprosjekt basert pa deltakelse, og en feministisk organisasjon

-

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

115 REALITY CHECK

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

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

www.mfkuniversitet.blogspot.com
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