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UMETNIK* Footnotes 2012-2017 is a publication dealing with the realized works by UMETNIK* (ARTIST?),
an Serbian/Austrian informal artist* group founded in 2012 with the aim of testing the terms ARTIST an
ART, both in theory and practice. Some of the realized projects are: ROUNDING 2012, VIDOVDAN,
GALLERY*, ART WITHOUT FORETHOUGHT, ART FAIR, ALLES KLAR, ARTIST IN PROGRESS. The
group had more that 80 members by now.

Along with not yet published work documentation, the publication features texts in original languages
(German/English/Croatian-Bosnian-Serbian) and translations (English/Croatian-Bosnian-Serbian).

The motivation for working on this publication is an occasion of 5 years of a very active cross-country
practice of the Serbian/Austrian informal artist* group UMETNIK*. By now, the group has realized several
projects that could been seen on the group's website: umetniksazvezdi.com.

The group got its name in relation to the current socio-political issues in contemporary Serbia, especially in
relation to the problem of the status of Kosovo*. Appropriating the method of the Kosovo* name, the group
transferred the issue of acquiring the status to the artistic field. The practice of the group is based in
analytical aesthetics, more precisely institutional theory of art and neowittgensteinian debates within
philosophy of art, having in mind that the members of the group come from the field of theory, by studying
aesthetics and philosophy of art.

Our current project What does an Artist do?, which is a part of Artist in Progress series thematizes the
position and working conditions of (immigrant) Artists in Austrian society.

The aim of the publication is hosting 14 art historian/curator/theoretician positions that critically examine the
works of the group from the perspective of feminist theory and institutional critique. The publication is also a
form of a dialogue between the younger and established generation of theoreticians analyzing specific
aspects of particular works/projects in relation to their interest and field of expertise. Together with
professors teaching at the Academy of Fine Arts Vienna (Martin Guttmann, Elke Krasny), the publication
includes texts by university assistants (Seraina Renz), museum professionals (Milja Stijovi¢), program
directors (Jelena Mati¢, Sladana Petrovié Varagié, lva Cuki¢, Aleksandar Stojanovi¢), students of the
masters at the art history department at Vienna University (Eva Kovag, Asija Ismailovski, Filip Blagojevic),
graduated art historians (Senka Latinovi¢) and students of the Academy of Fine Arts Vienna (members of
UMETNIK*). By choosing contributors of different academic and theoretical backgrounds, we intend to
provide a multidisciplinary, non-centralized non-authoritarian approach of discussing

art theory, as well as art practice.

Along with the burning problem of institutionalization and acts of self-institutionalization and
self-organization, declaring/naming becomes a relevant and most investigated topic, especially in relation to
performativity and radical gestures in the context of post-Duchampian readymades. Cultural policy and
problems of the professionals they meet in everyday practice become visible and lead to the opening of the
new ways of acting and art practice in public space.

We expect that the book raises awareness of the power relations within the artworld, as well as the steps
and ways of gaining the status of the artist. By bringing together students and professionals we show a
possibility of an open system for collaboration that will hopefully lead to some new projects of contributors.
The young students have the opportunity of gaining experience within the field by elaborating a topic.

Publication details: 204 pages, 150 copies, C5 format, offset print color, print in Birograf Comp, Belgrade
ISBN number
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OH Bundesvertretung Sonderprojekte (erlaubt) 500.00
Einnahmen gesamt: 1,250.00
KOSTEN Geplant

ISBN Nummer 84.00

Druckkosten 626.00
Reisekosten (Wien-Belgrad-Wien) 40.00
Kosten gesamt: 750.00
WEITERE LEISTUNGEN (geschitzter Wert) Geplant
Eigenleistung (translation, documentation, concept, organization) 1,000.00
Self-financed - proofreading 200.00
Self-financed - design 300.00
Weitere Leistungen gesamt: 1,500.00

PROJEKTKOSTEN GESAMT:

2,250.00




UMETNIK*
Fusnote 2012—-2017.



UMETNIK*
Fusnote 2012-2017.
[Footnotes 2012-2017]

Uredio [Edited by] UMETNIK*
Publikacija povodom petogodisnjice UMETNIK*-a
[Publication on the occasion of the 5 years anniversary of UMETNIK*]

Sadrzaj [Contents]

12

32

42

56
68

76

86

96

112

118

132

140

146

152

UMETNIK*

Uvod u studije UMETNIK *-a

Seraina Renz

UMETNIK* - institutionalisiert*®

Elke Krasny

Art/Works: Working Artists in the Greater Economy

Asija Ismailovski

Art without Forethought and non-radical radical Gestures
UMETNIK* in Conversation with Martin Guttmann

Senka Latinovié¢

Umetnik sa zvezdicom, bez zvezdice ili svesni ambigyvitet?
Eva Kovac

PERFORMATIVITY as ARTISTIC* METHOD

Jelena Mati¢

GALERIJA*: Tretman fotografije u praksi grupe UMETNIK*
Filip Blagojevi¢

Logovanje: Logo kao zacetak slozenog koncepta UMETNIK *-a
Aleksandar Stojanovi¢ Luci

ART FAIR: Koja umetnost ima, a koja nema svoje trziste?
Sladana Petrovi¢ Varagic¢

Godina pod konceptom ALLES KLAR

ili GRADSKA GALERIJA POZEGA=GRADSKA GALERIJA POZEGA
Iva Cukié

Novi prostori javnosti

Milja Stijovié¢

Mapa ubistava kao muzej na otvorenom

Walter Seidl

When the Past Haunts the Present

Prevodi ¢lanaka [Text Translations]






Uvod u studije UMETNIKA*

UMETNIK*/*Ovim nazivom ne prejudiciramo shvatanje znacenja i opseg
pojmova UMETNIKA i UMETNOSTI je neformalna grupa osnovana 2012.
godine u Beogradu dvojako inspirisana, s jedne strane problemima savremene
estetike, a sa druge strane tadasnjim (kulturno)politickim stanjem u Srbiji.
Naziv grupe zasnovan na goru¢em pitanju STATUS, nastaje prisvajanjem
metode fusnote u nazivu ‘Kosovo*’. Uspostavljanjem analogije izmedu prob-
lema umetnosti i politike jasno se ukazuje na nereSena pitanja granice (drzave
ili pojma), kao i implikacije koje proizilaze iz toga, prvenstveno u smislu
odnosa mo¢i kao povoda za dodeljivanje STATUSA UMETNIKA i UMET-
NOSTI. Povlacenje granica podrazumeva praktikovanje autoriteta, ¢ime se
fokus stavlja na akt proizvoljnog i namenskog zatvaranja pojma. Nacin treti-
ranja neodredenosti granica nije potraga za definicijom, ve¢ otvaranje pojma
do ,krajnjih granica” i potpunog rastakanja, gde bi radikalna otvorenost
dovela do brisanja pojmova i urusavanja istih kao institucija.

U vecito tranzitivnom periodu nije doslo do obecane ,,demokratizacije”
umetnosti, zbog ubrzane privatizacije drzavnih resursa i svojevrsnog pris-
vajanja drzavnih pozicija (zlo)upotrebom drzavnog kao privatnog i to u
jasno preciziranim i zaSticenim krugovima. Ocekuje se transparentnost, a
pod izgovorom otvorenosti i konkurencije forsira nepotizam i klijentilisticki
ondos. Mali procenat budZeta koji se odvaja za kulturu jeste ogroman prob-
lem sa kojim se suocavaju i mnogo vece ekonomije, ali zapravo jo$ pogubniji
je problem distribucije sredstava u okviru tih krugova zasnovanih na principu
porodi¢nih sli¢nosti, pa tako ‘srodstvo’ postaje ultimativni kriterijum pri-
padnosti vladajucoj paradigmi. Ovakav paternalisticki odnos prouzorkovan
plemensko-partijskim uredenjem, za posledicu ima tromost, oslobadanje od
bilo kakvog vida odgovornosti, ali na Zalost pre svega opstu nezaintereso-
vanost za stanje u umetnosti. O zavrSetku ,,rekonstrukcije” i normalnom
funkcionisanju Muzeja savremene umetnosti i Narodnog muzeja govori
se zarad prikupljanja politickih poena medu gradanstvom. Ta potencijalno
kljuéna mesta ne samo za upoznavanje sa tokovima umetnosti i obrazovanje,
ve¢ 1 kao jasna i legitimna meta kritike ,,marginalizovanih” pozicija, sklan-
jaju se u stranu da bi se proglasila nenadleznim. Nevidljiva ruka slobodnog
trziSta postaje produzena ruka sive eminencije bez jasne adrese oko koje se
stvaraju mehuri naduvavaju¢i simboli¢ku i statusnu vrednost. Aproprijaci-
jom drzavnih radnih mesta, kao i pozicija u okviru takozvanih ,,nezvisnih”
institucija zarad bogacenja, pa ¢ak samo simbolickim kapitalom ukazuje
na snobizam i elitizam gde je umetnost shvacena kao stausni simbol, a gde
»angazovana” umetnost postaje pozeljna klju¢na re¢ u aplikaciji za neki od



(inostranih) fondova reprodukujudi i parazitirajuéi na slici nastaloj na osnovu
prethodno (ne)zasnovano definisanim predrasudama.

Najveca ironija UMETNIK*-a se medutim ogleda u pomisli da je delan-
jem iradovima moguce promeniti razumevanje Sire slike umetnosti i kulturne
politike. Iako se naivnost u prvi mah odnosila na uverenje da institucije
kritikujemo ,,iznutra”, previdajuci teznju za zadrzavanjem pozicija unutar
institucija i zanemarujuéi da zapravo nismo deo ,,zaCaranog kruga”. Odnos
izmedu privatnog i javnog direktno je tematizovan ,,otvaranjem” alterna-
tivnih vidova javnog prostora. Suocavanje sa ovakvim neprobojnim, a pritom
nevidljivim zidovima proizveo je oblike samoinicijativnog i samoorganzova-
nog delovanja, gde je i dalje postojala ideja o mogucnosti kritike ,,0d spolja”.
Kako UMETNIK* resurse nije crpeo iz istih fondova prvenstveno zbog ideje
0 mogucnosti zadrzavanja ,,nezavisnosti”’, nije bio ni konkurentan, a samim
tim ni realna pretnja sistemu. Da bi se predupredila nerealizacija, kroz pro-
ces samodeterminacije, birana je samoeksploatacija, a ova naizgled neodrziva
naivnost i dalje predstavlja nepresusno gorivo za akciju.

Postulati institucionalne teorije umetnosti Artura Dantoa i DZordza Dikija,
iako bazirani na nevidljivim karakteristikama, podrazumevaju da posedovanje
znanja i razumevanje pravila nije dovoljno za ulazak u ,,igru”. Nacin postavke
problema vizuelno nerazluc¢ivih parova, gde je jedan objekat (dogadaj) iz sva-
kodnevnog zivota, a drugi isti taj objekat s tim §to je pritom i umetnicko delo,
postaje bitan za odredenje nase prakse, ali ne i samo predlozeno resenje. Kroz
praksu dolazimo do antisencijalisticke neovitgenstajnovske struje inspirisani
pre svega Morisom Vajcom. Od ontoloSkog, a nesto kasnije i jezickog aspek-
ta, praksa zadobija jasne ekonomsko-socijalne crte, a ova promena se poklapa
sa na$im dolaskom u Austriju, pre svega zapocinjanjem projekta ARTIST IN
PROGRESS. Od ispitivanja razli¢itih izlozbenih formata u vidu izlagacke
sezone ,,zive” galerije promenljivih dimenzija i mesta, vodenja kroz muzej
»ha otvorenom”, preko video-izloZbe, upotrebe bloga kao platforme, pa sve
do ,,otvaranja” privatnog prostora za javnost, dolazimo do stavljanja sebe i
svog medustatusa, odnosno proces sticanja STATUSA u akt dugoro¢nog sam-
oposmatranja formalnih aspekata postajanja umetnikom. Upotreba ne samo
fizickog, ve¢ i virtualnog javnog prostora kao kriticke platforme ogleda se
u tome i §to su ucesnici GALERIJE* otvoreno pozivani na ucesée putem
2012-2015. koristili za predstavljanje mnogobrojih interaktivnih projekata u
okviru KUCNIH INSTALACIJA, de$avaju se i preko tome namenjenog blo-
ga, ¢ime smo tematizovali doseg i ograniCenja tih i takvih prostora.

Problem nerazucivosti se prelio i na pitanje (ne)razlucivosti umetnika.
Umetnik je postao (ne)vidljiv. Participativnim performansima brise se struk-
tura UMETNIK*-a.

Isprepletanost institucionalne teorije i institucionalne kritike dodatno
potenciramo aproprijacijom reci (i vizuelnog materijala) koje ¢ine standard-
ni koprus termina sveta umetnosti, pokusavajuc¢i da ve¢ postojece izlizane
termine dovedemo do apsurdnih konsekvenci. Pokusaj reinstitucionalizaci-
je nije odmah shvacen ni od strane drZavne birokratije. Prilikom zahteva za
izdavanje dozvole za koriS¢enje javnog prostora, bilo je jednostavnije obja-
sniti nadleznima da je ‘performans u javnom prostoru’ zapravo ‘protest’.
Ovakvo insistiranje na terminologiji stavlja akcenat na jezicki prevrat koji
se sa umetnicke vraca na politicku ravan. Koris¢enjem perfomativa ne opi-
suje se pasivno, ve¢ se konstituiSe novi okvir za moguce delovanje. Fusnote
2012-2017. omogucavaju jedan takav okvir i daju prostor, ne samo za samoin-
stitucionalizaciju, ve¢ i za samokritiku.
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UMETNIK?* - institutionalisiert®

Seraina Renz

Der Gegenstand dieses Textes ist eine Reihe von Arbeiten, die UMETNIK*
im Jahr 2012 im 6ffentlichen Raum in Belgrad realisiert hat. In diesem und den
darauf folgenden zwei Jahren lebte ich selber in Belgrad, um die Kunst und den
gesellschaftlichen Kontext der siebziger Jahre in Jugoslawien zu erforschen,
insbesondere die Performancekunst, die am Studentischen Kulturzentrum
in Belgrad entstanden war. Eine der Arbeiten von UMETNIK*, den Prvi
tradicionalni Novembarski salon [Erster traditioneller Novembersalon],
hatte ich selbst gesehen und dariiber in einem bereits publizierten Aufsatz iiber
die Belgrader Gegenwartskunstszene geschrieben.! Einige der Uberlegungen,
die ich dort formuliert habe, greife ich hier auf, ergdnze sie aber um
zusitzliche Aspekte. Dies betrifft vor allem eine Einbettung der Tétigkeit von
UMETNIK* im Kontext der jugoslawischen/serbischen Kunstgeschichte. An
der grundlegenden Einsicht, dass die Projekte nur im Zusammenhang mit der
gegenwirtigen gesellschaftlichen und kulturellen Realitdt Serbiens zu verstehen
sind, hat sich nichts gedndert. Zusétzlich mochte ich jedoch aufzeigen, dass
UMETNIK* in einer regionalen Tradition steht, die mit den ganz spezifischen
institutionellen Gegebenheiten zusammenhéngt. Mein Text widmet sich der
Frage, wie Kiinstler und Kiinstlerinnen der Region die Institutionen, ihren
eigenen Status darin und den gesellschaftlichen Status von Kunst in ihren
Werken verhandeln und verhandelt haben.

Im Jahr 2012 hatte sich die «informelle Gruppe» UMETNIK*, zu lesen als
«Kiinstler mit Sternchen» gerade formiert und trat mit dem Projekt GALERIJA*
[Galerie mit Sternchen] an die Offentlichkeit. Dem Projekt sind einige thematisch
zusammenhéngende Arbeiten zugeordnet. Die erste heilit Muzej savremene
umetnosti [Museum fiir zeitgenossische Kunst] und besteht im Wesentlichen
aus drei Komponenten: einer Serie von Fotografien, einem Katalog und einer
Ausstellung. Der Katalog ist einerseits selbst ein Werk, andererseits sind in ihm die
Fotografien der Ausstellung abgebildet. Auf der letzten Seite befindet sich tiberdies
ein Aufruf zur Beteiligung an der nichsten Ausstellung, dem Prvi tradicionalni
Novembarski salon (siehe dazu weiter unten.) Auf den ausgestellten Fotografien
sind unterschiedliche Objekte zu sehen, die UMETNIK* in verschiedenen
Galerien in Belgrad fotografiert hat. Dazu gehoren eine Zimmerpflanze, ein
Tiirstopper, eine Heizung, ein leerer Sockel oder eine Etikette, die sich auf ein

1 Siehe Renz, Seraina: «Handeln im Kontext. Politisches Denken in der Gegenwartskunst
in Belgrady, in: kunsttexte.de/ostblick, Nr. 1, 2013 (16 Seiten), https://edoc.hu-berlin.de/hand-
1e/18452/8193
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im Bild nicht sichtbares Kunstwerk bezieht. UMETNIK* hat diese Dinge aber
nicht nur fotografiert, sondern jedem Gegenstand ein Etikett oder Schildchen
hinzugesellt, auf dem stets das gleiche geschrieben steht: Ymernuk*, 6e3 Ha3u-
Ba [Umetnik*, ohne Titel]. Dazu kommt ein dem Museum fiir zeitgendssische
Kunst in Belgrad zum Verwechseln dhnliches Logo. Dieses Museum ist auch —
wie der Titel schon nahelegt — das Thema, um das sich die Arbeit dreht. Praziser
gesagt geht es um die Tatsache, dass das Museum damals seit fiinf Jahren
geschlossen war — inzwischen sind es zehn Jahre. Der Grund fiir die SchlieBung
des 1965 am linken Save-Ufer in Novi Beograd gebauten und ausdriicklich am
Vorbild des Museum of Modern Art in New York orientierten Museums war
dringender Renovierungsbedarf. Das Problem war, dass die Renovierung nie
passierte. Wihrend in einem kleineren Ableger des Museums in der Innenstadt
der Betrieb mit Wechselausstellungen erhalten blieb, ist die wichtigste
Sammlung moderner und zeitgenossischer Kunst in Serbien nunmehr seit
einem Jahrzehnt aus der Offentlichkeit verschwunden. Etikett und Plastikhalter
hatte UMETNIK* bei einer der seltenen Gelegenheiten, das Museumsgebéude
zu betreten, von dort entwendet, um sie fiir die eigenen Zwecke zu verwenden,
das heifit auch um sich ein Stiick weit die Autoritdt der Institution anzueignen.

Die Verankerung in der serbischen Gegenwartsgesellschaft wird aufmehreren
Ebenen deutlich. Erstens ist da das Logo des Museums, ein abstrahierter Aufriss
des modernistischen Museumsbaus. Zweitens verwendet UMETNIK* die
kyrillische Schrift. Sie ist Amtsschrift in Serbien und wird vor allem in 6ffentlichen
Institutionen verwendet, wihrend sie im kommerziellen, publizistischen oder
privaten Bereich weniger anzutreffen ist. Drittens spielt die Présentation der
Fotografien eine zentrale Rolle. Gezeigt wurden sie auf dem 7rg republike,
dem Platz der Republik im Zentrum Belgrads. Hier beginnt der schmucke Teil
der Altstadt, die philosophische Fakultit der Universitét ist nicht weit entfernt,
das Narodni muzej [Nationalmuseum, wortlich Volksmuseum], das Kulturni
centar Beograda [Belgrader Kulturzentrum] und das Narodno pozoriste u
Beogradu [Belgrader Nationaltheater, wortlich Volkstheater] flankieren den
Platz zu drei Seiten. Kurz gesagt, es ist der Ort der nationalen Hochkultur.
Gleichzeitig ist der Trg republike aber auch der beliebteste Verabredungspunkt
der Belgraderinnen und Belgrader. Potentielles Publikum fiir eine Ausstellung
war damit gegeben. Gezeigt wurden die Bilder denn auch inmitten der Leute
und von Leuten. Es gab ndmlich keine klassische Ausstellungsarchitektur,
sondern die auf schwarzes Papier montierten Fotografien wurden von einer
Gruppe Menschen prisentiert, die sich in rechteckiger Formation auf dem Platz

15
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Muzej savremene umetnosti, 2012, Der Platz der Republik, Belgrad ©Nemanja Dordevic¢

aufgestellt hatten und je ein Werk in den Hidnden hielten. Sie bildeten mit
ihren Korpern die imagindren Winde des «Museums», wobei im Inneren des
Rechtecks Platz war fiir Betrachterinnen und Betrachter. Auf einigen der Fotos,
die die Ausstellung dokumentieren, ist im Hintergrund das Nationalmuseum zu
sehen — umhiillt von einem Geriist. Wie das Museum fiir Gegenwartskunst ist
auch das Nationalmuseum wegen Renovierungsbedarf geschlossen, und zwar
noch langer. Die historische Kunstsammlung und die bedeutende archidologische
Sammlung sind der Allgemeinheit bereits seit 2003 entzogen. Wie Sasa Ili¢ fiir
die Zeitschrift Pes¢anik [Sanduhr] schreibt, begann der Verfall der kulturellen
Institutionen wéhrend der zweiten Hélfte der Regierungszeit von Slobodan
Milosevi¢ und konnte oder wollte von den nachfolgenden Regierungen trotz
gegenteiliger Beteuerungen nicht aufgehalten werden.?

2 Sasa Ili¢, ,,Narodni muzej u zemlji ¢uda [Das Nationalmuseum im Land der Wunder]“,
in: Pescanik, 1. Mérz 2015, http://pescanik.net/narodni-muzej-u-zemlji-cuda/ (abgerufen am
01.10.2017). Ili¢ schreibt in dem Artikel weiter, dass es ein Budget fiir die Instandsetzung des

Nach einem sehr &hnlichen Prinzip funktionierte auch die Arbeit
Prvi tradicionalni Novembarski salon, die nur kurze Zeit nach Muzej
savremene umetnostials Ausstellung im Stadtzentrum realisiert wurde.
Diesmal zeigte UMETNIK* nicht eigene Fotografien, sondern schrieb die
Ausstellung liber Facebook und den Katalog der vorangegangenen Ausstellung
aus. Alle, die sich meldeten, konnten teilnehmen. Sie présentierten eines
ihrer Werkewiederum selber nach dem Prinzip der vorangegangenen
Ausstellung, indem sie als «lebende Wiande» mitten auf der belebten Knez
Mihailova Strafle in der Altstadt als kdrperliches Display dienten. Wie Muzej
savremene umetnosti hat auch der Titel Prvi tradicionalni Novembarski
salon einen institutionellen Bezug. Bereits seit 1960 findet in Belgrad jahrlich
der Oktobersalon statt, eine Uberblicksausstellung iiber die zeitgendssische
Kunstproduktion in Jugoslawien, bzw. spiter Serbien. Seit 2004 bezieht die
Ausstellung auch internationale Positionen mit ein, findet aber seit 2014 nur
noch im Zweijahresrhythmus statt — eine SparmaBnahme, wie sich versteht.Mit
seiner liber 50-jahrigen Geschichte hat der Oktobersalon zweifelsohne Tradition.
«Erster traditioneller Novembersalon» dagegen ist ein Oxymoron. UMETNIK*
kritisiert die Institution des Oktobersalons vor allem dafiir, dass er eine Plattform
fiir bereits etablierte Kiinstlerinnen und Kiinstler bietet statt fiir jlingere und
unbekannte. Die Kritik betrifft aber auch die Themen der Ausstellung und
ihre Werke, die kaum je den Anspruch verfolgen, geschweige denn einzulésen
vermogen, in einen kritisch engagierten Dialog mit der sozialen und politischen
Situation im Land zu treten.

Die Kritik am Oktobersalon hat dabei selbst schon eine lange Tradition.
Sie stellt gewissermaBen den Griindungsakt des Studentische Kulturzentrums
in Belgrad [Studentski kulturni centar, SKC] dar. Das SKC wurde 1971
erdffnet. Eine von Studierenden selbstverwaltete Institution fiir Kultur
war von Studierenden lange gefordert worden — sie war Teil eines ldngeren
Forderungskatalogs, der wiahrend der Proteste von 1968 in Belgrad formuliert

Museums gab. 2005 trat der ganze Museumsvorstand aus Protest zuriick, weil dieses Geld nicht
freigegeben wurde. Inzwischen sei niemandem mehr bekannt, wo dieses Geld geblieben sei. Die
einzige kulturelle Institution, die es damals geschafft hatte, ihren Teil aus dem Budget abzurufen
und tatsdchlich zwischen 2007 und 2011 renoviert und wiedereroffnet wurde, war die National-
bibliothek — dank des groBen Einsatzes des Direktors Sreten Ugric¢i¢, der laut I1i¢ schon wihrend
der Renovierung in den Medien als «Zerstorer serbischer Kultur» verunglimpft und kurz nach der
Eroffnung abgesetzt wurde. Der Zusammenhang zwischen der «Zerstérung» und der Herstellung
einer Institution, die jeden Tag von hunderten von Belgrader Studierenden und anderen Biirgerin-
nen und Biirgern (auch ausléndischer so wie mir damals) genutzt wird, ist nicht einzusehen.
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worden war. Auf die Proteste wurde mit groBer Repression reagiert und auf
die Kernanliegen der Studierenden wie mehr Mitbestimmungsrechte an den
Universitdten, mehr soziale Gerechtigkeit und eine konsequentere Umsetzung
der sozialistischen Grundgedanken, wurdenignoriert.?Aber ein selbstverwaltetes
Kulturzentrum wurde geschaffen, in dem junge Kiinstlerinnen und Kiinstler eine
grofle Energie freisetzten. In den ersten zehn Jahren wurden hier neue Formate
von Ausstellungen und Festivals und vor allem neue kiinstlerische Praktiken
erprobt. In den achtziger Jahren wurde das SKC zum Schauplatz und zur Biihne
fiir die pulsierende jugoslawische Postpunk-Musikszene. Der oben erwihnte
Griindungsakt war eine Gegenveranstaltung zum Oktobersalon, die als Okrobar
/1 [Oktober 71] in die jugoslawische Kunstgeschichte einging. Wéhrend in der
etablierten Institution Werke gezeigt wurden, die im Objekt verhaftet waren
und denen ein traditioneller Werkbegriff zugrunde lag, arbeiteten die jungen
KiinstlerInnen im SKC an deren Auflésung.

Das SKC war an die Universitéit gebunden und damit eine staatlich finanzierte
Institution. Dennoch operierten die dort Tatigen immer an den Réndern der
offiziellen Kultur. [hre Werke fanden kaum je den Weg in 6ffentliche Sammlungen,
die etablierten Medien boten den mit bescheidenen Mitteln realisierten
Ausstellungen und ehrgeizigeninternationalen Festivals keine Plattform. Mit
kiinstlerischer Freiheit ausgestattet, aber von den Vertretern der Hochkultur
weitgehend ignoriert, setzten sich Kiinstlerlnnen wie Era Milivojevi¢, Rasa
Todosijevi¢, Zoran Popovi¢, Nesa Paripovi¢, Marina Abramovi¢, Goran
Pordevi¢ und viele mehr mit der Rolle der Kunst in einer weitgehend
anésthesierten Gesellschaft auseinander. Diese Gesellschaft sahen sie in einer
Kunst widerspiegelt, die eine falsch verstandene Autonomie zelebrierte und der
Gesellschaft eine Idylle vorspiegelte. In Jugoslawien hatte sich dafiir der Begriff
des sozialistischen Asthetizismus eingebiirgert. Mit ihm ist ein dekorativer,
unschuldiger, moderat modernistischer Stil umschrieben, der die ideologische
Funktion hat, Weltoffenheit zu signalisieren, keine ungemiitlichen Fragen zu
stellen und den Mythos einer gliicklichen Gemeinschaft zu bestétigen.* Dem
setzten KiinstlerInnen am SKC die programmatische Selbstreflexion entgegen,

3 Siehe dazu: Kanzleiter, Boris: Die ,Rote Universitdt ‘. Studentenbewegung und Linksop-
position in Belgrad 1964-1975, Hamburg: VSA Verlag 2011.

4 Denegri, Jesa: «Inside or Outside <Socialist Modernism»? Radical Views on the Yugoslav
Art Scene, 1950-1970y, in: Puri¢, Dubravka / Suvakovié, Misko (Hgg.): Impossible Histories. His-
torical Avant-gardes, Neo-avant-gardes, and Post-avant-gardes in Yugoslavia, 1918-1991, Cam-
bridge, MA: MIT Press 2003, S. 170-208, hier S. 176.

die sie als kiinstlerische und gesellschaftliche Praxis verstanden. Innerhalb der
staatlichen Institution des SKC waren sie Teil des kulturellen Paradigmas und
konnten sich nicht auf einen scheinbar autonomen Status berufen, der davor
schiitzen konnte, in den Kreislauf von Affirmation zu geraten. Der Status des
SKC war paradox: einerseits gehorte es zu den offiziellen Kulturinstitutionen
des Landes, gleichzeitig wurde dort Selbstverwaltung, die theoretisch die
Grundlage der Arbeits- und Gesellschaftsorganisation in ganz Jugoslawien
bildete, wirklich gelebt. Selbstorganisation ist dabei als eine Form der
Autonomie zu begreifen, die eine kritische Reflexion moglich machte.

Wie es um die Selbstverwaltung in Jugoslawien in den siebziger Jahren
bestellt war und wie man den Zusammenhang zwischen den politisch-
gesellschaftlichen Entwicklungen und der Kunst begreifen kann, hat Branislav
Jakovljevi¢ in Alienation Effects (2016) auf eindriickliche Weise gezeigt.’
In den 1950er Jahren hatte die politische Fithrung begonnen, die staatliche
gelenkte Planwirtschaft abzuschaffen und stattdessen die Betriebe von den
Arbeiterlnnen selbstverwaltet fithren zu lassen. Das Selbstverwaltungsprinzip
wurde nie in ganzer Konsequenz umgesetzt. Dafiir erntete die politische
Elite auch Kritik von den Studierenden der 68er Generation.Aber sie war
dennoch das zentrale Charakteristikum des jugoslawischen Sozialismus und
ein Alleinstellungsmerkmal des Landes zwischen den zwei Blocken wéhrend
des Kalten Krieges. Die Grundlagen der Selbstverwaltung wurden mehrfach
reformiert, in den frithen siebziger Jahren aber wurden Gesetzesreformen
durchgefiihrt, die laut Jakovljevi¢ die Grundprinzipien der Selbstverwaltung
derart verwisserten, dass sie zwar nicht in der Rhetorik der Politiker, aber in
der Praxis der Betriebe nicht mehr existierte. Jugoslawien war wirtschaftlich
eng mit den kapitalistischen Léandern des Westens verflochten. Die allgemeine
okonomische Krise ab der zweiten Hilfte der siebziger Jahre traf das Land hart.
Durch die Gesetze entmachtet und wegen des wirtschaftlichen Niedergangs in den
Betrieben eigentlich arbeitslos, wurden die Arbeiterlnnen zu obsoleten Figuren.

Miladen Stilinovi¢ hat wie wenige Kiinstler die politischen Entwicklungen in seinem
Werk reflektiert. In einer Serie von Fotografien mit dem Titel «Kiinstler bei der Arbeity
(1978) sieht man ihn in verschiedenen Positionen im Bett liegend —mal wach, mal schla-
fend, aber in jedem Fall unproduktiv. Fiir Kiinstler-Arbeiter gibt es zwei Moglichkeiten
auf die Entwertung der Arbeit zu reagieren: die negative Methode im Riickzug und der
Verweigerung oder die positive in der Affirmation einer neuen Rolle als Entrepreneur.

5 Jakovljevié¢, Branislav: Alienation Effects. Performance and Self-Management in Yugo-
slavia, 1945-91, Ann Arbor: University of Michigan Press 2016.

19



20

Stilinovi¢ steht fiir die erste Strategie. Noch radikaler ausgefiihrt wurde sie geméss Jako-
vljevi¢ aber von Goran DPordevi¢. In den friihen achtziger Jahren horte er auf, originelle
Werke zu produzieren. Stattdessen kopierte er Werke beriihmter Kiinstler. In einer 6ffent-
lichen Aktion reproduzierte er 1983 beispielsweise ein Gemélde von Piet Mondrian im
Nationalmuseum in Belgrad. Das Konzept der individuellen Autorschaft hinterfragte er
gleichzeitig damit, dass er unter verschiedenen Pseudonymen zu arbeitenbegann. Mal
hielt er als Walter Benjamin einen Vortrag, dann war er Malevich, und zum Schluss gab
er sich den Namen eines vollig Unbekannten: Adrian Kovacs. Aus den das System Kunst
tragenden Institutionen zog er sich, seine Strategie konsequent verfolgend, ebenfalls
zurtick und présentierte seine Arbeiten fortan nur noch in seiner Wohnung.

Mit dem Biirgerkrieg begann auch der schleichende Zerfall der kulturellen
Institutionen. Es zerfielen nicht nur Gebaude, sondern institutionelle Riickhal-
te wie politische Unabhéngigkeit. Die so genannte Transformation kam in den
Nachfolgestaaten Jugoslawiens im Fahrwasser des Krieges. Die Versprechen von
Demokratie und Kapitalismus haben sich fiir keinen der Staaten erfiillt. Alle 4dch-
zen unter der Last ausufernder Korruption. In Serbien haben die Privatisierungen
von Land und Betrieben nur die Taschen einzelner, aber nicht die Kassen der All-
gemeinheit gefiillt. Mit der Medienfreiheit und der Unabhéngigkeit 6ffentlicher
Instutionen — Gerichte, Universititen, Museen — geht es seit Jahren bergab.°

Die Hoffnungen auf Demokratie und Wohlstand nach dem Sturz Milosevic¢s
haben sich nicht erfiillt.

Das Kiinstlerische und das Politische flieBen in den Arbeiten von UMETNIK*
zusammen. VIDOVDAN ist eine Performance aus dem Jahr 2012. Die Gruppe
iibernimmt den Namen eines kirchlichen Feiertags, an dem die Schlacht am
Amselfeld von 1389 stattgefunden haben soll. Die Schlacht der Serben gegen die
Osmanen ist der wichtigste serbische Nationalmythos. UMETNIK* iibersetzen
den Namen VIDOVDAN, dessen Etymologie man nicht genau kennt,wortlich.
Vid bedeutet Sicht, dan heiBit iibersetzt Tag. UMETNIK* macht daraus einen
«Tag der Sichtbarkeit» [dan vidljivosti], einen Tag, an dem es etwas zu sehen
gibt. In der Performance geht es zum Einen um die Uberwachung des 6ffent-
lichen Raums. Einige der Uberwachungskameras in Belgrad sind ans Internet

6 Der Bereich Pressefreiheit ist relativ gut untersucht und die gravierenden Méngel sind
belegt. (Siche z.B.: https://www.reporter-ohne-grenzen.de/serbien/alle-meldungen/meldung/staat-
erkauft-sich-hofberichterstattung/ (abgerufen am 14.10.2017)) Dass die Gewaltenteilung teilweise
aufgehoben ist, kann hingegen nicht so leicht nachgewiesen werden, ist in der Zivilgesellschaft
Serbiens aber ein offenes Geheimnis.

Prvi tradicionalni Novembarski salon, 2012, 6ffentlicher Raum, Belgrad

angeschlossen, so dass man live bestimmte Offentliche Plitze aus der
Vogelperspektive beobachten kann. UMETNIK* hat diese Orte aufgesucht
und mit einem groBen weilen Pfeil auf schwarzem Hintergrund sich selbst
an dem Ort markiert, wiahrend er gleichzeitig sowohl einen Screenshot der
Uberwachungskamera angefertigt hat als auch die Aktion an Ort und Stelle
dokumentierten.

Die Arbeit lduft aber nicht in erster Linie auf eine Kritik der Uberwachung
des offentlichen Raums hinaus. Vielmehr eignet sich UMETNIK* die Mittel der
gegenwirtigen Sicherheitspraktiken an und widmet sie um: Die Technologie wird
genutzt, um auf die Kunst und die Kiinstler aufmerksam zu machen. Dabei zeigt
in fast kindlich naiver Manier ein einzelner Mensch mit iibergroBem Pfeil auf
sich selbst und stellt sich so dem Big Data Dispositiv gegeniiber. In gleicher
Art wandelt die Gruppe auch den Vidovdan mit seiner religiosen und natio-
nalmythischen Aufladung scheinbar unbefangen in einen Tag der Sichtbarkeit
um. Natiirlich lassen diese Spiele die Konnotationen nicht zum Verschwinden
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bringen. Sie erinnern daran, dass Serbien ein Land ist, das sich gleichzeitig
— wie alle Nachfolgestaaten Jugoslawiens und viele postsowjetische Lénder —
durch nationale Mythen (Vidovdan) und einen aggressiven Neoliberalimus mit
seinen Sicherheitsdispositiven (Uberwachung) definiert.

Als Pordevi¢ in den achtziger Jahren seinen Namen aufgab, war das wie
Jakovljevi¢ richtig feststellt, eine radikale kritische Geste gegen die Konzepte
Kiinstler und Werk. Er habe selbst die experimentierfreudigste Institution des
SKC abgelehnte. Uber seine eigenen Werke sagte Dordevi¢, sie seien nur noch
«attitudes against arty. Und weiter: «I think it is the last moment for art to deci-
sively remove its manicured mask of freedom and humanism and reveal its true
face: that of a faithful and obedient servant.»’” Eine solche Aussage ist moglich
und sinnvoll in einer Gesellschaft, in der Kunst (auch) eine ideologische
oder staatstragende Rolle einnimmt. Und ihre Bedingung ist auch, dass es
funktionierende Institutionen gibt, die, auch wenn man sie ablehnt, zumindest
einen Echoraum bieten. UMETNIK* musste im Jahr 2012 aber ohne einen sol-

7 Zitiert nach Jakovljevi¢ 2016, S. 283.

chen Resonanzraum operieren. Formen der Selbstverwaltung, der gemeinsamen
Arbeit und damit der (Denk-)Autonomie wie sie die Kiinstlerlnnen im SKC,
finanziert durch die 6ffentliche Hand, praktizierten, sind nicht mehr vorhanden.
Aber auch eine Institution der Hochkultur, das MoMA von Belgrad, bietet kei-
ne Reibungsfliche mehr. Ein Heizkorper, eine Zimmerpflanze oder ein Etikett
ohne Kunstwerk: der Duchamp’sche Schachzug funktioniert nur, solange der
Popanz des «groBen Werks» vor ihm steht. So performen die fotografierten und
mit Etikett versehenen Objekte vor allem ein Fehlen.

UMETNIK* inszeniert daher mit ironischer Emphase, was im Grunde
genommen keinen mehr interessiert: Kunst. Das gingige Narrativ lautet, dass
es zum Kapitalismus keine Alternative mehr gibt. Dann ist auch keine Hoch-
kultur mehr nétig, um sich gegen innen und auflen zu représentieren. Residuen
der Représentation sind noch in den nationalen Mythen zu finden. Aber die
Kultur als Priifstein und/oder Ort der Selbstdarstellung ist obsolet geworden.
Aber nicht nur die Kultur kommt unter solchen politischen Umstdnden unter die
Réder. Die Arbeiten von UMETNIK* zeigen es, indem sie noch andere Méngel
ausstellen. Wie von Jakovljevi¢ ausgefiihrt, hat sich schon in den achtziger Jah-
ren abgezeichnet, dass Arbeit und mit ihr die ArbeiterInnen tiberfliissig werden.
Dieser Prozess hat sich noch verschérft. Im privaten Sektor zahlen interna-
tionale Firmen, die aktiv durch eine Null-Steuer-Politik angelockt werden,
Hungerlohne. Im 6ffentlichen Sektor findet man nur mit einem Parteibiichlein
Beschiftigung. Das Subjekt kann sich nur noch im Kollektiv der Partei oder
im national-mythischen Kollektiv repriasentieren. Alternative Geschichten um
sich selbst zu spiegeln und zu hinterfragen, wie sie Museen als Orte der nati-
onalen Kultur anbieten, werden durch die Schlieung ebendieser Institutionen
verschleiert, bzw. entwertet.

Die Miéngel, die Kultur, Demokratie und Subjektivitit betreffen, stellt und
agiert UMETNIK* in den drei 2012 entstandenen Arbeiten aus. Kunst ist hier
eine soziale Agentin wie sie es bereits in den siebziger und achtziger Jahren,
einer kulturellen Bliitezeit in Jugoslawien, gewesen war, wenn sich auch die
gesellschaftlichen Bedingungen seither sehr stark verdndert haben. In einer
Gesellschaft, die auf die Figur des Kiinstlers verzichten kann, muss sie erst
einmal restituiert werden. Der Name der Gruppe tibernimmt diese Aufgabe. Es
geht dabei aber nicht um ein Zuriick zu einer traditionellen Autorschaft. Das
Sternchen in der Name macht deutlich, dass es hier einen Vorbehalt gibt, dass
dazu noch etwas angemerkt werden muss, obschon es keine kldrende Legende
gibt. Die Anmerkung wire wohl genau die, dass das Konzept Kiinstler seine
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Selbstverstiandlichkeit verloren hat und deshalb der Emphase bedarf. So ist der
Name pompdse Geste — wir sind Kiinstler schlechthin —, die jedoch noch bevor
sie richtig zur Entfaltung kommt, hinterfragt und ironisch gebrochen wird

Auch auf institutioneller Ebene kommt es zu einer Art der Wiederherstellung
bei gleichzeitigem Ausstellen des Mangels. Mit Muzej savremene umetnosti
wird auf dem wichtigsten Platz Belgrads in Erinnerung gerufen, dass die
Kunstmuseen der Hauptstadt seit Jahren geschlossen sind. Gleichzeitig wird
aber auch ein Museum hergestellt. Die Winde dieser ephemeren Institution
sind Subjekte, die in die Leerstelle der Institution springen. Damit werden
gleich drei zentrale Kategorien abgerufen: das verkorperte Subjekt, die Gruppe
und ein demokratisches Zusammenleben. Wenn fiir den Prvi tradicionalni
Novembarski salon eine neue institutionelle Tradition proklamiert wird, so
basiert er auch auf einer neuen Politik. Nicht eine ausgesuchte Elite erwahlt
die weiteren Mitglieder des Clubs, sondern es darf prinzipiell jeder und jede
die Ausstellung durch die eigene Anwesenheit und das Werk konstituieren.
UMETNIK?* spielt weiter mit der ironischen Selbstinstitutionalisierung, indem
die Gruppe ihr einjahriges Bestehen mit einer Retrospekive [Retrospektiva]
feierte, die sie in ihrer eigenen Wohnung durchfiihrte.

Dieser Text wurde am 18. Oktober 2017 fertiggestellt. Zwei Tage spiter wird
die feierliche Wiederer6ffnung des Museums fiir zeitgendssische Kunst iiber
die Biihne gegangen sein. Das Nationalmuseum bleibt weiterhin geschlossen,
tiber die Existenz seiner Sammlung versichert uns lediglich eine Homepage. Ist
das dennoch der Anfang einer neuen Ara? Kehren die kulturellen Institutionen
zuriick? Und wenn ja, in welcher Form?® Museen sind angefochtene
Institutionen. Sie sind eng verwoben mit dem Projekt der Aufklarung. Sie
wurden dafiir kritisiert, dass sie sich gegen auflen isolieren, eine bestimmte
Sicht auf die Welt vorschreiben, einen universellen Anspruch verfolgen und
versuchen, einen spezifisch «biirgerlichen Blick» zu fordern, der sich als weil,
minnlich und einer bestimmten sozialen Schicht eigen herausgestellt hat.’
Aber was bedeutet es, wenn Sammlungen iiber ein Jahrzehnt und mehr der

8 Siehe dazu auch den Beitrag von Milja Stijovi¢ - Mapa ubistava kao muzej na otvorenom
in dieser Publikation.

9 Siehe exemplarisch dazu: Bennett, Tony: Der biirgerliche Blick. Das Museum und die
Organisation des Sehens, in: Dorothea Hantelmann u. Carolin Meister (Hgg.): Die Austellung. Poli-
tik eines Rituals, Zirich: Diaphanes 2010, S. 47-77; und: Duncan, Carol / Wallach, Allan: The
Museum of Modern Art as late capitalist ritual: an iconographic analysis, in: Marxist perspectives,
Vol 1. No. 4, Winter 1978, S. 28-51.

Offentlichkeit vorenthalten werden? Und welche Konsequenzen hat es? Das
Museum ist ein Popanz, aber ohne es fehlt Kiinstlerlnnen der Raum, von dem
aus Kritik artikuliert und von jemandem gehort werden kann. UMETNIK* hat
diesen Raum durch die private Wohnung oder den Stadtraum ersetzt. Die Frage
bleibt, ob solche Raume wirklich ein Ersatz fiir funktionierende Institutionen sein
konnen. Auch fiir das potentielle Publikum hat die institutionelle Leerstelle
Konsequenzen. Moglicherweise mangelt es ihm dadurch an einem Ort, an
dem sie zu BiirgerInnen werden konnen und sich mit der Geschichte — von
Jugoslawien z.B. — und ihrer Gegenwart auseinandersetzen konnen. Es ist
immer gerechtfertigt zu hinterfragen, ob die Bemithungen um Erziehung — sei es
im biirgerlichen Museum oder indem, wie in Jugoslawien haufig geschehen, die
Kunst zu den ArbeiterInnen in die Fabrik kommt — berechtigt und erfolgreich
waren. Wenn die Alternative die gdhnende Leerstelle und eine Stilllegung
der Auseinandersetzung mit der eigenen Geschichte ist, wiredie Institution
vorzuziehen.

UMETNIK* demonstriert in VIDOVDAN auf ironische Weise, wie sie sich
als Kiinstler ohne den institutionellen Rahmen Sichtbarkeit verschaffen konnen:
sie kapern mit den einfachsten Mitteln den Raum und die Technologie der
Uberwachungskameras, um auf sich selbst aufmerksam zu machen. Die Arbeiten
Muzej savremene umetnosti und Prvi tradicionalni Novembarski salon tragen
die Forderung nacheinem institutionellen Rahmen in sich. Es geht aber auch um
Visionen fiir einen solchen Rahmen. Vielleicht kénnte es dabei um etwas dem
SKC der siebziger Jahre Vergleichbares gehen, einem Ort, an dem Kiinstlerinnen
und Kiinstler ihre Subjektposition, die Sprache der Kunst und ihr institutionelles
Umfeld immer wieder neu reflektieren und ausagieren konnen und wo ein
Publikum die Moglichkeit hat, sich an solchen Prozessen zu beteiligen.
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Art/Works:
Working Artists in the Greater Economy

Elke Krasny

Artist: one ..., who is able by virtue of imagination and talent or skill to
create works of aesthetic value, especially in the fine arts.! “It is not going to be
easy, they say.” Who are they? They are people who are interested in the arts, in
culture, in general, but do not make art themselves. They are people who are art
world professionals. They are older artists. They are younger artists. They are
many. They come to this shared notion that it is not going to be easy to be an
artist from many different observations. What do they mean by this exactly? Most
of the time, they do not speak of the actual making of art. What they say, is not
a judgement of how difficult or how easy it actually is to make a ‘work’ of art.
What they do mean when they say it is not going to be easy is the following: they
mean that surviving as an artist is not going to be easy. And what they actually
might conceal by using the words ‘not easy’ is that they think it might be almost
impossible. ‘Not easy’ then becomes a certain euphemism for impossible. And
those, who are interested in appreciating art, looking at art, being part of art world
events, sometimes, not very often, ask themselves the following: “How does one
do that? How does one survive as an artist? How does one survive as an artist by
doing what artists do, namely by making art? How can one base one’s survival
on the making of art works? I would not know how to do that,” they think. And,
many times, they do not dare to share this thought out loud, to speak of it to
others. They tell themselves that it would not be polite. They tell themselves that
they have to be diplomatic. An artist might be present. And, it might hurt this
artist’s feelings that they think that their art works cannot present them with the
means to survive. The artists might be embarrassed, even deeply offended, put on
the spot by this very question that calls into question that making art is a basis for
survival. Survival: a state of surviving; remaining alive, endurance; subsistence.
But, at the same time, the very same people who call into question that art has
the capacity to provide the means of survival, they quietly, secretively, allow
themselves the following thought: I would really like to live like an artist. Even
if only for a day. They even dream of being an artist for a day. They would like
to experience for themselves, they would like to know what it is like to live such
a life— an artist’s life. And even though they do not have a clear understanding at
all of what it is that appeals to them, of what it is that they think is so special that

1 Throughout this text dictionary definitions are inserted to render legible the ideas held
by the power of definition. All the definitions used here appear in cursive. These definitions are em-
bedded in this essay as it invokes both material conditions of lived lives and the need for feminist
materialist art theoretical analysis. All the definitions used are taken from the online free dictionary
that can be accessed at www.thefreedictionary.com with the exception of the definition of ‘umetnik’
which comes from the urban dictionary to be found at www.urbandictionary.com.
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they wish for a living like an artist’s, and be it only for a day, they do hold that
attractive it must be, that desirable it is to experience firsthand what it would be
like.

Living: Possessing life: A manner or style of life; Living an artists’ life that
seems easy, attractive, appealing. Surviving as an artist, that seems difficult,
to say the least, they concede. And, of course, the assumption of difficulty will
make things difficult. Living as an artist, they think it is so easy. Surviving as an
artist = difficult. Living as an artist = easy. What does this tell us now about the
idea of the artist? The very first thing an analysis, and in particular a materialist
feminist art theoretical analysis, would take note of is this obvious contradiction
between the assumption of difficult survival and easy living. So, among the most
commonly found notions that shape generally held assumptions about the idea of
the artist, is this very contradiction. Yet, one rarely, if at all, hears, what the most
obvious conclusion would be, that the idea of the artist rests on this contradiction.
And, that of course, the very assumption of this contradiction will make things
contradictory for the real and concrete conditions of artists’ survival, for the real
and concrete conditions of artists’ lives.

This essay is interested in the contradiction between survival and life,
surviving and living, as it is constitutive to the idea of the contemporary artist.
And, the particular interest is in how artists take on this contradiction and
make it part of their art, part of their work, part of their art work. This specific
question is inspired by the work of the group UMETNIK*. ‘Umetnik’ means
artist. An artist group calls itself ‘artist’.? They claim, they insist, they declare,
that their work as artists produces them as artist, and this, in all its contradictions,
extends to the idea of the artist. The urban dictionary provides the following
definition of umetnik: ‘Umetnik’ is Serbian word for an Artist. Usually person
that considers himself unique and has a constant need to prove himself to others
or to himself, most of the time lazy and unable to work because work seems to
choke their creativity, only thing important to Umetnik is his form of “Art.”
The definition says it all. No critical analysis seems to be needed to render
legible the screaming stereotypes oozing from the definition. The definition
is self-explanatory as to the kind of idea it holds of an artist and their work.
UMETNIK* uses the word ‘umetnik’ purposefully, strategically. They use the
literal to make understood what it literally means to live and to

2 The full name of the group: UMETNIK*/ Ovim nazivom ne prejudiciramo shvatanje
znacenja i opseg pojmova UMETNIKA i UMETNOSTI [UMETNIK*/ The title is without preju-
dice to the comprehension of meaning and volume of the terms ARTIST and ART]

Working Shit, 2015/2017, Series of documents, 29,7x21cm
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do as an artist under today’s 21* century conditions of the greater economy.
The group UMETNIK* provides the following description of their art: “Since
2013, UMETNIK* has been working in various (precarious) fields.: security,
maintenance and cleaning, kitchen help, party and club photography, poster
delivery, artist assistant. The money earned while working on the mentioned
positions should be understood as the ARTIST salary, as our employers were
paying for our work, not being aware of the fact that what they actually were doing
was financing the production of our work.””

In looking at the description that the group UMETNIK* provides on what
they do, on their art, we can see that they take up and counteract the generally
held assumptions and respond to these assumptions by making such a definition
part of their art and their work, and, ultimately, by joining art and work in such

3 The group’s description is taken from their facebook event announcing their exhibition
UMETNIK*. “What does the Artist do? *“ Facebook. Facebook. October 30" 2017, URL: facebook.
com/events/1846115455417772/ (Retrieved 03.12.2017).

a way that it becomes art work in the most literal, and therefore at the same time
most conceptual and most concrete way. As artists, they are workers. As artists,
they are students. As artists, they are immigrants. They have come from Serbia,
a European country that is not part of the EU-territory, to Austria, a European
country that is part of the EU-territory. As artists-workers-students-immigrants
they investigate the conditions of production which inform, shape, dictate their
conditions of production. This is their art. This enables their art. UMETNIK*’s
investigation lives and breathes the contradictions between survival and life,
art and work, conditions of production and production. They take up this
contradiction in their art. Contradiction: One that contains elements that oppose
or conflict with one another; Their art becomes an investigation. /nvestigation:
a careful examination or search in order to discover facts or gain information.
But what exactly is the contradiction between life and survival, living and
surviving? What is the contradiction between art and work most effectively
concealed, most effectively shown in the literal joining of art and work in the
term ‘artwork.” And, how are these contradictions reconciled through artists as
they are ‘making a living’, an idiomatic way of saying that one makes enough
money to survive, and an eye-opening idiom at that. It opens the eyes to what one
has to ‘make’ in order to make living possible. Living is not a given. It has to be
made, and remade, and remade over and over again. Living, in the first instance,
depends on surviving. And in order to guarantee survival, the most basic needs,
such as air, water, food, and shelter have be to met. And they have to be met at
all times. And, money has to be made, an income has to be generated in order to
guarantee these very basic needs. In short, one has to work, gainfully work, in
order to make a living. What is gained through gainful work is that a living is
made. Let’s return to the definition of the artist, the dictionary definition, artists
create works of aesthetic value. So, how do these works become work? How does
the creating works of aesthetic value become making a living? The artists’ works
have to be transformed into the equivalent of work, of gainful work. The aesthetic
value has to be understood in terms of money-generating value. And, the artist
has to enter into the process of this translation, of this transformation of ‘works’,
i. e. art, into ‘work’, i.e. paid work in order to generate an income. Income: The
amount of money or its equivalent received during a period of time in exchange
for labor or services, from the sale of goods or property. The artists’ works
have to be transformed into gainful work. The aesthetic value has to be made
understood as money-generating value. And, even though this is not generally
held to be what artists actually do, namely transforming their ‘works’ into ‘work’,
that this transformation work is part of how they make a living, it might present
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us with a clue as to why living like an artist seems easy and even appealing and
surviving as an artist seems difficult and near impossible. Such a commonly held
view seems to be based on a set of long-standing and still prevailing assumptions.
Going back to a set of certain changes that took place during the 18" century, art
at the very same time became autonomous and commodified. No longer bound
only to commissions by imperial or church powers, art via its aesthetic value
entered the market place. Over the following centuries, this much debated and
fiercely critiqued autonomy of art has provided the template through which living
like an artist became perceived as easy, as free, as free-spirited, as independent.
Autonomous: Not controlled by others or by outside forces, independent. At
the very same time, this autonomy made it possible for artworks to enter the
circulation of the market. It turned artworks into special goods, and much later,
in the 20™ and 21% centuries, it also turned art into special services. In light
of the history of ideas that shaped art’s entering into the capitalist market-
place and its economy, and still resonates today under globalized capitalism,
autonomy and commodification reappear in the contradiction that the first makes
living as an artist easy, while the latter makes surviving as an artist difficult.
And, very often, this contradiction, this split, bears on artists’ making a living
with work other than art. The kind of work that provides the source of income
is then separated neatly from the kind of life that is rendered easy, autonomous,
independent in the public imagination. What artists have to work in order to
make artworks, to actually create the means that enable them to then create their
conditions of production are banned from commonly held ideas of living as an
artist. What if the gainful work, the labor performed by artists, to earn money for
their survival and their art making, results in their artworks, translates into their
artworks? What if the hand that paints is the hand that cleans? What if the hand
of the painter is the hand of the worker? What if the hand of the artist is the hand
of the office cleaner? Let us think about this in the following ways. The hand that
paints is the hand that cleans. What if we start this sentence in reversed order?
The hand that cleans is the hand that paints. Does it change anything? Does it
change everything? What does in fact change with the idea one might have of the
subject whose hand stops cleaning in order to start painting? And, can this hand
ever be idle? Can this hand ever stop making work? The provocative image of
the hand-that-paints-and-cleans is not a metaphor. This hand is real. This hand is
crucial for the analysis of working artists for the greater economy, in particular
labor performed under the conditions of precarity. Speaking of this hand draws
the attention to where the artist who does this kind of work comes from. The
hand connects fields of investigation relevant to doing art and relevant to art

theoretical analysis. How can an art theorist, a writer, a critic, a curator, follow
the transnational movements of an artists’ hand at work? What does it mean, that
the artist moved from the post-Yugoslav context to the EU context in terms of the
labor market, in terms of access to gainful employment, in terms of studying art,
in terms of becoming part of a local art scene, a regional art scene, a national art
scene, a post-national art scene, a transnational art scene, a globalized art scene?
What are the systemic economic and political questions that a feminist materialist
analysis of the conditions of production of making art, producing art works, has
to raise? Where would one need to go, as a theorist, as a historian, to investigate,
to research, to analyze, to offer a critical account? Would one follow the hand?
From here to there? The global division of labor in the 21% century relies on the
mobilization of a workforce from the backsheds, the hinterlands of globalization.
It is useful to remember the Cold War taxonomy of worlds, a first world, a second
world, a third world. While the third world has morphed into the global South
with the first World named as the global North, the second world, the former
Eastern European world, has been strangely left unspoken, strangle left without
name on this new taxonomy put on the map of the world’s global economies.
How does an artists’ narration in a conversation with the writer, with the theorist,
with the historian matter to the account produced and delivered? How does a
point on the map become an orientation to political, economic, aesthetic, artistic
questions? Would one follow the transition from cleaner to painter? Would one
offer an account of surviving and living? Would one include all the differences
between work and art? Would one include all the conditions shared between work
and art in the artworks?*

4 Recent art historical research has turned to issues of labor, reproductive labor, and work.
Social history begins to matter, again. Intrinsic analysis of artworks or literary works reaches its
limitations, its boundaries. Context-based analysis seeks to include material conditions in histo-
ries and theories. Relevant 2017 publications include the volume Feminism and Art History Now:
Radical Critiques of Theory and Practice edited by Victoria Horne and Lara Perry and the special
issue of Third Text on Social Reproduction and Art guest edited by Angela Dimitrakaki and Kirsten
Lloyd.
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Art Without Forethought and Non-
radical Radical Gestures*

Asija Ismailovski

It is interesting how first experiences of something and someone shape our
thoughts about that something and that particular someone. We instantly create
memories of the experienced and from that very moment these memories
become our lingering residues that never go away but rather come to the
surface every now and then to affect our opinion making and our judgments,
and sometimes, they just continue fulfilling the role of inactive leftovers. One
of the active memories coming from my own residual baggage is the one
of my first personal experience with an asterisk — a typographical symbol
of a star. This memory, or should I say this experience, affected my initial
comprehension of the informal artistic practice of the group UMETNIK* and
will now serve as an entry point for the following text.

In math textbooks from primary school, a star at the end of a mathematical
problem meant that this particular problem was more difficult than the other
ones and was intended for more gifted kids. A statement problem for gifted
students was linked to a star at the end of a page. No matter how good or
bad I was in solving mathematical problems, I always wanted to be a part of
that star. The star symbolized something higher, better, something greater and
due to the lack of mathematical talent something unachievable. Being out of
reach, the star (*) became an allegory of unfulfilled desire.

Having that specific connotation in mind, the first association with the star
from the group’s name was one’s, in this case one group’s, impeccable gift
and expertise. | understood it as a self-confident appraisal (with a sarcastic
twist) of their art practice and at the same time as an ironic play in the
questioning of the idea of a genius artist — a gifted artist with a star — of today.
After extensive research on the group and after talking with the members of
UMETNIK* it becomes clear what the star from the title means for them. It
stands for exclusion and it represents the excluded undefined other.!

The from the title is a double-sided metaphor for mutually excluding
oppositional subjectivities. While qualifying one it is disqualifying the other,
while praising it is condemning and while valuing it is devaluing. UMETNIK*
focuses its art practice exactly around the idea of defining, exposing and
rearticulating hese dichotomies. In their critically charged performative pieces

1 Group’s initial idea to put a star in the title comes from their comprehension that Koso-
vo, since it is a partially recognized state, is in the political documents always being written with a
footnote, i.e. a star. In the footnote it is explained that Kosovo is partially recognized due to the fact
that not all of UN States and Serbia recognize its independence. This was the case in 2012, when
the group was formed. From the 27" of November 2017 the 110 UN states recognized Kosovo’s
independence.
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Davor Pavlovi¢, 2004, Digital photo

they are making society’s invisibilities visible. Through projects produced in
public and in institutionalized space as well as in domestic space, such as their
personal living space, they criticise social structures and institutions within
society and expose their spots of vulnerability. The aforementioned could be
described as modus operandi for most of their actions. However, a question
continually tackled in their art practice is the one about the ontology of an artist
and art. What defines an artist and her/his desire? What does an artist do? Who
has the right to be an artist? Who makes the rules? Who rules the artistic scene,
locally and globally? Who makes an art piece — its blunt amateur creator or a
real artist? Who falls under these categories? And to be ironically radical...
Does an artist even exist?! All these questions appear to be intertwined in their
project UMETNOST BEZ PREDUMISLIJAJA [Art Without Forethought] where
the main question could be sublimed in the following, and here I paraphrase
their own work description, whether one (a creator) should have an artistic
intention (a forethought) in order to make an artwork.

UMETNOST BEZ PREDUMISLIJAJA is an ongoing project started in 2013
and operating through a blog platform. On the blog, UMETNIK* dedicates each
post to a certain individual and their little collection of things, desires, memories
and thoughts.? These individuals and their artifacts are chosen randomly by
UMETNIK*. Process of choosing, documenting and publishing is based upon
the group’s subjective interest, whereas anybody anywhere in a possession of
artifacts could end up being the chosen and the represented one. Once a certain
artifact from the vast everyday spaces catches their attention, they approach the
content creator and collect both biographical information concerning the creator
and descriptive data regarding the particular artifact. Currently on view are eight
posts visually and textually representing the personas and artifacts of Jovana
Milivojevi¢, Darija Risti¢/Ana Lekovi¢, Mirjana Radovanovi¢, Davor Pavlovic,
Uro$ Jovanovié, Kristina Damnjanovi¢, Lelica Zivanovi¢ and Nevena Bajié.
Every post consists of a narrative constructed in two parts — a textual and an
imagological representation. A textual part begins with the post title, which caries
the name of the creator, and continues with a textual introduction providing us
with an insight into the life and work of the creator mentioned in the title. The
information we get from the introduction always follows the same pattern: name,
surname, vocation and the city of residence, which resonates a cold formalist
approach used by UMETNIK* in order not interfere with the presented content.
UMETNIK* takes over the role of an intermediary between the creators and the
public in front of the screen. The way the biographical descriptions are written
echoes the usually overly charismatic voice of a show host of some widely
popular quiz. As if we are eagerly anticipating the next candidate on “Who
wants to be a millionaire” we hear... “Jovana Milivojevi¢ was born in 1985. She
finished Medical High School in ZajeCar and now lives in KnjaZevac with her
husband and three kids.” After clapping the contestant’s way into our reality we
are presented with the description of images uploaded just a scroll down away.

2 UMETNIK*. “UMETNOST BEZ PREDUMISLJAJA.” Web blog post. UMETNOST
BEZ PREDUMISLJAJA. Wordpress, 2013-2017. webpage: umetnostbezpredumisljaja.wordpress.
com (retrieved 11. 12. 2017).

3 Proposed analogy is incomplete since people presented on the blog did not intentionally
apply to be part of UMETNOST BEZ PREDUMISLJAJA project. The analogy is about the atmo-
sphere on the blog, which through the descriptive information provided in the post texts reminds
of the atmosphere created in a TV show, such as “Who wants to be a millionaire”. Milivojevic,
Jovana. “JovanaMilivojevié.” Web blog post. UMETNOST BEZ PREDUMISLJAJA. Wordpress, 9
November 2015. URL: umetnostbezpredumisljaja.wordpress.com/2015/11/09/jovana-milivojevic/
(retrieved 03.12.2017).
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And now a sequence of images overtakes the structure of a post only to every
now and then be interrupted with additional descriptive text.

An artifact is an intentionally made object, produced in order to fulfill a certain
purpose desired by its author.* We use artifacts all the time in our daily lives.
These are the objects that we find in our commonplaceness from a coffee mug,
phone to a photograph. Having this definition in mind, there are two types of
imagological representation on the UMETNOST BEZ PREDUMISLJAJA blog
and their differentiation comes from the sort of artifacts they represent. The first
one documents three-dimensional artifacts, such as notebook, a little decorative
tree or an analog photograph. The second one embodies digital photographs.

In the blog post from November 2013 about Lelica Zivanovi¢, for example, we
see her collection of toys, where each toy symbolizes a particular person important
and dear to her, assembled and arranged on a small tree-like wooden installation
that she designed and made by herself. These images function as documentation,
or better said as a representational tool of an artifact made by Zivanovi¢. In a
blog post about Mirjana Radovanovi¢, Davor Pavlovi¢ and Jovana Milivojevié¢
we are presented with digital images. These images were taken by their formerly
introduced authors and have distinguished purposes, e.g. Radovanovié¢ captured
portraits of dressed up kids from her class during their Halloween party — as it is
her passion to capture everything around her on camera; Pavlovi¢ took several
photographs of his friends during Saint’s Day (Slava) in order to pay tribute to
being true mates rather than occasional friends and Milivojevi¢’s photographs
show her carefully arranged prizes that she won while taking part in different
Facebook giveaways.

What we see on the blog is a collection of things such as three-
dimensional objects, analog and digital photographs made by people by
deploying mechanisms used in art production but with one exception —
these people are not artists nor were their intentions to create artworks.
They appropriated artifacts made by someone else in order to create their
own artifacts. In Milivojevi¢’s pictures, among other things, we see dish
soaps, shampoo bottles, razors, pencils, clothes and parts of the furniture
she used as a background surface. Several perplexities occur in her imagery:
appropriation of others’ artifacts followed by the question of the authorship
and a fact that her end products are digital photographs, which are yet again

4 Hilpinen, Risto, “Artifact.” Stanford Encyclopedia of Philosophy. Center for the Study
of Language and Information, 5 January 1999. URL: plato.stanford.edu/entries/artifact/ (retrieved
11.12.2017).

Jovana Milivojevié, 2014/2017, Mobile phone photos from the MY PRECIOUS LITTLE PRIZES
Facebook album

appropriated and exhibited by UMETNIK*. Milivojevi¢’s intention was to
pay tribute to the experience of winning. While putting an effort in arranging
the artifacts she had won, photographing them and publishing them in her
Facebook album (“MY PRECIOUS LITTLE PRIZES”) not only was she
memorializing the wining moment, but she was also using the opportunity
to flaunt. She is the author of the photographs and the owner of the depicted
artifacts. Milivojevi¢ appropriated artifacts clearly made by someone else in
order to make photographs and a memorable contribution to her everyday
life. When we buy or win something, the thing we bought or won becomes our
property and we become the proud owners. In this sense, the idea of authorship
gets blurred, the author is not important anymore, but the importance shifts
to the owner and owner’s use of the products. Here at stake, blurring the line
between an author and an owner, is the capitalist appropriation operating by a
mantra “I bought it, I won it, I own it... it is mine and only mine.”
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If we revise the definition of an artifact, we will realize that one formerly
mentioned term does not easily add up. The words “object” and “digital photograph”
create an oxymoronic tension. “Object” is something material and tangible and
“digital photograph” something virtual, which becomes material through the means
of mechanical reproduction. Fifteen cents and it is corporeal. Matt or glossy. But
before a digital photograph gets its material features, before it becomes a palpable
artifact, it is an immaterial object that exists in the human mind or in a digital
environment, for example the Internet, intranet, virtual reality or cyberspace. In
other words, a digital photograph is a form of a virtual artifact.’ According to
that, UMETNOST BEZ PREDUMISLJAJA currently existing only in the form
of a blog is also a virtual artifact, whose concept is based on appropriating and
presenting other virtual artifacts.

In UMETNOST BEZ PREDUMISLIJAJA it is necessary to distinguish two
simultaneous realms of operating: the curated one on the blog (the virtual
one) and the one in which presented artifacts were essentially created and
are still existing and fulfilling desires of their creators. The first realm is
the artistic one and operates by the rules imposed by UMETNIK*. Once we
find ourselves in the first realm we have two possibilities of looking at the
presented artifacts, stories about their creation and their creators. Both of
these possibilities depend on our background knowledge on the project and
on UMETNIK*’s intentions. If we end up on the blog randomly, as accidental
passers by in the virtual world, we are able to engage with the presented content
freed of the imposed meanings. In this sense, artifacts and their creators stay
representatives of their everyday realities. We might project our own desires
onto them or might even recognize our own experiences in them but we will
not question the artistic practices through them. However, if we do engage
with the “about” section on the blog, our only possibility is to experience the
content through the prism of concepts set by UMETNIK*. We have no other
possibility but to engage with the presented material through constructed
narrative in which the intention of a (non)artist is being questioned. Once
UMETNIK* chose the contestants, and therefore the artifacts too, and placed
them within a new paradigm, artifacts started fulfilling a double role — the
one of artifacts from the commonplaceness and the one of artifacts used in
a special artistic context. Thus, the creators got a new role too. They are
not merely creators of artifacts embodying memorable experiences from their

5 Gunkel, David. “Rethinking virtual reality: Simulation and the deconstruction of the
image.” Critical Studies in Media Communication, 17:1, Routledge, 2000, pp. 45-62.

lives — the contestants of Sunday evening show, they are now creators of
artifacts included in an art show — the winners of Sunday evening show!

Lelica Zivanovié and her tree of toys, Jovana Milivojevi¢ and her photographs
of geometrically arranged prizes or Kristina Damjanovi¢’s photographic
documentations of heart-shaped appearances are in the context of UMETNOST
BEZ PREDUMISLIJAJA project deceiving mechanisms used by the UMETNIK *
to mislead the public and once again pose the always present question of
artistic intention and authorship. As some well played tricksters, UMETNIK*
use these little mechanisms of deception to poke and challenge closed, and
based on substantial power relations, institutions of art. On the other hand,
the notion that artifacts and their creators are being used in a new context
does not substitute them for artworks owing to the fact that artifacts never
stopped existing in the realm of their creation. Moreover, what we evidence
on the UMETNOST BEZ PREDUMISLIJAJA blog are documentary materials
and testimonies transmitting us the ideas about existence of these artifacts and
stating what their primary role is. At the same time, since appropriated into
a new context, these artifacts could also be regarded as virtual ready-mades.
Ready-made is a work of art made from other manufactured objects. It is an
ordinary article of life placed so that its useful significance disappears under
the new title and point of view. An artist creates a new thought for the chosen
object. By canceling the “useful” function of an object it becomes art and its
presentation and addition of a title give it a new meaning.®

In that sense the creators also become virtual ready-made concepts. Even
though they continue living their own existential reality, their names and
stories are curated and managed by UMETNIK*. As Jean Baudrillard writes
in the introduction of his essay “Aesthetic illusion and virtual reality,” there
is always a camera hidden somewhere and it may be a real one, which means
that we may be filmed without even knowing it. He follows with the premise
that the virtual camera is in our head and our whole life has taken on a video
dimension.” According to that, UMETNOST BEZ PREDUMISLJAJA through
the displacement of private to public, fragile and delicate to harsh and violent
reveals the Baudrillardian hidden camera and its content while at the same time
constantly appropriating it and reproducing it.

6 Wilson, Simon, and Look, Jessica. The Tate Guide to Modern Art Terms. Tate Publishing,
2008, p. 181.

7 Baudrillard, Jean. “Aesthetic illusion and virtual reality.” Art and Artefact, Sage, 1997, p.
19.
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It seems like our eight contestants got a box with all the things a person needs
in order to create an artwork: tools, materials, assembling manual but with one
thing missing. That one missing essence is the art context and intention, which
are based upon the set of institutionalized rules coming from art schools, art
academies, museums, galleries, critical apparatus, art market, alternative art
organizations and informal art groups.

Concurrently while provoking the power relations within the art institutions,
which have the power of (dis)crediting something as art, UMETNIK* is still being
part of that same institutional context. UMETNIK* is a little power structure
which has an aim of deconstructing existing power relations and blurring the
line between art and life in order to explore and expose the rules forced by the
art institutions. They are criticising the system while being part of the it.

Even though UMETNIK* is characterized as an informal group, it is still
a breathing part of the system of the artworld. If a practice defines a social
institution, formal or informal — as proposed by Dickie — then practice of non-
radical radical gestures, or to be more straightforward, a practice of non-artistic
artistic gestures defines UMETNIK* as, yes, informal but still an artistic group.®
Finally, it is not of a mere importance to define content on the blog as artworks
in the form of a virtual artifact or a ready-made, it is important to explain their
position towards UMETNIK*. A work of art stands for the status the artifacts
have acquired alongside social or institutional contexts of art production, e.g. art
schools, art museums, galleries, journalistic practices and in this case, alongside
formal or informal critical practices.” The creators do not turn into artists seeing
that their intention was not to create artworks, but to create objects, i.e. artifacts,
that objectify and materialize their memories, experiences and desires. The
notions of art and artist come with the concept and forethought of UMETNIK*.

UMETNIK?* appropriated and presented artifacts of ordinary people living
outside of the artworld to provoke the question of an artistic intention and its
relevance in the creation of the artwork. But, at the same time, UMETNIK*
appropriated non-artistic performativites and showed itself covered up in
the attire of eight ordinary creators. As if by appropriating their artifacts and
stories, UMETNIK* blended in with them. The fact that UMETNIK* raises
the question and provides description in the “about” section on the blog and

8 Dickie, George. Art and the Aesthetic: An Institutional Analysis. Cornell University
Press, 1979.
9 Humble, Paul N. “Anti-Art and the Concept of Art.” 4 Companion to Art Theory,

Blackwell Publishing Ltd, 2002, p. 248.

the sole fact that this text is being written about its project, does not let
UMETNIK* only to intermediate between content creators and the public,
but it is group’s artistic notion that puts the creators and their artifacts in
ready-made positions within the artworld. A group UMETNIK* defines itself
through its practice and projects as being an artist in progress. Many factors
define this progress; from geographical, economical and cultural positions
to successful and unsuccessful networking politics. It is the same set of
conditions that contemporary artworld lives off.

The asterisk from the group’s title semantically lets UMETNIK* always
be in the transition between an artist and an artist in progress, to act on the
border in and out of the artworld and to perform non-radical and radical
gestures at the same time. It is the presence of the asterisk that defines group’s
performativity and lets it constantly be in the process of reversibility between
artistic and non-artistic notions. So, coming from within and not being
afraid of self-critique their strategy appears to be successful and relevant
especially within the state-of-the-art world where both sides of the asterisk —
inclusion and exclusion — are fruitfully present. Furthermore, UMETNIK*’s
mechanisms of deception and critique show the relevance of a deep-rooted,
often misfortunately used, concept of ready-made in contemporary art
practices and disclose its potential in the criticism of the art system.

Based on the perplexed grid of overlapping desires, intentions and concepts,
UMETNOST BEZ PREDUMISLJAJA could be described as an artistic project
of non-radical radical gestures. Starting with its visual representation on the blog
that is not screaming for attention, it is subtle and doing exactly the opposite
— putting the focus on the exhibited content. As if through simple web page
aesthetics UMETNIK* tries to show how the represented is more important than
the representative. The exhibited content — artifacts of everydayness — is not an
example of fundamental actions that are ought to affect or change something.
It seems like in the matter of seconds everything could just vanish. With one
failed payment of the webpage server the whole virtual artifact could crash
and disappear, turn into an Internet error and misfortunate event. At the same
time, strategies of appropriation and deceivableness are not progressive and
innovative strategies within the artworld. These non-radical gestures free
UMETNOST BEZ PREDUMISLIJAJA of already existing artificial frameworks
and let it ask prominent questions, let it poke the constructed artworld from the
inside. It is exactly a network of all these subtle gestures oscillating on the tension
between existing and disappearing, between innovation and stagnation that make
UMETNOST BEZ PREDUMISLJAJA a radical art project.
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Each of the artifacts shown on the webpage pays homage to memorable, even
magical, experiences of ordinary lives. This kind of experiences, let’s call them
particles of happiness, make the commute from home to work or from the couch
to the fridge more bearable. UMETNIK* praises an ordinary other while putting
it under a spotlight and giving it an opportunity to be a part of the show, of a little
art spectacle. Here we should not imagine a spectacle accompanied by fire-
works and loud advertisements but rather a spectacle of a low cost production
recognizable in the plain, unfinished aesthetics of the blog design, which
evokes feelings of nostalgia and melancholy — two concepts that more than
anything portray the ordinariness and familiarities of everyday routines. Being
presented in a virtual public sphere, where anyone who enters the web page
has a possibility of interacting and commenting, personal artifacts went from
private to public and became vulnerable spots of their creators. Currently there is
one harsh, not to say cruel, comment underneath the post of Jovana Milivojevic.
In the comment it is stated how Milivojevi¢’s actions are pitiful and depict misery
of Serbian society.!* As much as this comment justifiably reflects on the Serbian
society, a big part of which does live in unwanted misery, and criticises it, it is
still attacking a real person with real feelings. The comment section, an inherited
feature of the blog, is representing that performative uncontrollable aspect of
this project, as it opens up a possibility of performative utterances, insulting
speech acts, such as written insults to happen. As Judith Butler explains; one’s
language holds up the power to act upon an other’s body, to wound it and to
hurt it.!! In this case, UMETNIK* is just an intermediary providing no shield
between the represented content and the viewer, in other words, between the
real and the more real.

While being almost tangibly fragile, UMETNOST BEZ
PREDUMISLJAJA impersonates every other contestant on the other side of
the screen. We all forethoughtfully praise our ordinariness and averageness by
creating artifacts and dedicating them to our ephemeral life instances. We all
have such utopian shrines in our homes (or minds) that are just waiting to be
discovered and to be a part of the asterisk.

*Text for gifted readers.

10 Milivojevié, Jovana. “Jovana Milivojevic.” Web blog post. UMETNOST BEZ
PREDUMISLIJAJA. Wordpress, 9 November 2015. URL: umetnostbezpredumisljaja.wordpress.
com/2015/11/09/jovana-milivojevic/comment-page- 1 /#comment-6 (retrieved 03.12. 2017)

11 Butler, Judith. Excitable Speech. A Politics of the Performative. Routledge, 1997.
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UMETNIK*
1n conversation with Martin Guttmann

U: How do you make decisions in your duo? How does the decision making
look like generally and especially concerning what you will state to be the content
of the presented?

G: It’s easier when there’s a kind of agenda and the artist is really supposed
to be reflective. Many of our shows are about showing the art we did already in
a new context. This decision making has more to do with very specific practical
considerations. But, for example, when we had the show last May in Cologne
this was the new stuff and we asked ourselves specific questions about portraiture
in the time of Trump. We started talking about the idea of an eye-contact, how
different ideological environments have such a deep influence that people see
each other differently. The eye-contact changes because the presuppositions
about whom you are looking at change. So, when you approach it in that way, it
is easier to talk. It is also not a question of how to make ourselves attractive to
others or how to make ourselves relevant to the present discourse. These kind of
tactical questions are quite subjective and call for more disagreement. When we
ask ourselves very general questions like what is the point of this period and how
we can respond to it, then the discussion becomes a little bit more relaxed and
profound and certain types of arguments just set a gravity in the situation. They’re
less likely to develop a shallow ego fights. That would be my advice — talk about
things, not about you.

U: It is hard to have a democratic decision making when there are two people,
because you cannot overvote. If you have a dispute, how do you solve it?

G: I would go to the first principles. I think the founding document is very
important and that we should take it very seriously. When you have disputes,
go back to first principles. I think that this kind of constitutional approach is not
just a question of ego. In the founding document there are some principles and if
something is outside the principles, that’s a powerful thing to say.

U: You mentioned the Trump era and it is already marked, even though he has
been a president for not more than a year. How the far right now is changed from
the far right back then in the 605-90%?

G: It’s a very different far right. The far right of let’s say Bush The Second was
a Roman far right (Pax Romana). The United States wanted to militarily contol the
world and the world to pay for it. That’s why there was a war in Iraq. Today it’s very
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specifically related to fascism, in the sense that it is antiintellectual, antiliberal,
antielitist and revolutionary. There’s no more talk about conservativism, really.
The point is to lift the spirit of the American people with the message that they
count, whatever irrational thing they have in their head counts. It’s really about
violence, provocation, irrationality and a kind of a fuck you attitude which is like
how Mussolini started for example. If we go back to the 1922, we see exactly
how he humiliated the establishment, how he used this hatred of parliamentarism
and socialism. Mussolini had the sqadristi, the fascist gangs that have perpetuated
violence in every little town in Italy, which Trump still doesn’t have, but he might.

U: How do you think an artist or a group bound to the artworld should or has
to act? Do you believe in some form of activism of art groups and artists?

G: It’s a very difficult question now for two or three quite separate reasons.
The one most obvious point is that art is completely associated, not with the 1%,
but with the 0,1 or the 0,01% of the richest and most internationally globalized
elite. Art is like their thing. They go to the art fairs, they exchange ideas, they buy
from each other. It’s not radically different to what it was 20 years ago, but it is
more extreme.

And now I come to the second reason where the question is how you yourself
feel to be in a position when you are actually feeding the richest part of the world
population and give content to their unity.

U: But then this elite has to recognize somehow the art object. There is a
consensus of some elite in order to establish the dialogue about something which
actually is an art object. Who decides what is the object of the communication of
the status of the unity of that elite? Do artists have some power to decide?

G: Well, artists take their power, they don’t have the power. I was around
when they took it and I was around when they started giving it back. People
have to be very passionate about it and very consequential about it and even pay
for it to some extent. But now comes the third problem. The third problem are
these cycles of artist coming to poor neighborhoods, gentrifying them, starting
a gallery, taking lofts, inviting limuzines of rich people in the weekend, prices
go up, indiginous population is driven out, young artists get richer and all this
became very clear to everybody and it really wasn’t. Now in Los Angeles when
you have a new gentrification, a gallery comes up and people are demonstrating
outside, like shit, white art, why do we need it. This has never before happened

in my lifetime. There is no more common cause for the poor avant-garde art and
the grassroots, neighborhood-based activism. Now it is really against each other
and this is a very new phase. Since the 1890’s the modernist avant-garde grew
up under the, it was not always left, there was not really left in the 1890’s, but
there was an assumption that really became reinforced during the First world war
that there is a continuum of common causes between the artistic avant-garde and
the populist left and these survived the Second world war and the 30’s and the
Cold war, McCarthyism and Reagan and Nixon and now it’s being questioned,
which is actually a pretty big deal, I think. In other words, artists that feel as
if they’re doing something to expand this aesthetic experience and to show the
socio-political grounding of the whole of the discussion can no longer expect that
the more leftist part of the political system will accept it. On the contrary.

U: So, you think that those people who are fighting for the democratizatioon
of art are actually fighting for the Trump's cause then?

G: No, I wouldn’t put it this way. The issue of gentrification is not Trump’s
politics. What I’m saying is that on one hand you are identified with the richest
people in the world, you are friends with them, they invite you for the summer.
On the other hand, the poor part of the people are demonstrating against you.
You are no longer welcome. So, how can you organize your activism in such a
situation where you are really absorbed by the richest people and then you no
longer have the tacit support of the community based activism.

My feeling is that everything is up for grabs. There are no more rules that I'm
aware of. Things that I and my friends have been working on are no longer that
relevant.

U: About the idea of communitarianism — you took part in the exhibition in
mumok (Museum of Modern Art Ludwig Foundation Vienna) about 90's practice
where you actually curated and exhibited work of several artists. How do you
see art in public space in relation to democratization and how does the meaning
change when you show something publicly, outside the white cube?

G: In 1991 there was a big economic crisis and some artists took it very
seriously. They thought we’re coming to a point where the entire artworld will be
delegitimized because it was way too dependent on instituions that were in the
hands of private boards. And the board members choose the artists that they like
for shows in museums. There was this weird kind of corruption going on, but
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there was really a thirst for art that depended less on the existing parameters, and
that’s what this work in mumok was about. There was a big group of artists who
were really thinking about it. We were working vis-a-vis Andrea Fraser, Mark Dion
and some other people. Each in their own way was very critical of the institutional
framework and trying to take the stuff out. There was a very weird historical memory
of this period basically that it was reduced to relational aesthetics. It was very much
trivialized, beyond recognition and faded pretty much from the historical memory
the way I remember it, so it’s a bit difficult to talk about it.

In 1991 all this rave culture was just coming from London or Manchester to
San Francisco. There was new way of thinking like they would go to a natural
reserve, bring generator and people would rave the whole night and I was
really quite impressed by that. So, you could think about this piece you are
talking about as a kind of an art rave or something. Because the idea of putting
clubs outside was related to the idea of putting art outside. It was also about
deinstitutionalizing the club culture.

U: Can you say that for the art as well?

G: Yes, deinstitutionalizing art. There were lots of ideas that did not work in a
spectacular way. For example, at the time when | was teaching at Stanford I was
just thinking, well why not try to collaborate with academics for example, there is
so much money in a place like Stanford, so many really smart people, but not just
smart — people who supposedly were against the ruling paradigm. This has been
a spectacular failure. I’'m just telling you because you are asking me. It’s not that
I’'m shedding tears on it anymore. But I’m saying that the deinstitutionalization
was connecting it to different institutions and that really didn’t happen. We did a
few public projects but again we could not do public projects when the directors
started asking us from the very beginning for breakdown for expenses and we
said how can we give you an expenses breakdown when it’s an open work?

U: It seems that your works generally are about community building. What
you basically just talked about is analyzing community using a socio-analytical
method and community as a social network.

G: That was the idea, the big lightbulb moment was when you realize: We had
these public outdoor libraries and they were big cases full of books from people
from the area. We just put them somewhere, no guides, no nothing. And that
really was a community building because this was before social networks. It’s

not like every block has a blog. We asked people about their neighborhood,
turned out that at that time nobody knew anything about their neighborhood
and through this project they started talking to each other and communicate.
Now when there is Facebook you don’t need art for that. But these are the first
social networks that I knew.

U: What do you think is the most important aspect of the new institutional critique?

G: I honestly want a younger generation of socially minded artists to come
up with ideas. It would be ridiculous from me to second guess. I don’t know,
because I’'m not on Facebook. I don’t know what it means, but I have no doubt
that the criticism of Facebook will be a part of it. Nobody even started thinking
about it as an institution. People talk about the screen, they talk about the
physicality, they talk about the thumb going left and right, they talk about it as
the selfie, but I haven’t seen any kind of institutional critique of Facebook as
an institution, how it limits you, how it constrains your thinking, who owns it,
the neutrality. These are a kind of the institutions that the institutional critique
should talk about. It’s not like art becomes art in the gallery, far from it. It’s
about all those internet only sevices as Contemporary Art Daily, about what
that means. I would like to invite people to think about this as an institution
and to apply the concept of the institutional critique to it.

U: You used to talk about the notion of readymade and how it changed
throughout art history. Could you give a short overview?

G: I used to give a seminar about it at Stanford. Duchamp himself, when
he started with the readymade responded very specifically to Brancusi and
synthetic cubism. In other words, the idea of Brancusi was about pedestal on
pedestal on pedestal and the question where does the pedestal end and the
artwork begins. When he did the bicycle wheel with the stool the question
was whether it was a pedestal or a part of the artwork. This was one point,
and with Picasso and Braque it was about the inclusion of pieces from the
newspapers and somehow real stuff into the artwork. The question was how
far you can go. But Duchamp immediately took a whole poster, some sort
of the landscape and put two dots and called it Pharmacy, he took it to the
extreme. That was how it really started. And then in the Armory show it
is about seeing whether it will be censored or allowed, but then came the
dadaist and they looked at it a bit differently — a really weird irrational thing
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of looking at A as if it was B. It was about the absurdity of the idea about
the readymade that they liked because it was absurd. Duchamp didn’t think
it was absurd really. Duchamp was taking things to the extreme. For the
surrealists — idea of a snow showel in a museum as art was as bizzare as
a liquid clock on the beach or grand piano on the sand, it was just a weird
combination that makes you think harder. Then, there was this big really
radical shift in pop art. First there was Rauschenberg and Johns who thought
about it in terms of breaking down the boundaries between art and life.
Rauschenberg would go outside of the studio, take some object and put it
on canvas. Then came Lichtenstein and Warhol and started talking about the
value of a standardized self-produced object. Warhol and Lichtenstein were
really going a bit back to futurism and embracing the mechanical world. And
then came minimalists and conceptualists and post minimalists and Sherrie
Levine and Jeff Koons with the vacuum cleaners etc. The idea was that we
have very different theories about the readymade and it’s good to be at least
a bit analytic about distinguishing between these ideas. In our case, in Clegg
& Guttmann case, when we put the library outside what we asked is if it can
be art. And the idea was to take it back to empirical sociology. We said it
would become art if people from the museum go the library and understand
it is art because in the museum was like an installation with documentation
and explanation. So the idea was — if people from the museum go to these
neighborhoods, and people from the neighborhood go to the museum then it
would become art. The conclusion is that it became half-art because people
came from the museum to the neighborhoods, but not from the neighborhood
to the museum.

U: Is that half-art art and how do you relate this to the debate about
Duchamp's position as an artist. You discarded it as the anti-art when we
talked about aesthetic experience. How could somebody who is the most
important artist of the 20th century be easily or not that easily discarded as
anti-art(ist) while being in the core of the artness?

G: The Dadaists were anti-art. They said they were anti-art. Duchamp
was really thinking about is analytically. He took the ideas to the absurd,
but it was a kind of a philosopher thinking. To make the most outrageous
counterexample for something and to say whether it means actually some
kind of a contradiction or possible expansion of the concept.

U: Is artist autonomous in that sense that he/she could produce something
outside the institutional frame and be outside of that area, so that he/she
could meta-criticize art object. Is artist autonomy possible?

G: I saw it with with my own eyes. Determined artists have managed to
change the course of art. And I’m not using these words lightly. I’ve seen
it in New York several times, sometimes I liked it sometimes I didn’t like
it. There was really no doubt in my mind that this neo-expressionist thing
changed the course of art and then there was a counterrevolution of the
people I was associated with and it took it kind of back to where it was
and these things were made by people I knew, small groups, but determined
people and they just did it. I can tell you I’ve seen it happening and I hope it
will happen again. ’'m yet to see someone who tried very hard and did it in
a smart way, and it completely failed.

December 2017
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Umetnik sa zvezdicom, bez zvezdice ili
svesni ambigvitet?

Senka Latinovic

Skoro da je nemoguce zapoceti pisanje o umetnosti danas, a da se makar ovlas
ne osvrnemo na fenomen konceptuale koji nam je ostavljen u amanet. Duboki
rez koji je napravio ovaj (anti)umetnicki obrt relativno kratkog veka, ispostavilo
se, viSe nije nikada mogao da zaraste. O zarastanju posebno nema govora u
danasnjem kontekstu, kada stanje (samo)preispitivanja zapravo znaci stanje
budnosti i borbe protiv sveprisutne manipulacije i anesteziranosti.

Koncept ,,umetnosti” kao ideje zapoCinje protokonceptualnim DiSanovskim
¢inovima, a nastavlja se Sezdesetih i sedamdesetih godina kroz jo§ radikalniju
teoriju 1/ili praksu. Posebno se na ovom mestu moraju pomenuti grupe i pojedinci,
kao sto su: Art&Language i Jozef Kosut, koji su beskompromisno dekonstruisali
pojmove umetnosti i umetnika, razlazu¢i ih najpre diskurzivno, ali ne odricuéi
se bas sasvim dosledno ni vizuelnog jezika (npr. Kosutov rad ,,One and Three
Chairs”). No, kako se eho ovih globalnih i lokalnih ideja prelomio u radu
neformalne grupe UMETNIK*, a gde se od njih odbio?

UMETNIK* je formiran u trenutku kada Kosovo, u dokumentima Evropske
unije pocinje da se oznacava zvezdicom. Jedna od verzija fusnote glasi: ,,Ovaj
naziv ne utice na stav o statusu i u skladu je sa UNSB 1244 i misljenjem MSP
o kosovskoj deklaraciji nezavisnosti”. Reagujuc¢i na ve¢ decenijama Zivljeni
zivot* hrcka u tocku, ¢lanovi neformalne grupe odlucuju da se pozabave starim,
ali uvek aktuelnim pitanjima — statusom umetnosti i umetnika — na teorijskoj
i prakti¢noj ravni. Njihova zvezdica u fusnoti parodira gorepomenuti politicki
paradoks, pa glasi: ,,Ovim nazivom ne prejudiciramo shvatanje znaCenja i opseg
pojma UMETNIKA i UMETNOSTI”. Ova paralela izmedu drZave i umetnosti
s razlogom je povucena, jer umetnost nikada nije mogla biti nezavisna od svog
okruzenja i politicke klime u kojoj nastaje. Nije to bila cak ni u vreme najzescih
larpurlartistickih mastanja o zivotu i stvaranju u kuli od slonovace.

Neformalna grupa UMETNIK* za svojih pet godina postojanja za sobom
ima na desetine akcija, izlozbi i performansa, kao i promenu okruzenja u kome
deluje (odlazak iz Srbije u Austriju). Kori§¢enjem svega iz svog okruzenja i
belezenjem svega $to se trenutno Zivi i prezivljava, kreira se jedan svet opsesivno-
kompulsivnog, sirovog i zabavnog haosa. Neprekidnim radom, hiperprodukcijom
i isporucivanjem gotovo manijakalno sakupljackih ideja, stvorili su osobeni
jezik komunikacije. Radoznalo se krecu¢i kroz mmoge velike ,,probleme*
istorije umetnosti i same umetnosti, dekonstruisu razli¢ite fenomene: preispituju
rastegljivost pojma muzeja i galerijskog prostora, proSiruju polje medija
ukljucivanjem uli¢nih kamera kao relevantnih beleznika performansa, ispituju
prazninu ili opskurnost kori§¢enja reci ‘art’. lako se sluze metodom aproprijacije,
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to nikada nisu postmoderni citatni kolazi. Tu nema velikih umetnickih uzora,
a ni velikih umetnickih prezira. lako naslu¢ujemo da smo mozda nesto slicno
kod nekoga ve¢ videli, ipak ne mozemo da se setimo ko je to, jer taj neko ni
ne postoji. Oni grabe iz bazena kolektivnog konceptualno-nesvesnog, koji je
otvoren juce, u 20. veku, da bi isporucili i uoblicili svoju reakciju na danas.
Gledajuc¢i ovu umetnost*, koja to mozda i nije, nailazimo na nerazmrsivost
njihovih liénih Zivota i umetnicke* prakse, penetriranje jednog sveta u drugi,
ulazenje ¢lanova grupe UMETNIK* u sopstvenu privatnost. Ako bismo tvrdili
da se sluze strategijama siromasne umetnosti (arte povera), ne bismo se sasvim
priblizili istini, jer iako koriste minimalne resurse kojima neposredno ismevaju
komercijalizovanje umetnosti i fetiSizaciju umetnickog dela, pozicija umetnika
danas viSe ne moze biti ista. Njima je vrlo jasno da ucestvovanje u umetnickom
sistemu, na bilo koji na¢in, podrazumeva nemoguénost potpune distance od istog.
Preispituju se (ili kako oni kazu ,.testiraju”) pojmovi, ali se ipak ne odustaje od
pojma umetnika i stvaranja — jer oni i dalje igraju na konvencionalnom terenu
kreacije i reprezentacije. Izlozbe koje se organizuju u toaletu i dalje su izlozbe, a
becka akademija je i dalje tradicionalna obrazovna ustanova.

Branislav Dimitrijevi¢ u tekstu (Ne)moguci umetnik' prepoznaje dve struje,
odnosno rascep na sceni nove umetnicke prakse. Prva struja se odriCe iluzija o
humanizmu umetnosti i zagovara njeno prevazilazenje (npr. Art&Language), dok
druga smatra da se odricanjem od tradicionalnih formi i medija — ali kori$¢enjem
novih — stvara nova druStvena uloga umetnosti (npr. Bojs). Izmedu potpunog
povlacenja i normalizacije, ipak je ostao procep u koji se smestio UMETNIK*.

Da li ovakav stav mozemo nazvati taktikom ambigyviteta, odnosno radikalnom
dvosmislenos¢u? Polaze¢iod koncepata, oni senikadane odriCuironije,izmisljanja,
pretumbavanja, ali ni vizuelnog komentara. Ma kako daleko ta kreacija bila od
umetnic¢ke konvencionalnosti, ona i dalje nosi teret svog identiteta. Prihvatajuci
paradoks, bas tu i nalaze inspiraciju — u dvosmislenosti svoje pozicije i svoje
umetnosti. S tom svescu odlaze i na studije u Bec¢, napustajuéi sredinu u kojoj su
Cesto bivali deprivirani, ali takode razumevajuci da sada ulaze u zvanican sistem,
vise nego ikada pre. UlaZenje u zvanican sistem svakako ne znaci ni automatsko
liSavanje marginalne pozicije. Naprotiv, osecaj izvesne iS¢asenosti, nepripadanja
i drugosti se prelaskom od ,,unutra$nje emigracije” do one medudrzavne, samo se
transformiSe unovi oblik. Zato se ¢ini da i tu promenu posmatraju kao eksperiment

1 Dimitrijevi¢, Branislav. ,,(Ne)mogu¢i umetnik.” Protiv umetnosti: Goran Pordevic:
Kopije 1979-1985, MSUB, 2014, str. 40.

ili performans sa duzim trajanjem. Kao sto ORLAN menja svoje lice plasticnim
operacijama, UMETNIK* pazljivo promatra sopstvenu transformaciju i od nje ¢e
modelovati (i ve¢ modeluje) neke od buducih projekata.

Da se vratimo na sam pocetak i apliciramo jednu politicku floskulu na praksu
ove neformalne grupe — radi se o jednom od Cesto citiranih resenja srpske strane
za kosovsko pitanje: ,,viSe od autonomije, manje od nezavisnosti”. Bas to je polje
po kome se krece i istrazuje UMETNIK*.
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Podlovana gospodo Mirkovié,

obraéam Vam se u nadi da dete moéi da mi pomognete, a u vezi sa studijama u Beéu. Osoba keja se javila na broj
telefona sa Vageg oficijalnog sajta predioZila mi je da poSaljem mejl sa problemom koji imam i nekom vrstom
predstavijanja (motivacionog pisma), &to ovom prilikem i Zinim.

Moje ime je I, p<olvent sam na Filozofskom fakultetu u Beogradu, na smeru filozofija. Pored filozofije,
a narotito estetike i teorije umetnosti, interesuje me | umetnicka praksa. Bavim se fotografijom, videom i filmom.
Izlagao sam u Srbiji, zemljama u regionu, kao i u inostranstvy, a moji kratki | eksperimentalni filmovi su prikazivani na
festivalima u Srbiji, Hrvalskoj, Velikoj Britaniji i Rusiji. Dobitnik sam velikog broja nagrada u domenu fotografije od
kojih bih istakao Il mesto na Republitkej izlozbi 2011, | mesto na Fotosofiji 6 i | nagradu za pojedinaénu fotografiju na
39. Salonu umetnitke fotografije Zisal 2011. Folografije su mi cbjavijivane u Politici, V magazinu, a moj portfolio i
predstavijanje projekta Teret je objavio Refoto u 88, broju. Takode saradivac sam i sa Playboy-em Hrvatska. Imam
iskustva u pradavanju fotografije i to u Centru za razvoj folografije, na Omiadinskoj republitkoj izloZbi u Somboru,
festivalima Stayfest | Kultobran.

Aktivno se bavim poezijom. Na ovogodignjem sajmu knjiga u Beogradu bi¢e promocija moje knjige Kuéni bioskop®
koju je izdala Matica srpska.

Ake je potrebno mogao bih da poSaliem svoju punu blografiju | CV,
Maj problem;

Skolske 2013/2014. godine upisujem prestiinu Akademiju Lepih Umetnesti u Befu. Posle polaganja prijiemnog ispita,
moja verenica | ja u konkurenciji od preko hilladu ljudi uspevamo da upiemo 2eljeni fakultet. Od tog trenutka
pokugavamo da nademo garanta iz Austrije ali nam ne uspeva. Za dobijanje vize (studentske boravigne dozvola) je
potreban jedan od dva uslova koji mi ne moZemo da ispunimo, a to je da neke iz Austrije za nas garantuje ili da
pokaZemo 10.000 evra po osobi. Pored toga 3to su veé krenula predavanja (zamolili smo mentore da nam omoguée
mesec dana odsustva sa predavanja kako bismo pokusali da sredimo vizu iz Stbije} potrebna nam je potvrda da smo
iznajmili stan {j. osoba koja bi nas prijavia za adresu stanovanja, a kako bismo mogli da krenemo da Zivimo i radimo u
Bedu.

S opzirom na finansijsku situacijy, | bez obzira na to $to su studije koje smo uspisali besplatne, nameravamo da
radimo u Beéu kako bisme mogli da platime stan | hranu, pa Vas u tom smisiu molim za neki studentski posao u
domenu medija, vizelne kuliure ili bilo &aga prikladnog.

je zavréila Filologki fakultet u Beogradu na smany kandinavistika (Svedski i norveski
jezik) kao i master iz filozofje umetnosti na f tu du, Tokom studija u Srbiji, bila je
stipendista Fonda za mlade talente i Svedskog instituta. an C\u’ Seljern u pﬂhgu

U nadi da ¢ete naci nacin da nam pomognete,
Srdatan pozdrav,
060/4767698
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PERFORMATIVITY

as ARTISTIC* METHOD:

*with the term ARTISTIC*, written
with an asterisk (also known as ‘star’),
I refer to the artistic method employed
specifically by the members of the
informal group ARTIST* (UMETNIK?¥*/
YMETHHK¥)

Eva Kovac

The starting point of this text is the examination of ARTIST IN PROGRESS -
- the long-term project of the group UMETNIK* [ARTIST*], that was initiated
in October 2013. The project is aimed at demystifying the role and the position
of the artist, as well as at demystifying (contemporary) art in general through the
process of acquiring the status of the artist. It was designed by the members of the
group UMETNIK* as a “self-observing” type of a “psycho-social experiment,”
with the purpose of tracing the transformations and implications arising from
the process of becoming an institutionally recognized artist." As the project
is still ongoing and as such cannot be considered nor analyzed as a whole, |
decided to focus on the performative aspect and its material manifestation in
the objects exhibited within Birokratija [Bureaucracy] — the first realized step
of the ARTIST IN PROGRESS project.

The segment Birokratija was presented at the exhibition SAY IT. RS> held in
May 2014, in the space of the former Gallery Knoll in the Viennese Esterhazygasse.
The majority of information, relevant for this examination, was provided by
UMETNIK* themselves, in the course of several talks with the members, which
took place during the summer of 2017. The main source material utilized in here
is the photographic documentation of the installation presented at the previously
mentioned occasion in 2014.2

The installation was set up on three adjacent walls. In the central position,
on the wall in the middle, two student IDs [Ausweis fiir Studierende] were
displayed, one under the other, set in one simple glass frame. The student IDs
were framed open so that names, photos, signatures, dates of birth, and student
ID numbers of the students were visible, as well as the stamp and the name of
the institution that issued the ID (Academy of Fine Arts in Vienna). Left and
right from the IDs, fixed directly on the wall, there were two Serbian passports,

1 As they explain themselves: “We deliberately decided to put ourselves into a certain
situation in order to examine the process of acquiring the status of the artist, carefully monitoring
our own transformation and its implications. This long term self-observing we see as a form of a
psychosocial experiment. The method would bring the underlying institutional facts to view as they
are neither transparent, nor are the conditions obvious. The artworld is organized like an instituti-
on, but the criteria for the roles within that ,institution® are arbitrary, and the question of authority
and power relations has to be examined.” The interview to be found in: ,,Zwichen Ausbeutung
und Nicht-Verwirklichung, ein Gesprich zwischen Umetnik* und Vasilena Gankovska [Between
Exploitation and Non-realization, A Talk between Umetnik* and Vasilena Gankovska]“. Bildpunkt,
Herbst 2017/44, p.18.

2 The photographic documentation of Birokratija is available at URL: umetniksazvezdi.
com/home/content/10/Birokratija.
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one on each side. They too were displayed in a way which enabled visitors to
inspect the pages and read the information contained. Their burgundy red covers
bear the coat of arms of Serbia and Cyrillic writing in gold print. Compared to
the modestly designed student ID (made of peach orange paper and in part hand-
written), the passports look much more imposing. Yet, the student IDs were the
ones displayed in a more central, slightly more prominent position implying
that they are the carriers of greater importance and value to their owners.
Evidently, the owners of the displayed documents were concrete individuals, the
two founders of the group UMETNIK*. Their passports represent a necessity;
they are official proofs of mobility, and function as unavoidable tools for legal
border crossing. The existence of the passports enabled the completion of this
initial step of the ARTIST IN PROGRESS project — the gaining the status of art
student in Vienna.

The installation also included two white folders, which contained all
theretofore collected documents for obtaining the student residence permit (also
known as ‘visa’). The folders were centrally placed on a white table, directly
underneath the student IDs and passports constellation. On the side walls, there

were numerous transparent filing foils, filled with various documents and
application forms (among others, paperwork needed for such purposes
as residence registration, opening a bank account in Austrian Erste Bank,
registration for the admission examination, confirmation of the successfully
passed admission exam, confirmation of the regular student status, birth
certificates, certificates of citizenship, SRB/A3 form (Agreement between
Republic of Serbia and Republic of Austria on social security), excerpts from
public register (for the purpose of renting an apartment), etc. Apart from that,
the foils contained several letters addressed, for example, to Dragana Mirkovi¢
(Serbian turbo-folk and pop-folk singer living in Vienna), Dragan Markovi¢
Palma (Serbian politician, mayor of Jagodina), and HRH Crown Prince
Alexander Karadordevi¢’s Foundation for Education and Culture. The letters
were written by the members of the group UMETNIK* as petitions, asking the
addressees for assistance and support in form of scholarships or help in finding
a part-time jobs for students. All the filing foils were hanged on a line (similar
to a clothing line) in a row, virtually resembling a kind of a frieze. The viewer,
especially an art history oriented one, might even be inclined to read this entire,
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strictly symmetrical composition, as some extremely reduced version of an
altar. In that case, the two central documents — the student IDs that contain
photographic images of the individual UMETNIK* members, could be read
as icons — as potent objects that posses either awarded or inherent agency, that
should be ‘worshiped,” and can help one fulfill his or her ‘prayers;’ in other
words — objects that represent what needs to be pursued. The connection with
the religious iconography is possibly a far-fetched association, but it does
point out the importance of having (at least some minimal level of) faith and
trust in the institutions that issued the documents.

The overall Birokratija installation appears to be rather static, neither
performative nor particularly interactive, as something the visitors could look
at, read, and examine. Nonetheless, when considered in the larger context
of the ARTIST IN PROGRESS project, the performative dimension of the
piece is revealed. As explained in their portfolio, the project started when
the UMETNIK* members were enrolled and began to study at the Academy
of Fine Arts Vienna. In their own words: “The decision to start ARTISTIC
STUDIES is a project in which we examine how formal education gives
STATUS OF THE ARTIST and how our thoughts about ART and BECOMING
ARTIST are developing during the process.”

What is art and who is an artist are questions that, especially in our
contemporary moment, despite a multitude of attempts, cannot be answered to
the point. If anything, seeking to find answers to such questions is becoming
more and more perplexing. The response to the question about the existence
of art outside the artworld* system can be both yes and no. On one hand, there
is art happening outside the art institutions — for example, socially engaged
artistic practices and activist creative acts. Yet, in order for such practices to
be considered, examined, and discussed as forms of fine art, their validation
as such has to eventually come from a source attached to the artworld
structures.’ If such validation never happens, it is inconceivable to consider

3 The photographic documentation of Birokratija is available at URL: umetniksazvezdi.
com/home/content/10/Birokratija.

4 YMETHHK*. “UMETNIK* Portfolio.” Umetnik Sa Zvezdicom, 26 May 2017.

URL: issuu.com/umetniksazvezdicom/docs/umetniksazvezdicom_portfolio  (Retrieved
20.09.2017).

5 The term ‘artworld,’ as first coined by Arthur Danto in his essay The Artworld, implies

the cultural context of art and its interpreters (artists, art historians, critics, curators, collectors,
etc. — who function within, or are otherwise connected to institutions, such as galleries, museums,

and treat these practices as art — mainly as something worthy of different
kind of appreciation than amateur creative practices, crafts, hobby art, activism,
decorative art, etc. Since it is ignored by the artworld public, ‘art’ without the
appropriate validation does not enter the artworld, nor is it considered in an art-
historical relation to earlier works. In short, the authority of the artworld persists.
However, as a fragment of the answer to the great question of who is an
artist, it can be said that (at least in most contemporary cases) in order to be
an artist one is inclined to identify oneself as such. This identification usually
implies admitting the aspiration to become a part of the artworld. In order to
function as an artist, to be perceived as an artist, and to gain the status of an
artist, one needs to be able to present oneself as an artist within the relevant
social structure. To utter the role — ‘I am an artist’ — becomes a condition for
being an artist. This particular utterance by itself does not universally function
as a performative utterance,’ since the art institutions (galleries, museums,
art academies, etc.), as well as other structures of the artworld, maintain the
power of confirming, ignoring, or even denying the uttered identification.
Nevertheless, this utterance is significant as a part of performed behavior
through which the ‘artist identity’ is constructed. Basically, considering
yourself an artist helps you become and be one. If, on top of that, you have
some institutional art education, your way into the artworld is facilitated.
In her theory of performative construction of gender identity, Judith Butler
argues that identity is instituted through acts.” In theory, performativity is
something that goes unmarked, because it is accepted and supported by social
structures. If ‘an artist’ is considered as a vocational identity, this identity
can be described not just as a consequence of practicing art, but as identity
that is consciously constructed and manifested through performed behaviors
within the appropriate social setting. Stretching Butler’s theory to this specific

universities, and art academies). See: Danto, Arthur. “The Artworld.” The Journal of Philosophy,
LXI/19, 1964, pp. 571-584.

6 See George Dickie’s theories and definitions in: Dickie, George. Art and the Aesthetic:
An Institutional Analysis. Cornell University Press, 1974.; Dickie, George. The Art Circle. Chicago
Spectrum Pr, 1984.

7 Here, I am referring to J. L. Austin’s concept of performative utterance as a statement
that constitutes an action: “If a person makes an utterance of this sort we should say that he is doing
something rather than merely saying something.” In: Austin, J.L. “Performative Utterances.” Phi-
losophical Papers, 1961, p. 235.
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vocational identity leads to the conclusion that performing the role of an
artist, in effect — makes one an artist. While doing art (practicing or producing
something that is accepted as art by the relevant authority) one performs the
role of an artist. The members of the group UMETNIK* are inversing this
situation by treating the very performance of the role of an artist as art.

In Birokratija, the role of the institution as the relevant authority in
establishing the status of an artist is exposed, while simultaneously being
confirmed and challenged. Of course, one can be an artist without possessing
an institutionally issued certificate of that status. As nobody is actually born
an artist, ‘artist’ cannot be considered an inherent starting point. It is a role, an
identity, and a vocation if you will, that is continually constructed and fulfilled
through time. In the case of the UMETNIK*, the point at which ‘artist’ started
is difficult and unnecessary to trace. Regardless, it is worth noticing that this
starting point could coincide with the formation of the informal group, but
‘the artist,” which the role members identify with, probably precedes it. The
specific institution — the Academy of Fine Arts Vienna — is then used as a tool
for additional confirmation of a pre-constructed identity. The performance of
the ‘artist identity’ is informed by socio-historical constructions of an artist
and it manifests through the administrative process of obtaining the status of
an art student. The prerequisite preparations for the beginning of the formal
art education (the actions like acquiring and organizing documentation,
filling out application forms, conducting admission examination, etc.) are
both ‘constituting acts’ of becoming an artist and a part of the ARTIST IN
PROGRESS performance.

The bureaucratic paperwork exhibited in Birokratija is used as an element
at play that illustrates the overlap of art and life. The documents are exposed as
evidence (documentation, if you will) of artistic process, as well as evidence of
affiliation with a prominent art institution. Nonetheless, they remain functional
official documents that are used in everyday life. The student IDs are verifications
of the art student status. Prominently displayed, they are signifying a temporary
state which should eventually lead to the institutional establishment of the status
of academic artists. As with the other exhibited documents, they are physical
evidence of the actions performed, but they are not to be considered works of
art. Performing the role of the artist is the actually artwork.

Performativity is, therefore, both the artistic method as well as the medium of
the ARTIST IN PROGRESS project. The self-observational, performative, but
real process of becoming further complicates the role and the term ‘artist,” at the
same time demystifying it by its reduction to a mere bureaucratic process. After

all, in order to be considered a functional human being everybody is obliged to
participate in the bureaucratic experience; an experience which is oftentimes
emotional — evoking fear, anxiety, despair, and eventual relief, satisfaction,
even a sense of accomplishment when the process is finally (successfully) over.
Dealing with bureaucracy has a certain performative dimension. In Birokratija,
the paperwork is a set of objects taken from the context of ordinary life and
placed into the context of an art exhibition. As, fortunately, most of us do not
have to deal with bureaucracy on everyday basis, it represents a type of specific
situation when an individual is obliged to take on a role of an orderly citizen.
He or she must be prepared to perform and fulfill the demanded administrative
requirements. In the case of ‘visa’ (student residence permit) annual renewal,
dealing with bureaucracy, by way of performing the orderly citizen, becomes a
repetitive ritual.

The members of the group UMETNIK* are functioning as artists who are
self-identifying as artists while performing the action of becoming artists. In the
core of the ARTIST IN PROGRESS project, the very becoming, performing,
and being an artist is elevated to a form of art. Thus, the everyday life of artists,
including many mundane acts necessary for maintaining their existential and
educational needs, also become a part of their ‘art.” The division between life
and art is blurred to the point of erasure. As it becomes clear when considering
some of UMETNIK*’s previous projects (ZAOKRUZIVANJE [Rounding],
GALERIJA* and KUCNE INSTALACIJE [Home Installations] , for instance),
the division of art and life was treated as non- or barely existent since the
beginning of their practice. For more than a year, UMETNIK* functioned
without the art student status of its members, on the margin of the artworld. With
the action of enrollment to the Viennese Academy of Fine Arts, UMETNIK*
effectively utilized the authority of an artworld structure to transform their
status — first, into the transitional status of an art student. However, the role
they perform and identify with was not actually modified by the new status.
Their artistic approach remained consistent, while the way it is perceived was
altered. Where this will lead, as the project continues, is premature to say.
The subsequent acquirement of the academic status can even be utilized for a
retrospective validation of projects which precede their involvement with the
institution. In that case, the Academy would serve as an artistic tool, at the same
time being the site of mediation of the role of an artist.
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GALERIJA*:
Tretman fotografije u praksi grupe
UMETNIK*

Jelena Mati¢

Krajem Sezdesetih godina XX veka, a paralelno s drustvenim i tehnoloskim
promenama, kako na svetskoj, tako i na umetnickoj sceni u Srbiji i tadasnjoj
Jugoslaviji, dolazi do odbacivanja modernistickih shvatanja umetnosti, pa samim tim
i klasi¢nih vidova izrazavanja (slikarstvo i skulptura). Rezultat toga bio je stvaranje
slobodnog prostora za umetnost koja se nije zasnivala na materijalu ili predmetu,
ve¢ na ponasanju umetnika (performansi, akcije, intervencije). Ta umetnost se,
izmedu ostalog, zanimala za filozofska ucenja, teorije jezika i umetnosti, kao i za
film, fotografiju i video tada nazvanim ,,novi mediji”. Kao §to je to bio slucaj i sa
protagonistima avangardnih pokreta izmedu dva svetska rata i njihove percepcije
fotografskog medija (fotogram, solarizacija, preklapanje negativa, foto-kolaz, foto-
montaza), za konceptualne umetnike fotografija nije podrazumevala savrSeno delo,
bilo u estetskom ili tehnickom pogledu. Upravo zbog toga se i njen izgled nije
bazirao na poznavanju osnovnih nacela dobre slike, kao §to su kompozicija, fokus,
ekspozicija, odnos svetlosti 1 senke, ve¢ potpuno suprotno. Kojim ¢e se sredstvima
i na koji nacin autor koristiti u procesu realizacije nekog umetnickog dela vise nije
bilo od primarnog znacaja. Konceptualna umetnost po Viktoru Berginu: ,,Nije imala
nameru da, kako se to uglavnom pogresno shvatalo, napusti umetnost [ona nikada
nije bila ,anti-umetnost‘ — prazni avangardisticki gest], ve¢ pre da otvori institucije
i njihove prakse, da otvori vrata i prozore muzeja ka spoljasnjem svetu. Taj svet je
svakako svet objekata, ali objekti su konstituisani samo kroz delovanje reprezentacija
— jezika i drugih formi oznaciteljskih praksi... Umetnicka praksa se vise nije mogla
definisati kao zanatska delatnost, proces izrade lepih predmeta u datom mediju,
na nju se pre moglo gledati kao skup operacija izvedenih u polju oznaciteljskih
praksi, mozda usmerenih na medije, ali sigurno ne njima ogranic¢enih”.! Ukratko,
u osnovi ove umetnosti se nije nalazilo ,.ho¢emo da uniStimo muzeje, biblioteke,
akademije svih vrsta i da objavimo rat moralizmu, feminizmu”,? ve¢ insistiranje
na ravnopravnom tretmanu ne samo svih medija, nego i svih vidova umetnickog
izrazavanja u okviru institucija i sveta umetnosti, kao i primenu kako umetnickih,
tako i vanumetnickih teorija.

U svetu virtuelne stvarnosti, kibernetike i ,,fotografije posle fotografije”,?

1 Burgin, Victor. The End of Art Theory: Criticism and Postmodernity. Humanities Press
International, 1987, str. 39.

2 Lynton, Norbert. “Futurism.” Concepts of Modern Art: From Fauvism to Postmodernism,
Thames & Hudson, 1997, str. 98.

3 Termin ‘Fotografija posle fotografije’ je upotrebio Lev Manovi¢ kako bi okarakterisao
vreme digitalne fotografije. Videti: Manovich, Lev. “The Paradoxes of Digital Photography,” URL:
manovich.net/content/04-projects/004-paradoxes-of-digital-photography/02_article 1994.pdf
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VIDOVDAN, 2012, dokumentarne fotografije sa kamera za nadzor

termin ,,novi mediji” viSe ne podrazumeva fotografiju, film i video. Pored
usavr§avanja kompjutera i pojave interneta sredinom devedesetih godina XX
veka, pojava digitalne fotografije se smatra jednim od najbitnijih obleZzija
civilizacije XXI veka. Transformacija analogne u digitalnu, izmedu ostalog
povlacila je smenu klasi¢nog rol filma memorijskom karticom, obradu slika
u mrac¢noj komori obradom slika u kompjuteru pomocu brojnih programa, do
nacina njihovog Cuvanja, transporta, prezentacije i percepcije. Tehnologija
nastavlja da se usavrSava. S arhiva biblioteka, muzeja, galerija smo presli na
internet arhive, biblioteke, muzeje, banke i berze fotografija, blogove, veb
stranice, drustvene mreze (Facebook, Twitter, Instagram) i portale koji ¢ine
samo mali deo jednog velikog skladistenja, trgovine, razmene i prezentacije
fotografije. Ovome treba dodati i pojavu novih naprava za zabavu, $pijunazu
i fotografisanje, kao Sto su dronovi i sve veci broj najsavremenijih kamera za
nadzor u gotovo svim javnim prostorima vec¢ih i manjih gradova. Povrh svega,
Google Earth i Google Maps nam omogucavaju da istrazimo i vidimo gotovo
svaki kutak nase planete.

Zajedno s internetom i mnogobrojnim aplikacijama, digitalni fotoaparatje ve¢
uveliko sastavni deo mobilnih ili android telefona. Nastavice dalju inkorporaciju
na neke druge tehnoloske uredaje, dok ne bude bio dovoljno mali da se poput

(pristupljeno 02.08.2017).

mikrocipa ubaci u nase telo. Tada za fotografisanje i cuvanje fotografja nece biti
potreban fotoaparat, okida¢, memorijska kartica, nego mozda samo treptaj oka.
Ve¢ uveliko Zivimo u svetu panoptikona koji, kako je Fred Ri¢in zapazio, nema
»upozoravajuéi oblik”.* T sve ovo koliko izaziva fascinaciju i fobiju, vaznost
sa tehnoloskog, kulturoloskog, a i sa ekonomskog i socijalnog aspekta razvoja
drustva, bitno je i sa umetnickog aspekta. Olaksalo je produkciju i distribuciju
fotografije, poboljSalo dizajn i kvalitet, a ujedno i ponudilo umetnicima nova
sredstva istrazivanja i analize. Nikada pre nismo bili suocCeni sa toliko razlicitih
strategija i pristupa u tretmanu fotografije ili realizaciji nekog umetnickog dela,
$to 1 potvrduju radovi grupe UMETNIK*.

Iako ne primarna, ideja panoptikona se na neki nacin nalazi u jednom
od najranijih radova UMETNIK* VIDOVDAN, a koji se bazira na upotrebi
tehnicke slike odnosno fotografije. Panoptikon danasnjice nije projekat DZeremija
Bentama koji Misel Fuko opisuje u knjizi Nadzirati i kaznjavati. On nije zgrada
okruglog oblika s ¢elijama i kulom za strazare u sredini, gde cuvari uvek mogu
da vide zatvorenike, ali ne i oni njih, a opet da budu svesni da ih neko konstatno
nadgleda. Panoptikon su danas i kamere za javni nadzor i internet, s kojima
prakti¢no zivimo i radimo. Rad VIDOVDAN se odigrao 28.06.2012. na veliki
drzavni i verski praznik, koji se proslavlja medu pravoslavnim vernicima u Srbiji.
Ujedno, sam naziv kod ovog rada predstavlja igru reci ,,dan kada se nesto vidi”
ili ,,dan vidljivosti”. Koriste¢i kamere za javni nadzor koje su rasporedene gotovo
svuda po Beogradu, ¢lanovi grupe UMETNIK* odlaze u prostor grada i za razliku
od veéine ljudi, bilo pesaka ili vozac¢a koji uglavnom eskiviraju ove kamere, oni
biraju i prilagodavaju se lokaciji sa koje mogu biti snimljeni. Pojacanju njihove
vidljivosti doprinosi dodatni rekvizit — strelica, koju drze iznad svojih glava.
Sam rad se sastoji od dokumentarnih fotografija, koje beleze Citav performans
i fotografija javnog prostora i njih samih, nastalih prikljuc¢ivanjem na kamere
pomocu aplikacije, koja korisnicima omoguc¢ava da vide stanje u saobracaju na
nekoj lokaciji. Strelica iznad njihovih glava ujedno moze i da asocira na dobro
poznate ikonice gugl mape ili gugl zemlje, koje nam nalaze traZzenu lokaciju. U
ovom konceptu, koji moze da se tumaci i kroz ideju panoptikona, pre svega lezi
istrazivanje medija, kritika umetnickih institucija i polozaja umetnika. Ovde su
slike nastale putem kamera za nadzor, na kojima ne mozemo, a i ne smemo (zbog
funkcije javnog nadziranja) da interveniSemo, pa samim tim i da biramo
kako c¢e Citav proces snimanja i kadriranja izgledati. S druge strane, iza ovog
projekta se nalazi daleko slozenije pitanje — u zemlji u kojoj su dva najvaznija

4 Ritchin, Fred. After photography. W.W. Northon & Company Inc, 2009, str. 143.
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muzeja zbog dugogodisnjih adaptacijairenoviranja zatvorena za javnost, u kojoj
se sve manje sredstava odvaja za umetnost, kulturu i projekte, a njeni umetnici,
naroCito mlade generacije, kojoj ¢lanovi grupe UMETNIK* pripadaju, gotovo
da su marginalizovani — Koliko su umetnici i njihovi radovi vidljivi?

Ono $to karakteriSe praksu grupe UMETNIK* jeste upotreba fotografije
u Cisto dokumentarne svrhe kako bi zabelezili svoje akcije, performanse ili
izlozbe, analiticki tretman ovog medija slojevite, kameleonske strukture,
koriS¢enje interneta i druStvenih mreza, kriticko razmatranje opsteg stanja u
drustvu, kulturi, polozaja umetnika i institucija umetnosti, aktivno ukljucivanje
publike odnosno posmatraca u koncept svojih projekata. To se na neki nacin i
primecuje u pomenutom radu VIDOVDAN, ne samo zbog nacina upotrebe
savremene tehnologije, ve¢ samom ¢injenicom da odlaze u javni prostor ulice
i trga prepunog prolaznika, a uocljivije je, odnosno direktnije se primecuje u
projektu GALERIJA* interaktivnog performansa, kojeg ¢ini nekoliko manjih
izlozbi: Market, Familija, Odlican (5) U* Urami ideju, Prvi tradicionalni
Novembarski salon, Muzej savremene umetnosti, Vidimo se!.

Familija, 2013, dokumentarna fotografija izlozenog rada

Urami ideju, 2012, skrinSot video-izloZbe

Za razliku od, na primer filma ili videa, fotografija ima tu sposobnost da bude
prikazana ne samo svuda, ve¢ i na bilo koji nacin (bilbordi, plakati, flajeri, slajd
projekcija, veliki ili mali format, u galeriji, na zgradama, internetu, USB-u, u
novinama, ¢asopisima, knjigama, itd). U radu Market, grupa UMETNIK* je
opet iskoristila urbani prostor, njegove bilborde, panoe ili mesta pogodna za bilo
koju, mada najéesce politiCku vrstu marketin§ke kampanje. Na takvim mestima
posmatra¢ ocCekuje fotografiju velikih dimenzija sa odredenim sloganom
i tekstom. U njihovom projektu takva mesta se transformisSu u bele, prazne
povrsine, bez sadrzaja ili bilo kakvih vizuelnih oznaka. Praznina samo drugog
tipa nalazi se i u radu Urami ideju. U razmatranju konceptualne umetnosti,
koju je svojevremeno dao Sol Levit, ideja ne mora nuzno da se realizuje kroz
nesto materijalno i opipljivo. ,,Ideje same mogu biti umetnicko delo, u vezi
su sa razvojem koji eventualno moze da pronade neki oblik. No, sve ideje se
ne moraju ostvariti fizicki”.> U video radu Urami ideju, umetnici su snimljeni
svaki pojedina¢no i s praznim ramovima razliitih dimenzija i dizajna kako
pricaju, odnosno opisuju svoju fotografiju, a posmatracu je ostavljen slobodan
prostor da na osnovu njihovih izjava, zamisli tu ili te fotografije. U modernizmu

5 LeWitt, Sol. “Sentences on Conceptual Art.” Art in Theory 1900-2000: An Anthology
of Changing Ideas, Blackwell/Oxford, 2002, str. 850.
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umetnicko delo ili fotografija je bila nesto Sto je isklju¢ivo moralo, pored
tehnickih i tematskih kvaliteta, da bude uramljeno i uglavnhom namenjeno
prostoru galerije. Takode, po klasi¢noj i nekoj najranijoj definiciji fotografija je
,»ogledalo prirode”, odnosno realni mediji kojem verujemo, zbog neverovatne
sposobnosti vernog predstavljanja ljudi, stvari ili sveta koji nas okruzuje. U
pomenutom radu posmatraci se suocavaju sa suprotnom situacijom.

Veca interakcija, a opet i drugaciji pristup fotografiji prisutan je kod izlozbi
Familija, Odlican (5) U*, Prvi tradicionalni Novembarski salon, Muzej savremene
umetnosti, Vidimo se!. U Familiji, kako i sam naziv ukazuje, ¢lanovi grupe
UMETNIK* javno, preko drustvenih mreza pozivaju svoje ¢lanove porodice, Sire
i uze rodbine, prijatelje i njihove porodice da zajedno prave izlozbu. lako se neki
od njih uopste ne bave fotografijom, izlozba se sastoji iz njihovih radova pretezno
radenih u ovom mediju, razli¢ite tematike, pristupa, nacina prezentacije. Uslov
nije bio izgled, ideja ili koncept umetnickog dela, ve¢ rodacke ili bliske veze s
organizatorom izlozbe, odnosno sa grupom UMETNIK*. Sli¢nu akciju izvode i u
radu Odlican (5) U*, ali su u njegovoj realizaciji ukljuc¢ena deca, daci V razreda
jedne osnovne $kole u Beogradu. Ovde je kustoski tim nepristrasan, bez ikakvih
poslovnih, prijateljskih, politickih ili rodackih veza sa autorima i sa zadatkom
da od ponudenih fotografija, odaberu one koje po njihovom misljenju zavreduju
da budu prikazane na izlozbi. Muzej savremene umetnosti, Prvi tradicionalni
Novembarski salon 1 Vidimo se! su izlozbe koje su se odigrale u javnom prostoru,
na jednom od najprometnijih trgova u Beogradu, Trgu republike. Kod sve tri
izlozbe, ljudi, pozvani od strane organizatora, formiraju ,,zivi zid” koji asocira
na zidove galerije. Kod izloZbe Muzej savremene umetnosti izlazu fotografije
s razli¢itim elementima galerija (vaza s cve¢em, prazan postament, maska za
radijator). Redmejd intervencija, u kojoj obicni predmeti dobijaju status umetnosti
najpre postavljanjem natipisa imena dela, odnosno predmeta ,,UMETNIK* Bez
naziva” sa izmenjenim, adaptiranim logom Muzeja savremene umetnosti, zatim
samim Cinom fotografisanja, a potom i izlaganja. Na izlozbi Prvi tradicionalni
Novembarski salon umetnici su izlagali svoje fotografije, dok je izlozba Vidimo
se! realizovana bez prethodne selekcije umetnika i njihovih radova i moze, iako
je drugacije koncipirana, da se nadoveze na rad VIDOVDAN 1 problematiku
vidljivosti umetnika na umetnickoj sceni u Srbiji. Prezentovane na ovakav nacin
i dovedene direktno u vezu sa mnogo ve¢im brojem posmatraca razlic¢itog profila,
pogledima, reakcijama, a pre svega Citanjima i tumacenjima.

Mozdajedan od retkihradova, ukojipublikanije direktno ukljucenaiukojem
fotografija nije podvrgnuta direktnim transformacijama, jeste multimedijalna

izlozba ALLES KL AR [Jasno?/!]. Sam naziv, kao i kod rada VIDOVDAN moze
da se posmatra kao igra reci, jer moze da znaci i izjavu i pitanje. Radovi koji
¢ine izlozbu sami po sebi predstavljaju jezicke, ali filozofske igre. Fotografija s
portretom GORAN JE GORAN sastavni je deo instalacije A=4, koju ¢ine natpis
i dve gotovo identi¢ne flaSe koka-kole. Sama fotografija jeste igra reci, jer ime
Goran direktno upucuje na ime fotografisane osobe. Istovremeno, u odredenim
kontekstima to ime moze da oznacava mlad, veliki i snazan. Nasuprot ovoj, serija
fotografija pod nazivom Dokaz postojanja spoljasnjeg sveta, koristi tezu i tekst
istoimenog naziva DZordza Edvarda Mura.® Polazec¢i od tvrdenja ,,evo jedne ruke”
i,,evo idruge”, Mur zakljuCuje da postoje fizicki objekti, pa samim tim postoji i
spoljasnji svet. ,,Fotografija je uvek samo uzajamni pev: *Vidi’ ili ’Gle’ ili ’Evo,’
ona ukazuje prstom”’ kako pise Rolan Bart i ,kao takva, fotografija se zaista
nikad ne razlikuje od svog referenta (od onog §to predstavlja)”.? Kod ovog rada
prva ruka je u kadru, dok je druga fotoapart koji belezi i nju i odredene situacije
sa privatnih zurki. Ovde je, indirektno prisutno ono osnovno shvatanje fotografije
kao mimeticke predstave i kao najvernijeg dokaza postojanja sveta. Istovremeno
i opet kao ve¢ pomenuti rad Vidimo se! moze da se nadoveze na VIDOVDAN.
Svi radovi upucuju na stanja umetnika dans$njice, a Dokaz postojanja spoljasnjeg
sveta nije toliko o vidljivosti umetnika, ve¢ o njegovoj egzistenciji koji tokom
studija, a 1 nakon njih radi poslove klasi¢nog parti fotografa.

6 Moore, George Edward. “Proof of an External World.” Philosophical Papers, Collier
Books, 1962, str. 144-145.

7 Bart, Rolan. Svetla komora. Rad, 2004, str. 12.

8 Ibid. str. 13.
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Logovanje:
Logo kao zacetak sloZzenog koncepta
UMETNIK*-a

Filip Blagojevic¢

Logo (od gr. Aoyotomo) je graficki znak ili amblem koji koriste komercijalne
firme, organizacije, institucije ali i pojedinci za potrebe promocije i javnog
prepoznavanja.! On se sastoji od slova, ¢ineéi logotip, zatim grafickih znakova
(simbol ili slika) ili oba elementa.? Ideogrami, tj. simboli i slike su efektniji od
same upotrebe logotipa na danas$njem globalnom trzistu koje akcenat stavlja na
vizuelnu percepciju i recepciju.’ Re¢i mogu biti bitne i korisne u mesavini sa
simbolima, kao njihovi ,,pratioci” i interpretatori jer one ucvrscuju znacenje slike
i iskljucuju pogresno razumevanje.*

Logo je pocetak ,,price”, kroz koji se manifestuje rad, aktivnost i produkcija,
ali 1 identifikacija umetni¢kih grupa i pojedinaca, S$to je za tematiku ovog
teksta posebno vazno. Kao jedan od savremenih nacina komunikacije, logo
predstavlja moéno i brzo® sredstvo prenoSenja poruka — kodova. Da bi poruke
bile razumljive primaocima, potrebno je da kodovi, u ovom slucaju logoi, pobude
ve¢ poznate asocijacije iz realnog zivota — figuracije naspram apstrakcije® — ili
da postojece konvencionalne i opSteprihvac¢ene simbole preobraze i daju im novi
smisao i znacenje.” Prema tome, logo je takode ikonicki znak, jer savremenim
ikonografskim jezikom predstavlja intuitivne simbole koji Sifriraju i deSifriraju
odredenu poruku i teze ka uspostavljanju slikovno-semiotickih veza. Time se logo
konacno preobrazava u simbol — amblem — tj. opSteprihvaceni, konvencionalni

1 Basi¢, Ivana S, i Pantovi¢, Branislav. ,,Logo i semioza: Od ikoni¢kog znaka do simbola
u funkciji prezentacije srpske kulture.” Glasnik Etnografskog instituta SANU 60(1), str. 52-53,
Beograd.

2 Ibid. 53.

3 Weibel, Peter. ,,Jm Bauch des Biestes,” Logokultur. /m Bauch des Biestes, Katalog zur
Ausstellung; Arbeiten des WS 1986/87 der Meisterklassen fiir Gestaltungslehre-BE und fiir Visuelle
Mediengestaltung, beide o. Prof. Peter Weibel, an der Hochschule fiir Angewandte Kunst in Wien
[U zverinjem stomaku, katalog izlozbe; Radovi iz zimskog semestra 1986/87 klasa za Dizajn i
Vizuelne medije, obe kod Prof. Petera Vajbela na visokoj $koli primenjenih umetnosti u Becu],
REMAPrint, 1987, str. 4.

4 Basi¢, Ivana S. i Pantovic¢, Branislav. ,,Logo i semioza: Od ikoni¢kog znaka do simbola u
funkciji prezentacije srpske kulture.” Glasnik Etnografskog instituta SANU 60(1), str. 61, Beograd.

5 Alina, Wheeler. “Meaning.” Design: Logo: An Exploration of Marvelous Marks,
Insightful Essays, and Revealing Reviews, 2013, str. 56.

6 Machado, Joana Cesar i sar. “Brand logo design: examining consumer response to
naturalness.” Journal of Product & Brand Management, Vol. 24 Issue: 1, str. 79.

7 Basi¢, Ivana S, and Pantovi¢, Branislav. ,,Logo i semioza: Od ikoni¢kog znaka do simbola
u funkeciji prezentacije srpske kulture.” Glasnik Etnografskog instituta SANU, 60(1), str. 52.

97



98

AL (Jaamtage [ | \ £

N - ]
Uanuak f¢) y*

If '{ -
lanuvay €|
Jnutan (8

7 -
Janutay s .'I V"
Lanutan (S ) J

F s

/ i
Conunas (5) b, ¥€

!j.jlr__'.:;EM_l"lf_IH '[ 5) jj“
O =

:!f_.«'lf_u"!w-l (I:J_\" \j*_

znak — stvarajuci relacije izmedu posiljaoca i primaoca, tj. tumaca prikazane
poruke sastavljene od ideograma i/ili logotipa.®

Jedan od boljih primera imaginativnih, mislenih procesa u umetnickom
stvaranju jeste i minhenski projekat mladih konceptualnih i akcionistickih
umetnika ,,Aktionsraum 1” iz 1970. godine, u kome je prezentovan i rad tadasnje
znacajne jugoslovenske, ljubljanske konceptualne grupe OHO.® Konceptualna
umetnost, razvijanakrajem 60-ihitokom 70-ih godina dvadesetog veka (rad pionira
konceptualizma u delima Sola Levita ili Jozefa Kosuta), u svom programu, kao
jednu od bitnih stavki navodi i sam idejni proces stvaranja umetnickog koncepta
tj. skica kao intuitivnih i mislenih, intelektualnih promisljanja i predstavlja ih kao
projekte proizvedene drustvenim i politickim kritikama, pri ¢emu se diskusije
o vrednovanju i zna¢enju umetnosti koriste kao bitna dela.!® Tako se u skupini

8 Ibid. 54.

9 ~Aktionsraum 1 [Prostor Akcije 1].“ Mumok, 29" May 2011, URL: mumok.at/de/events/
aktionsraum-1 (retrieved 02.10.2017).

10 O konceptualnoj umetnosti videti slede¢i snimak: Pobednik1985. , Mumiko I1lyBakoBuh
(21): Konuentyasina yMeTHOCT U OCTCTpyKTypaiuzam”. Online video clip. YouTube, 10 January
2017. Web 2" October 2017.; Lucie-Smith, Edward. Stromungen der Kunst von 1945 bis 2000

dijagrama, logoa i tekstova OHO grupe izrazava odnos njenih Clanova, koji
izlaze iz zatvorenog kruga umetnika u svet primaoca, stvarajuc¢i nove relacije sa
publikom ili kritikom. Senzibilna i racionalna zapazanja pretocena u dijagrame
pracene tekstom, mozemo povezati i sa konstruisanjem, ,,gradenjem” logoa u
slucaju ,,umetnicke” grupe UMETNIK*.

Strucne 1 inspirativne diskusije izmedu autora teksta i UMETNIK*-a
podstakle su pisanje teksta i odabir tezista istrazivanja ka konceptualnoj upotrebi
logoa i njegovih dizajna i ikonografije, ¢ine¢i time bitan aspekt proucavanja
produktivnosti i razvitka grupe.

*Skica i (re)dizajn

U nastanku i (re)dizajniranju (postojecih) logoa UMETNIK *-a dolazi do slozenih
procesa ispitivanja, istrazivanja, skiciranja simbola, koji ¢e biti glavni komunikacijski
medij izmedu stvaraoca i performansa, sa primaocima istih. Umetnik u ovom slucaju
kre¢e od razmisljanja i analize i kroz eksperimente dolazi do finalnog resenja. Taj
simbol je nista drugo do amblem tj. znak kroz koji
se prozima i jasno odslikava odredeni projekat UMETNIK-a*. Kritike drustva,
kulturnog nazadovanja, nerazvijenosti kulturno-umetnickog aparata drzave, kao
i provokacije kroz umetnicke koncepte krecu od samog logoa, a nastavljaju se
kroz isplanirani niz delovanja ove grupe. Umetnik je u ovom slucaju svestan svoje
mo¢i i znanja, ali i negativnih promena u drustvu i institucijama, gde putem akcija,
performansa i dizajniranjem logoa provocira i izrazava svoje stavove i nezadovoljstva.

Mnogobrojne skice su i nakon svih realizovanih projekata i dalje prisutne kao
dokaz o preispitivanju i promisljanju u ranoj fazi stvaranja. U odabranim realizacijama
grupe UMETNIK* u periodu od 2012. do 2015. godine, jasno se razlikuju procesi
(re)dizajniranja logoa. Komunikacijski kodovi su shvaceni ozbiljno i putem
analiziranja dimenzija, ras¢lanjivanja budu¢ih logoa na detalje i potom njihovih
integracija u celinu sli¢nu papirnatim pahuljicama poput Familije (vidi sl. 1), kao
i promene dizajna, kontura, toka linija i jake geometrizacije u skicama za MUZEJ
UBISTAVA, Prvi tradicionalni Novembarski salon ili recimo Muzej savremene
umetnosti (vidi sl. 2-4), stvara se finalna i stabilna celina. Priprema i skiciranje
logoa same ,,umetnicke” grupe takode se sastoji od priprema dimenzija reci
‘umetnik’, ispitivanja razlicitih ,,fontova” i ispitivanja razli¢itih formi fusnote, koja
je povezana sa asteriskom u imenu grupe.

[Strujanja u umetnosti od 1945. do 2000], Deutscher Kunstverlag, 2014, pp. 151-161.; Goldberg,
RoseLee. Die Kunst der Performance vom Futurismus bis heute [Umetnost performansa od
futurizma do danas], Deutscher Kunstverlag , 2014, str. 152.
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U viSenavrata je upotrebljen termin (re)dizajniranje logoa. Nekoliko pomenutih
skica predstavlja redizajne ve¢ postojecih, opsteprihvacenih logoa drzavnih
i kulturnih institucija kao i festivala. Kroz preuzimanje i preradu etabliranih
amblema 1 reinterpretaciji u novom ,,okruzenju”, stvara se jedan novi koncept
koji se zasniva na preispitivanju umetnosti i umetnickih dela, njene vrednosti
i arbitrarnosti, potpomognut filozofskim obrazovanjem ¢lanova UMETNIK *-a.

*Upotreba logoa kroz projekte i njihova tematska veza

Minimalisti¢ki koncept logoa grupe UMETNIK* se sastoji od ¢irilicne reci
i asteriska, koji su, kao $to je ve¢ napomenuto, direktno povezani sa fusnotom
koja glasi: ,,Ovim nazivom ne prejudiciramo shvatanje znacenja i opseg pojmova
UMETNIK i UMETNOST”. U ovoj relaciji se ve¢ na pocetku pojavljuju
filozofske premise i preispitivanja. U fokusu je ispitivanje moguénosti definisanja
pojma umetnika i umetnosti i na teorijskom i na prakticnom planu, budu¢i da
je u savremenoj umetnickoj produkciji i sceni to pitanje svepristuno i aktuelno.
Asterisk je takode u direktnom kontekstu sa tadasnjom (a i sadasnjom, 5 godina
kasnije) situacijom u srpskoj pokrajini Kosovo(*), koja se u zvani¢nim srpskim
dokumentima i1 dalje obelezava ,,zvezdicom” zbog svog nejasnog statusa.
Neodredenost u obe sfere, u umetnosti i politicko-drustvenoj realnosti jesu
polazna tacka istrazivanja i konceptualizacije grupe UMETNIK*.
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Jedan od ranijih i najznacajnijih projekata grupe jeste izlozba Muzej savremene
umetnosti (vidi sl. 7) iz 2012. godine u okviru prve sezone GALERIJE*,
izlozbenog prostora koji nije fiksiran u odredenom interijeru galerija, ve¢ menja
svoje mesto i format, a njene ,,zidove” formiraju ljudi. Time se, po re¢ima autora,
stvara interakcija izmedu posetilaca i postavke — koncepta izlozbe. U fokusu
izlozbe dolazi do postavljanja pitanja koje prati celokupni opus UMETNIK*-a
— $ta predstavlja umetnost, umetnicko delo i umetnik i da li se ti pojmovi mogu
definisati. Kartice sa logom projekata su fotografisane uz objekte iz umetnickog
konteksta — galeriju ili muzej — ali ne predstavljaju umetnicko delo, poput
biljaka, postolja ili tablica sa natpisom. Time ¢lanovi grupe preispituju umetnicke
vrednosti i definiciju umetnosti — pretacu neumetnicke predmete u umetnicki
kontekst i prostor, a kao osnovu koriste teoriju aproprijacije i dadaisticki,
disanovski fenomen redimejda.

U osnovi novog simbola je logo Muzeja savremene umetnosti u Beogradu,
koji je kroz reinterpretaciju i misaoni proces dobio novu ulogu. Najznacajnija
promena u odnosu na etablirani logo jedne od najznacajnijih institucija u
regionu, koji je godinama u statusu renoviranja, jesu tri kruga na ve¢ postoje¢im
vrhovima, karakteristicnim zaseCenim kubusima u modernistickoj, namenskoj
arhitekturi muzeja. Jo§ jedna novina u odnosu na stari logo je i donja linija
koja povezuje logo u kompaktnu konstrukciju. Zaokruzena celina uz krugove
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— koji simbolizuju ljude — ¢ini bitnu stavku logoa. Zgrada postaje Covek —
ziva ljudska privremena konstrukcija poput otvorene galerije u ovom slucaju i
sluzi prezentovanju i ispitivanju umetnosti. Sigurno je da postoji i insinuacija
na neaktivnost Muzeja savremene umetnosti, ¢ime je muzeologija dodatno
oslabljena i stopirana zbog nedostatka prostora za njeno razvijanje, u ovom
slucaju kroz organizaciju i koncepte moderne i savremene umetnosti. Muzej kao
mesto izucavanja, publikovanja, orijentiSe se u prvu ruku na posetioce, kojima
je ta moguénost uskracena zbog zastarelog, korumpiranog nacina upravljanja
kulturnim institucijama, kao i nezainteresovanog drzavnog aparata i njihovog
nepostovanja rokova i zakona."

Prvi tradicionalni Novembarski salon iz 2012. godine, takode predstavlja
jedan od ranijih projekata iz prve sezone GALERIJE*. U ovom slucaju je logo i
koncept tradicionalne manifestacije vizuelnih umetnosti Oktobarski salon preuzet
kao polazna tacka stvaranja prvog, a ve¢ tradicionalnog, Novembarskog salona.

Na salonu su se predstavila 24 fotografa sa po jednom fotografijom razlicite
tematike i izrazaja. Prezentovanje radova je takode bilo interaktivno, u direktnoj
komunikaciji fotografa i njihovih dela sa publikom.

Logo u obliku inicijala Oktobarskog salona predstavljao je opsteprihvaceni,
konvencionalni znak, koji se kroz nekoliko decenija etablirao u svetu kulture.
Kroz njegovo remodeliranje — (re)dizajniranje — i proces skiciranja i istrazivanja
novih formi i razlicitih koncepta (vidi sl. 3), dolazi do finalnog modernistickog,
geometrizovanog retro logoa tradicionalnog salona grupe UMETNIK* (vidi sl.
8). Crni logo na beloj pozadini, odnosno relacija crno—belo je veoma vazna u
dizajniranju, recepciji i funkcionalnosti logoa.”” I u ovom slucaju je sistem
istrazivanja i potrage za najboljim simbolom rezultiran reSenjem, koje odgovara
ovoj teoriji dizajna.

Hronic¢ni problem srpskog drustva i drzavnog aparata je predstavljen na izlozbi
fotografija Familija (2013). Uz logo, na pocetku kataloga izlozbe je napisan
»STEJTMENT?, ¢lan 2 Zakona o potvrdivanju Gradansko-pravne konvencije o
korupciji Narodne skupstine Republike Srbije koji sadrzi definiciju korupcije.'?

11 U vezi sa restauracijom muzeja videti: “What Happened to the Museum of Contemporary
Art? A non-exhibition of documentation, art interventions and the building interior” — eng.msub.
org.rs/sta-se-dogodilo-sa-muzejom-savremene-umetnosti (pristupljeno 02.10.2017).

12 Dunkl, Martin. Corporate Design Praxis. Das Handbuch der visuellen Identitdt.
LexisNexis ARD ORAC, 2011, str. 97.

13 ,,Familija”. UMETNIK*, www.umetniksazvezdi.com/home/content/6/Familija.

Korupcija oznacCava zahtevanje, nudenje i primanje mita, i samim tim
remecenje legalnog i pravnog funkcionisanja bilo koje duznosti sluzbene
aparature. Ovim projektom dolazi do kritike realnosti koja je ogrizla u
korupciju, kroz umetnicki koncept. Veza izmedu organizatora i ostalih ucesnika
se produbljuje kroz rodbinske i prijateljske kontakte — ,,familijarnost” — ali i
preko obi¢nih poznanstava i lobiranja, stvarajuci zatvoreni krug u kome je
umetnost prestiz. Odabrana grupa ljudi, koja ima tu sre¢u da stvara umetnost u
ovom projektu i da propisuje umetnicke vrednosti, izabrana je javno, bez bilo
kakvog prikrivanja i neobjavljenih, nekada i laznih, nedokucivih kriterijumima
— Cestih pojava u korumpiranim druStvenim krugovima. Ipak, pre definicije
korupcije i kratkih tekstova uc¢esnika u kojima se na duhovit na¢in opisuju veze
sa organizatorima i razlozi zbog ¢ega su ba$ oni izabrani, na prvoj stranici
kataloga je odsStampan logo velikog formata. Time se na pocetku plasira
znacenje koncepta i izlozbe, kao i kontekst reci ’familija’.

Logo (vidisl. 91 10) je nastao iscrtavanjem detalja i figura i njihovim kolazima
od najjednostavnijih elemenata do slozenih struktura (vidi sl. 1) pretocenih
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u konacni produkt — prikaz beznadeznog stanja srpskog drustva. Kompozicija
logoa podsec¢a na papirne pahuljice, a u sustini i jeste izradena od njih, bogate
raznovrsnom ornamentikom i kreativnim dizajnerskim reSenjima. Ritmizacija
figura, simbolizirana predstavama oba pola, predstavlja kruznu, zatvorenu
kompoziciju — poput korumpiranih ,.zatvorenih” sistema. Koncept izlozbe,
zatvorenog kruga odabranih ucesnika koji su ucesc¢e dobili na osnovu odredenih
relacija sa organizatorima i konstatacija da je umetnost prestiz selektovan i
valorizovan od strane odredene, male grupe ljudi, ve¢ je uobli¢en u logou. Ispod
ideograma se nalazi logotip, re¢ *familija’, najverovatnije preuzeta ili konstruisana
na osnovu onda$njih bukvara, ¢ime logo asocira na papirnate pahuljice i pocetke
ucenja i pisanja slova — na jednu nevinu, nekorumpiranu paralelnu realnost u
kojoj ne postoji korupcija i otudenje kulture i umetnosti.

Suprotnost ,,familijarnosti”, koncepta Familije predstavlja izlozba (2013)
Odlican (5) U* . Nepristrasan kuratorski tim ucenika V-1 osnovne $kole ,,Vasa
Carapi¢” iz Beograda odabrao je kroz diskusije i glasanja odredeni broj fotografija
iz Srbije i regiona koje su zatim bile prezentovane u GALERIJI* posredstvom
samih autora. Zanimljiva je i priprema logoa — logotipa za projekat Odlican (5)
U* (vidi sl. 6). Mnogobrojnim ponavljanjem reci ’odli¢an’ uz samu ocenu i potpis,
u ovom slucaju inicijala grupe, otkrivamo vezbu Sto vestijeg rukopisa tipicnom
crvenom hemijskom koje koriste ucitelji/ce i nastavnici/ce Sirom Srbije. Crvena boja
asocira na sve dobre ocene ispisane na kontrolnim zadacima, ali i na mnogobrojna
korigovanja. Logo predstavlja direktnu relaciju izmedu ucitelja/ica i nastavnika/ca,
njihovog tipi¢nog rukopisa crvenom hemijskom olovkom—ispisivanja vrednovanja,
ocene i potpisa — i ucenika, koji su u ovom slucaju dobili priliku da budu kustosi
jedne izlozbe. Oni takode simboli¢no dobijaju odlicnu ocenu od strane umetnika
za njihovo ucesce i kuratorstvo prezentovane u samom logou. Crveni — jednobojni
izraZeni pravougaonik istiCe jo$ jace same reci i inicijal "U*’.

MUZEJ UBISTAVA u tradicionalnoj No¢i muzeja (2012) predstavlja jos jedan
znacajni projekat UMETNIK*-a. Inspirisani ¢injenicama da su dacke ekskurzije
u prestonici Srbije dobile nove atrakcije koje ne pripadaju kulturnim stanicama
bitnim za razvijanje duha mladih, ¢lanovi grupe odlucuju da u no¢i No¢i muzeja
organizuju struéno vodenje kroz MUZEJ UBISTAVA." Institucije muzeja,
zatvorene ostalim danima, kojima je zadatak da prezentuju svoj sadrzaj — tj. da se
bave kulturnim opismenjavanjem — otvaraju se samo te jedne noci, kako bi ,,bar
formalno opravdale svoju delatnost” i ,,praktikovale, uz ostale institucije, instant

14 Katalog izlozbe ,,MUZEJ UBISTAVA* — Umetnik*, 2012, str. 4.

S N M V3L
ENIST N VL1ICTABA

— jednodnevnu — kulturu”.’” Time se omogucéava posetiocima da prividno
uzivaju u kulturi i umetnosti neuporedivo viSe u odnosu na ostale dane u
godini, ali se ponovo postavlja pitanje — u kom se pravcu uopste krece srpska
muzeologijaida li postoji muzeoloska svest u srpskom drustvu? Cilj otvorenog
MUZEJA UBISTAVA, koji se ne ograni¢ava na unutrasnji prostor muzeja,
predstavlja upotrebu prostorno neogranicenih, javnih mesta Sirom Beograda,
tako da Citav grad postaje muzej, a izvori se crpe iz Cina ubistva. Ubistvo
kao svakodnevno desavanje, u novijoj srpskoj istoriji postaje sve prisutnija
tema koja se pojavljuje u umetnickom kontekstu i uopste u kulturi, postajuci
njihov ,,marker”.' Mesta poznatih ubistava javnih li¢nosti, novije srpske
istorije (Pindi¢, Bulatovié¢, Curuvija) ¢ine program i rutu — tj. eksponate.
Kroz ovaj performans se ponovo preispituje pojam muzeja i umetnickog dela,
ali i prevrednovanje umetnosti i pojma umetnika.

Logo MUZEJA UBISTAVA je takode povezan sa logom paralelne
manifestacije No¢i muzeja (vidi sl. 11). Skica nam otkriva da se prvobitno
reSenje nije mnogo razlikovalo od veé¢ postojeceg logoa muzejske
manifestacije, pogotovo u poziciji elemenata (vidi sl. 2). Ipak je u narednom
i finalnom stupnju doslo do redukcije i minimalizma, te je polumesec
prikazan bez lica i upros¢en u gornjem desnom uglu, uz dodatak rec¢i na crnoj
pozadini, gde je funkcija neutralnih boja, crne i bele ukomponovana i ¢ini,
¢itaj: misti¢nu, pretecu i metafizicku komponentu povezanu samom idejom
projekta — ubistvom.

15 Ibid.
16 Ibid.
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— koja u svom nazivu sadrze ’art’. Pretrazivanjem baze podataka Agencije
za privredne registre, organizatori i ¢lanovi grupe UMETNIK* su dosli do
kontakata firmi razli¢itih proizvoda koji odgovaraju zadatom kriterijumu.
Mnoge firme su pristale da budu deo izlozbe u Galeriji Kulturnog centra GRAD
u Beogradu i poslale svoje radove, dok su takode i u ostalim slucajevima,
negativnim odgovorima, organizatori sami na svoju ruku kupovali proizvode
koje su preneli u izlozbeni prostor. Kupovinom predmeta, koji su u izlozbenom
kontekstu predstavljeni kao umetnost, dolazi do prisvajanja — aproprijacije
— te preispitivanja diskursa — ko ima pravo da proklamuje Sta predstavlja
jedno umetnicko delo i Sta sve moze biti umetnicko delo? Inicijacija ovog
preispitivanja su bili razliciti predmeti firmi sa naznakom ’art’, prezentovani
na izlozbi. Mozda je pored svih proizvoda najzanimljivija knjiga Umetnost
prisvajanja Dejana Sretenovica, kustosa MSU-a u Beogradu, u izdanju ,,Orion
Art-a” koja je u direktnoj vezi sa konceptom izlozbe i kontekstom savremene
aproprijacije u umetnosti.

Agencija za privredne registre i njen logo su u fokusu izlozbenog projekta
(vidi sl. 12). Koncept koji se bazira na firmama u okviru Agencije i aproprijacije
— postavljanja neumetnickih predmeta u muzeolosko-galerijsko polje — kre¢e od
logoa i njegove prerade, redizajniranja i premestanja u drugi kontekst. Time se jo$
na pocetku stvara veza izmedu realizacije projekta i glavnog Cinioca realizacije —
sajma umetnosti (ART FAIR) i Agencije za privredne registre. Logo, sastavljen od
simbola, slova i reci, premesta se na polje konceptualne umetnosti koja ispituje,
trazi odgovore, diskutuje o savremenoj umetnosti i teoriji.

Organizatori preuzimaju karakteristicnu plavu pozadinu agencije. Uz
minimalne prerade, menjaju krug u kome se nalaze inicijali izlozbe, slova A i
F koja su takode povezana i dizajnom. Crtica slova A se bez prekida pretace u
gornju crtu slova F, dok je krug dizajniran punijom linijom i zatvoren, u odnosu
na logo agencije. Uz simbole kruga i inicijala, logo ¢ine logotip, re¢i ’ART FAIR’,
a ispod su re¢i "SAJAM UMETNOSTT’. lako se ne radi o umetni¢kim radovima,
ve¢ o uglavnom zanatskim produktima, logo predstavlja prvi sloj preispitivanja
diskursa o umetnosti i umetnickom delu, kao i njegovom vrednovanju i statusu.

*I na kraju... LOGO

U slu¢aju UMETNIK*-a dolazimo do zakljucka da kroz raznobrojne projekte
u proteklih pet godina — samo su navedeni neki, po misljenju autora teksta,
konceptualno i dizajnerski zanimljivi — simbolika igra znacajnu ulogu. Ta uloga se
manifestuje kroz logo koji €¢ini jaku pocetnu tacku u komunikacijskoj relaciji, kao
i ikonografsku Sifru, manifestuju¢i u njenom dizajnu bitne kodove. Uz njihovu
pomo¢ se umetnicko reSenje, rezultirano u konceptualnim izlozbama grupe,
moze desifrovati i analizirati. Jaki koreni neoavangardne konceptualne umetnosti
i njene programatike su i u slucaju dizajniranja logoa — ikonografskih simbola
projekata — od velike vaznosti. Kroz nekoliko logoa je predstavljena ljudska
figura — Muzej savremene umetnosti i recimo Familija. Oba projekta u fokus teme
prezentuju ljude u sasvim razli¢itim kontekstima i drustvenim okruZenjima — i
kroz logo, ali i izlozbe. I ostali logoi odslikavaju tematiku izlozbi kroz simbole,
njihov raspored i stil i putem celokupnog dizajna prenose atmosferu i znacenje.
Preispitivanja, redizajniranja i skiciranja stoje na pocetku izlozbene aktivnosti
UMETNIK-a*, a da bi posmatra¢ do nje stigao, mora da otvori vrata i kroz logo
nacini prvi korak u interpretaciji i analizi sloZenih konceptualnih poduhvata.

Septembar, 2017.
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ART FAIR:
Koja umetnost ima, a koja
nema svoje trziste?

Aleksandar Stojanovi¢ Luci

Kao grupa koja konstantno propituje pojam umetnosti, njen polozaj u
savremenom drustvu, na domacem terenu, kao i polozaj umetnika i njegovu
svrhu, UMETNIK* je 2015. godine izveo jo§ jednu svoju akciju preispitivanja i
to u Velikoj galeriji KC Grada. Projekat ART FAIR, realizovan tokom novembra,
podrazumevao je mali sajam, konceptualizovan preko termina ’art’, ali su
njegove intencije iSle mnogo dalje od terminoloskih problema. Uz prigodan
graficki dizajn, ova akcija najavljena je kao sajam umetnosti, a izlagaci su birani
iz Agencije za privredne registre. Kakav je to sajam umetnosti na kom izlazu
privrednici? ART FAIR je sajam koji okuplja privredna drustva i preduzetnike
koji u svom nazivu sadrze termin ’art’. Ova informacija iz kataloga treba da jasno
odredi o ¢emu se radi. Grupa je istrazivala registrovane firme, koje u svom imenu
imaju inkorporiran termin art’, to je dakle bio kriterijum odabira.

Projekat je bez obzira na sveden, pre svega jasan koncept, ipak nosio sa
sobom poteskoce u realizaciji i to ne zbog nalazenja firmi sa adekvatnim imenom,
njih je bilo i vise nego dovoljno. Vecina firmi koje je grupa odabrala nisu Zelele
da ucestvuju na sajmu. S obzirom na to da je ovde re¢ o akciji koja nije pod
kontrolom autora, sve varijable se moraju uzeti u obzir, pa tako i injenica da
te firme odbijaju ucesée na sajmu. Postavlja se pitanje: Zbog cega neko Zzeli da
u nazivu svoje firme koristi termin ’art’, a onda taj art ne Zeli da prikaze na Art
sajmu? Grupa je zbog odbijanja saradnje vecine firmi morala da promeni koncept,
planirani sajam na kraju je dobio oblik klasi¢ne izlozbene postavke proizvoda
razlicitih firmi, a vecinu proizvoda je grupa kupila. Od profilisanih lajsni, koje
su izloZene poput nekog minimalisticCkog objekta, preko ru¢no radene cokolade,
Sljastecih ukrasa za tortu, pa do zlatne ribice u kugli, postavka je koncipirana kao
skup redimejd predmeta. Tu ¢injenicu dodatno naglasava izlozena knjiga Dejana
Sretenovica Umetnost prisvajanja, sa Disanovim redimejdom na koricama.

Evidentno je da ovde nisu u pitanju redimejd eksponati, posto su proizvedeni
u firmama koje ucestvuju na Sajmu, ali je takode evidentno da je na snazi
aproprijacija neke vrste. Status umetnickog dela, ako imamo u vidu DiSanovu
opStepoznatu definiciju, ovi predmeti ne dobijaju umetnikovom promenom
namene predmeta, ve¢ zato Sto je u pitanju firma koja u sebi sadrzi re¢ art’, dakle
firma koja proizvodi umetnost. Ovde nastaje aproprijacija u suprotnom smeru, gde
privrednici prisvajaju koncept o umetnosti i onda pod tim konceptom proizvode i
plasiraju svoju robu ili usluge, koje treba da se percipiraju kao umetnost — u tom
smislu termin ’art’ u imenu, treba da pridoda vrednost njihovim proizvodima.

Njihovim izlaganjem, grupa Zeli da prati prirodni tok stvari — umetnost nastaje
a onda se prikazuje na izloZbama (ili u nekim slucajevima nastaje tek kada se
izlozi). Ali u poslednjih nekoliko godina umetnost je pocela da se prikazuje i na
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UMETNIK*, ART FAIR, 2015, Velika galerija Kulturnog centra GRAD, Beograd (detalji sa izlozbe)

sajmovima, raznim art marketima, gde je manje izloZena, a viSe prikazana da bi
se kupila. Takav sajam je i grupa imala u vidu.

Nekada se postavi pitanje da li je to zaista umetnost, pitanje koje se postavilo
i kod Disana ili jo§ ucestalije, konstatacija vezana za modernu umetnost koja
glasi: ,,Ovo sam mogao i ja da uradim”. Kako su ove firme odlucile da postanu
proizvodaci umetnosti nepoznato je, ali s obzirom na njihov broj, upotreba
termina ’art’ u proizvodnim delatnostima vrlo je ucestala, Sto ne mora da znaci
da se umetnost zaista i proizvodi. Medutim da li se onda to tumaci kao neko
priblizavanje ili pak uniZavanje umetnosti? Da li njihovo odbijanje da ucestvuju
svedo¢i da termin ’art’ upotrebljavaju pezorativno? Ili jednostavno ne vide
mogucu zaradu predstavljanjem u jednoj galeriji?

Grupa ovom akcijom pokusava da postavi ova pitanja, ne da nuzno i odgovori
na njih, jer publika i sama moze da izvede zakljucke. Sta je umetnost i $ta se
danas u Srbiji smatra za umetnost? Koja umetnost ima, a koja nema svoje trziste?

Ova pitanja su veoma ozbiljna, iako je deo publike 2015. godine smatrao
da je izlozba ironi¢na. Sa druge strane postoji i onaj deo publike koji se divio
eksponatima. To dovoljno govori o statusu umetnosti danas, ali i uspe$no
zaokruzuje akciju UMETNIK*-a. ART FAIR svakako ima potencijal da se
pretvori u eksluzivni sajam, u godisnju akciju grupe i predstavljanju novog
ART-a, ali i beleZenju reakcija publike, te daljem preispitivanju §ta znaci i kako
se danas upotrebljava ovaj termin i kakve implikacije proizvodi na umetnickoj
sceni.
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Godina pod konceptom ALLES KLAR ili
GRADSKA GALERIJA POZEGA =
GRADSKA GALERIJA POZEGA

Sladana Petrovi¢ Varagic¢

ALLES KLAR projekat, grupe UMETNIK* je izlozba sa kojom je Gradska
galerija Pozega usla u 2017. godinu. Naime, izlozba u okviru redovnog godiSnjeg
programa Gradske galerije Pozega (u sastavu Kulturnog centra Pozega) otvorena je 8.
decembra 2016.1 trajalaje do 10. januara 2017. godine. Danas, pred kraj 2017. godine,
prisecajuci se ove izlozbe u situaciji smo da, promisljajuéi i analiziraju¢i umetnicku
praksu grupe UMETNIK* pokazanu na ovom mestu, sagledavamo metaforicno
i simbolicko znacenje otpocCinjanja godine pod konceptom ALLES KLAR, za ovaj
galerijski prostor koji prozivljava najturbulentniji period od svoga osnivanja.

Sam naziv izlozbe ALLES KLAR upucuje na (ne)vidljive razlike izmedu
»identicnih, a razli¢itih” predmeta. Pozicije na kojima UMETNIK* temelji svoje
istraZivanje pomerene su sa ontoloskih studija na lingvisticki aspekt, istovremeno
obraduju¢i vazne drustveno-ekonomske fenomene i stavljaju¢i fokus na kritiku
institucionalnih i neo-liberalnih koncepata (prekarijata, hijerarhija, ogranic¢enja
sloboda i prava itd).

Izlozba se sastojala od cetiri segmenta: (1) instalacije A=A koja kombinuje
fotografiju, objekte i tekst i bavi se (ne)vidljivim karakteristikama koje ¢ine razliku
izmedu dva materijalno identi¢na objekta, kvalitativno vrlo razli¢ita; (2) Estetike
koju ¢ine dokumentarne fotografije nekoliko odabranih stranica knjige Kritika moci
sudenja Emanuela Kanta, sa vidljivim vizuelnim intervencijama ,,vlasnika knjige”
profesora Nebojse Grubora — redovnog profesora Filozofskog fakulteta, Univerziteta
u Beogradu; (3) video-instalacije Alles Klar realizovane u saradnji sa CistaCicama
Akademije likovnih umetnosti u Becu, u kome ,,nevidlljivi” akteri govore o svom
»kustoskom” iskustvu, odnosno o tome kako razaznaju $ta od umetnickih radova
(ne) treba baciti u dubre, tj. o razlikama na liniji Kunst VS Pubre; i (4) foto-instalacije
Dokaz postojanja spoljasnjeg sveta, koja sa filozofskog stanovista preispituje odnose
u savremenom svetu i imperative kompetitivnosti u svim oblastima drustva.

Kljucni fenomeni koje je ALLES KLAR izlozba obradila su: kritika instituci-
ja, (ne)vidljive razlike, kompetentnost za selekciju umetnosti, ogranicenje prava i
sloboda, pozicija Cistacice unutar institucije, vrednovanje rada, vrednovanje savre-
mene umetnosti, prekarijat, feminizam i sli¢no.

Iz danasnje pozicije urednika likovnog programa tj. kustosa Gradske galerije
PoZega koja je u periodu od decembra 2015. do danas prezivela najstraSnije
napade predstavnika lokalnih vlasti koji danas bivaju u ulozi ,,0osnivaca” ove
institucije, sagledavam poziciju same institucije kao objekta obradenog u
instalaciji grupe UMETNIK*. U toku ove 2017. godine koju smo zapoceli
pod konceptom ALLES KLAR, galerija je dozivela gubitak autonomije po
pitanju uredivanja programa.
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(uredniku, tj. kustosu) da bira i predlaze clanove Umetnickog saveta
koji odlucuje o programu ustanove, a to pravo je preneto na menadZment
institucije koji najcesc¢e nije obrazovan u oblasti kulture i umetnosti. Pitanje
kompetentnosti za selekciju Kunst VS Dubre aktuelno je u realnosti same
institucije, s tim da nasuprot akterima video rada Alles Klar, CistaCicama
poreklom sa ex-Yu prostora, koje jasno sagledavaju svoju poziciju i povremeno
izjavljuju ,ja nisam za umetnost” ili ,ja ne razlikujem kunst od smeca”,
danasnje politicke i upravljacke strukture u Srbiji, uglavnom neosnovano
pripisuju sebi one kompetencije koje ne poseduju. Na taj nacin Gradska
galerija Pozega moze doziveti sudbinu objekata koris¢enih u instalaciji 4=4
(boca koka-kole proizvedenih za zapadnu i isto¢nu Evropu, koje su identi¢ne
po svom spoljasnjem izgledu, ali je sadrzaj u njima razli¢it i po svom sastavu
i po kvalitetu). U novom kontekstu i novom odnosu snaga u kojem odlucuje
,politika” umesto ,,struke”, Gradska galerija PoZega je dovedena u rizik da,
od naredne godine, samo po svom nazivu, lokaciji i prostoru, bude ono §to
je do sada bila, a da u sustini programski postane potpuno drugacija. Na taj
na¢in GRADSKA GALERIJA POZEGA=GRADSKA GALERIJA POZEGA
dolazi u poziciju objekata iz instalacije A=A ili je mozda ve¢ u toj poziciji po
brojnim drugim parametrima.

U igri zamene uloga kustosa i ¢istaCica u video instalaciji Alles Klar, grupa
UMETNIK* u istrazivanju u okviru institucije kakva je Akademija likovnih umet-
nosti u Becu, pronalazi da posao ,,prvih kustosa” cesto obavljaju Cistacice — tetkice
sa podrucja bivse Jugoslavije koje ,,odlucuju” $ta je umetnost, a Sta smece,' dok se
u institucijama kulture u manjim lokalnim sredinama danas (npr. u Pozegi) uocava
da politicari tj. nosioci vlasti, pretenduju da budu ,,prvi i poslednji” kustosi. Uloge
se menjaju, ali u drugom pravcu — politicari postaju kustosi, a kustosima se preti da
¢e preuzeti poslove Cistacica.? Program Gradske galerije Pozega u okviru koga je

1 ,.Kad ga ti pocistis, viSe ga nema!” — UMETNIK*. Alles Klar. 2016.

2 Milan Bozi¢, predsednik Opstine Pozega, u svom obracanju na VII Sednici Skupstine
Opstne Pozega odrzanoj 26.05.2017. u okviru diskusije o problemu Kulturnog centra PoZega koji
kao ustanova kulture nema zaposlenu Cistacicu $to izaziva odredene probleme u radu ustanove,
navodi sledece: ,,Nazalost taj jedan veliki prostor koji je izvanredan, koji je veliki, je neiskori$éen
i dalje zvrji prazan. Ni jedna manifestacija, ni jedna izlozba, nema vise od dvadeset, mozda,
posetilaca, ne racunajuéi tu radnike. Mi moramo, nekako, da nademo modus kako da to resimo,
da vidimo da li je to ljudski faktor, da li je to direktor Kulturnog centra, da li je direktor galerije?
Mislim da je problem, ovaj, direkor galerije i ukoliko se bude to dokazalo spusti¢emo ga na jos
jednu nizu ovaj lestvicu, tako da to §to se tice Cistacice, vrlo je moguée da ¢emo je ubrzo, ovaj, i
naci! Hvala!” (Kurziv autora)
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UMETNIK?*, Estetika, 2016

predstavljena i izlozba UMETNIK*-a, a koji stru¢na javnost i Ministarstvo
kulture i informisanja Republike Srbije ocenjuju visokim ocenama i kontinuirano
podrzavaju i u finansijskom smislu, ocenjen je od strane lokanih politiara kao lo§
i problematican i iz tog razloga se napada pozicija kustosa i najavljuje ,,gasSenje”
prostora za prezentaciju i produkciju savremene vizuelne umetnosti.
Sa pozicija kustosa tj. urednika Gradske galerije Pozega u ovom trenutku o
izlozbi ALLES KLAR grupe UMETNIK* mogu da piSem jedino na ovaj nacin,
uocavajuci paralele izmedu teme umetnickog istrazivanja i stvarnosti, takode i
koristeci priliku da kroz svaki autorski tekst progovorim o pozicijama savremene
umetnosti, umetnika i kulturnih radnika, o problemu institucija, o partijskoj
privatizaciji drZzave, nepoStovanju prava i zakona i spre¢avanju stru¢nog kadra u
obavljanju svoje delatnosti.

Zakljucicu jo$ jednom koincidencijom, video zapis u okviru video instalacije
Alles Klar predstavljene na izlozbi u PoZegi, zapo€inje kruznim $venkom na desnu

Izvor: tvpozega. ,,VII Sednica SO Pozega 26 05 2017.” Onlajn video klip. Jutjub. Jutjub, 29. Maj
2017. (pristupljeno 20.10.2017).

WD
T Balel

Lepa Brena, 2014, Ja nemam drugi dom, Be¢ (detalj sa izlozbe)

stranu po prostoriji i vodi do prazne stolice, kada se objekat akcentuje rezom
na blizi plan, ¢ime se naglasava odsustvo glavnih aktera. Naime, pred samo
snimanje video zapisa sa Cistaticama, njihov nadredeni (Sef), zabranio je da
budu snimane, pa se sam video rad sastoji od audio snimaka nevidljivih aktera i
kadrova snimljenih u praznim prostorijama Akademije —u okviru klasa, ucionica
i ateljea za rad. Audio zapisi su snimani bez eksplicitnog pristanka aktera i
njihog Sefa. Ove godine, pre samo par meseci, prema odluci Upravnog odbora
Kulturnog centra PoZega, pravo davanja izjava za medije, koje se odnose na
poslovnu i programsku politiku ustanove, kao i na meduljudske odnose unutar
te ustanove, dato je iskljuCivo direktoru, dok zaposleni mogu davati izjave
samo uz njegovu prethodnu saglasnost, a krSenje ove odluke podrazumeva
disciplinske mere prema zaposlenima.

Za pisanje ovog teksta NEMAM saglasnost direktora.

Oktobar, 2017.

123



ICH BIN HIER
U BIST DORT













132

Novi prostori javnosti

Iva Cuki¢

Umetnost je oduvek nalazila svoje mesto u javnom prostoru, pa tako na primer
za potrebe vizuelnog identiteta, kao strategija urbanog dizajna, za privlacenje
turista ili radi generisanja osecaja pripadnosti i obelezavanja dogadaja i licnosti
iz kolektivne istorije. Na taj nacin, postavljanje umetnickih radova u javni prostor
predstavlja deo strateskog oblikovanja definisanog kulturnim vrednostima dom-
inantnih ideoloskih i politickih struktura. Medutim, poslednjih decenija razliciti
prostorno-specifiéni radovi, oblici performativnog delovanja i participatorni
oblici kulturno-druStvenog delovanja razvijaju taktike za privremeno prisvajanje
javnih gradskih prostora dajuc¢i im nova znacenja. Raznolikost delovanja zavisi
upravo od heterogenosti inicijatora i tema koje Zele da adresiraju, pa se mogu
tumaciti kroz raznorodne umetnicke discipline ili kao ideoloski motivisani ¢in,
odnosno kao nekakva vrsta protesta. U tom smislu, ciljevi umetnickog delovanja
ili intervencija u javnom prostoru jesu provociranje dijaloga koje se moze ogle-
dati kroz kreativne improvizacije i adaptacije u prostoru, ali i kao podsticanje
dugoro¢nih promena u drustvenom i fizickom prostoru. Tako u savremenom
kontekstu, umetnicke prakse u javnom prostoru mozemo razumeti kao delovan-
je sa Sire filozofske, drustvene i politicke pozicije koje doprinosi diverzifikaciji
kulturne scene, ali i prepoznavanju prava na drustveni i fizicki prostor. I upravo
delovanje grupe UMETNIK* predstavlja potrebu za artikulisanjem ovih prava
kroz problematizovanje pozicije umetnika i umetnosti, kao i neophodnosti bavl-
jenja umetnoscu, ali i oblicima njene (po)javnosti i manifestacije.

Iz kontinuirane potrebe za artikulacijom navedenog, neformalna grupa
UMETNIK* sluzi se razli¢itim umetnickim medijima, od izbora tema i naziva,
preko specificnih umetnickih i prostornih intervencija, do ulaska u polje eksper-
imentalnih podrucja interakcije u razli¢itim prostornim okvirima. lako ne beze¢i
od institucionalnih okvira prezentacije rada (kada koncept to nalaze), grupa vrlo
¢esto namerno napusta te okvire i izlazi u javni prostor kako bi teme svog rada
plasirali opStoj javnosti i otvorili prostor za novu kulturnu i druStvenu praksu. U
stvaralackom smislu se na taj nacin pokrece interakcija, ali i improvizacija oslo-
bodena bilo kakvih ograni¢enja muzejskog ili galerijskog prostora, te restrikcija
vezanih za nametnutu profesionalnu kompetentnost, estetiku i formate. Tako, na
primer, formiranjem GALERIJE* — jedinstvenog izlagackog prostora na Trgu
republike u Beogradu — grupa kroz performativno delovanje prerasta u element
proizvodnje prostora. Stoje¢i na glavnom gradskom trgu, predstavljajuciizlagacke
vitrine i/ili postamente, UMETNIK* dovodi performativno delovanje i galerijski
prostor u uzro¢no-posledi¢nu vezu, ali §to je jo$ znacajnije, izlaskom u javni
prostor, rad postaje prostor participacije i debate o stvaranju novih moguénosti.
Razmatraju¢i kompleksnost urbanog prostora, trg kao centar zbivanja igra veli-
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ku ulogu u slojevitosti prezentacije. Naime, u ovom slucaju GALERIJA* jeste
rad za sebe, medutim tela koja oblikuju ,,izlagacki prostor” ne javljaju se samo
kao subjekt za sebe, ve¢ kao i objekat prikazivanja. Brisanjem granica izmedu
onoga koji predstavlja i predstavljenog rada uspostavlja se vizuelna dramatur-
gija kojom celokupan umetnicki nastup dozivljavamo poput ekstenzije tela kao
arhitektonskog prostora. Tako iako se nalazimo na trgu koje predstavlja mesto
susreta, iskustvo dozivljaja nove ,,urbane konstrukcije” u kojoj svako moze da
ucestvuje, prevazilazi ograni¢enja prepoznatljive fizicke forme i dematerijalizuje
modele izlagacke prakse.

Radom pod nazivom MUZEJ UBISTAVA, grupa upravo potvrduje ono §to
im je u fokusu stvaralaStva, a to su procesi (de)konstrkucije, problematizacije
i razvijanja novih diskurzivnih praksi — u ovom slucaju o kolektivnom secanju
na politicki motivisana ubistva. Naime, grupa na dan manifestacije No¢ muze-
ja mapira, obelezava i organizuje posete javnim prostorima koji su predstavljali
podrucje politicke borbe *90-ih i pocetkom 2000-ih u Srbiji. Na prvi pogled ne
toliko znacajni urbani pejzazi postaju reprodukcija direktno prozivljene kolek-
tivne stvarnosti koja se nalazi u srediStu srpske politicke agende dominatne za
kraj dvadesetog veka. Tako performativno delovanje i obelezavanje ovih pro-
stora instrumentalizuje ulogu prostora i prepoznaje vaznu ulogu mesta sukoba i
prostorne heterogenosti. Medutim, performativna specificnost rada nije samo u
istrazivanju i definisanju mesta sukoba i kolektivnog se¢anja, ve¢ i u specificnom
metodoloskom pristupu kojim se tretiraju lokacije kao teme sa jasnim kritickim
refleksijama koje nisu nuzno u vezi sa prostornom manifestacijom lokacije.
Pored naziva koji uspostavlja jasan odnos prema institucionalnim i formalnim
kontekstima, rad okrece fokus ka javnoj sferi i razliCitim tumacenjima, odnos-
no naglasava trajni karakter uticaja rada na drustveni prostor, kao i na prostor
prezentacije i percepcije. Dodatna komponetna ovog rada jeste upravo to $to se
nezavisno odvija bas u toku manifestacije No¢ muzeja, ¢cime grupa jasno adresira
pitanje ucestvovanja u procesima umetnicke proizvodnje izlozene mehanizmima
trzista, gde sfera umetnosti i kulture funkcionise kao njegov integralni deo. Neop-
hodno je naglasiti da je jedna od karakteristika njihovog stvaralastva upravo tema
pretvaranje umetnosti i kulture u robu radi puke konzumacije od strane trzisnih
sila. Tako se umetnost i kultura transformisu u novi proizvodni instrument gde
zelja za profitom determiniSe njihovu buducu ulogu.

Ispitujuci znacenje umetnosti i krute forme manifestacije i javnosti rada, gru-
pa ne preza ni od ulaska u privatni prostor ¢ija je osnovna funkcija zadovoljenje
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egzistencijalnih ili fizioloskih potreba. Projekat KUCNE INSTALACIJE upravo
predstavlja poigravanje sa dozivljajem prostora, ali i snaznu metaforu Dokument, 29,7x21cm

Saglasnost o izvodenju peformansa Prvi tradicionalni Novembarski salon, 2012,
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Vidimo se!, 2013, Trg republike, Beograd ©Marija Milovanovi¢

prezentacije umetnickog dela. WC postaje prostor prezentacije i imaginacije, ali
i sam prostor ispitivanja kulturno-umetnicke proizvodnje i njene manifestacije.
Zapravo, izmeStanjem umetnosti i konstruisanjem novih prostora javnosti,
prepoznajemo njihovu potrebu da artikuliSu upitanost, dileme, slojevitosti
izlagaCkih praksi, te poigraju sa kontradiktornostima potpuno ogoljujuéi
banalost formalne reprezentacije umetnickog dela.

Svojim delovanjem UMETNIK* predstavlja kontinuirano poigravanje kroz
prepoznatljiv stvaralacki pristup. Grupa istrazuje poziciju umetnosti i umetni-
ka van institucija, ali i pokusaj za organizovanjem sopstvene produkcije gde
delovanje pociva na licnim inicijativama i neprekidnom stvaranju. Ciklusi koji
se odnose na postajanje umetnikom, definisanje umetni¢kog dela i umetnicke
intervencije, svakodnevne rutine, institucionalnu i hijerarhijsku kritiku, kao 1
poigravanje sa medijima, ali i prostorima prezentacije, svedoce o vestini anali-
tickog pristupa prezentovanog specifi¢im jezikom ironije, spontanosti, simbolike
i vitalnosti, upravo kroz hrabro traganje za novim prostorima javnosti.
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Mapa ubistava kao muzej na otvorenom

Milja Stijovic¢

U vreme kada zemlja prolazi kroz proces tranzicije, kada izdvajanje za kultu-
ru Republike Srbije za tekucu godinu iznosi 0,7% republickog budzeta, kada se
vise od decenije pravdao nerad kustosa po drugim muzejima, jer dva najveca (ali
opet po ¢emu najveca) muzeja nisu radila, dok se preko dobrih kustoskih praksi
olako prelazilo upravo iz potenciranja impotentnosti Narodnog muzeja i Muzeja
savremene umetnosti,' upoznajemo UMETNIK*-a/Ovim nazivom ne prejudici-
ramo shvatanje znacenja i opseg pojmova UMETNIKA i UMETNOSTI (dalje u
tekstu UMETNIK*). UMETNIK* je neformalna grupa oformljenja aprila 2012.
godine u Beogradu/Knjazevcu. Kako stoji u biografiji UMETNIK*-a, ¢lanovi
grupe rade zajedno, parafraziram, ,,u cilju istrazivanja koncepta UMETNOSTI i
UMETNIKA, kako u teoriji, tako i u "umetnickoj’ praksi”.

Ovaj rad ima za cilj da obradi projekat MUZEJ UBISTAVA, koji je izveden
od strane ¢lanova grupe u No¢i muzeja 2012. godine. Clanovi grupe UMET-
NIK* dolaze na ideju da adresiraju ironiju instant-kulture iza toliko slavljene i
institucionalno podrzavane manifestacije No¢ muzeja. U ,,no¢i” No¢i muzeja 19.
maja 2012. godine, UMETNIK* drzi (nezvani¢nu) turu kroz Muzej ubistava u
Beogradu. Pet (politickih) ubistava (od preko trideset tokom devesetih u Beogra-
du), pet lokacija, nekoliko metalnih tabli sa natpisima, pet imena, pet osoba, pet
istorija utkanih u proslost jednog grada iz kojih se isCitava — ¢lanovi grupe Zele
da istaknu, upravo i smer kretanja nase kulturne istorije, poimanja muzeja, umet-
nickih praksi, identiteta jedne drzave, narativa koji se nudi publici u toku te jedne
noci. Ali samo pet. Te tacke nisu ni jedine ni posebno vazne da udu u uzi izbor
nosioca secanja za ,,Muzej za jednu no¢”. Referenca za razmisljanje, promisl-
janje i dalje traganje po istorijatu jednog grada, jedne drzave i kulture koju ¢ine
ove tacke, povezane nalik muzejima na razli¢itim lokacijama u No¢i muzeja (i
eksponatima koji su na mapama manifestacije, pa publika tr¢i od eksponata do
eksponata), najzad dobija finalni narativ — kako je doslo do ubistva kulture u
jednoj zemlji. Naziv za muzej koji je svakako trebalo posetiti, koji se nalazio
te no¢i na drugom tasu, referencira na ubistvo kulture u Beogradu, upravo kroz
ubicu secanja kao jedinog pravog bastinika svakog procesa muzealizacije. Jedini
zajednicki imenitelj, odnosno veza u toj no¢i izmedu naizgled izmisljenog Muze-
jaiostalih (prijavljenih/kritikovanih/referenciranih) muzeja je bazi¢nost njihovih
misija kao ustanova — oCuvanje secanja.

Mesta ubistava li¢nosti iz javnog Zivota kreiraju tacke na gradskoj mapi, skici

1 Koji je upravo pre neki dan doZiveo svoje otvaranje, sad nam ostaje da se pitamo da li
¢e uspeti da povrati snagu svog imena ili ¢e se pretvoriti u klasi¢ni muzej retrospektive delatnosti
umetnickih praksi u Srbiji/Jugoslaviji XX veka?
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MUZEJ UBISTAVA, 2012, dokumentarna fotografija ture

rajuci legendu proslosti, a tacke tako spojene formiraju prikaz stanja savremenog
zivota. Na kraju, umetnicki* ¢in ima za cilj da preispita znacenje muzejskih
zidova i onoga §to se izmedu njih bastini i tumaci. Sta je Umetnost i ko su
Umetnici? Glavna ideja Muzeja na otvorenom je muzealizacija svakodnevnog
zivota, ali ovo je drugacija svakodnevica. Ubistva su njen deo, a kao takva
mogu biti tretirana i kao muzealije.

Koristim ovu priliku da predstavim UMETNIK*-a i njegove projekte i
pokrenem odraz crnih tacaka na gradskoj mapi, tacke koje nisu insitucional-
no muzealizovane i koje vrlo lako mogu biti zaboravljene, upravo zbog nacina
razmisljanja unutar zidova (jednog muzeja). lako se naizgled pet tacaka ne mogu
povezati, a, kako saznajem kroz razgovor sa ¢lanovima, izbor je bio prvenstve-
no zasnovan na lako¢i obilaska lokacija u No¢i muzeja, mozemo sagledati sve
slojeve ove naizgled pojednostavljene mape ubistava u Beogradu.? Profil ljudi

2 Komlenovi¢, Uros, i Agencija Beta. ,,Krvava istorija: Ubistva poznatih li¢nosti od 1990.

do 2001.” Vreme, 530, 1 March 2001, vreme.com/arhiva_html/530/04.html (pristupljeno
30.10.2017).

koji su ubijeni i koji se nalaze na mapi UMETNIK*-a su razliciti. Posete crnim
tackama nisu hronoloski zasnovane.

* Premijer Srbije, Nemanjina 11, 12. mart 2003.

* Generalni sekretar Fudbalskog saveza SCG, Terazije 35, 26. mart 2004.
* Navijac iz Francuske, Obili¢ev Venac 12, 17. septembar 2009.

¢ ,Bos” podzemlja, Francuska 7, 15. februar 1997.

*» Novinar, Svetogorska 35, 11. april 1999.

Zaboravljajuci naSu svakodnevicu, gubimo nasu mapu, ne znamo kuda idemo
ili odakle dolazimo. Ne uspevamo da mapiramo i prepoznamo/identifikujemo
klju¢ne tacke za nas same i zajednicu, potencijalno gubeci tako nasu individualnost
i, konsekventno, na§ identitet. IzloZeni smo pozeljnom, bez da smo se upustili
u promisljanje istog. Ne mapiramo niti muzealizujemo savremeno gube¢i tako
sliku nas samih. Mapiranje, prepoznavanje ovih ubistava svakako znaci i vid
muzealizacije, a sama muzealizacija ubistava znaCi¢e prepoznavanje secanja,
njihovo Cuvanje i trajanje kao vazan segment istorije jedne drzave — se¢anje na
stanje drustva, a kroz to i gradenje kulture. A kada kultura nestaje, Cesto se olako
zapitamo kako je do toga doslo. Ako zaboravimo, ako ne pamtimo, ne¢emo moci
da gradimo dalje, jer i ruSenje, koliko god bilo bolno, jeste deo istorije, $to se
mora prepoznati i ista¢i. Tako konkretno ovaj projekat UMETNIK *-a treba ¢itati
i kao pokusaj predstavljanja stanja u kulturi devedesetih, a zbog odabranih crnih
tacaka, to Citanje se nastavlja i prenosi svoje znacenje i na nasu svakodnevicu.
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When the Past Haunts the Present

Walter Seidl

The conception of art deals with a fragmentary perception of reality, which
often adheres to artists’ personal experiences in surroundings with socially specific
and more often nationally irrefutable determinations. The group UMETNIK*
deals with notions of self-determination, which forces them to adapt to the given
regulations of their country of residence and operate in fields that allow them
to navigate in marginalized areas of society. Studying at the Academy for Fine
Arts in Vienna enables the group members to live in Austria on the premises of
specific living and working conditions that makes them accept the implications
associated with the precariat. Being allowed to only work a certain number of
hours per week grants them the right to make a basic living, but does not allow
for a full recognition as members of the Austrian society. The amount of basic
jobs that can be done under these circumstances is very limited, yet inspires the
group to take advantage and produce works of art that stem from these specific
activities, which turn them into “artists-in-progress.”

Working as an artist often entails taking on specific jobs that are not directly
related to artistic production, yet the conditions of belonging to some national
Other might constitute inhibiting factors when choosing out of the job possibilities
at hand. People are granted the right of living, though under a limited number of
opportunities that would make their life bearable. In this regard, Marina Grzini¢
elaborates on Michel Foucault’s 1970s’ concept of ‘biopolitics’ as a westernized
“Cold War” principle that would only take care of liberalist capitalism in the
first world order and exclude other national entities under the slogan “make live
and let die.” For her, the consequences of the last decades led to the concept of
‘necropolitics,” a term which was initially coined by Achille Mbembe to relate to
the conditions of life in Africa after 2001 and to the “geopolitical demarcation of
world zones based on the mobilization of the war machine.”* Such conceptions
adhere to the struggle people have to face in a diaspora situation, which is mostly
the result of war.

Being granted the status to live in a country does not automatically entail
that the respective country guarantees the right for social improvement or a full
inclusion into society, which can be seen in the case of UMETNIK*. For the
moment, they are holding a visa to stay in Austria as long as they study, but they
are totally restricted when it comes to the issue of work, a situation which they

1 See: Grzini¢, Marina. Biopolitics and Necropolitics in relation to the Lacanian four
discourses. Simposium Art and Research: Shared methodologies. Politics and Translation,
Barcelona, 6 & 7" September 2012, ub.edu/doctorat_eapa/wp-content/uploads/2012/09/Marina.
Grzinic_Biopolitics-Necropolitics_Simposio_2012.pdf (Retrieved 07.12.2017)
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tackle artistically. However, UMETNIK* does not exploit their status in terms of
victimization, they simply reverse the notion of work and place it into an artistic
context, while their future status remains unclear and “in progress.” Although the
members of UMETNIK* are not migrants due to war, the case of facing problems
of exclusion is at stake when it comes to the basic principles in life. UMETNIK*
was challenged with such problems when getting accepted for a job, but in the
end, was prevented from carrying it out due to the impossibility of a short-term
employment because of the national Other- and/or in-betweenness.

Regarding the work of UMETNIK?*, the crucial concern of the artist’s
working methods is the way with which they deal with notions of ‘inclusion’ and
‘exclusion,’ which also formed the enigmatic and foretelling title of Peter Weibel’s
exhibition for the steirischer herbst festival in Graz in 1996. After the collapse of
communism in 1989, there were prognoses that ten years later, the economic and
financial situation would be at an equal level throughout Europe. Almost 30 years
later, the problematic of transition has still not been solved and even worsened in
some cases. To which extent has former Eastern Europe become part of Europe
and to which extent is it still perceived as the Other? In this respect, Grzini¢ states
that “despite the initial euphoria Western Europe showed for Eastern Europe after
the fall of the Berlin wall, Eastern Europe has failed. It did not succeed in being
inscribed on the map of important political, cultural and arts events in Europe.”?
The latter can be demonstrated in UMETNIK*’s country of origin, Serbia, on the
example of the Museum of Contemporary Art in Belgrade. The museum opened
in 1965 as one of the most spectacular modernist buildings and, by the way, only
museum in (former) Eastern Europe dedicated to contemporary art and sculpture,
which was closed in 2007 in order to be renovated and re-opened one year lat-
er. However, it took ten years until the octagonal, honey-comb shaped building
designed by Ivan Anti¢ and Ivanka Raspopovi¢ was finally refurbished in order
to open its doors to the public again. What does this phenomenon tell us and how
do the ghosts of the past haunt the present and put it into a never-ending state of
transformation which was once hoped to be a process that could be ended? In
this case, Grzini¢ takes up Jacques Lacan’s concept of the ‘lamella,” a “spectral
creature as an excremental protuberance, an indestructible object of life beyond
death that has no fixed position in the symbolic order.” Hence, the evil specters
of the past are lingering in the present and prevent us from ever coming to terms

2 Grzini¢, Marina. Re-Politicizing Art, Theory, Representation and New Media Technology.
Schlebriigge.Editor, 2008, p. 49.
3 Ibid. p. 48.

with the past. The recent upswing of illiberal democracies and right-wing politics
in a new gestalt, which permeate many parts of the world, and most recently also
Austria again, seems as if many countries have never learned from their own his-
tory and will never be able to do so.

The exclusion of art from life and the exclusion of life from society, as
found in many illiberal democracies, are taken up by UMETNIK* in several of
their projects, which reinforce their in-betweenness in a place haunted by lamel-
las and a certain prejudice about the past, yet with a point of no return. This
in-between or otherness is already marked by the asterisk in the group’s title. The
asterisk relates to the status of the Republic of Kosovo, a disputed territory which
claimed its independence from Serbia in 2008, and which is recognized as an
individual country by 110 UN member states but not by Serbia itself. Looking at
the shifts to the right throughout Europe and the recent developments in Austria
leads to another question: How can an artist group find recognition in a country,
where the laws on migration are becoming more stringent and eventually provide
an insecure future for the group’s members? UMETNIK*’s projects demonstrate
how the reality of life is transformed into the reality of art and how the (harsh)
reality of art is emulated by society.

149


https://www.google.at/search?q=Ivan+Anti%C4%87&stick=H4sIAAAAAAAAAOPgE-LSz9U3MDIrNjEzVOIEsZMsDYyytFSyk630E4uSMzJLUpNLSotS9YtLikrBLCu4MADP26KaPwAAAA&sa=X&ved=0ahUKEwjZybjH2LPXAhXPDOwKHewhAtcQmxMIugEoATAa
https://www.google.at/search?q=Ivanka+Raspopovi%C4%87&stick=H4sIAAAAAAAAAOPgE-LSz9U3MDIrNjEzVOLRT9c3NEypzIovyTLSUslOttJPLErOyCxJTS4pLUrVLy4pKgWzrODCAA2O6DZCAAAA&sa=X&ved=0ahUKEwjZybjH2LPXAhXPDOwKHewhAtcQmxMIuwEoAjAa

| 21 Zukunftsweg|

v




152

Introduction to the Studies of
UMETNIK*

UMETNIK*/*The title is without prejudice
to the comprehension of meaning and volume of
the terms ARTIST and ART is a informal group
founded in 2012 in Belgrade, double inspired,

on the one hand, the problems of contemporary
aesthetics, and on the other hand, the then
situation within (cultural) policy in Serbia. The
name of the group based on the burning issue of
STATUS is created by appropriating the footnote
method in the name ‘Kosovo *’. By establishing
an analogy between the problems of art and
politics, it is clearly pointed at the unresolved
issues of the boundary of a state or a concept, as
well as the implications arising from it, primarily
in terms of the power relations as an inducement
for assigning the STATUS of ARTIST and ART.
The withdrawal of the borders implies an act of
practicing authority, which places the focus on
the act of closing the term for its own purposes,
by its arbitrary and purposeful closing. The way
of treating the border vagueness is not a quest
for definition, but rather the opening up the term
to “its limits” and complete dissolution, where
radical openness would lead to the erasure of the
terms and their collapse as institutions.

In the eternally transitive period, there has not
come to a promised “democratization” of art, due
to the accelerated privatization of state resources
and the kind of appropriation of state positions
by (miss)using the state as a private one in clear-
ly defined and protected circles. Transparency
is expected, and under the pretext of openness
and competition nepotism and cliententilism are
being forced. A small percentage of the budget
devoted to culture is a huge problem that much
larger economies have to face, but in fact, what
is more ruinous is the problem of distribution of
funds within these circles based on the principle of
family similarities, and so ‘relatedness’ becomes
the ultimate criterion of belonging to the ruling
paradigm. Such a paternalistic relationship caused
by tribal-party organization, as a consequence has
indolence, exempt from any kind of responsibil-
ity, but unfortunately, above all, general lack of
interest in the state of art. The completion of the
“reconstruction” and the normal functioning of the

Museum of Contemporary Art and the National
Museum is spoken of for the sake of the collection
of political points among citizenry. These poten-
tially crucial points not only for getting to know
the flows of art and education, but also as a clear
and legitimate target of criticism by “marginal-
ized” positions, are removed aside to be declared
incompatible. The invisible arm of the free market
becomes an extended arm of the gray eminence
without a clear address around which bubbles are
created inflating the symbolic and the status value.
The appropriation of government jobs, as well as
the positions within the so-called “independent”
institutions for the sake of enrichment, and even
only with symbolic capital, points to snobbery and
elitism where art is understood as a status sym-
bol, and where “engaged” art becomes a desirable
keyword in the application for one of the (foreign)
funds reproducing and parasitizing on a picture
conceived upon previously (un)basely defined
prejudices.

The greatest irony of UMETNIK* is however
reflected in the thought that by doing and works it
is possible to change the understanding of a wider
picture of art and cultural policy. Although naive-
ty at first concerned the belief that institutions are
being criticized “from the inside,” overcoming
the tendency to retain positions within institutions
and ignoring that we are not actually part of the
“vicious circle.” The relationship between private
and public is directly thematized by “opening up”
the alternative forms of public space. Facing such
impenetrable and thereby invisible walls produced
forms of self-initiative and self-organized action,
where there was still an idea of the possibility of
criticism “from the outside.” As UMETNIK* did
not draw resources from the same funds, primarily
because of the idea of the possibility of retaining
“independence,” was neither competitive nor
a real threat to the system. In order to prevent
non-realization, through the process of self-deter-
mination, self-exploitation was chosen, and this
seemingly unsustainable naivety still remains an
inexhaustible fuel for action.

The postulates of the art theories of art Arthur
Danto and George Dickie, although based on
invisible characteristics, imply that possessing
knowledge and understanding the rules are not
enough to enter the “game.” The way of setting

the problem of visually indistinguishable pairs,
where one is an object (event) of everyday life,
and the other is the same object with the addition
that it is also is an artwork, becomes essential for
determining our practice, but not the proposed
solution as well. Through practice, we come to
the anti-essentialist neo-Wittgenteinian current
inspired above all by Morris Weitz. From the
ontological, and later on, language aspect, practice
acquires clear economic and social features, and
this change coincides with our arrival in Austria,
first of all starting the ARTIST IN PROGRESS
project. From examination of various exhibi-
tion formats in the form of an exhibition season
of a “living” gallery of variable dimensions and
spaces, guiding tour through an “open” muse-
um, through a video-exhibition, use of blog as a
platform, to the “opening” of private space for
the public, we come to putting ourselves and our
interstate, that is, the process of acquiring STA-
TUS in the act of long-term self-observation of
formal aspects of becoming an artist. The use of
not only physical but also the virtual public space
as a critical platform is reflected in the fact that
the GALERIJA* participants are openly invit-
ed to participate through social network such as
Facebook. Announcements for visiting a series
of living spaces that we in 2012-2015 used for
presenting many interactive projects within the
framework of KUCNE INSTALACUE, also
function through the intended blog, with which
we discussed the scope and limitations of these
and such spaces.

The problem of indescernibility also turned
to the question of the (non)discernibility of
the artist. The artist became (in)visible. By
participative performances, the structure of
UMETNIK* is being deleted.

The interwovenness of institutional theory
and institutional critique is additionally empha-
sized by the appropriation of the words (and
visual material) that constitute the standard cor-
pus of the terms of the artworld, trying to bring
the already existing worn-out terms to absurd
consequences. The attempted reinstitutionaliza-
tion was not immediately understood by the state
bureaucracy. At the request for the issuance of a
permit for the use of public space, it was easier
to explain to the authorities that the “performance

in public space’ was actually a ‘protest.” Such an
insistence on terminology puts emphasis on a lan-
guage overturn that from the artistic returns to the
political plane. By the use of perfomatives the pas-
sive is not only describes, but a new framework
for possible action is being constituted. Footnotes
2012-2017 provide such a framework and give
space, not only for self-institutionalization, but
also for self-criticism.

Nevena Bajic¢, Lelica
Zivanovié, Kristina Damnjanovi¢, Uros Jovanovic,
Davor Pavlovi¢, Mirjana Radovanovi¢, Darija
Risti¢/Ana Lekovi¢, Jovana Milivojevic¢
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UMETNIK* —
institucionalizovan®

Serajna Renc

Tema ovog teksta je niz radova koje je
UMETNIK* realizovao 2012. godine u javnom
prostoru u Beogradu. Te i u dve naredne godi-
ne sam zivela u Beogradu kako bih istrazivala
umetnost i druStveni kontekst sedamdesesetih
godina u Jugoslaviji, posebno umetnost per-
formansa, koja je nastajala u Studentskom
kulturnom centru u Beogradu. Jednom od
radova UMETNIK*-a, Prvi tradicionalni Novem-
barski salon, prisustvovala sam i sdma i pisala
o njemu u ve¢ izdatom ¢lanku o savremenoj
beogradskoj umetni¢koj sceni.! Nekih raz-
matranja, koja sam tamo formulisala, drzim
se 1 ovde, pro$irujuéi ih dodatnim aspektima.
To se pre svega ti¢e ugradivanja delatnosti
UMETNIK*-a u kontekst jugoslovenske/srp-
ske istorije umetnosti. Osnovni uvid da projekte
treba razumeti isklju¢ivo u meduzavisnosti sa
savremenom drustvenom i kulturnom realnoséu
Srbije nije se promenio. Zelela bih, medutim,
dodatno da ukazem na to da UMETNIK* deluje
u tradiciji regiona koja je u relaciji sa vrlo speci-
fi€nim institucionalnim okolnostima. Moj tekst
je posveéen pitanju kako umetnici i umetnice
iz regiona kroz svoja dela pregovaraju i kako
su pregovarali o institucijama, u tom smislu i
o0 sopstvenom statusu i statusu umetnosti u
drustvu.

2012. godine ,,neformalna grupa” UMET-
NIK*, ¢itati kao ,,umetnik sa zvezdicom”,
upravo je formirana i krocila je u javnost sa pro-
jektom GALERIJA* (galerija sa zvezdicom).
Brojni tematski srodni radovi su vezani za ovaj

1 Videti: Renz, Seraina. ,,Handeln im
Kontext: Politisches Denken in der Gegenwartskunst
in Belgrad [Delanje u kontekstu: Politicke misli u
savremenoj umetnosti u Beogradu]”. Kunsttexte.de/
ostblick, 1, 2013, objavljeno 12.04.2013, URL: edoc.
hu-berlin.de/handle/18452/8193.

projekat. Prvi se zove Muzej savremene umet-
nosti 1 u sustini se sastoji od tri komponente:
serije fotografija, kataloga i izlozbe. S jedne
strane, i sam katalog je rad, s druge strane, u
njemu su prikazane fotografije sa izlozbe. Na
poslednjoj stranici je i poziv za ucesce na sle-
decoj izlozbi, Prvi tradicionalni Novembarski
salon. Na izloZzenim fotografijama nalaze se
raznovrsni objekti koje je UMETNIK* fotogra-
fisao u razli¢itim galerijama u Beogradu. Ovo
ukljucuje i sobnu biljku, drza¢ za vrata, radija-
tor, prazan postament ili oznaku koja se odnosi
na umetnicko delo koje se ne vidi na fotografiji.
UMETNIK* nije samo fotografisao ove stvari,
veé je svakoj stavci dodao etiketu ili oznaku na
kojoj skoro uvek stoji: Yuemnux*, 6e3 nasusa.
Uz to dolazi i logotip zbunjujuée slican onom
Muzeja savremene umetnosti u Beogradu.
Ovaj muzej je — kao $to je naslov ve¢ naznacio,
takode jedna od tema oko koje se rad vrti. Tac-
nije reCeno, Cinjenica je da je muzej tada bio
zatvoren pet godina — u meduvremenu je proslo
deset godina. Razlog za zatvaranje muzeja,
koji je izgraden na levoj obali Save na Novom
Beogradu 1965. godine i izri¢ito modelovan po
ugledu na Muzej savremene umetnosti u Nju-
jorku, bila je hitna potreba za renoviranjem.
Problem je bio $to se renovacija nikada nije
desila. Prilikom jedne od retkih mogucnosti da
kro¢i u zgradu muzeja, UMETNIK* je ukrao
nalepnicu i plasti¢ni drzac¢ kako bi ga koristio u
svoje svrhe, odnosno da preuzme deli¢ autorit-
eta institucije.

Ugradivanje u savremeno srpsko drustvo
postaje ocigledno na nekoliko nivoa. Prvo, tu
je logo muzeja, apstrahovan prikaz modernog
muzejskog objekta. Drugo, UMETNIK* koristi
¢irilicno pismo. To je zvani¢no pismo u Srbiji i
uglavnom se koristi u javnim institucijama, dok
je manje uobicajeno u komercijalnom, novinar-
skom ili privatnom sektoru. Trece, prezentacija
fotografija ima centralnu ulogu. Prikazane su na
Trgu republike u centru Beograda. Ovde pocin-
je doteran deo Starog grada, Filozofski fakultet
Univerziteta nije daleko, Narodni muzej, Kul-
turni centar Beograda i Narodno pozoriSte u

Beogradu oivi¢uju trg sa tri strane. Ukratko,
to je mesto nacionalne visoke kulture. Istovre-
meno, Trg republike je takode najpopularnija
tacka susreta Beogradana. Ovim je potencijal-
na publika izlozbe veé¢ tu. Prikazane su slike
medu ljudima i od strane ljudi. Nije bilo kla-
si¢ne izlozbene arhitekture, ve¢ je fotografije na
crnom paspartuu predstavila grupa ljudi, koja se
pojavila u kvadratnoj formaciji na trgu, gde je
svaki imao rad u rukama. Formirali su imaginar-
ne zidove ,,muzeja” svojim telima, sa prostorom
za posmatraca unutar pravougaonika. Na nekim
fotografijama koje dokumentuju izlozbu, u
pozadini se moze videti Narodni muzej pre-
kriven skelama. Isto tako je Muzej savremene
umetnosti, mada jo§ duze, zatvoren zbog potre-
ba za renoviranjem. Istorijska umetnicka zbirka
kao i znacajna arheoloska zbirka su povucene iz
javnosti jo§ 2003. godine. Kako Sasa Ili¢ piSe za
Casopis Pescanik, propadanje institucija kultu-
re zapocelo je tokom druge polovine vladavine
Slobodana Milosevica a, uprkos negodovan-
jima, kasnije Vlade ga nisu mogle ili Zelele
spreéiti.?

Po vrlo sli¢nom principu je funkcionisao
i rad Prvi tradicionalni Novembarski salon,
koji je realizovan u obliku izlozbe u centru
grada ubrzo nakon Muzeja savremene umet-
nosti. Ovog puta UMETNIK* nije izloZio svoje

2 1li¢, Sasa. ,,Narodni muzej u zemlji ¢uda.”
Pescanik, 01.03.2015, URL: pescanik.net/narodni-
muzej-u-zemlji-cuda/ (pristupljeno 01.10.2017).

Ili¢ pise dalje u tekstu da je postojao budzet za
restauraciju muzeja. 2005. godine je ceo muzejski
odborpodneo ostavkuizprotestazbogtogastotajnovac
nije uplac¢en. U meduvremenu nikom nije poznato gde
je zavrsio ovaj novac. Jedina kulturna institucija koja
je uto vreme uspela da povuce novac iz budzeta i koja
je zapravo od 2007. do 2011. obnovljena i ponovo
otvorena bila je Narodna biblioteka — zahvaljujuci
velikoj posvecenosti direktora Sretena Ugricica, koji
je, prema rec¢ima Ili¢a, tokom procesa obnove ocrnjen
u medijima kao ,razara¢ srpske kulture” i sklonjen
ubrzo nakon otvaranja. Veza izmedu ,uniStenja” i
stvaranja jedne institucije koju svakodnevnu koristi
na stotine beogradskih studenata i drugih stanovnika
(ukljuéujudi i strance poput mene) ne da se uoditi.

fotografije, ve¢ je umesto toga objavio poziv
za ucesce na izlozbi preko Fejsbuka i u kata-
logu prethodne izlozbe. Svi koji su se prijavili
mogli su da ucestvuju. Ponovo su predstavili
jedan od svojih radova po principu prethodne
izlozbe, gde su kao ,,zivi zidovi” usred zivahne
Knez Mihailove ulice u Starom gradu vazili kao
telesni prikaz. Kao i Muzej savremene umet-
nosti, naslov Prvi tradicionalni Novembarski
salon takode ima reference na institucije. Od
1960. godine u Beogradu se godi$nje odrzava
Oktobarski salon, pregledna izlozba savremene
umetni¢ke produkcije u Jugoslaviji, odnosno
kasnije u Srbiji. Od 2004. godine, izlozba je
ukljuéivala i medunarodne pozicije, ali se od
2014. godine odrzava svake druge godine — §to
je shvaceno kao mera §tednje. Svojom vise nego
pedesetogodisnjom istorijom Oktobarski salon
je nesumnjivo tradicionalan. Prvi tradicional-
ni Novembarski salon je medutim oksimoron.
UMETNIK* kritikuje instituciju Oktobarskog
salona prvenstveno iz razloga $to predstavlja
platformu za ve¢ etablirane umetnike/ce umesto
mladih i nepoznatih. Medutim, kritike se takode
ti¢u tema izlozbi i njihovih radova, koji tesko da
ikada pretenduju da pokrenu, a kamoli da udu
u kriticki angazovani dijalog sa drustvenom i
politi¢kom situacijom u zemlji.

Sama kritika Oktobarskog salona ima dugu
tradiciju. Na neki nacin predstavlja akt osnivan-
ja Studentskog kulturnog centra u Beogradu.
SKC je otvoren 1971. godine kao institucija
za kulturu koju su vodili sami studenti — $to
je bio deo duzeg spiska zahteva formulisanih
tokom protesta 1968. godine u Beogradu. Na
proteste se reagovalo represivnim merama, a
osnovni zahtevi studenata kao $to su pravo na
ucesée u donosenju odluka na univerzitetima,
vise socijalne pravde i konsekventnija primena
socijalisti¢kih principa su ignorisani.’* Ali stvo-

3 Vidi dalje: Boris, Kanzleiter. Die
‘Rote  Universitt . Studentenbewegung  und
Linksopposition in Belgrad 1964-1975 [‘Crveni
Univerzitet’. Studentski pokret i leva opozicija u
Beogradu 1964-1975]. VSA Verlag, 2011.
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ren je samoupravni kulturni centar gde su mladi
umetnici oslobadali veliku energiju. Prvih deset
godina, ovde su isprobavani novi formati izlozbi
i festivala, a pre svega nove umetnicke prakse.
Tokom 1980-ih, SKC je postao scena i pozor-
nica za pulsirajuéu jugoslovensku post-pank
muzi¢ku scenu. Gorenavedeni osnivacki akt
bio je kontradesavanje Oktobarskom salonu,
koji je usao u istoriju Jugoslavije kao Oktobar
71. Dok su u etabliranoj instituciji prikazivani
radovi koji su zatoCeni u objektu i zasnovani na
tradicionalnom konceptu dela, mladi umetnici u
SKC-u radili su na njihovoj razgradnji.

SKC je bio povezan sa univerzitetom i time
insitucija finansirana od strane drzave. Medu-
tim, oni koji su tamo bili zaposleni delovali
su uvek po obodima oficijelne kulture. Njiho-
vi radovi su vrlo retko nalazili put do javnih
zbirki, etablirani mediji nisu nudili nikakvu
platformu za izlozbe realizovane skromnim
sredstava i ambicioznim medunarodnim festi-
valima. Naoruzani umetnickom slobodom ali
ignorisani od strane predstavnika visoke kul-
ture, umetnici/e kao $to su Era Milivojevic,
Rasa Todosijevi¢, Zoran Popovié¢, Nesa Pari-
povié, Marina Abramovi¢, Goran Pordevié i
mnogi drugi, bavili su se ulogom umetnosti u
jednom uveliko anesteziranom drustvu. Ovo
drustvo posmatrali su odraZzeno u umetnosti,
koja je slavila pogresno shvacenu autonomiju i
simulirala dru$tvo kao idilu. U Jugoslaviji je za
takvu vrstu umetnosti uspostavljen koncept ‘so-
cijalisticki estetizam’. Njime je skiciran jedan
dekorativan, nevin, umereno modernisti¢ki stil
koji ima ideolosku funkciju signalizirajuceg
kosmopolitizma, koji ne postavlja neugodna
pitanja i potvrduje mit o sre¢noj zajednici.* Nas-
uprot njemu su umetnici/e u SKC-u postavili
programsku samorefleksiju, koju su shvatili kao

4 Jesa, Denegri. “Inside or Outside ‘Socialist
Modernism’? Radical Views on the Yugoslav Art
Scene, 1950-1970,” Impossible Histories. Historical
Avant-gardes, Neo-avant-gardes, and Post-avant-
gardes in Yugoslavia 1918-1991, MIT Press, 2003,
str. 170-208, ovde str. 176.

umetnicku i drustvenu praksu. Unutar drzavne
institucije SKC, bili su deo kulturne paradigme
i nisu mogli da se oslone na naizgled autonomni
status koji bi ih mogao zastititi od mrtve trke
afirmacije. Status SKC-a bio je paradoksalan: sa
jedne strane to je bila jedna od zvaniénih kul-
turnih institucija u drzavi, istovremeno je tamo
zaista delovala samouprava koja je teoretski
formirala osnovu za radnu i drustvenu orga-
nizaciju Sirom Jugoslavije. Samoorganizaciju
time treba shvatiti oblikom autonomije koji je
omogucavao kriticko promisljanje.

Branislav  Jakovljevi¢c je u Efektima
otudenosti (2016) na impresivan nacin poka-
zao u kakvom je stanju bila samouprava u
Jugoslaviji 1970-ih godina, kao i kako razu-
meti vezu izmedu politickog i druStvenog
razvoja i umetnosti.’ Pedesetih godina je poli-
ticko rukovodstvo pocelo sa napusStanjem
planske ekonomije pod kontrolom drzave i
umesto toga dozvolilo samim radnicima da
vode preduzeéa. Princip samouprave nikada
nije bio u potpunosti implementiran. Zbog ovo-
ga je politicka elita takode pretrpela kritike od
strane studenata iz generacije *68. Ali to je ipak
bila centralna karakteristika jugoslovenskog
socijalizma i odli¢je jedinstvenosti zemlje
izmedu dva bloka tokom Hladnog rata. Temelji
samouprave su nekoliko puta reformisani, ali
pocetkom sedamdesetih godina sprovedene su
pravne reforme koje su, prema Jakovljevicu,
razblazile osnovne principe samouprave koji
su mozda postojali u retorici politiara, ali ne
viSe i1 u praksi preduzeéa. Jugoslavija je bila
ckonomski gusto prepletena sa kapitalistiCkim
zemljama Zapada. Opsta ekonomska kriza iz
druge polovine sedamdesetih godina tesko je
pogodila zemlju. Zakonski obesnazeni i zbog
ckonomskog pada u fabrikama nezaposleni,
radnici su postali neupotrebljive figure.

Mladen Stilinovi¢ je kao i mali broj umet-
nika odrazio politicki razvoj u svom radu. U

5 Jakovljevi¢, Branislav. Alienation Effects:
Performance and Self-Management in Yugoslavia,
1945-91. University of Michigan Press, 2016.

seriji fotografija pod naslovom ,,Umjetnik radi”
(1978), mozemo ga videti kako lezi u krevetu u
razli¢itim polozajima — nekad budan, nekad dok
spava, ali u svakom slucaju neproduktivnog. Za
umetnika-radnika postoje dve moguénosti da se
reaguje na devalvaciju rada: negativan metod
povlaéenja i odbijanja ili pozitivan u afirmaciji
nove uloge preduzetnika. Stilinovi¢ predstavlja
prvu strategiju. Prema Jakovljevicu, jo§ radikal-
nije ju je sprovodio Goran Pordevi¢. Pocetkom
osamdesetih prestao je da proizvodi originalne
radove. Umesto toga je kopirao radove poz-
natih umetnika. U jednoj javnoj akciji 1983.
godine je na primer reprodukovao sliku Pita
Mondrijana u Narodnom muzeju u Beogradu.
Istovremeno je stavio u pitanje koncept indivi-
dualnog autorstva pocevsi da radi pod razli¢itim
pseudonimima. Jednom je odrzao predavanje
kao Valter Benjamin, zatim je bio Maljevic, i
na kraju je sebi nadenuo ime jednog potpuno
nepoznatog Coveka: Adrian Kovacs. Povukao
se iz institucija koje podrzavaju umetnost, dos-
ledno nastavljajuci svoju strategiju, otkada je
svoje radove predstavljao samo u svom stanu.

Gradanskim ratom je takode zapocelo jezivo
propadanje kulturnih institucija. Nisu se samo
raspadale zgrade, ve¢ i principi institucionalne
politi¢ke nezavisnosti. Takozvana transformaci-
jadesilaseudrzavama naslednicama Jugoslavije
u vihoru rata. Obecanja demokratije i kapitaliz-
ma nisu bila ispunjena ni za jednu od drzava.
Sve pate pod tezinom eskalirajuée korupcije. U
Srbiji su privatizacije drzavnih preduzeca popu-
njavale dZepove pojedinaca. Sloboda medija i
nezavisnost javnih institucija — sudova, uni-
verziteta, muzeja — ve¢ godinama ide nizbrdo.
Nade za demokratijom i prosperitetom posle
pada MiloSevica nisu ispunjene.

6 Podrucje slobode Stampe je relativno
dobro istrazeno i ozbiljni nedostaci dokazani. Vidi npr.
reporter-ohne-grenzen.de/serbien/alle-meldungen/
meldung/staat-erkauft-sich-hofberichterstattung/
(pristupljeno 14.10.2017). Cinjenica da je podela vlasti
delimi¢no ukinuta, ne moze se lako demonstrirati, ve¢
je javna tajna u civilnom drustvu Srbije.

Umetnicko i politi¢ko srastaju u radovima

UMETNIK*-a. VIDOVDAN je performans
iz 2012. Grupa preuzima ime jednog crkvenog
praznika, kada se 1389. desila bitka na Kosovu
polju. Bitka Srba protiv Osmanlija je najvazniji
srpski nacionalni mit. UMETNIK* bukvalno
prevodi ime ‘Vidovdan’, ¢ija etimologija nije
najjasnija (od reci vid i dan). Od toga UMET-
NIK* stvara ,,dan vidljivosti”, dan kada se nesto
vidi. U performansu se delom sradi i o nadzoru
javnog prostora. Neke od sigurnosnih kamera
u Beogradu su povezane na internet, tako da
se odredena javna mesta mogu pratiti uzivo iz
pticije perspektive. UMETNIK* je posetio ova
mesta i oznacio sebe na licu mesta velikom
belom strelicom na crnoj podlozi, dok je istov-
remeno slikao skrinSot kamere za nadzor kako
bi dokumentovao akciju na tom mestu.

Rad, medutim, ne proizilazi prvenstveno
iz kritike nadgledanja javnog prostora. Umesto
toga, UMETNIK* se sluzi sredstvima trenut-
nih bezbednosnih praksi i koristi ih za svoje
potrebe: tehnologija se koristi kako bi se skre-
nula paznju na umetnost i umetnike. Time se
u gotovo naivnom decijem maniru pokazuje
pojedinacna osoba sa preuveliCanom strelicom
ka samoj sebi i stoga suocava sa Odlukom o
raspolaganju svim podacima. Na isti nacin,
grupa pretvara i Vidovdan, sa svojim religij-
skim i nacionalno-mitskim nabojem naizgled
nevesto u dan vidljivosti. Naravno, ove igre ne
¢ine da konotacije nestanu. Seticemo se da se
Srbija, kao i sve drzave naslednice Jugoslavije
i mnoge postsovjetske drzave, definiSu putem
nacionalnih mitova (Vidovdan) i agresivnog
neoliberalizma sa svojim bezbednosnim odred-
bama (nadzor).

Kada se DPordevi¢ odrekao svog imena
1980-ih godina, bio je to kako je Jakovljevié
s pravom izjavio, radikalni kriticki gest protiv
koncepata ‘umetnika’ i ‘rada’. I sam je odbacio
eksperimentalno najprijateljski nastrojenu insti-
tuciju SKC-a. Pordevi¢ je o svojim radovima
rekao da su samo jo§ ,,stavovi protiv umetnos-
ti”. I nastavlja: ,,Mislim da je poslednji trenutak
da umetnost odlu¢no ukloni svoju ispoliranu
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masku slobode i humanizma i otkrije svoje pra-
vo lice: vernog i poslusnog sluge.”” Jedna takva
izjava je moguca i suvisla jedino u drustvu u
kome umetnost (takode) igra ideolosku ili
drzavnu ulogu i u kome postoje funkcionalne
institucije koje, makar ih umetnik ne prihvatao,
bar pruzaju prostor za odjek. UMETNIK* je
morao 2012. da dela bez jednog takvog rezo-
nantnog prostora. Takvi oblici samouprave i
zajedni¢kog rada, kao i autonomija misljenja
koje su umetnici SKC-a praktikovali vise ne
postoji. Nema vise ni finansijske podrske koju
je pruzala drzava. Ali ¢ak ni institucija visoke
kulture, MoOMA Beograda, ne nudi viSe prosto-
ra za trenje. Radijator, kuéna biljka ili etiketa bez
umetnickog dela: diSanovski potezi funkcionisu
samo dok pred njima stoji bauk ,,velikih radova”,
ali u savremenim uslovima fotografisani i oznace-
ni objekti predstavljaju iskljucivo odsustvo.
UMETNIK* stoga inscenira sa ironi¢nim
naglasavanjem, ono $to u osnovi vise nikoga
ne zanima: umetnost. UobiCajeni narativ je da
viSe nema alternative kapitalizmu. Zatim, nije
potrebna ni visoka kultura na osnovu koje bi
se postavio kao unutar ili van. Ostaci repre-
zentacije mogu se naci jo§ samo u nacionalnim
mitovima. Kulturi kao kamenu temeljcu i/ili
mestu samopredstave istekao je rok upotrebe.
Ali, u takvim politickim okolnostima nije samo
kultura bacena u vodu. Radovi UMETNIK*-a
pokazuju to pored drugih nedostataka. Kako je
izjavio Jakovljevi¢, ve¢ je osamdesetih godina
postalo vidljivo da su rad, a time i radnici/e
postali suvisni. Ovaj proces je danas jo§ vise
poostren. U privatnom sektoru, medunarodne
kompanije, aktivno privucene politikom nultog
poreza, placaju mizerne plate. U javnom sektoru
se mozete zaposliti samo uz partijsku knjizi-
cu. Subjekat moze stvoriti sliku o sebi samo
u kolektivu stranke ili u nacionalno-mitskom
kolektivu. Alternativne pri¢e o tome kako sebe
izraziti 1 kako u sebe prodreti, koje nude muzeji
kao mesta nacionalne kulture, zatvaranjem ovih
institucija, postaju skrivene, odnosno ukinute.

7 Citirano prema Jakovljevi¢u 2016, str. 283.

Nedostaci koji doti¢u kulturu, demokratiju
i subjektivnost UMETNIK* iznosi na videlo i
obraduje u tri dela nastala 2012. godine. Umet-
nost je ovde drustveni agent kao Sto je ve¢ bila
sedamdesetih i osamdesetih godina u vreme
kulturnog procvata u Jugoslaviji, iako su se
uslovi u drustvu od tada jasno promenili. U
drustvu u kome se odustalo od figure umetni-
ka, ona se prvo mora povratiti. Ime kolektiva
preuzima ovaj zadatak. Ali ne radi se o povratku
u tradicionalno autorstvo. Zvezdica koja stoji u
imenu jasno ukazuje na rezervu, da se mora pri-
metiti jo§ nesto, iako ne postoji jasna legenda
za razjasnjavanje. Napomena bi verovatno bila
upravo ta da je pojam ‘umetnik’ izgubio svo-
ju samorazumljivost i stoga zahteva isticanje.
Dakle, ime je pompezni gest — mi smo prosto
umetnici — kKoje se, medutim, pre nego $to se pra-
vilno razvije, dovodi u pitanje i ironi¢no slama.

I na institucionalnom nivou, postoji neka
vrsta prevrednovanja uz istovremeni prikaz
nedostatka. Muzejem savremene umetnosti je na
glavnom Trgu u Beogradu stavljeno do znanja
da su muzeji umetnosti u glavnom gradu vec
godinama zatvoreni. Istovremeno je medutim
osnovan muzej. Zidovi ove efemerne institu-
cije su subjekti koji uskacu u prazno mesto za
instituciju. Time se odmah pozivaju tri central-
ne kategorije: otelotvoreni subjekt, kolektivno i
demokratski suzivot. Kada se proklamuje nova
institucionalna tradicija za Prvi tradicionalni
Novembarski salon, ona se zasniva i na novoj
politici. Izabrana elita ne bira ostale clano-
ve kluba, ve¢ se u principu svaka izlozba
konstituiSe sopstvenom prisustvom i radom.
UMETNIK* se poigrava ironiénom samoin-
stitucionalizacijom u kojoj je grupa proslavila
svoju prvu godis$njicu Retrospektivom, koju je
sprovela u svom domu.

Ovaj tekst je zavrSen 18. oktobra 2017. Dva
dana kasnije je stupilo na binu sve¢ano ponovno
otvaranje Muzeja savremene umetnosti. Narod-
ni muzej do daljnjeg ostaje zatvoren, postojanje
njegove kolekcije garantuje niSta drugo do
internet stranica. Da li je to ipak pocetak
jedne nove ere? Da li se kulturne institucije

vra¢aju? Ako jeste, u kojoj formi?® Muzeji su
sporne institucije. Oni su blisko isprepleteni sa
projektom prosvetiteljstva. Bili su kritikovani
zbog izolacije od spoljaSnjosti, propisivanja
odredenog pogleda na svet, teznje univerzalnom
potrazivanju i zbog pokuSaja da promovisu
specifican ,,burzujski pogled” koji se ispostavio
kao beli, muski i uspostavljen za odredenu
drustvenu klasu.® Ali §ta to znadi sa druge strane
kada su kolekcije vise od decenije skrivene od
pogleda javnosti? Koje su posledice? Muzej je
bauk, bez koga umetnici nemaju prostor gde
bi se artikulisala kritika koju bi neko mogao
da cuje. UMETNIK* je ovaj prostor zame-
nio privatnim stanom ili gradskim prostorom.
Ostaje pitanje da li takvi prostori zaista mogu
zameniti institucije koje funkcionisu. Institucio-
nalna praznina ima posledice i na potencijalnu
publiku. Mozda time nedostaje mesto gde se
moze postati gradaninom/kom i suociti sa isto-
rijom — npr. Jugoslavije — i sadasnjos¢u. Uvek
je opravdano ispitati da li su napori za vaspitan-
jem — bilo u burZzujskom muzeju ili, kako se to
Cesto desavalo u Jugoslaviji, da umetnost dolazi
do radnika/ca u fabriku — uvek bili opravdani
i uspesni. Ako je alternativa zjapeca praznina
i tajac u suocCavanju sa sopstvenom istorijom,
institucija bi bila pozeljnija.

UMETNIK* u VIDOVDANU na iro-
ni¢an nacin demonstrira kako se moze steci
vidljivost kao umetnik bez institucionalnog
okvira: hvatajuci se za najjednostavnija sreds-
tva kao Sto su prostor i tehnologija kamera za

8 U vezi sa ovim takode videti ¢lanak Milje
Stijovi¢ — ,,Mapa ubistava kao muzej na otvorenom”
u ovoj publikaciji.

9 Vidi kao primer: Tony, Bennett. ,Der
biirgerliche Blick: Das Museum und die Organisation
des Sehens [Gradanski pogled: Muzej i organizacija
videnja]“, Die Austellung. Politik eines Rituals
[Izlozba: Politika rituala], Diaphanes, 2010, str. 47-
77;1 Carol, Duncan, i Wallach, Allan. “The Museum
of Modern Art as late capitalist ritual: an iconographic
analysis.” Marxist perspectives, 1:4, Zima 1978, str.
28-51.

nadzor kako bi privukli paznju na sebe. Radovi
Muzej savremene umetnosti i Prvi tradicionalni
Novembarski salon u sebi nose teznju za institu-
cionalnim okvirom. Radi se takode i o viziji za
jedan takav okvir. MoZzda bi to moglo biti nesto
slicno SKC-u sedamdesetih godina, mesto na
kojem umetnice i umetnici mogu ponovo da
promisljaju svoj polozaj sa aspekta subjekta i
iznova deluju na jezik umetnosti i njegovo insti-
tucionalno okruzenje i gde publika ima priliku
da ucestvuje u takvim procesima.
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Umetnicki/rad:
Radni umetnici u
hiperprodukcijskoj
privredi

Elke Krasni

Umetnik — Onaj ..., koji je sposoban da,na
osnovu maste i talenta ili vestine, stvori dela
estetske vrednosti, narocito u likovnoj umet-
nosti.'%, Neée biti lako”, kazu oni. Ko su oni?
Oni su ljudi koji su zainteresovani za umetnost,
uopsteno govore¢i za kulturu, ali koji sami
ne stvaraju umetnost. Oni su ljudi koji su
profesionalci sveta umetnosti. Oni su stariji
umetnici. Oni su mladi umetnici. Oni su mnogi.
Oni dolaze do ovog zajedni¢kog poimanja da
nece biti lako biti umetnik iz razli¢itih tacki
gledista. Sta taéno podrazumevaju pod ovim?
Oni uglavnom ne govore o stvarnom stvaranju
umetnosti. Ono $to oni kazu nije procena o
tome koliko je tesko ili koliko je lako stvoriti
umetnicki ‘rad’. Ono §to zapravo misle kada
kazu da nece biti lako je sledeé¢e —nece biti lako
prezivljavati kao umetnik. A ono §to zapravo
mogu prikriti koriste¢i re¢i ‘nije lako’ je
pomisao da je to gotovo nemoguce. ‘Nije lako’
na neki nacin postaje eufemizam za nemoguce.
A oni, koji su zainteresovani za uvazavanje
umetnosti, gledanje umetnosti, da budu deo
dogadaja sveta umetnosti, ponekad, ne tako
éesto, pitaju se sledece — ,,Kako se to radi?
Kako preziveti kao umetnik? Kako preziveti kao
umetnik rade¢i ono §to umetnici rade, naime,
stvarajuc¢i umetnost? Kako zasnovati opstanak

10 Kroz tekst, provucene su receniCke
definicije kako bi ucinile Citljivim ideje u rukama
mo¢i definicije. Sve definicije su u kurzivu. One su
umetnute u esej da bi prizivao kako materijalne uslove
prozivljenih zivota tako i potrebu za feministicko-
materijalistiCkim teorijskim razmatranjem umetnosti.
Sve definicije su preuzete sa onlajn vebsajta www.
thefreedictionary.com, izuzevsi definiciju ‘umetnika’
koja se nalazi na sajtu www.urbandictionary.com.

izradnjom umetnickih dela? Ne bih to znala/
0”, pomislili bi. I mnogo puta se ne usuduju da
glasno podele ovu misao i da o tome govore
drugima. Oni sebi kazu da to ne bi bilo uétivo.
Oni sebi kazu da moraju biti diplomaticni.
Mozda je umetnik u blizini. I moglo bi da
povredi osecanja ovog umetnika to $to smatraju
da im umetnic¢ki radovi ne mogu obezbediti
sredstva za zivot. Umetnici mogu biti postideni,
¢ak i duboko uvredeni, osecati se prozvanim na
osnovu pitanja koje problematizuje stvaranje
umetnosti kao osnovu za opstanak. Opstanak
— stanje prezivljavanja, ostati Ziv; izdrzljivost;
postojanje. Ali, istovremeno, sami ti ljudi koji
dovode u pitanje to da umetnost ima svojstvo da
obezbedi sredstva za Zivot, oni tiho, tajnovito,
sebi dozvoljavaju slede¢u misao: ,,Stvarno bih
volela/o da zivim kao umetnik. Makar i na jedan
dan”. Oni ¢ak i sanjaju o tome da budu umetnik
na jedan dan. Voleli bi da to i sami iskuse, voleli
bi da znaju kako je to Ziveti takav zivot — Zivot
umetnika. Cak iako nemaju jasno shvatanje o
tome $ta je to Sto im se dopada, o tome §ta je to
tako posebno na osnovu cega bi zeleli da zZive
kao umetnik, pa makar i na jedan dan, zaista
smatraju da mora biti primamljivo i poZeljno
iskusiti kako bi to izgledalo iz prve ruke.
Zivijenje: posedovanje Zivota: nacin ili stil
Zivota; Ziveti Zivot umetnika koji izgleda lako,
atraktivno, priviacno. Slazu se da se prezivlja-
vati kao umetnik, u najmanju ruku, ¢ini teskim.
Naravno, i pretpostavka o teskoéi ¢e oteza-
ti stvari. Ziveti kao umetnik misle da je lako.
Prezivljavati kao umetnik = tesko. Ziveti kao
umetnik = lako. Sta nam ovo sada govori o ideji
umetnika? Prva stvar koju bi analiza, a poseb-
no analiza umetnosti sa aspekta materijalisticke
feministicke teorije, uzela u obzir jeste ova
ocigledna kontradikcija izmedu pretpostavke o
teSkom prezivljavanju i lakom zivljenju. Dak-
le, medu najée$¢im pojmovima koji oblikuju
uopstene pretpostavke o ideji umetnika, nalazi
se 1 ova protivre¢nost. Pa ipak se retko, ako se
ikada i Cuje, Sta bi bio najocigledniji zakljucak,
da ideja umetnika pociva na ovoj protivrecnosti.
I, naravno, sama pretpostavka ove protivreénos-

ti ¢e uciniti stvari protivre¢nim za stvarne i
konkretne uslove prezivljavanja umetnika i za
stvarne i konkretne uslove zivota umetnika.
Ovaj esej je usmeren na protivre¢nost
izmedu opstanka i Zivota, preZivljavanja i
zivljenja, budu¢i da je u osnovi ideje savre-
menog umetnika. Posebno interesovanje je
u tome kako umetnici prihvataju ovu protiv-
reCnost i ¢ine je delom njihove umetnosti,
delom svog rada, delom svog umetnic¢kog rada.
Ovo konkretno pitanje inspirisano je radom
grupe UMETNIK*. Umetnicka grupa naziva
samu sebe ‘umetnikom.’!' Ona tvrdi, insisti-
ra, proglasava, da ih njihov rad kao umetnike
proizvodi umetnicima, a to se, u svim svojim
protivre¢nostima, prosiruje na ideju umetnika.
Urbani re¢nik daje sledecu definiciju umetnika:
‘Umetnik’ je srpska re¢ za umetnika. Obicno
za osobu, koja sebe smatra jedinstvenom i ima
stalnu potrebu da se dokaze drugima ili sam-
om sebi, vec¢inu vremena lenja i nesposobna da
radi jer posao izgleda gusi njenu kreativnost,
jedina bitna stvar umetniku je njegov oblik
,umetnosti”. Definicija kaZze sve. Izgleda da
nije potrebna nikakva kriticka analiza kako
bi se i8¢itali oCigledni stereotipi iz definicije.
Definicija je sdma po sebi objasnjena u pogle-
du vrste ideje koju nosi umetnik i njegov rad.
Grupa UMETNIK* upotrebljava re¢ ‘umetnik’
sa namerom, strateSki. Ona koristi bukvalno
da bi ucinila razumljivim Sta bukvalno znaci
ziveti 1 delati kao umetnik u danasnjim uslo-
vima XXI veka u hiperprodukcijskoj privredi.
Grupa UMETNIK* daje slede¢i opis njihove
umetnosti: ,,Od 2013. godine UMETNIK* radi
u razli¢itim (prekarnim) oblastima: osigura-
vanje, odrzavanje i ¢i§¢enje, pomo¢ u kuhinji,
fotografisanje po zurkama i klubovima, dosta-
va postera, saradnik umetnika. Novac zaraden
prilikom rada na navedenim pozicijama treba
shvatiti kao platu UMETNIKA, budu¢i da su
nasi poslodavci plaéali za na$ rad, nesvesni

11 Puno ime grupe: UMETNIK*/ *Ovim
nazivom ne prejudiciramo shvatanje znacenja i opseg
pojmova UMETNIKA i UMETNOSTI.

¢injenice da su zapravo finansirali produkciju
naseg rada.”!?

Razmatrajuéi opis koji grupa UMETNIK*
pruza o onome §to radi, o svojoj umetnosti,
vidimo da oni uzimaju u obzir i suprotstavljaju
se opSteprihvacéenim pretpostavkama i odgovar-
aju na te pretpostavke tako §to takvu definiciju
¢ine delom svoje umetnosti i rada i, konacno,
udruzivanjem umetnosti i rada na takav nacin
da to postaje umetnicki rad na najbukvalniji, pa
tako i istovremeno najkonceptualniji i najkon-
kretniji nadin. Kao umetnici, oni su radnici. Kao
umetnici, oni su studenti. Kao umetnici, oni su
imigranti. Dolaze iz Srbije, evropske drzave
koja nije deo teritorije EU, u Austriju, evropsku
zemlju koja je deo teritorije EU. Kao umetni-
ci, radnici, studenti i imigranti istrazuju uslove
stvaranja koje informise, oblikuje i diktira uslo-
ve za njihovo stvaranje. To je njihova umetnost.
To omogucava njihovu umetnost. Istrazivan-
je UMETNIK*-a zivi i udiSe protivrecnosti
izmedu opstanka i Zivota, umetnosti i rada, uslo-
va produkcije i proizvodnje. Oni razmatraju ovu
protivreénost u svojoj umetnosti. Protivrecnost:
ono Sto sadrzi elemente koji se suprotstavljaju
ili medusobno sukobljavaju,; Njihova umetnost
postaje istrazivanje. IstraZivanje: pazljivo ispi-
tivanje ili potraga za otkrivanjem cinjenica ili
dobijanjem informacija.

Ali Sta je zapravo protivre¢nost izmedu
zivota i opstanka, zivljenja i prezivljavanja?
Koja se to protivreénost izmedu umetnosti i
rada najuspesnije skriva, najuspesnije pokazuje
u doslovnom povezivanju umetnosti i rada u ter-
minu ‘umetnicki rad’. I kako ove protivre¢nosti
pomiriti kroz umetnike dok ‘sticu novac za
zivot’, idiom kojim se kaze da neko zaraduje
dovoljno novca da prezivi, a koji upuéuje na
to. On otvara oci na ono $to treba ‘ste¢i’ kako

12 Opis grupe je preuzet sa fejsbuk
dogadaja  koji najavljuje njihovu izlozbu
UMETNIK*. “What does the Artist do?”
Facebook. Facebook. 30.10.2017, URL: facebook.
com/events/1846115455417772/ (pristupljeno
03.12.2017).
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bi se Zivljenje uinilo moguéim. Zivljenje nije
bezuslovno. Mora se steéi, ponovo steéi i
tako ponovo iznova i iznova. Zivljenje, u
prvom stepenu, zavisi od prezivljavanja. A
kako bi se osiguralo prezivljavanje, najos-
novnije potrebe poput vazduha, vode, hrane
i smestaja moraju biti zadovoljene. I moraju
biti zadovoljene u svakom trenutku. A novac
treba steci, prihod mora biti ostvaren kako bi
se osigurale ove vrlo osnovne potrebe. Ukrat-
ko, moramo raditi, raditi sa dobitkom, kako
bismo zaradili za Zivot. Ono $to se dobija
kroz rad sa dobitkom jeste da se opskbljuje
zivot. Da se vratimo na definiciju umetnika,
reéni¢ku definiciju, umetnici stvaraju dela
estetske vrednosti. Pa, kako ti radovi postaju
rad? Kako ovo stvaranje dela estetske vred-
nosti postaje sticanje novca za zivot? Radovi
umetnika moraju biti transformisani u ekvi-
valente radu, u zaradu. Estetsku vrednost
treba razumeti kao vrednost koja generiSe
novac. A umetnik treba da ude u proces ove
razmene, ove transformacije ‘rada’, tj. umet-
nosti, u ‘rad’, tj. placen rad kako bi ostvario
prihod. Prihod: koli¢ina novca ili njegovog
ekvivalenta primljenog u vremenskom peri-
odu u zamenu za rad ili usluge, od prodaje
robe ili imovine. Rad umetnika treba biti
transformisan u zaradu. Estetska vrednost
mora biti shvaéena kao vrednost koja gene-
riSe novac. A Cak iako se ne smatra da to
umetnici zapravo rade, naime transformisu
svoje ‘radove’ u ‘rad’, da je ovaj rad na trans-
formaciji deo nacina sticanja novca za Zivot,
ovo bi nam moglo pokazati zasto se ziveti
kao umetnik ¢ini lakim i ¢ak privlaénim, a
prezivljavanje kao umetnik teSkim i skoro
nemoguc¢im. Ovakav uobiéajeni stav se, izg-
leda, zasniva na skupu dugotrajnih i jo§ uvek
preovladujuéih pretpostavki. Vracajuci se na
skup odredenih promena koje su se desa-
vale tokom XVIII veka, umetnost je u isto
vreme postala autonomna i komodifikova-
na. Time $to viSe nije bila vezana samo za
narudzbine imperijalnih ili crkvenih modi,
umetnost je putem svoje estetske vrednos-

ti u$la na trziSte. Tokom narednih vekova,
ova toliko raspravljana i zestoko kritikovana
autonomija umetnosti obezbedila je obrazac,
po kome se Zzivljenje kao umetnik pocelo
shvatati kao lako, slobodno, slobodoumno
i autonomno. Autonomno: koje nije kontro-
lisano od strane drugih ili spoljasnjih sila;
nezavisno. Istovremeno, ova autonomija
omogucila je umetnickim radovima da izadu
na trziste. Pretvorila je umetnicke predmete
u specijalnu robu, a mnogo kasnije, u XX i
XXI veku, pretvorila je umetnost u posebne
usluge. U svetlu istorije ideja, koja je obli-
kovala ulazak umetnosti na kapitalisticko
trziSte i njegovu ekonomiju, a koja i danas
odjekuje pod globalizovanim kapitalizmom,
autonomija i1 komodifikacija se ponovo
pojavljuju u protivreénosti gde prvi Cini
zivot umetnika lakim, dok drugi ¢ini preziv-
ljavanje umetnika teSkim. I vrlo ¢esto se ova
protivre¢nost, ova podela, zasniva na tome
da umetnk sti¢e novac za zivot radom, koji
nije umetnost. Vrsta posla koji obezbeduje
izvor prihoda se onda uredno razdvaja od
vrste zivota koji se ¢ini lakim, autonomnim i
nezavisnim u javnoj masti. Ono $to umetnici
moraju da rade kako bi napravili umetnicke
radove, da zapravo pronadu sredstva koja
im zatim omogucavaju da stvore uslove za
produkciju, najéesce ne potpada pod opSte-
prihvacene ideje o zivljenju kao umetnik.
Sta ako zarada, teski fizi¢ki rad koji izvo-
de umetnici kako bi zaradili novac za svoj
opstanak i njihovo stvaranje umetnosti, ima
za rezultat umetnic¢ke radove, ako se prenese
na njihove radove? Sta ako je ruka koja sli-
ka ista ta koja &isti? Sta ako je ruka slikara
ruka radnika? Sta ako je ruka umetnika ruka
Cistaca kancelarije? Razmislimo o tome na
sledece nacine. Ruka koja slika je ista ona
ruka koja ¢&isti. Sta ako zapoénemo ovu rede-
nicu obrnutim redosledom? Ruka koja Cisti
je ista ona koja slika. Da li to menja bilo §ta?
Zar to ne menja sve? Sta se zapravo menja
idejom koju neko ima o subjektu ¢&ija ruka
prestaje da Cisti kako bi pocela slikati? I, da

li ova ruka ikada moze lencariti? Moze li
ova ruka ikada prestati da stvara rad? Pro-
vokativna slika ruke koja slika i ¢isti nije
metafora. Ova ruka je stvarna. Ova ruka
je presudna za analizu radnih umetnika za
hiperprodukcijsku privredu, posebno teski
fizicki rad pod prekarnim uslovima. Gov-
orenjem O OVOj ruci usmerava se paznja na
to odakle dolazi umetnik koji obavlja ovu
vrstu rada. Ta ruka povezuje oblasti istrazi-
vanja bitna za bavljenje umetnos$cu i analizu
teorije umetnosti. Kako moze teoreti¢ar
umetnosti, pisac, kriti¢ar, kustos da prati
transnacionalne pokrete umetnicke ruke u
poslu? Sta znadi to $to je umetnik pre$ao
iz post-jugoslovenskog konteksta u kon-
tekst EU u pogledu trzista rada, u pogledu
pristupa zaposljavanju sa zaradom, u smislu
studiranja umetnosti, u smislu postajanja
delom lokalne umetnicke scene, regional-
ne umetni¢ke scene, nacionalne umetnicke
scene, post-nacionalne umetni¢ke scene,
transnacionalne umetnicke scene, globali-
zovane umetni¢ke scene? Koja su sistemska
ekonomska i politi¢ka pitanja koja mora da
postavi feministicka materijalisticka analiza
uslova produkcije za stvaranje umetnosti,
stvaranje umetnic¢kih radova? Gde bi treba-
lo otiéi, kao teoretiar, kao istoric¢ar, kako
biste ispitali, istrazili, analizirali, ponudili
kriti¢ki izvestaj? Da li pratiti ruku? S jednog
mesta na drugo? Globalna podela rada u XXI
veku oslanja se na mobilizaciju radne sna-
ge iz straznje Supe, iz zaleda globalizacije.
Korisno je setiti se taksonomije svetova iz
Hladnog rata, prvi svet, drugi svet, treci svet.
Dok se treéi svet preobrazio u globalni Jug,
a prvi Svet nazvan globalnim Severom, dru-
gi svet, bivsi isto¢noevropski svet, cudom je
ostao nedorecen, ¢udom ostavljen bez ime-
na u ovoj novoj taksonomiji, postavljenoj
na karti globalne eckonomije sveta. Na koj
nacin je bitna umetnikova pric¢a u razgovoru
sa piscem, sa teoreti¢arem, sa istori¢arem, za
izgraden i isporucen izvestaj? Kako tacka na
mapi postaje orijentacija za politicka, eko-

nomska, estetska i umetnic¢ka pitanja? Da li
treba pratiti prelazak cistaca u slikara? Da
li treba ponuditi izve$taj o prezivljavanju i
zivljenju? Da li ukljuciti sve razlike izmedu
rada i umetnosti? Da li ukljuéiti sve uslove
deljene izmedu rada i umetnosti u umet-
ni¢kim radovima?'?

13 Nedavna istrazivanja istorije umetnosti
su se okrenula problemima rada, reproduktivnog rada
i fizickog rada. DruStvena istorija postaje ponovo
bitna. Intrinstina analiza umetnickih i literarnih
radova dostize granice i ogranicenja. Analiza prema
kontekstu treba da uklju¢i materijalne uslove za
istorije i teorije. Znacajna izdanja iz 2017. ukljucuju
Feminizam i istorija umetnosti sada: Radikalna
kritika teorije i prakse koje su uredile Viktorija Horn
i Lara Peri i specijalno izdanje Treceg Teksta na temu
Socijalna reprodukcija i umetnost koje su kao gosce
uredile Angela Dimitrakaki i Kirsten Lojd.
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Umetnost bez predumisljaja i
neradikalni radikalni gestovi*

Asija Ismailovski

Zanimljivo je kako prva iskustva necega i
nekoga oblikuju nase misli o tom ne¢emu i tom
konkretnom nekome. Gotovo istog trena stva-
ramo secanja dozivljenog kada ove uspomene
postaju nasi dugotrajni talozi koji nikada ne
nestaju, ve¢ s vremena na vreme isplivaju na
povrsinu kako bi uticali na stvaranje na$eg misl-
jenja i stavova, dok ponekad samo odrzavaju
ulogu neupotrebljenih ostataka. Jedno od aktiv-
nih se¢anja koje proizilazi iz mog sopstvenog
skladista jeste moje prvo iskustvo sa zvezdicom
— tipografskim simbolom zvezde. Ovo paméen-
je, ili bi trebalo reci ovo iskustvo, uticalo je na
moje pocetno razumevanje neformalne umet-
ni¢ke prakse grupe UMETNIK* i sluzice kao
polazna tacka ovog teksta.

U matematickim udzbenicima iz osnovne
Skole, zvezdica na kraju matematickog pro-
blema znaclila je da je ovaj problem tezi od
drugih, pa je samim tim namenjen darovitoj
deci. Tvrdnja problem za darovite ucenike bio
je uparen sa zvezdom na kraju stranice. Bez
obzira na to koliko sam bila dobra ili losa
u reSavanju matematickih problema, uvek
sam zelela da budem deo te zvezdice. Ona je
simbolizovala nes$to vise, bolje, nesto vece i,
zbog nedostatka matematickog talenta, nesto
nedostizno. Izvan dometa, zvezdica (*) postaje
alegorija neispunjene Zelje.

Imaju¢i na umu ovu konkretnu konota-
ciju, prva asocijacija na zvezdicu imena grupe
bila je besprekorni dar i stru¢nost nekoga,
u ovom sluéaju, grupe. Shvatala sam je kao
samouverenu ocenu (sa sarkastiénim obrtom)
sopstvene umetnicke prakse, a istovremeno i
kao ironi¢nu igru ispitivanja ideje genijalnog
umetnika — darovitog umetnika sa zvezdicom
— danasnjice. Nakon detaljnijeg istrazivan-
ja o grupi i nakon razgovora sa ¢lanovima
UMETNIK*-a postaje jasno §ta za njih znaci

zvezdica iz naslova. Ona predstavlja iskljuce-
nost i nedefinisanu drugost.'*

Zvezdica iz naslova je dvojaka metafora
za uzajamno isklju¢ujuce opozicione subjek-
tivitete. Dok kvalifikuje jedno, diskvalifikuje
drugo, dok hvali, ona osuduje i dok vrednuje
ona devalvira. UMETNIK* svoju umetnicku
praksu fokusira ba$ oko ideje definisanja,
razotkrivanja i reartikulacije ovih dihotomija.
U svojim kriti¢ki nabijenim performativnim
delima on ¢ini vidljivim nevidljivosti drustva.
Kroz projekte realizovane u javnom i institu-
cionalizovanom, kao i u domacem prostoru,
kao $to je njihov privatni Zivotni prostor, kri-
tikuju drustvene strukture i institucije u drustvu
otkrivaju¢i slabe tacke. Navedeno se moze
opisati kao modus operandi veéine njihovih
akcija. Ipak pitanje koje se stalno dotice u nji-
hovoj umetnickoj praksi je ono o ontologiji
umetnika i umetnosti. Sta definise umetnika i
njenu/njegovu zelju? Cime se umetnik bavi?
Ko ima pravo da bude umetnik? Ko diktira
pravila? Ko upravlja umetnickom scenom,
lokalno i globalno? Ko stvara umetnicko delo
— njegov tupi amater-tvorac ili pravi umetnik?
Ko potpada pod ove kategorije? A da bismo
bili ironi¢no radikalni... Da li umetnik uopste
postoji?! lzgleda da se sva ova pitanja pre-
pli¢u u njihovom projektu UMETNOST BEZ
PREDUMISLJAJA, gde bi se glavno pitanje
moglo sazeti u slede¢em, a ovde parafraziram
njihov opis rada, da li neko (stvaralac) treba
imati umetnic¢ku nameru (predumisljaj) kako
bi proizveo umetnicko delo.

UMETNOST BEZ PREDUMISLJAJA
je tekuéi projekat zapocet 2013, a funkcio-

14 Prvobitna ideja grupe za stavljanje
zvezdice u naziv potice od njihovog shvatanja da se
Kosovo, buduéi da je delimi¢no priznata drzava, u
politickim dokumentima uvek piSe sa fusnotom, tj.
zvezdicom. U fusnoti se objasnjava da je Kosovo
delimi¢no priznata drzava zbog cinjenice da sve
drzave ¢lanice Ujedinjenih nacija i Srbija ne priznaju
nezavisnost. To je bio slucaj u 2012. godini kada je
grupa formirana. Od 27. novembra 2017. 110 ¢lanica
UN-a priznaje nezavisnost Kosova.

nise na blog platformi. Na blogu UMETNIK*
svaki post posvecuje odredenom pojedincu i
njegovoj maloj zbirci stvari, Zelja, uspomena i
misli."> Ove osobe i njihove artefakte je nasu-
mic¢no izabrao UMETNIK*. Proces odabira,
dokumentovanja i objavljivanja zasnovan je
na subjektivnom interesu grupe, dok bi bilo ko
bilo gde ko poseduje artefakate isto tako mogao
postati izabran i predstavljen. Cim im odredeni
artefakat iz prostranih svakodnevnih prostora
privue paznju, pristupaju stvaraocu sadrzaja i
prikupljaju, kako biografske podatke o tvorcu,
tako i opisne podatke o odredenom artefak-
tu. Trenutno se moze videti osam postova koji
vizuelno i tekstualno predstavljaju li¢nosti i art-
efakate Jovane Milivojevi¢, Darije Risti¢/Ane
Lekovi¢, Mirjane Radovanovié¢, Davora Pavlo-
vi¢a, Urosa Jovanovica, Kristine Damnjanovié,
Lelice Zivanovi¢ i Nevene Baji¢. Svaki post
sastoji se od naracije podeljene u dve celine —
tekstualne i slikovne reprezentacije. Tekstualni
deo pocinje sa naslovom posta, koji nosi ime
tvorca 1 nastavlja sa tekstualnim uvodom koji
nam pruza uvid u Zivot i rad tvorca pomenutog
u naslovu. Informacije koje dobijamo od uvoda
uvek prate isti obrazac: ime, prezime, zanimanje
i grad stanovanja. Ovim se odaje hladni formalis-
ticki pristup UMETNIKA* kako se ne bi mesao
u prezentovani sadrzaj. UMETNIK* preuzima
ulogu posrednika izmedu stvaralaca i publike
ispred ekrana. Nacinom na koji su napisani, ovi
biografski opisi oponasa se uglavnom prekom-
erno harizmati¢ni glas voditelja emisije nekog
nasiroko popularnog kviza. Dok kao da Zzeljno
iS¢ekujemo sledeceg kandidata na ,. Ko zeli da
postane milioner” ¢ujemo... ,,Jovana Milivojevi¢
je rodena 1985. godine. Zavrsila je Medicin-
sku $kolu u Zajecaru i sada zivi u Knjazevcu sa
suprugom i svoje troje dece.”'® Dok aplauzom

15 UMETNIK*. ,UMETNOST BEZ
PREDUMISLJAJA.” Web blog post. UMETNOST
BEZ PREDUMISLJAJA. Wordpress 2013-2017,
URL: umetnostbezpredumisljaja.wordpress.com
(pristupljeno 11.12.2017).

16 PredloZena analogija je nepotpuna, s ob-

otvaramo ulazak takmiCara u nasu stvarnost
suoceni smo sa opisom slika koje se ucitavaju
svakim slede¢im pomeranjem misa na dole. |
sada, sekvenca slika preuzima strukturu posta
da bi se tek ponekad prekinula dodatnim opis-
nim tekstom.

Artefakt je objekat izraden sa namer-
om, proizveden sa ciljem da ispuni odredenu
zeljenu svrhu koju joj je namenio autor.!” Art-
efakte koristimo sve vreme u svakodnevnom
zivotu. To su predmeti koje nalazimo u nasoj
svakidasnjosti sve od Soljice za kafu, pa do
telefona i fotografije. S obzirom na ovu defini-
ciju, postoje dva tipa slikovnog predstavljanja
na blogu UMETNOST BEZ PREDUMISLIJA-
JA, a njihova diferencijacija proizilazi iz vrste
predstavljenog artefakata. Prvi dokumentuje
trodimenzionalne artefakte, kao $to su sveska,
malo ukrasno drvo ili analogna fotografija. Dru-
ga otelovljuje digitalne fotografije.

Na blog postu iz novembra 2013. godine
o Lelici Zivanovi¢, na primer, vidimo njenu
kolekciju igracaka, gde svaka igracka simbo-
lizuje odredenu osobu koja joj je vazna i draga,
sastavljenih i uredenih na malim drvolikim
drvenim instalacijama koje je sama dizajnirala
i izradila. Ove slike funkcioni$u kao dokumen-
tacija ili bolje receno kao alat reprezentacije
artefakata koje je napravila Zivanoviéeva. U
blog postu o Mirjani Radovanovi¢, Davoru

zirom na to da se ljudi koji su predstavljeni na blogu
nisu namerno prijavljivali da postanu deo projekta
UMETNOST BEZ PREDUMISLJAJA. Analogija je
o atmosferi na blogu, koja kroz opisne informacije
pruzene u tekstu postova podse¢a na onu stvorenu u
TV emisiji, kao $to je ,,Ko Zeli da postane milioner.”
Milivojevi¢, Jovana. ,,Jovana Milivojevi¢.” Web blog
post. UMETNOST BEZ PREDUMISLJAJA. Word-
press, 09.11.2015. URL: umetnostbezpredumisljaja.
wordpress.com/2015/11/09/jovana-milivojevic/ (pri-
stupljeno 03.12.2017).

17 Hilpinen, Risto, “Artifact.” Stanford
Encyclopedia of Philosophy. Center for the Study of
Language and Information, Web. 05.01.1999. URL:
plato.stanford.edu/entries/artifact/ (pristupljeno
11.12.2017).
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Pavlovi¢u i Jovani Milivojevi¢ prikazani su
digitalni snimci. Ove fotografije su nacinili nji-
hovi veé predstavljeni autori i imaju istaknute
upotrebe, npr. Radovanoviéeva je za vreme
No¢éi vestica slikala portrete prerusene dece iz
svog odeljenja — jer je njena strast belezenje
svega oko nje putem fotoaparata; Pavlovic je za
vreme slave slikao par fotografija svojih prija-
telja kako bi odao pocast pravom drugarstvu, a
ne povremenim poznanstvima, dok fotografije
Milivojeviéeve pokazuju pazljivo uredene nag-
rade koje je osvojila u¢es¢em na raznovrsnim
nagradnim igrama na fejsbuku.

Ono $to vidimo na blogu je zbirka
stvari kao S§to su trodimenzionalni objekti,
analogne i digitalne fotografije koje su napravili
ljudi primenom mehanizama koji se koriste u
umetnickoj produkciji, ali sa jednim izuzetkom
— ovi ljudi nisu umetnici niti su njihove namere
bile da stvore umetni¢ka dela. Oni prisvajaju
artefakte koje je neko drugi izradio da bi stvorili
svoje. Na njenim slikama, pored ostalog, vidimo
i deterzente, boCice Sampona, brijace, olovke,
odecu i delove namestaja koje je koristila kao
pozadinu. U Milivojevi¢evim slikama ima
nekoliko nedoumica: prisvajanje artefakata
drugih, pitanje autorstva i Cinjenica da su njeni
krajnji proizvodi digitalne fotografije, koje
je UMETNIK* ponovo prisvojio i izloZio.
Njena namera je bila da oda pocast iskustvu
pobede. Time Sto je ulozila trud u uredivanje
artifakata koje je osvojila, fotografisala ih
i objavila u njenom albumu na fejsbuku
(,MOJE NAGRADICE”), ne samo $§to je
sacuvala uspomenu na trenutak pobede, veé je
iskoristila priliku i da se hvali i provocira. Autor
je fotografija i vlasnik prikazanih artefakata.
Milivojeviéeva je prisvojila artefakte, koje
je oc€ito neko drugi izradio, da bi slikala
fotografije kao nezaboravan doprinos svom
svakodnevnom zivotu. Kada nesto kupimo ili
0svojimo, ono $to smo kupili ili osvojili postaje
nasa imovina, a mi ponosni vlasnici. U tom
smislu, ideja o autorstvu postaje zamagljena,
autor vise nije vazan, ve¢ se vaznost pomera na
vlasnika i vlasnikovu upotrebu proizvoda. Ovde

je zamuéenje linije izmedu autora i vlasnika
kapitalisticko prisvajanje koje funkcioniSe
na osnovu mantre ,,Kupila sam, osvojila sam,
posedujem... moje je i samo moje”.

Ako preispitamo definiciju artefakta,
shvati¢emo da se jedan od ranije pomenutih
termina ne moze tako lako pridodati smislu.
Reéi ‘objekat’ i ‘digitalna fotografija’ stva-
raju oksimoronsku tenziju. ‘Objekat’ je nesto
materijalno i opipljivo, a ‘digitalna fotografija’
nesto virtuelno, §to postaje materijalno putem
mehanicke reprodukcije. Dvadeset dinara i
dobija telo. Mat ili glanc. Ali pre nego $to dobi-
je svoje materijalne odlike, pre nego §to postane
opipljiv artefakt, digitalna fotografija je nema-
terijalni objekat koji postoji u ljudskom umu
ili u digitalnom okruzenju, na primer Internetu,
intranetu, virtuelnoj realnosti ili sajberspejsu.
Drugim rec¢i, digitalna fotografija je virtuel-
ni artefakt.'® Prema tome, UMETNOST BEZ
PREDUMISLJAJA trenutno postoji samo u
obliku bloga, time bivajuéi virtuelni artefakt,
¢iji se koncept zasniva na prisvajanju i predstav-
ljanju drugih virtuelnih artefakata.

Bitno je uspostaviti razliku izmedu dve
simultane oblasti unutar kojih UMETNOST
BEZ PREDUMISLJAJA funkcioni$e: prva je
ona kurirana na blogu (nazovimo je virtualna
oblast), a druga je ona u kojoj su prezentova-
ni artefakti originalno bili kreirani, dakle ona u
kojoj oni i dalje postoje i ispunjavaju Zelje svo-
jih kreatora. Prva oblast je zapravo umetnicka i
funkcioni$e na osnovu pravila zadatih od stra-
ne UMETNIK*-a. Kada kro¢imo u stvarnost
prve oblasti, otvaraju nam se nadalje dve opcije
posmatranja predstavljenih artefakata, pri¢e o
artefaktima i njihovim stvaraocima. Obe opcije
zavise od predznanja koja imamo o ovom pro-
jektu i o UMETNIK*-ovim namerama. Ukoliko
se na blogu zadesimo slu¢ajno, tek kao usputni
prolaznici virtuelnog sveta, u mogucnosti smo

18 Gunkel, David. “Rethinking virtual reality:
Simulation and the deconstruction of the image.” Critical
Studies in Media Communication, 17:1, Routledge,
2000, str. 45-62.

da dozivimo prezentovani sadrzaj oslobodeni
nametnutih zna¢enja. U ovom smislu, artefak-
ti 1 njihovi kreatori ostaju predstavnici svojih
svakodnevnih stvarnosti. Mi im mozemo pri-
pisati naSe sopstvene ¢eznje ili mozemo Cak u
njima prepoznati i sopstvena iskustva, ali nece-
mo kroz njih propitivati umetni¢ka delanja i
prakse. Medutim, ukoliko pak odlu¢imo da se
informi$emo kroz opis dat na blogu, nasa jedina
mogucénost postaje da prezentovani sadrzaj pro-
matramo kroz prizmu koncepata postavljenih od
strane UMETNIK*-a. Ne preostaje nam druga
mogucénost nego da se sa prezentovanim materi-
jalom angazujemo kroz ve¢ konstruisani narativ
kojim se propituje namera (ne)umetnika. Onog
momenta kada je UMETNIK* izabrao takmica-
re, a samim tim i artefakte i postavio ih unutar
nove paradigme, artefakti su dobili duplu ulogu
— ulogu artefakata iz svakidasnjosti i ulogu art-
efakata kori§¢enih u specificnom umetnickom
kontekstu. Samim tim, i stvaraoci se ostvaruju
u novoj ulozi. Oni sada viSe nisu samo stvara-
oci artefakata u kojima su ovekovecili znacajna
zivotna iskustva — oni nisu vise samo takmicari
nedeljnog Soua, oni su sada stvaraoci artefakata
ukljucenih u umetnicki Sou — oni su se ostvarili
kao pobednici nedeljnog Soua!

Lelica Zivanovié sa svojim drvom igraga-
ka, Jovana Milivojevi¢c sa fotografijama
geometrijski poredanim nagradicama ili Kristina
Damjanovi¢ sa fotografskom dokumentacijom
srcolikih pojava su u kontekstu projekta UMET-
NOST BEZ PREDUMISLJAJA mehanizmi
obmane kojima se UMETNIK* koristi kako bi
zaveo publiku i jo§ jednom postavi uvek prisut-
no pitanje umetnicke namere i autorstva. Kao
neki dobro uigrani prevarant, UMETNIK* se
koristi ovim malim mehanizmima obmane kako
bi uznemirio i izazvao zatvorene institucije
umetnosti zasnovane na pozamasnim odnosi-
ma moci. S druge strane, pomisao da artefakti
i njihovi stvaraoci postaju deo novog konteks-
ta ne ¢ini ih nuzno umetni¢kim delima. Tome
doprinosi i ¢injenica da ti artefakti nikada nisu
prestali da postoje i deluju u okruZenju u kome
su prvobitno upotrebljavani. Pored toga, ono

$to nam je ukazano na blogu UMETNOST BEZ
PREDUMISLJAJA bi se moglo protumaditi
kao dokumentarni materijal i izjave koje nam
Salju ideje o postojanju ovih artefakata i prib-
lizavaju nam njihovu originalnu ulogu. U isto
vreme, s obzirom na to da su artefakti prisvojeni
u novi kontekst, mi ih moZemo posmatrati i kao
virtuelne redimejdove. Redimejd je umetnicko
delo nastalo upotrebom drugog, ve¢ naprav-
ljenog objekta. To je uobiCajeni predmet iz
svakodnevnog Zivota upotrebljen tako da mu
se prvobitno znacenje i upotreba izgube pod
novim naslovom i novom tatkom gledista.
Umetnik tada stvara novu misao oko izabranog
objekta. Ukidanjem ,.korisne” funkcije objekta,
on postaje deo umetnosti, a njegova nova pre-
zentacija i naslov daju mu novo znacenje.'” Ako
pratimo ovu misao, dolazimo do zakljucka da bi
se i stvaraoci mogli posmatrati kao koncepti vir-
tuelnog redimejda. Iako oni nastavljaju da zive
i obitavaju u svojoj egzistencijalnoj stvarnosti,
njihova imena i li¢ne price kurira i upotreblja-
va UMETNIK*. S tim mozemo povezati ideje
Zana Bodrijara, koji u svom tekstu Estetska ilu-
zija i virtuelna stvarnost pise kako postoji neka
kamera uvek i svuda skrivena i kako ta kamera
moze biti stvarna, sto zna¢i da bismo mogli biti
snimani bez da smo toga i svesni. On nastavlja
dalje slede¢u premisu da se ta virtuelna kamera
zapravo nalazi u nasim glavama i da je nas$ celi
zivot preSao u virtuelnu dimenziju.®® Shodno
tome, UMETNOST BEZ PREDUMISLJAJA
nam kroz premestanje privatnog u javno, krhkog i
osetljivog u okrutno i nasilno otkriva tu bodrijarov-
sku skrivenu kameru i njen sadrzaj, istovremeno je
prisvajajuéi i reproducirajuci.

Cini se kao da je nasih osam takmi&ara dobilo
po paket sa svim neophodnim stvarima za stvaran-
je umetnickog delo: paket sa alatom, materijalom

19 Wilson, Simon, and Look, Jessica. The
Tate Guide to Modern Art Terms. Tate Publishing,
2008, str. 181.

20 Baudrillard, Jean. “Aesthetic illusion
and virtual reality.” Art and Artefact, Sage, 1997,
str. 19.
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i uputstvom za sastavljanje. Ali, u svemu tome
zapravo nedostaje jedna stvar. Ta sustina koja
nedostaje je umetnicki kontekst i namera, koji suu
stvari bazirani na kompletu institucionalnih pravi-
la nastalih u umetnic¢kim $kolama, akademijama,
muzejima, galerijima, posredstvom kritickog apa-
rata, umetni¢kog trzista, alternativnih umetnickih
organizacija i neformalnih umetnickih grupa.

Dok istovremeno provocira odnose mocéi
unutar umetnickih institucija, koje poseduju
mo¢ (dis)kreditovanja neega kao umetnosti,
UMETNIK* je i dalje deo tog istog institu-
cijalizovanog konteksta. UMETNIK* je mala
struktura mo¢i koja za cilj ima dekonstruisanje
ve¢ postojecih odnosa mo¢i i zamagljenje lini-
je izmedu umetnosti i Zivota, kako bi istrazio
i razotkrio ova pravila nametnuta od strane
umetnickih institucija. On kritikuje sistem, a u
isto vreme je i njegov deo.

JTako se UMETNIK* karakterise kao
,neformalna” grupa, on je i dalje zivi i aktivni
deo sistema umetnickog sveta. Ukoliko prak-
sa definiSe socijalnu insituciju, bilo formalnu
ili neformalnu — ovde sledimo Dikijevu misao
— onda praksa UMETNIK*-ovih neradikalnih
radikalnih gestova, ili preciznije, neumetnickih
umetnickih gestova, definiSe UMETNIK*-a,
da, kao neformalnu, ali ipak umetni¢ku gru-
pu.?! Najzad, definisanje sadrzaja na blogu
kao umetnickg delanja u formi virtuelnog
artefakta ili redimejda nije od tolike vaznosti
koliko je bitno objasniti odnos UMETNIK*-a
prema ovom sadrzaju. Umetnicko delo je sta-
tus koji je artefakt zadobio nakon §to je postao
deo socijalnog ili institucijalnog umetnickog
konteksta u okviru razli¢itih delova umet-
nicke produkcije, kao $to su umetnic¢ke skole,
muzeji, galerije, novinarske prakse i, u ovom
slu¢aju, u okviru formalne ili neformalne
kriti¢ke prakse.?? Na$i stvaraoci nisu postali

21 Dickie, George. Art and the Aesthetic: An
Institutional Analysis. Cornell University Press, 1979.

22 Humble, Paul N. “Anti-Art and the
Concept of Art.” A Companion to Art Theory,
Blackwell Publishing Ltd, 2002, str. 248.

umetnici upravo jer njihova namera nije bila
da naprave umetni¢ko delo, nego da naprave
objekte, #j. artefakte, koji objektivizuju i mate-
rijalizuju njihove uspomene, iskustva i Zelje.
Ideje o umetnosti i umetniku dolaze sa koncep-
tom i predumisljajem UMETNIK*-a.
UMETNIK* je prisvojio i prezentovao
artefakte obi¢nih ljudi koji zive izvan umet-
nickog sveta kako bi provociranjem postavio
pitanje umetnicke namere i njenog znacaja u
stvaranju umetni¢kog dela. Ali, u isto vreme,
UMETNIK* je prisvojio neumetni¢ke perfor-
mativnosti i pokazao se ogrnut u ruho osam
stvaralaca iz uobiCajenog sveta. Kao da se
UMETNIK* prisvajanjem njihovih artefakata
i pri¢a stopio u njih. Cinjenica da UMETNIK*
postavlja pitanje intencije i nudi opis projekta
na blogu, te sama Cinjenica da je ovaj tekst
napisan o istoimenom projektu, ne dopusta
UMETNIK*-u da se ostvari samo u ulozi pos-
rednika izmedu stvaralaca sadrzaja i publike.
Upravo od njega dolazi umetnicka ideja koja
stvaraoce i njihove artefakte stavlja u redimejd
pozicije u okviru umetni¢kog sveta. Kroz svoju
praksu UMETNIK* se defini$e kao ,,umetnik u
nastajanju”. Mnogi faktori definiSu i uticu na
ovaj progres, od geografskih, ekonomskih i
kulturnih pozicija do uspesnog i neuspesnog
umrezavanja, odnosno stvaranja i kori§¢enja
drustvenih i poslovnih veza. Od istog sklopa
uslova zivi savremeni umetnicki svet.
Zvezdica iz imena grupe dozvoljava UMET-
NIK*-u da semanti¢ki uvek bude u tranziciji
izmedu umetnika i umetnika u nastajanju, dozv-
oljava mu da deluje na granici izvan i unutar
umetnickog sveta i da u isto vreme pravi nera-
dikalne i radikalne gestove. Prisutnost zvezdice
definiSe performativnost ove grupe i dopusta joj
da stalno bude u procesu preokretljivosti izmedu
pojmova umetnickog i neumetni¢kog. Dakle,
dolaze¢i iznutra i ne ustezuci se od samokritike,
strategija grupe se ¢ini uspesnom i relevantnom,
posebno u okviru trenutnog stanja savremene
umetnosti, u kojoj su obe strane zvezdice,
ukljucivanje 1 iskljucivanje itekako prisutni.
Nadalje, UMETNIK*-ovi mehanizmi obmane

i kritike pokazuju relevantnost duboko ukoren-
jenog, ¢esto nesre¢no upotrebljenog, koncepta
redimejda u savremenim umetnickm praksama
i otkrivaju njegov potencijal u savremenoj kri-
tici sistema umetnosti.

Baziran na zamrSenom koordinatnom
sistemu Zelja, namera i koncepata u prekla-
panju, UMETNOST BEZ PREDUMISLJAJA
bi se mogla opisati kao umetnicki projekat
neradikalnih radikalnih gestova. Pocevsi od
vizuelne reprezentacije na blogu, koja ne
vriSti za paznjom, nego je suptilna i upravo
¢ini potpuno suprotno — stavljajuci fokus na
izlozeni sadrzaj. Kao da UMETNIK* Zeli da
kroz jednostavnu estetiku veb stranice pokaze
koliko je prezentovano bitnije od onoga koji
prezentuje. Izlozeni sadrzaj — artefakti sva-
kodnevice — nije primer fundametalnih akcija
koje za cilj imaju da promene ili da uti¢u na
neito. Cini se kao da bi svake sekunde sve
moglo jednostavno nestati. Jednim neuspelim
placanjem veb servera celi virtuelni arte-
fakt mogao bi da i$¢ezne, da se pretvori u
internetsku gresku i nesrecan slucaj. U isto
vreme, strategije prisvajanja i obmane nisu
progresivne i inovativne strategije unutar
umetnickog sveta. Ovi neradikalni gestovi
oslobadaju UMETNOST BEZ PREDUMISL-
JAJA veé postojeéih izvestacenih okvira i
otvaraju prostor za postavljanje znacajnih
pitanja, za preturanje po konstruisanoj utro-
bi umetnic¢kog sveta. Upravo mreza svih ovih
suptilnih gestova koji osciliraju na tenziji
izmedu postojanja i nestajanja, inovacije i
stagnacije ¢ine UMETNOST BEZ PREDU-
MISLJAJA radikalnim projektom.

Svaki od artefakata prikazanih na veb
stranici je svojevrstan omaZ neizbrisivim,
¢ak 1 magi¢nim iskustvima iz obi¢nih Zivo-
ta. Ovakva iskustva, nazovimo ih desticama
srece, ¢ine put od kuce do poslaili od kauc¢a do
frizidera mnogo podnosljivijim. UMETNIK*
na neki nacin veli¢a uobicajenog drugog stav-
ljaju¢i ga pod reflektore i daju¢i mu priliku
da bude deo Soua, malog umetni¢kog spek-
takla. Ovde ne treba zamisljati Sou pracen

vatrometom i glasnim reklamama, nego
radije jedan Sou niskobudzetne produkcije
prepoznatljive u obi¢noj, nedovrSenoj estetici
bloga. Ovakva estetika budi oseéaj nostalgije
i melanholije — dva koncepta koja mozda vise
od bilo ¢ega drugog oslikavaju uobicajenosti
i prepoznatljivosti svakodnevnih rutina. Time
$to su prezentovani u virtuelnoj javnoj sferi, u
kojoj svako ko stupi ima pravo na interakciju
i komentarisanje, li¢ni artefakti su presli iz
privatnog u javno i postali slabe tacke svojih
stvaralaca. Trenutno se ispod posta o Jovani
Milivojevi¢ nalazi jedan grub, pomalo i okru-
tan komentar u kojem je navedeno kako su
delanja Milivojeviéeve primeri jadnog i kako
predstavljaju bedu srpskog drustva.”® Koliko
god ovaj komentar opravdano oslikava tre-
nutno stanje srpskog drustva, ¢iji veliki deo
zivi u nezeljenoj bedi i siromastvu, i koliko
god bio kritiCan povodom toga, on i dalje
napada stvarnu osobu sa stvarnim osecajima.
Deo sa komentarima kao neodvojivi deo blo-
ga predstavlja performativni nekontrolisani
aspekt ovoga projekta jer otvara moguénost
pojave performativnih iskaza kao $to su
uvredljivi govorni ¢inovi u formi pisanih
uvreda. Kao $to Dzudit Batler objasnjava,
jezik jednog ima mo¢ da deluje na telo dru-
gog, da ga rani i povredi.* U ovom sluéaju,
UMETNIK* je samo posrednik koji ne pruza
nikakvu zastitu izmedu prezentovanog sad-
rzaja i aktivnog posmatraca, drugim rec¢ima,
izmedu stvarnog i stvarnijeg.

Delujuéi skoro opipljivo krhk, UMET-
NOST BEZ PREDUMISLJAJA  kao
projekat utelovljuje svakog drugog takmicara
sa druge strane ekrana. Svi mi na neki nacin

23 Milivojevié, Jovana. ,Jovana
Milivojevic.” Web blog post. UMETNOST BEZ
PREDUMISLJAJA. Wordpress, 09.11.2015.
URL: umetnostbezpredumisljaja.wordpress.
com/2015/11/09/jovana-milivojevic/comment-page-
1/#comment-6 (pristupljeno 03.12.2017).

24 Butler, Judith. Excitable Speech. A Poli-
tics of the Performative. Routledge, 1997.
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promi$ljeno slavimo svoje uobicajenosti i
prosecnosti stvarajuéi artefakte i davajuci im
posebna znacenja za nasu prolaznu svakod-
nevnicu. Svi se zapravo mozemo pohvaliti
utopijskim svetili§tima koje posedujemo u
kuéi (ili u glavi) koja samo ¢ekaju da budu
otkrivena i da postanu deo zvezdice.

*Tekst za nadarene Citaoce.

UMETNIK?* u razgovoru sa
Martinom Gutmanom

U: Na koj nacin donosite odluke u vasem
duu? Kako izgleda donosSenje odluka general-
no, a posebno u vezi sa onim $to cete navesti
kao sadrzaj predstavljenog?

G: Lakse je kada postoji neka vrsta agen-
de i kada umetnik zaista treba da je odrazava.
Mnoge nase izlozbe su o pokazivanju umetnosti
koju smo ve¢ uradili u novom kontekstu. Ovo
donosenje odluka ima vise veze sa vrlo specific-
nim prakti¢nim razmatranjima. Ali, na primer,
kada smo proslog maja imali izlozbu u Kelnu,
to su bile nove stvari i postavili smo sebi kon-
kretna pitanja o portretisanju u vreme Trampa.
Poceli smo da razgovaramo o ideji kontakta o¢i-
ma, o tome kako razli¢ita ideoloska okruzenja
imaju tako snazan uticaj da se ljudi medusob-
no razli¢ito vide. Kontakt ofima se menja jer
se pretpostavke o tome koga gledate menjaju.
Dakle, kada tome pristupite na ovaj nacin, lakse
je pricati. Takode nije pitanje kako se uciniti
privla¢nim za druge ili kako se uciniti relevant-
nim za sada$nji diskurs. Ovakva takticka pitanja
su prili¢no subjektivna i vise pozivaju na nesla-
ganje. Kada sebi postavljamo vrlo opsta pitanja
kao $ta je sustina nekog perioda i kako moZemo
reagovati na njega, onda rasprava postaje malo
opustenija i smislenija, a odredeni tipovi argu-
menata jednostavno postavljaju tezu u situaciji.
Manje je verovatno da ¢e razviti plitke borbe
ega. To bi bio moj savet — pri¢ajte o stvarima,
ne o sebi.

U: Tesko je imati demokratsko donosen-
Jje odluka kada ima dva coveka, jer ne mozete
nadglasati predloge. Ako imate spor, kako ga
resavate?

G: Vratio bih se prvim principima. Mislim
da je osnivacki dokument veoma vaZan i da
ga trebamo shvatiti vrlo ozbiljno. Kada imate
sporove, vratite se prvim principima. Mislim da
ovakav ustavni pristup nije samo pitanje ega. U
osnivackom dokumentu nalaze se principi i ako
je nesto van tih principa, to je mocna stvar da
se kaze.

U: Spomenuo si Trampovu eru koja je veé
obelezena, iako je predsednik tek nesto vise od
godinu dana. Kako se sadasnja krajnja desnica
promenila od krajnje desnice 60-te do 90-te?

G: To je veoma drugacija krajnja desnica.
Krajnja desnica npr. Busa Drugog bila je rimska
krajnja desnica (Pax Romana). Sjedinjene Ame-
ricke Drzave su zelele da vojno kontrolisu svet,
a da svet to plati. Zato je bio rat u Iraku. Danas
je vrlo specifi¢no vezana za faSizam, u smislu
§to je antiintelektualna, antiliberalna, antieli-
tisticka i revolucionarna. Nema viSe govora o
konzervativizmu, zaista. Sustina je da podizanje
duha ameri¢kog naroda sa porukom da su bitni,
ma kakva iracionalna stvar u njihovim glavama
je bitna. Stvarno je o nasilju, provokaciji, iraci-
onalnosti i nekoj vrsti jebi se stava, nalik onome
kako je Musolini zapoceo na primer. Ako se
vratimo u 1922. godinu, ta¢no vidimo kako je
ponizavao establiSment, kako je koristio ovu
mrznju parlamentarizma i socijalizma. Musoli-
ni je imao skvadriste, fasisticke bande koje su
neprekidno nasiljem uterivale strah u svakom
malom gradu u Italiji, $to Tramp jo§ uvek nema,
ali bi mogao.

U: Kako mislis da bi umetnik ili grupa veza-
na trebalo ili bi morala da dela? Da li verujes
u neki oblik aktivizma umetnickih grupa i umet-
nika?

G: To je vrlo tesko pitanje sada iz dva ili tri
prili¢no razli¢ita razloga. Prva, najoCiglednija
stvar je to da je umetnost u potpunosti poveza-
na, ne sa 1%, ve¢ sa 0,1 ili 0,01% najbogatije
i medunarodno najglobalizovanije elite. Umet-
nost je njihova stvar. Oni idu na umetnicke
sajmove, razmjenjuju ideje, kupuju jedni od
drugih. Nije radikalno drugacija od onoga kak-
va je bila pre 20 godina, ali je ekstremnija.

I sada dolazim do drugog razloga gde se
postavlja pitanje kako se osecati u poziciji kada
zapravo hranite najbogatiji deo svetske popula-
cije i dajete sadrzaj njihovom jedinstvu.

U: Ali onda ova elita nekako mora da
prepozna umetnicki objekat. Postoji konsen-
zus neke elite da bi se uspostavio dijalog o
necemu Sto zapravo jeste umetnicki objekat. Ko

odlucuje sta je predmet komunikacije statusa
jedinstva te elite? Da [li umetnici imaju neku
mo¢ da odlucuju?

G: Pa, umetnici mo¢ uzimaju, nije da je
imaju. Bio sam tu kada su je uzeli i bio sam
tu kada su poceli da je vradaju. Ljudi moraju
biti vrlo strastveni u vezi sa tim i da tome pri-
daju dosta vaznosti, pa ¢ak i da plate za to do
neke mere. Ali sada dolazi tre¢i problem. Trec¢i
problem su ti ciklusi umetnika koji dolaze u
siromasna susedstva, dZentrifikuju ih, osnivaju
galeriju, uzimaju potkrovlja, pozivaju limuzi-
ne bogatih ljudi za vikend, cene rastu, domaca
populacija se raseljava, mladi umetnici postaju
bogatiji i sve ovo postaje veoma jasno svima,
a zaista nije bilo. Sada u Los Andelesu kada
imate novu dZentrifikaciju, pojavljuje se gale-
rija, a ljudi demonstriraju napolju, kao sranje,
bela umetnost, zasto nam je to potrebno. Ovo se
nikada ranije nije desilo u mom Zivotu. Nema
vise zajednickih ciljeva za siroma$nu avangard-
nu umetnost i inicijativa iz naroda, aktivizma
baziranog na susedstvu. Sada su stvarno jed-
na protiv druge i ovo je vrlo nova faza. Od
osamdesetih godina devetnaestog veka moder-
nisticka avangarda je rasla pod levicom, nije
to oduvek bila levica, nije bilo stvarno levice
1890-tih, ali je postojala pretpostavka, koja je
zaista ojacala tokom Prvog svetskog rata, da
postoji kontinuum zajednickih ciljeva izmedu
umetnicke avangarde i populisti¢ke levice, koji
je preziveo Drugi svetski rat i 1930-te i Hlad-
ni rat, makartizam i Regana i Niksona i sada
se preispituje, §to je zapravo, ja mislim, velika
stvar. Drugim re¢ima, umetnici koji smatraju
da rade neSto kako bi prosirili ovo estetsko
iskustvo i pokazali drustveno-politiCku osnovu
za ¢itavu raspravu ne mogu vise ocekivati da ée
to prihvatiti levicarski deo politi¢kog sistema.
Potpuno suprotno.

U: Dakle, onda mislis da se ljudi koji se
bore za demokratizaciju umetnosti zapravo
bore za Trampove ciljeve?

G: Ne, ne bih ja to tako rekao. Pitanje
dzentrifikacije nije Trampova politika. Ono $to
kazem je da ste se s jedne strane identifikovali
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sa najbogatijim ljudima na svetu, da ste prija-
telji sa njima, pozivaju vas na letovanje. S druge
strane, siromasni deo ljudi demonstrira protiv
vas. ViSe niste dobrodosli. Dakle, kako mozete
organizovati svoj aktivizam u takvoj situaciji u
kojoj vas stvarno apsorbuju najbogatiji ljudi, a
onda viSe nemate prec¢utnu podrsku aktivizma
na nivou zajednice.

Moj osecaj je da je sve na stolu. Nema vise
pravila, koliko sam svestan. Stvari na kojima smo
ja i moji prijatelji radili nisu vise tako znacajne.

U: Sto se tice ideje komunitarizma —
ucestvovali ste na izlozbi u mumok-u [Muzej
moderne umetnosti Ludvig fondacija u Becu]
o praksama 90-tih gde ste kurirali i izlagali
radove nekoliko umetnika. Kako vidis umetnost
u javnom prostoru u odnosu na demokratizaciju
i kako se menja znacenje kada se nesto izlaze
Jjavno, van white cube-a?

G: 1991. godine doslo je do velike ekonom-
ske krize, a neki umetnici su to shvatili vrlo
ozbiljno. Mislili su da dolazimo do tacke gde
¢e celokupan svet umetnosti biti delegitimisan,
jer je bio previSe zavisan od institucija u rukama
privatnih odbora. A ¢lanovi odbora birali umet-
nike koji im se svidaju za izlozbe u muzejima.
Desavala se ¢udna vrsta korupcije, ali je post-
ojala stvarna zed za umetno$c¢u koja je manje
zavisila od postoje¢ih parametara, o ¢emu je i
bio ovaj rad u mumok-u. To je bila jedna veli-
ka grupa umetnika koja je dosta razmisljala o
tome. Radili smo vizavi Andree Frejzer, Marka
Diona i nekih drugih ljudi. Svaki na svoj nacin
bio je veoma kritican prema institucionalnom
okviru i pokusavao da stvari iznese napolje.
Postojalo je vrlo ¢udno istorijsko secanje na
ovaj period, u osnovi, da je sveden na rela-
cionu estetiku. Prili¢no je trivijalizovan, do
neprepoznatljivosti i maltene izbledeo iz
istorijskog se¢anja onako kako ga ja pamtim,
tako da je malo tesko pricati o tome.

Sva ova rejv kultura je 1991. pocela da stize
iz Londona ili Mancestera u San Francisko.
Stvarao se novi nacin razmisljanja, poput onog
da se ide u prirodni rezervat, ponese generator,
a ljudi rejvuju celu no¢, ¢ime sam poprili¢no

bio impresioniran. Dakle, 0 ovom radu o kojem
govorite moglo bi se razmisljati kao o nekoj
vrsti umetnickog rejva ili tome slicno. Zato
$to je ideja izlaska klubova napolje povezana s
idejom izlaska umetnost napolje. Radilo se i o
deinstitucionalizaciji klupske kulture.

U: Da li to mozes da kazes i za umetnost?

G: Da, deinstitucionalizacija umetnosti. Bilo
je puno ideja koje nisu realizovane na spekta-
kularan nacin. Na primer, u vreme kada sam
predavao na Stenfordu, razmisljao sam zasto se
ne bi pokusalo saradivati sa akademicima, toli-
ko je novca na mestu kao $to je Stenford, toliko
pametnih ljudi, ali ne samo pametnih — ljudi koji
su navodno bili protiv vladajuée paradigme. Ovo
je bio spektakularni neuspeh. Kazem jer ste me
pitali. Nije da viSe ronim suze zbog toga. Ali
ho¢u da kazem da je deinstitucionalizacija bila
povezivanje sa drugim institucijama i to se stvar-
no nije dogodilo. Uradili smo nekoliko projekata
u javnom prostoru, ali opet nismo mogli da radi-
mo na projektima u javnom prostoru kada su
direktori poceli da nas pitaju od samog pocetka
za plan troskova, a mi rekli kako mozemo da vam
damo plan troskova kada je rad otvoren?

U: Cini se da su vasi radovi uglavnom o
izgradnji zajednice. Ono o cemu si malopre
govorio jeste analiza zajednice pomocu
drustveno-analitickog metoda i zajednice kao
drustvene mreZe.

G: To je bila ideja, veliki eureka mome-
nat kada shvatis: Imali smo javne biblioteke na
otvorenom koje su bile velike police pune knjiga
ljudi iz tog podrucja. Samo ih stavimo negde,
bez smernica, bez iega. I to zaista jeste bilo
gradenje zajednice, jer je to bilo pre drustvenih
mreza. Nije kao da svaki blok ima blog. Pitali
smo ljude o njihovom susedstvu, ispostavilo se
da tada niko nije znao niSta o svom susedstvu i
putem ovog projekta poceli su da razgovaraju i
da medusobno komuniciraju. Sada kada postoji
Fejsbuk, za to ne treba umetnost. Ali ovo su prve
drustvene mreZe za koje sam znao.

U: Sta smatras da su najbitniji aspekti
nove institucionalne kritike?

G: Iskreno, Zelim da mlada generacija drust-

veno svesnih umetnika pronade nove ideje. Bilo
bi glupo da nagadam. Ne znam, jer nisam na
Fejsbuku. Ne znam S§ta to znaci, ali ne sumnjam
da ¢e kritika Fejsbuka biti deo toga. Niko nije
ni poceo da razmislja o njemu kao instituciji.
Prica se o ekranu, pri¢a se o opipljivosti, pri¢a
se o palcu koji ide levo-desno, pri¢a se o tome
kao selfiju, ali nisam video nikakvu instituci-
onalnu kritiku Fejsbuka kao institucije, kako
ogranicava, kako navodi necije razmisljanje, ko
ga poseduje, kritiku neutralnosti. Ovo su neke
vrste institucija o kojima bi institucionalna kri-
tika trebalo da govori. Nije da umetnost postaje
umetnost u galeriji, daleko od toga. Re¢ je o
svim onim isklju¢ivo onlajn servisima kao Sto
je Contemporary Art Daily, o tome §ta to znaci.
Zeleo bih da nagnam ljude da o ovome razmi3l-
jaju kao o instituciji i na njega primene pojmove
institucionalne kritike.

U: Jednom prilikom si govorio o pojmu
redimejda i kako se on menjao tokom istorije
umetnosti. Da li mozes$ da das kratak pregled?

G: Nekada sam odrzao seminar o tome
na Stenfordu. Sam DiSan, kada je poceo sa
redimejdom, odgovorio je vrlo odredeno Bran-
kuziju i sintetiCkom kubizmu. Drugim re¢ima,
ideja Brankuzija bila je o postamentu na posta-
mentu na postamentu i o pitanju gde se zavr$ava
postament i pocinje umetni¢ko delo. Kada je
uradio biciklisticki to¢ak sa hoklicom postavl-
jeno je pitanje da li je to bio postament ili deo
umetni¢kog dela. To je bio jedan smisao, a kod
Pikasa i Braka radilo se o uklju¢ivanju komada
iz novina i nekako stvarnih stvari u umetni¢ko
delo. Pitanje je bilo koliko daleko moze da
se ide. Ali Disan je odmah uzeo citav plakat,
neku vrstu pejzaza, stavio dve tacke i nazvao
ga ,,Apoteka”, dovodeci stvari do krajnosti.
Tako je zaista pocelo. A onda u [zlozbi arsenala
[Armory show] namera je bila da se vidi da li ¢e
biti cenzurisana ili dopustena, ali onda su dosli
dadaisti i gledali na to malo drugadije — stvarno
¢udno iracionalno gledanje A kao da je B. Bilo
je o apsurdnosti ideje o redimejdu koja im se
dopadala jer je bila apsurdna. Disan nije stvarno
mislio da je apsurdan. DiSan je dovodio stvari

do krajnosti. Za nadrealiste — ideja o lopati za
sneg u muzeju kao umetnosti bila je bizarna kao
i te¢ni sat na plazi ili koncertni klavir na pesku,
to je bila samo cudna kombinacija koja tera
da se viSe razmislja. Zatim je doslo do velike
radikalne promene u pop art-u. Prvo su to bili
Ragenberg i Dzons koji su razmisljali o tome
u smislu razbijanja granica izmedu umetnosti
i zivota. Rasenberg bi izasao iz studija, uzeo
neki predmet i stavio ga na platno. Zatim su
dosli Lihtenstajn i Vorhol i poceli da govore o
vrednosti standardizovanog samoproizvedenog
objekta. Vorhol i Lihtenstajn su se zaista vratili
futurizmu 1 prigrlili mehanicki svet. Zatim su
dosli minimalisti 1 konceptualisti i post-mini-
malisti, i Seri Levin i DZef Kuns sa usisiva¢ima
itd. Ideja je bila da imamo vrlo razlicite teorije
o redimejdu i dobro je biti bar malo analitican
u pogledu razlikovanja ovih ideja. U naSem
slu¢aju, u slucaju Clegg & Guttmann, kada sta-
vimo biblioteku napolje, ono §to pitamo jeste
da 1i moze biti umetnost. I ideja je bila da je
vratimo u empirijsku sociologiju. Rekli smo da
¢e postati umetnost ako ljudi iz muzeja odu u
biblioteku i shvate da je to umetnost, jer je u
muzeju bila kao instalacija sa dokumentacijom
i objasnjenjem. Dakle, ideja je bila — ako ljudi iz
muzeja odu u ova susedstva, a ljudi iz suseds-
tva odu u muzej, onda bi to postalo umetnost.
Zakljucak je da je postala polu-umetnost, jer
su ljudi iz muzeja dosli u susedstva, ali nisu i
susedstva u muze;j.

U: Da li je ta polu-umetnost umetnost i
kako ovo povezujes sa raspravom o DiSanovom
polozaju umetnika. Odbacio si je kao antiumet-
nosti kada smo pricali o estetskom iskustvu. Kako
je moguce nekoga ko je najvazniji umetnik XX
veka, lako ili ne bas tako lako, odbaciti kao antiu-
metnost(-umetnika) dok je u srzi umetnistva?

G: Dadaisti su bili antiumetnost. Rekli su da
su antiumetnost. DiSan je stvarno razmisljao o
tome analiticki. Ideje je doveo do apsurda, ali
to je bila neka vrsta filozofskog razmisljanja.
Napraviti neuven protivprimer za nesto i reéi
da li to zapravo znaci neku vrstu protivrecja ili
moguce pro§irenje pojma.
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U: Da li je umetnik autonoman u tom smislu
da moze da proizvede nesto izvan institucio-
nalnog okvira i da bude izvan tog polja, kako bi
mogao da kritikuje umetnicki predmet sa meta-
pozicije. Da li je autonomija umetnika moguca?

G: Video sam to svojim o¢ima. Odlucni
umetnici su uspeli da promene tok umetnosti. I
ne kaZzem ovo tek tako. Video sam to u Njujorku
nekoliko puta, ponekad mi se svidelo ponekad
mi se nije svidelo. Nije bilo sumnje da je ova
neoekspresionisticka stvar promenila tok umet-
nosti, a onda je doslo do kontrarevolucije od
strane ljudi s kojima sam bio povezan, i to je
nekako vratilo tamo gde je i bila, i to su stvari
koje su uradili ljudi koje sam znao, male grupe,
ali odluc¢ni ljudi i oni su jednostavno to uradi-
li. Mogu da vam kazem da sam video kako se
desava i nadam se da ¢e se ponoviti. Tek treba
da vidim nekoga ko se veoma trudio i uradio to
na pametan nacin, a to je potpuno propalo.

Decembar 2017.

Artist With an Asterisk, without
an Asterisk or a Conscious
Ambiguity?

Senka Latinovié

It is almost impossible to start writing
about art today, without even slightly looking
back at the phenomenon of conceptualism we
have been left in heritage. The deep cut made
by this (anti)artistic twist of a relatively short
age, as it turned out, could never heal again.
There is especially no word about healing in
the present context, when the state of (self)
reconsideration actually means a state of
vigilance and a battle against an ubiquitous
manipulation and anaesthesia.

The concept of ‘art’ as an idea begins
with protoconceptual Duchampian acts, and
continues through the sixties and seventies as
an even more radical theory and/or practice.
On this spot especially we have to mention
groups and individuals such are Art&Language
and Joseph Kosuth, who uncompromisingly
deconstructed the notions of ‘art’ and ‘artist,” at
first dissolving them discursively, but without
giving up the visual language completely or
consistently (e.g. Kosuth’s “One and Three
Chairs”). Either way, how has the echo of
these global and local ideas refracted in the
work of the informal group UMETNIK*, and
where did it bounce off to?

UMETNIK* was formed in the moment
when Kosovo started to be depicted with an
asterisk in the EU documents. One of the
footnote versions reads: “This designation
is without prejudice to positions on status,
and is in line with UNSC 1244 and the
ICJ Opinion on the Kosovo Declaration of
Independence.” Reacting upon decades of life*
on a hamster wheel, members of the informal
group decided to deal with the old, but always
burning questions — status of art and artist — on
theoretical and practical basis. Their asterisk
in the footnote parodies the aforementioned

political paradox saying: “The title is without
prejudice to the comprehension of meaning and
volume of the terms ARTIST and ART.” This
parallel between state and art has been drawn
with a reason, as art could never be independent
from the environment and political climate in
which it appears. It was not independent even
in times of most intense /’art pour [’art-istic
visions of life and creating in ivory tower.

For its five years of existence the informal
group UMETNIK* has tens of actions/
exhibitions/performances, as well as the change
of the environment in which it acts (migration
from Serbia to Austria). By using everything
from the environment and noting everything
that is currently lived and survived, the world
of obsessive-compulsive is created, a raw and
comical chaos. With continuous work, hyper
production and the delivery of almost hoarding
accumulated ideas, they created a special
language of communication. Curiously pacing
through many great “problems” within art
history and art itself, they deconstruct different
phenomena: they reassess the extensiveness of
the term ‘museum’ and ‘gallery space,” expand
the field of the media by including street cameras
as relevant notaries of performance, and examine
the void or obscurity of using the word ‘art.’
Even though they use the appropriation method,
it is never postmodern quotation collages.
There are no big artistic role models, nor big
artistic contempts. Even if we assume that we
have perhaps already seen something similar,
we still cannot remember who that is, as that
someone does not even exist. They grab from
the pool of the conceptual-unconscious, opened
yesterday, in 20" century, in order to deliver
and shape their reaction on foday. Looking at
this art* that maybe is not, we come across an
incomprehensibility of their personal lives and
artistic* practice, penetration of one world into
the other, entering of UMETNIK* members
into their own privacy. If we would claim that
they make use of the poor art strategies (arte
povera), we would not be completely closer
to the truth, because even if they use minimal

resources with help of which they indirectly
mock commercialization of art and fetishization
of an art work, the position of an artist nowadays
cannot be the same anymore. They are very much
aware that taking part in an art world, in any way,
means the impossibility of distancing from it.
The concepts are being reconsidered (or in their
words: “tested”), but the concept of ‘artist’ and
‘creation’ has not been given up from — as they
still play on the conventional field of creation and
representation. Exhibitions organized in the toilet
are still exhibitions, and Viennese Academy still
a traditional educational institution.

In his text (Im)possible artist*> Branislav
Dimitrijevi¢ recognizes two currents, that is
clefts on the scene of new artistic practice.
The first current renounces the illusion of
humanism in art and advocates its overcoming
(e.g. Art&Language), while the other considers
that by renouncing traditional forms and the
media — but using new ones — a new social
role of art is created (e.g. Beuys). Between
complete withdrawal and normalization,
there nevertheless remained a gap in which
UMETNIK* has settled.

Could we name this attitude a tactics of
ambiguity — radical double entendre? Starting
from the concepts, they never give up irony,
contriving, reorganization, nor visual comment.
No matter how far this creation was from the
artistic conventionality, it still carries the
burden of its identity. By accepting the paradox,
they find inspiration there: in ambiguity of their
position and their art. Having that in mind, they
depart for their studies in Vienna, leaving the
environment where they were often deprived,
but understanding that they are entering an
official system now, more than ever before.
Entering the official system surely does not
mean to automatically get rid of the marginal
position. On the contrary, a feeling of a certain

25 Dimitrijevi¢, Branislav. “(Ne)moguéi
umetnik [(Im)possible artist].” Protiv umetnosti
[Against Art]: Goran Bordevi¢: Kopije [Copies]
1979-1985, MSUB, 2014, p. 40.
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divergence, non-belonging and otherness is,
by a transition from “internal” to the interstate
emigration, only being transformed into the new
form. That is why it seems that they see the change
as an experiment, or a performance with a longer
duration. As ORLAN is changes the face with
plastic surgeries, UMETNIK* carefully observes
their own transformation and will model (or
already does) some of the future projects.

To return to the very beginning and apply
a political phrase on the informal group’s
practice; it is one of the often quoted Serbian
side’s solutions to the Kosovo issue: “More
than autonomy, less than independence.” That is
precisely the field on which UMETNIK* moves
and explores.

PERFORMATIVNOST

kao UMETNICKI*
METOD*terminom
UMETNICKI*, napisanim
asteriskom (poznatom i kao
‘zvezdica’), referiSem na
umetnicki metod koji
upotrebljavaju iskljucivo ¢lanovi
neformalne grupe UMETNIK*/
YMETHUK*

Eva Kovac

Polazna tacka ovog teksta je ispitivanje
ARTIST IN PROGRESS-a - dugoroénog
projekta grupe  UMETNIK*, koji je iniciran
oktobra 2013. Cilj projekta je demistifikovanje
uloge i polozaja umetnika, kao i demistifikovanje
(savremene) umetnosti uopste kroz proces sticanja
statusa umetnika. Clanovi grupe UMETNIK*
su ga dizajnirali kao ,samoposmatrajuéi” tip
»psihosocijalnog eksperimenta”, u cilju pracenja
transformacija i implikacija proisteklih iz procesa
postajanja institucionalno priznatim umetnikom.
Buduci da projekat jo§ uvek u toku i kao takav
ne moze biti razmatran niti analiziran kao celina,
odlucila sam da se fokusiram na performativni aspekt
i njegovu materijalnu manifestaciju u objektima
izlozenim u okviru Birokratije — prvom ostvarenom
koraku ARTIST IN PROGRESS projekta.

Segment Birokratija predstavljen je na izlo-
7bi ,,SAY IT. RS>” odrzanoj maja 2014. godine
u prostorijama nekadasnje Knol galerije u beckoj
Esterhdzygasse. Ve€inu informacija, relevantnih
za ovo ispitivanje je pruzio UMETNIK* prilikom
nekoliko razgovora sa ¢lanovima odrzanih leta 2017.
godine. Bitan izvor materijala upotrebljenog u ovoj
analizi je fotografska dokumentacija instalacije pred-
stavljene na pomenutoj prilici.?®

26 Fotografska dokumentacija Birokratije je
dostupna na slede¢em linku: umetniksazvezdi.com/home/
content/10/Birokratija.

Instalacija je bila postavljena na tri susedna
zida. Na centralnom mestu, na zidu u sredini,
prikazana su dva indeksa [Ausweis fiir Studie-
rende], jedan ispod drugog, stavljena zajedno
u jedan jednostavan stakleni ram. Indeksi su
uramljeni otvoreni tako da su vidljiva imena,
fotografije, potpisi, datumi rodenja i broj indek-
sa, kao i pecat i naziv institucije koja je izdala
karticu (Akademija likovnih umetnosti u Becu).
Levo i desno od indeksa, nalaze se dva srpska
pasosa pri¢vrséena direktno na zid, po jedan
sa svake strane. Oni su takode prikazani tako
da su posetioci u mogucnosti da pregledaju
stranice i procitaju sadrzane informacije. Nji-
hove bordo crvene korice nose grb Republike
Srbije i ¢irilicno pismo u zlatnom otisku. U
poredenju sa skromno dizajniranim indeksom
(breskva-narandZaste boje i delimi¢no ispisanim
rukom), pasosi izgledaju drasti¢no zadivljujuce.
Ipak su indeksi bili prikazani centralnije, stavlje-
ni u nesto istaknutiju poziciju koja podrazumeva
da su nosioci veée vaznosti i vrednosti za njihove
vlasnike. Oc¢igledno je da su vlasnici prikazanih
dokumenata bili konkretni pojedinacni ljudi, dva
osnivaca grupe UMETNIK*. Njihovi pasosi
predstavljaju nuznost — oni su sluzbeni dokazi
mobilnosti i funkcioni$u kao nezaobilazni alati
za legalan prelazak granice. Postojanje pasosa
omogudilo je zavrsetak ovog pocetnog koraka
projekta ARTIST IN PROGRESS - sticanje sta-
tusa studenta umetnosti u Becu.

Instalacija je takode uvrstila i dve bele
fascikle, koje su sadrzale sve do tada sakupljene
dokumente za izdavanje studentske boravisne
dozvole (poznate i kao ,,viza”). Fascikle su bile
postavljene centralno na belom stolu, direktno
ispod konstelacije sa indeksima i paso§ima. Na
bocnim zidovima nalazilo se mno§tvo prozirnih
folija, ispunjenih razliitim dokumentima i
formularima (izmedu ostalog, papirologijom
potrebnom za svrhe registracije boravka,
otvaranja bankovnog rafuna u austrijskoj
Erste banci, registraciju za prijemni ispit,
potvrdom o uspe$no poloZzenom prijemnom
ispitu, potvrdom o statusu redovnog studenta,
izvodom iz mati¢ne knjige rodenih, potvrdom

o drzavljanstvu, obrascem SRB/A3 (Sporazum
izmedu Republike Srbije i Republike Austrije
o socijalnom osiguranju), izvodom iz katastra
(u svrhu iznajmljivanja stana) itd). Osim toga,
folije su sadrzale nekoliko pisama, na primer,
Dragani Mirkovi¢ (srpska turbo-folk i pop folk
pevacica koja zivi u Be€u), Draganu Markovié¢u
Palmi (srpski politi¢ar, predsednik Opstine
Jagodina) i Fondaciji za obrazovanje i kulturu
prestolonaslednika Aleksandra Karadordevica.
Pisma su napisali ¢lanovi grupe UMETNIK*
kao peticije, traze¢i od naslovljenih pomo¢ i
podrsku u obliku stipendija ili pronalaZzenja
studentskog posla. Sve folije su bile zakacene
na kanapu (sli¢no kao za susenje vesa) u nizu,
prakticno liceci na neku vrstu friza. Posmatrac,
posebno orijentisan na istoriju umetnosti, mozda
je ¢ak i sklon da procita celu, strogo simetri¢nu
kompoziciju, kao neku izuzetno svedenu
verziju oltara. U tom slucaju, dva centralna
dokumenta — indeksi koji sadrze fotografske
snimke pojedinacnih ¢lanova UMETNIK*-a,
mogu se Citati kao ikone — kao potentni objekti
koji poseduju bilo pridodatu ili inherentnu
posredni¢ku delatnost, koja bi trebalo da bude
,obozavana” i nekome moze pomoci da uslisi
svoje ,,molitve”. Drugim re¢ima — objekti koji
predstavljaju ono za ¢ime treba tragati. Veza
sa religioznom ikonografijjom je verovatno
dalekovidna asocijacija, ali ukazuje na vaznost
(makar i najmanjeg stepena) vere i poverenja u
institucije koje su izdale dokumente.

Deluje kao da je celokupna instalacija
Birokratija priliéno staticna, ni performativna
niti posebno interaktivna, kao ne$to §to bi
posetioci mogli da pregledaju, procitaju
i ispitaju. Ipak, kada se razmatra u Sirem
kontekstu projekta ARTIST IN PROGRESS,
otkriva se performativna dimenzija rada. Kao
$to je objasnjeno u njihovom portfoliju, projekat
je zapoceo kada su se ¢lanovi UMETNIK*-a
upisali 1 zapocCeli studije na Akademiji
likovnih umetnosti u Becu. Kako kazu
spostvenim re¢ima: ,,Odluka o zapoCinjanju
UMETNICKIH STUDIJA je projekat u kojem
ispitujemo kako formalno obrazovanje daje
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STATUS UMETNIKA i kako se nase misli o
UMETNOSTI i POSTAJANJU UMETNIKOM
razvijaju tokom procesa.”?’

Sta je umetnost i ko je umetnik su pitanja na
koja se, posebno u naSem savremenom trenutku,
uprkos mnogobrojnim pokusSajima, ne moze
dosledno odgovoriti. Ako nista drugo, traZenje
odgovora na takva pitanja postaje sve vise i vise
zbunjujuce. Odgovor na pitanje o postojanju
umetnosti izvan sveta umetnosti’® moze biti i da
i ne. S jedne strane, umetnost se desava izvan
umetnic¢kih institucija — na primer, drustveno
angazovane umetniCke prakse i aktivisticki
kreativno delanje. Pa ipak, da bi se takve prakse
razmatrale, ispitivale i diskutovale kao oblici
likovne umetnosti, njihova potvrda kao takva
kona¢no mora do¢i od izvora koji se pripisuje
strukturama sveta umetnosti.” Ako se takav vid
potvrde nikada ne desi, nezamislivo je razmatrati
i tretirati ove prakse kao umetnost — uglavnom
kao neSto vredno drugadije vrste pozitivnog
vrednovanja nego $to su amaterske kreativne
prakse, zanati, hobiji, aktivizam, dekorativne
umetnosti itd. Bududi da je ignorisana od strane
zajednice sveta umetnosti, ,,umetnost” bez
odgovarajuée potvrde ne ulazi u svet umetnosti,
niti se tretira u umetnicko-istorijskom odnosu
sa ranijim radovima. Ukratko, autoritet sveta

27 YMETHUK*. ,,UMETNIK* Portfolio.”
Umetnik Sa Zvezdicom, 26.05.2017. URL: issuu.
com/umetniksazvezdicom/docs/umetniksazvezdicom
portfolio (pristupljeno 20.09.2017).

28 Pojam ‘svet umetnosti’, koji je
skovao Artur Danto u svom ¢&lanku The Artworld,
podrazumeva kulturni kontekst umetnosti i njenih
interpretatora  (umetnika, istoriara umetnosti,
kritiCara, kustosa, kolekcionara itd — koji funkcioni$u
unutar ili su na drugi nacin povezani sa institucijama,
kao $to su galerije, muzeji, univerziteti i umetnicke
akademije). Vidi: Danto, Arthur. “The Artworld.” The
Journal of Philosophy, LX1/19, 1964, str. 571-584.
29 Vidi teorije i definicije Dzordza Dikija u:
Dickie, George. Art and the Aesthetic: An Institutional
Analysis. Cornell University Press, 1974.; Dickie,
George. The Art Circle. Chicago Spectrum Pr, 1984.

umetnosti nadvladava.

Medutim, kao deo odgovora na veliko
pitanje ko je umetnik, moze se re¢i da (barem
u vedini najsavremenijih sluCajeva) neko
da bi bio umetnik treba da bude sklon da se
identifikuje kao takav. Ova identifikacija obi¢no
podrazumeva prihvatanje aspiracije da se
postane deo sveta umetnosti. Da bi funkcionisao
kao umetnik, da bi bio percipiran kao umetnik i
da bi stekao status umetnika, taj neko treba da
bude u stanju da se predstavi kao umetnik unutar
relevantne drustvene strukture. Izustiti ulogu
— ,,Ja sam umetnik” — postaje uslov da se bude
umetnik. Ovakva izjava sama po sebi ne funk-
cioniSe kao performativ,’® budu¢i da institucije
umetnosti (galerije, muzeji, umetnicke akade-
mije, itd), kao i ostale strukture sveta umetnosti,
odrzavaju mo¢ potvrdivanja, ignorisanja ili ¢ak
poricanja izgovorene identifikacije. Ipak, izjav-
ljivanje je znacajan kao deo izvrSenog ponasanja
kroz koji se konstruise ,.identitet umetnika”. U
osnovi, smatranje sebe umetnikom, pomaze da
se jednim i postane. Ako, pored toga, imate i
institucionalno umetni¢ko obrazovanje, vas put
u svet umetnosti je olaksan.

U svojoj teoriji performativnog konstruisanja
rodnog identiteta, Dzudit Batler tvrdi da se iden-
titet uspostavlja putem delanja.’! Po toj teoriji,
performativnost je nesto $to prolazi neobelezeno,
jer je prihvaéena i podrZzana od strane drustve-
nih struktura. Ako se ‘umetnik’ smatra stru¢nim
identitetom, ovaj identitet se moZe opisati ne
samo kao posledica praktikovanja umetnosti,
ve¢ kao identiteta koji je svesno konstruisan i
manifestuje se putem izvedenih ponasanja unutar

30 Ovde referiS$em na Dz. L. Ostinov pojam
performativa kao iskaz koji konstituiSe akciju: ,,ako
neko saopsti ovakav iskaz, trebamo re¢i da ¢ini nesto,
pre¢e nego da samo kaze neSto”. U: Austin, J.L.
“Performative Utterances.” Philosophical Papers,
1961, str. 235.

31 Butler, Judith. “Performative Acts and
Gender Constitution: An essay in Phenomenology
and Feminist Theory.” Theatre Journal, XL/4,
1988, str. 519.

prikladnog drustvenog okruzenja. Rastezanjem
Batlerove teorije na ovakav specifican stru¢ni
identitet, dolazi se do zakljucka da izvoden-
je uloge umetnika, zapravo, ¢ini umetnikom.
Prilikom bavljenja umetnoséu (kada praktiku-
jete ili stvarate nesto $to je relevantni autoritet
prihvatio kao umetnost), izvodi se uloga umet-
nika. Clanovi grupe UMETNIK* preokreéu
ovu situaciju tretiranjem samog izvodenja uloge
umetnika kao umetnost.

U Birokratiji uloga institucije kao relevant-
nog autoriteta u uspostavljanju statusa umetnika
se otkriva, ali istovremeno potvrduje i osporava.
Naravno, neko moze biti umetnik bez posedo-
vanja institucionalno izdatog sertifikata o tom
statusu. Posto niko zapravo nije roden kao umet-
nik, ‘umetnik’ se ne moze smatrati inherentnom
polaznom tackom. To je uloga, identitet i zani-
manje, ako zelite, koje se stalno konstruise i
ispunjava vremenom. U slu¢aju UMETNIK*-a,
za tatkom u kojoj pocinje ‘umetnik’ je tesko i
nepotrebno tragati. Bez obzira na to, valja prime-
titi da bi se ova polazna tacka mogla poklapati sa
formiranjem neformalne grupe, ali ‘umetnik’, s
kojim se ¢lanovi uloge identifikuju, verovatnije
tome prethodi. Posebna institucija — Akademi-
ja likovnih umetnosti u Be¢u — se tada koristi
kao sredstvo za dodatno potvrdivanje unapred
konstruisanog identiteta. Izvodenje ‘umetnickog
identiteta’ upuceno je na druStveno-istorijsku
konstrukciju umetnika i manifestuje se kroz
administrativni proces dobijanja statusa studenta
umetnosti. Preduslovne pripreme za pocetak
formalnog umetni¢kog obrazovanja (akcije kao
§to su sticanje i organizovanje dokumentacije,
popunjavanje formulara, sprovodenje prijemnog
ispita i sl) su, kako ‘konstituirajué¢i akti’
postajanja Umetnikom, tako i deo performansa
ARTIST IN PROGRESS.

Birokratska dokumentacija izloZena
na Birokratiji se Koristi kao element u
igri koja ilustruje preklapanje umetnosti i
zivota. Dokumenti su izlozeni kao dokazi
(dokumentacija, ako zelite) umetnickog
procesa, kao i dokaz o pripadnosti istaknutoj
umetni¢koj instituciji. Bez obzira na to, oni

ostaju funkcionalni sluzbeni dokumenti koji
se koriste u svakodnevnom zivotu. Indeksi su
potvrde statusa studenata umetnosti. Vidljivo
prikazani, oni ozna¢avaju privremeno stanje koje
bi konacno trebalo da dovede do institucionalnog
uspostavljanja statusa akademskih umetnika.
Kao i druga izlozena dokumenta, oni su fizicki
dokazi o izvrSenim postupnim radnjama, ali se
ne smatraju umetni¢kim delima. Izvodenje uloge
umetnika zapravo je umetnicko delo.

Performativnost je, stoga, i umetnic¢ki metod
i medij projekta ARTIST IN PROGRESS.
Samoposmatracki, performativni, ali stvarni
proces postajanja jo§ vise komplikuje ulogu i
pojam ‘umetnik’, istovremeno ga demistifikujuci
svodenjem na puki birokratski proces. Na
kraju krajeva, da bi se smatrali funkcionalnim
ljudskim bi¢em, svi su obavezni da ucestvuju
u birokratskom iskustvu — iskustvu koje
je Cesto emocionalno, izazivajuéi: strah,
anksioznost, o€aj i eventualno olaksanje,
zadovoljstvo, ¢ak i osecaj postignuca kada se
proces kona¢no (uspe$no) zavrsi. Bavljenje
birokratijom ima odredenu performativnu
dimenziju. U Birokratiji, papirologija je zbir
predmeta preuzetih iz konteksta obi¢nog Zivota
i postavljenih u kontekst umetnicke izlozbe.
Kao $to, sre¢om, vec¢ina ne mora svakodnevno
da se bavi birokratijom, ona predstavlja vrstu
specifi¢ne situacije kada je pojedinac obavezan
da preuzme ulogu urednog gradanina. On ili ona
moraju biti spremni da izvrSavaju i ispunjavaju
zahtevane administrativne zahteve. U slucaju
kada se viza treba obnavljati godisnje, bavljenje
birokratijom, putem vrSenja urednog gradanina,
postaje ponovljivi ritual.

Clanovi grupe UMETNIK* funkcioni$u kao
umetnici koji se samoidentifikuju kao umetnici
dok obavljaju akciju postajanja umetnicima. U
srzi projekta ARTIST IN PROGRESS, postajan-
je, izvodenje i bivanje umetnikom uzdize se na
nivo oblika umetnosti. Prema tome, svakodnevni
zivot umetnika, ukljucujuéi i mnoga uobicajena
delanja neophodna za odrzavanje egzistenci-
jalnih i obrazovnih potreba, takode postajudeo
njihove ‘umetnosti’. Podela na zivot i umetnost
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je zamagljena do tacke brisanja. Kao $to posta-
je jasno kada se razmatraju neki od prethodnih
projekata UMETNIK*-a (ZAOKRUZIVANIE,
GALERIJA* { KUCNE INSTALACIJE), podela
na umetnost i zivot se od pocetka njihove prakse
tretirala kao nepostojeca ili pak jedva postojeca.
Ve¢ vise od godinu dana, UMETNIK* je funk-
cionisao bez statusa studenata umetnosti svojih
¢lanova, na margini sveta umetnosti. Aktom
upisa na Akademiju likovnih umetnosti u Becu,
UMETNIK* je efikasno iskoristio autoritet
strukture sveta umetnosti kako bi transformisao
svoj status — najpre, u prelazni status studenta
umetnosti. Medutim, uloga koju oni izvode i sa
kojom se identifikuju u stvari nije bila izmenjena
novim statusom. Njihov umetnicki pristup je
ostao dosledan, dok je nacin na koji se on shvata
promenjen. Kuda ¢e ovo voditi, dok se projekat
nastavlja, prerano je rec¢i. Sledstveno sticanje
akademskog statusa moze ¢ak biti iskoriS¢eno za
retrospektivnu validaciju projekata koji prethodi
njihovoj upetljanosti sa institucijom. U tom
slucaju, Akademija bi sluzila kao umetni¢ko
sredstvo, a u isto vreme kao mesto posredovanja
uloge umetnika.

GALERIJA*: Treatment of
Photography in the Practice of
UMETNIK?*

Jelena Mati¢

At the end of the 1960°s, in parallel with
social and technological changes, on interna-
tional, as well as on the art scene of Serbia and
former Yugoslavia, there comes to a rejection
of the modernist undertandings of art, and tere-
by the classical forms of expression (painting
and sculpture). The result was the creation of a
free space for art that was not based in material
or object, but on the behavior of artist (perfor-
mances, actions, interventions); for art which,
among other things was interested in philosoph-
ical studies, theories of language and art, as well
as for film, photography and video then called
“the new media.” As it was also the case with
protagonists of the avant-garde movements
between the two world wars and their percep-
tion of the photographic medium (photogram,
solarization, negatives overlapping, photo col-
lage, photo editing), photography did not mean
a perfect work, be it from aesthetical or tech-
nical aspect. Because of this, its appearance
was not based on knowing the basic principles
of a good image, such as composition, focus,
exposure, relation between light and shadow,
but quite the opposite. Which means and in
what way the author will be using in the pro-
cess of realizing an artwork was no longer of
primary importance. Conceptual photography,
according to Victor Burgin: “Did not intend
to abandon art [as it had never been ‘anti-art’
— an empty avant-garde gesture], but rather to
open institutions and their practices, to open
the doors and windows of the museum to the
outside world. This world is definitely a world
of objects, but the objects are composed only
through the activities of representations — lan-
guages and other forms of marking practices...
Artistic practice could no longer be defined as a
craft activity, the process of creating beautiful

objects in a given medium, it could rather be
viewed as a set of operations carried out in the
field of labeling practices, perhaps directed to
the media, but certainly not limited by them.”*?
In short, at the core of this art was not “we want
to destroy museums, libraries, and academies of
all kinds, and to declare war on moralism, fem-
inism,” but insisting on the equal treatment of
not only all media, but also all forms of artistic
expression within the institutions and the world
of art, the application of artistic, as well as
non-artistic theories.

In the world of virtual reality, cyber-
netics, and “photography after photography,”*
the term “new media” does not mean pho-
tography, film and video. In addition to
computer improvement and the emergence of
Internet in the mid-nineties, the discovery of
digital photography is considered one of the
most important marks of the 21* century civili-
zation. Transformation of analogue into digital,
among other things, led to the shift of classic
roll film to a memory card, image processing
in the dark chamber to processing images on
a computer using numerous programs, to the
way it is stored, transported, presented and
perceived. Technology continues to develop.
From archives, libraries, museums, galleries,
we have moved to internet archives, libraries,
museums, banks and stock photography, blogs,
websites, social networks (Facebook, Twitter,
Instagram), portals which which make up only a

32 Burgin, Victor. The End of Art Theory:
Criticism and Postmodernity. Humanities Press
International, 1987, p. 39.

33 Lynton, Norbert. “Futurism.” Concepts
of Modern Art: From Fauvism to Postmodernism,
Thames & Hudson, 1997, p. 98.

34 The term ‘photography after photography’
was used by Lev Manovich in order to characterize
time of digital photography. See: Manovich, Lev.
“The Paradoxes of Digital Photography,” URL:
manovich.net/content/04-projects/004-paradoxes-of-
digital-photography/02_article 1994.pdf (Retrieved
02.08.2017).

small part of a large storage, trade, exchange and
presentation of photography. Here we should add
the development of new spyware, entertainment
and photography devices such as drones, and an
increasing number of the most modern surveil-
lance cameras in almost all public spaces of larger
and smaller cities. Moreover, Google Earth and
Google Maps allow us to explore and see almost
every the corner of our planet.

Together with the Internet and numerous
Apps, digital camera is already largely an integral
part of mobile or Android phones. It will continue
to incorporate further into some other technolog-
ical devices until it is small enough to be inserted
as a microchip into our body. At that point, we
will not need a camera, trigger, memory card for
photographing and storing photography, but only
a blink of an eye. We already live in the world of
panopticon which, as Fred Ritchin has noticed
does not have a “warning shape.”* And no mat-
ter now much this causes fascination and phobia,
no matter how important it is from a techinical,
cultural, as well as economic and social acpect of
development of society, it is likewise important
from an artistic aspect. It facilitated production
and distribution of photography, improved design
and quality, at the same time providing artists with
new means for research and analysis. Never before
have we been faced with so many strategies and
appoaches in treating photography or realization
of an art work. Works of the group UMETNIK*
confirm that as well.

Although not primary, the idea of panopticon
is in some way found in one of the earliest works
of UMETNIK* VIDOVDAN, based on the use
of technical image, that is photography. Panopti-
con of today is not a project by Jeremy Bentham,
which Michel Foucault describes in the book
Discipline and Punish. It is not a round-shaped
building with cells and a tower for the guards in
the middle, where the guards can always see the
prisoners, but not the other way around, yet to
be aware that someone is constantly monitoring

35 Ritchin, Fred. After photography. W.W.
Northon & Company Inc, 2009, p. 143.
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them. Panopticon is today also public surveillance
cameras and internet with which we practically
live and work. The work VIDOVDAN took place
on June 28" 2012 on a big state and religious
holiday celebrated among Orthodox believers in
Serbia. At the same time, the title of this work
is a word-play “day when something is seen” or
“the day of visibility.” Using public surveillance
cameras deployed almost everywhere in Belgrade,
members of the group UMETNIK* go to the city
area and, unlike most people, either pedestrians or
drivers who mostly escape these cameras, choose
and adjust to the location from which they can be
recorded. An additional prop — the arrow they hold
above their heads — contributes to the amplifica-
tion of their visibility. The work itself consists of
documentary photographs that record the entire
performance and photos of the public space and
the artists themselves created by connecting to the
camera using an App that allows users to see the
traffic situation on a certain location. The arrow
above their heads can at the same time relate to
the well-known Google Maps or Google Earth
icons that locate the required location. In the con-
cept which could also be interpreted through the
idea of panopticon above all lie investigation of
medium, criticizing art institutions and position
of artist. Here are the images created by surveil-
lance cameras on which we cannot, and should not
(due to the public oversight function) intervene,
and therefore choose how the whole process of
recording and framing will look like. On the other
hand, there is a far more complex issue behind this
project. In a country where the two most important
museums are closed to the public for years due to
the adaptation and renovation, a country in which
funds allocated to art, culture and projects, are
plummeting and artists especially of younger gen-
erations whose members are the group members,
are almost marginalized — how much are they and
their works visible?

What marks the practice of the group
UMETNIK* is the use of photography in pure-
ly documentary purposes in order to note their
actions, performances or exhibitions, analytical
treatment of the medium, layered, chameleon

structures, use of Internet and social media, crit-
ical consideration of the general situation in
society, culture, position of artists and art institu-
tions, active involvement of the audience, that is
observers in the concept of their projects. This is
somehow noticed in the mentioned work VIDO-
VDAN not only because of the way of using
modern technology, but the very fact that they go
into the public space of the street and the square
full of passers-by. More notably, or directly in the
project GALERIJA* an interactive performance
containing several smaller exhibitions: Market,
Familija, Odlican (5) U*, Urami ideju, Prvi tradi-
cionalni Novembarski salon, Muzej savremene
umetnosti and Vidimo se!.

As against, for example movie or video,
photography has the ability to be shown not only
everywhere, but also in any way (billboards, post-
ers, flyers, slide projection, large or small format,
in the gallery, on buildings, Internet, USB, in
newspapers, magazines, books, etc.). In the work
Market the group UMETNIK* again used urban
spce, its billboards, boards, or places suitable for
any, though most often political kind of marketing
campaign. On such places, the observer expects
a large dimension photo with a certain slogan
and text. In their project such places are being
transformed into white, empty spaces, without a
content or any visual marks. The emptiness but of
another type is also found in the work Urami ide-
Jju. In discussing conceptual art, Sol LeWitt once
stated that the idea does not necessarily have to
be realized through something material and tangi-
ble. “Ideas alone can be works of art; they are in
a chain of development that may find some form.
All ideas need not be made physical.””*¢ In the vid-
eo Urami ideju artists were filmed each by each
and with empty frames of different dimensions
and design as they talk, respectively describe their
own photograph, and empty space has been left
for the viewer to imagine this or that photograph
on the basis of their statements. In modernism,

36 LeWitt, Sol. “Sentences on Conceptual
Art.” Art in Theory 1900-2000: An Anthology of
Changing Ideas, Blackwell/Oxford, 2002, p. 850.

artwork or photography was something that, in
addition to technical and thematic qualities, had to
be framed and mainly intended for the space of the
gallery. Also, according to a classical and earliest
definition photograhy is a “mirror of nature” or a
realistic medium we trust because of an incredi-
ble ability to faithfully represent people, things or
world around us. In the mentioned work, observ-
ers face the opposite situation.

Greater interaction and again different
approach to photography is present in exhibition
such as Familija, Odlican (5) U* Prvi tradi-
cionalni Novembarski salon, Muzej savremene
umetnosti and Vidimo se!. In Familija as the name
itself indicates the group members of UMET-
NIK* publicly invite members of their family via
social media, closer and more distant relatives,
friends and their families to make an exhibition
together. Although some of them are not engaged
in photography at all, the exhibition consists of
their works mainly produced in this medium, of
different topics, approaches, presentation modes.
The condition was not how the artwork looked
like, its idea or concept, but a cousin or close
relationships with the exhibition organizer, or the
group UMETNIK*. They perform a similar action
in the work Odlican (5) U*, where children, pupils
of a 5™ grade in a primary school in Belgrade are
involved in the realization. The curatorial team
here is unbiased, without any business, friendship,
political or cousin relations with the authors, and
with the task to selecting from the offered photo-
graphs those that in their opinion deserve to be
shown at the exhibition. Muzej savremene umet-
nosti, Prvi tradicionalni Novembarski salon and
Vidimo se! are exhibitions that took place in public
space, on one of the busiest squares in Belgrade,
the Republic Square. On all three exhibitions,
invited people by the organizers form a “living
wall” which associates with the gallery walls.
On the exhibition Muzej savremene umetnosti
they show photographs with different gallery ele-
ments (flower vase, empty plynth, radiator mask).
A readymade intervention in which the common
objects gain the status of art first of all by placing
a title with the name of the work “UMETNIK*

Bez naziva [Untitled]” and then the modified,
adapted logo of the Museum of Contemporary
Art, and then by the very act of photographing
and afterwards exhibiting. On the exhibition Prvi
tradicionalni Novembarski salon artists exhibited
their own photographs, while the exhibition Vidi-
mo se! was realized without a previous selection
of artists and their works and could build on the
work VIDOVDAN and the problem of artist’s vis-
ibility on the Serbian art scene. Presented in this
way and brought into a direct relation to a much
larger number of observers of different profile,
photographs and their meanings are constantly
changing, subjected to a variety of views, reac-
tions, and above all readings and interpretations.
Probably one of the rare works where the
audience is not directly involved and in which
photography is not subjected to direct trans-
formations is a multimedia exhibition ALLES
KLAR. The title itself could be seen the same
way as in VIDOVDAN, as a wordplay, as it can
mean both a statement and a question. Works
that make up the exhibition are in themselves
language or philosophical games. A photogra-
phy with a portrait GORAN JE GORAN [Goran
is Goran] is a constitutive part of the installation
A=A made up of an inscription and two almost
identical Coca-Cola bottles. The photograhy
itself is a wordplay as the name Goran points
out to the name of the photographed person at
the same time in certain contexts, this name can
also signify young, big and strong. Contrary
to this, the series of photographs called Dokaz
postojanja spoljasnjeg sveta [Proof of the
External Wold] uses thesis and the text of the
same name by Georg Edward Moore.’” Begin-
ning from the assertion “Here is one hand” and
“Here is the other” Moore concludes that there
are physical objects, and therefore an external
world. “The Photograph is never anything but
an antiphon of ‘Look,” ‘See’ or ‘Here it is;’ it

37 Moore, George Edward. “Proof of an
External World.” Philosophical Papers, Collier
Books, 1962, pp. 144-145.
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points a finger at certain vis-a-vis”* as Roland
Barthes writes; “A specific photograph, in
effect, is never distinguished from its referent
(from what it represents)™ In the work, the
first hand is in the frame while the other one is
a camera that records it as well as specific sit-
uations from private parties. Here, though not
directly present is the basic understanding of
photography as a mimetic representation and as
the most plausible evidence of the existence of
the world. At the same time and again as the
already mentioned work Vidimo se! it could be
attached to VIDOVDAN. All works point at the
state of the artist nowadays, while Dokaz posto-
Jjanja spoljasnjeg sveta is not so much about the
visibility of the artist as it is about the existence
during studies and afterwards work on a classi-
cal position of a party photographer.

38 Bart, Rolan. Svetla komora [Camera
Lucida]. Rad, 2004, p. 12.
39 Ibid. p. 13

Log in: Logo as a Beginning of the
Complex Concept of UMETNIK*

Filip Blagojevi¢

Logo (Greek Loyotumo) is a graphic sign
or emblem used by commercial companies,
organizations, institutions, as well as
individuals for promotion and needs of public
recognition.! Tt consists of letters, making
a logotype (word mark), graphic characters
(symbol or image) or both elements.?
Ideograms, i.e. symbols and images are
more effective than the use of logos in
today’s global market, which puts emphasis
on visual perception and reception.®* Words
can be important and useful in combination
with symbols, as their “followers” and
interpreters, because they reinforce meaning
of the image and exclude misunderstanding. *

Logo is the beginning of a “story,”
through which the work, activity and
production are manifested, but also the
identification of artistic groups and

1 Basi¢, Ivana S, and Pantovié, Branislav.
“Logo i semioza: Od ikonickog znaka do simbola
u funkciji prezentacije srpske kulture.” Glasnik
Etnografskog instituta SANU, 60(1), pp. 52-53.

2 Ibid. 53.

3 Weibel, Peter. ,,Jm Bauch des Biestes,*
Logokultur. Im Bauch des Biestes, Katalog zur Aus-
stellung; Arbeiten des WS 1986/87 der Meisterklas-
sen fiir Gestaltungslehre-BE und fiir Visuelle Medien-
gestaltung, beide o. Prof. Peter Weibel, an der Hoch-
schule fiir Angewandte Kunst in Wien [In the Belly of
the Beast, Exhibition catalogue; Works from the Win-
ter semester 1986/87 of the Masterclasses for Design
and Visual Media, both with Prof. Peter Weibel, at the
University of Applied Arts in Vienna], REMAPrint,
1987, p. 4.

Basi¢, Ivana S, and Pantovié, Branislav.
“Logo 1 semioza: Od ikonickog znaka do simbola
u funkciji prezentacije srpske kulture.” Glasnik
Etnografskog instituta SANU, 60(1), p. 61.

individuals, which is especially important for
the topic of this text. As one of the modern
ways of communication, logo represents a
powerful and fast® means of transmitting
messages — codes. In order to make messages
more understandable to recipients, it is
necessary that codes, in this case logos,
evoke already familiar associations from
real life — figuration versus abstraction® —
or to transform the existing conventional
and universally accepted symbols and give
them a new sense and reference.” Therefore,
a logo is also an iconic sign, because with
modern iconographic language it represents
intuitive symbols that encrypt and decrypt a
certain message and strive to establish image-
semiotic connections. With this a logo is finally
transformed into a symbol — an emblem, i.c.
generally accepted conventional sign — creating
relations between the sender and the recipient,
that is the interpreter of a displayed message
composed of ideograms and/or logos.?

One of better examples of imaginative,
thought processes in artistic creation is the
Munich project of young conceptual and
actionist artists “Aktionsraum 1” from 1970,
in which the work of the then significant
Yugoslav, conceptual group from Ljubljana
— OHO - was presented.” Conceptual art,

5 Wheeler, Alina. “Meaning.” Design:
Logo: An Exploration of Marvelous Marks, Insightful
Essays, and Revealing Reviews, Rockport Publishers,
p. 56.

6 Machado, Joana Cesar et al. “Brand logo
design: examining consumer response to naturalness.”
Journal of Product & Brand Management, Vol. 24
Issue: 1, p. 79.

7 Basi¢, Ivana S, and Pantovi¢, Branislav.
“Logo i semioza: Od ikonickog znaka do simbola
u funkciji prezentacije srpske kulture.” Glasnik
Etnografskog instituta SANU, 60(1), p. 52.

8 Ibid. 54.

9 »Aktionsraum 1 [Action space 1]“
Mumok, 29.05.2011, URL: mumok.at/de/events/

developed at the end of the 1960s and
during the 1970s (the work of pioneers of
conceptualism in the works of Sol LeWitt or
Josef Kosuth), in its program specifies, as one
of the essential points, the conceptual process
of creating an artistic concept, i.c. sketches as
intuitive and thoughtful, intellectual reflections,
and presents them as projects produced by social
and political criticism, whereby discussions
about the value and importance of art are
used as important works.!” Thus, in the group
of diagrams, logos and texts of the OHO group,
the relationship of its members is expressed, the
members which emerge from the closed circle of
artists into the world of the recipient, creating new
relations with the audience or critique. Sensible
and rational observations transposed into diagrams
followed by the text could also be related to the
construction, the “building” of the logo in the case
of the “artistic” group UMETNIK*.

Professional and inspirational discussions
between the author of the text and UMETNIK*,
have stimulated the writing of the text and
the selection of the focus of research on the
conceptual use of the logo and its designs and
iconography, making it an important aspect of
studying the productivity and development of
the group.

*Sketch and (Re)design

In the creation and (re)design of the
(existing) logos of UMETNIK* complex
processes of testing, researching, sketching

aktionsraum-1 (retrieved 02.10.2017).

10 Concerning conceptual art, see: Pobednik
1985. “Mumxo Ilysakouh (21): Konunenryanna
YMETHOCT U TIocTeTpyKTypamusam [Misko Suvakovié
Conceptual Art and Poststructuralism].* Online video
clip. YouTube, 10.01.2017. Web 02.10.2017.; Lucie-
Smith, Edward. Strémungen der Kunst von 1945 bis
2000 [Art Currents from 1945 to 2000], Deutscher
Kunstverlag, 2014, pp. 151-161.; Goldberg, RoseLee.
Die Kunst der Performance vom Futurismus bis
heute [Art of Performance from Futurism till now],
Deutscher Kunstverlag, 2014, p. 152.
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of symbols take place, which will be the main
communication medium between creator and
performance, with its recipients. In this case,
the artist moves from thinking and analysis
and through experiments reaches the final
solution. That symbol is nothing else than
an emblem, i.e. a sign through which a
certain project of UMETNIK* is interwoven
and clearly depicted. Criticism of society,
cultural decline, underdevelopment of the
cultural-artistic apparatus of the state and the
provocations through artistic concepts start
from the logo itself and continue through
the planned set of activities of this group. In
this case, the artist is aware of his power and
knowledge, as well as the negative changes
in society and institutions, and through
actions, performance and design of the logo
provokes and expresses the attitudes and
dissatisfactions.

Numerous sketches after the realized
projects are still present as evidence of
reexamination and reflection at an early stage
of creation. In the selected realizations of the
group UMETNIK* in the period from 2012
to 2015, the logo (re)designing processes
are clearly distinguished. Communication
codes are taken seriously and by analyzing
the dimensions, breaking down future logos
into details, and then integrating them into a
unity similar to paper flakes like in Familija,
as well as changing designs, contours,
line flows and strong geometrization in
sketches for the MUZEJ UBISTAVA, Prvi
tradicionalni Novembarski salon or, say,
Muzej savremene umetnosti, the final and
stable whole is created. The preparation
and sketching of the logo of the “artistic”
group itself also consists of preparing the
dimension of the word ‘artist,” investigating
different fonts and examining different forms
of footnotes, associated with the asterisk in
the name of the group.

The term (re)design of the logo has been
used on several occasions. Several of the

above mentioned sketches represent redesigns
of the already existing, commonly accepted
logos of state and cultural institutions, as
well as festivals. Through appropriation and
processing of the established emblems and
reinterpretation in the new “environment,” a
new concept is created based on the review
of art and artistic works, its value and
arbitrariness, supported by the philosophical
education of UMETNIK* members.

*The use of logos in projects and their
thematic relation

Minimalistic concept of the UMET-
NIK* group consists of Cyrillic words and
asterisk, which, as noted above, is directly
related to the footnote that reads: “The title
is without prejudice to the comprehension
of meaning and volume of terms ARTIST
and ART.” In this relation, philosophical
premises and re-examination already appear
at the beginning. The focus is on examin-
ing the possibilities of defining the notion
of ‘artist’ and ‘art’ both in theoretical and
practical terms, since the question is present
and current in modern and contemporary art
production and scene. The asterisk is also
in direct context with the former (and the
present, 5 years later) situation in the Serbi-
an province of Kosovo(*), which in official
Serbian documents continues to be “starred”
because of its vague status. Uncertainty in
both spheres — art and political-social real-
ity — are the starting point for research and
conceptualization of the group UMETNIK*.

One of the earliest and most significant
projects of the group is the exhibition Muzej
savremene umetnosti from 2012 in the frame
of the first season of GALERIJA*, an exhi-
bition space that is not fixed in a particular
gallery interior, but changes its place and
format and its “walls” are formed by peo-
ple. According to the author’s words, this
creates the interaction between the visitors
and the setting — the concept of the exhibi-

tion. In the focus of the exhibition, questions
arise that follow the whole opus of UMET-
NIK* — what is art, artwork and artist and
whether these concepts can be defined. The
tags with the logo of the project are photo-
graphed with objects from the art context — a
gallery or museum — but do not represent an
artwork; such are a plant, a plinth or a table
with an inscription. With this the group mem-
bers reconsider the artistic values and the
definition of art — they transfer non-artistic
objects into artistic context and space using
the theory of appropriation and the Dadaist,
Duchampian phenomenon of readymade phe-
nomenon as a basis.

In the core of the new symbol is the
logo of the Museum of Contemporary Art
in Belgrade, that through reinterpretation
and thought process gained a new role. The
most significant change compared to the
established logo of one of the most import-
ant institutions in the region, which has
been in the status of renovation for years,
are three circles on already existing peaks,
characterized by notched cubes of the
modernist, purposeful architecture of the
museum. Another novelty in comparison to
the old logo is the bottom line that connects
the logo to a compact construction. Rounded
whole along the circles — which symboliz-
es people — makes an important item in the
logo. The building becomes a human — a live
human temporary structure such as an open
gallery in this case, and serves for present-
ing and examining art. Certainly there is an
insinuation on the inactivity of the Museum
of Contemporary Art, with which museol-
ogy is further weakened and stalled due to
the lack of space for its development, in this
case through the organization and concepts
of modern and contemporary art. Museum as
a place of study and publishing focuses first
and foremost on visitors, who are deprived of
this opportunity because of the obsolete, cor-
rupt way of managing cultural institutions, as

well as the uninterested state apparatus and
their disrespect of deadlines and laws.!!

Prvi tradicionalni Novembarski salon
from 2012, is also one of the earlier proj-
ects from the first season of GALERIJA*.
In this case, the logo and the concept of the
traditional visual arts manifestation October
Salon is taken as the starting point for the
creation of the first, but already traditional,
November Salon.

There were 24 photographers with one photo
of different themes and expressions at the salon.
Presentation of works was also interactive, in
the direct communication of photographers and
their work with the audience.

The Logo in the form of the October
Salon initials is a widely accepted, con-
ventional sign, which has been established
in the world of culture for several decades.
Through its remodeling — (re)designing —
and the process of sketching and exploring
new forms and different concepts, the final
modernist, geometricized retro logo of the
traditional salon of the group UMETNIK*
comes in. The black logo on a white back-
ground, that is, a black-and-white relation is
a very important one in designing, reception
and functionality of the logo."? And in this
case, the system of research and search for
the best symbol has resulted in a solution that
corresponds to this theory of design.

The chronic problem of Serbian society
and state apparatus was presented at the photo
exhibition Familija (2013). In addition to the

11 Concerning restoration, see the following:
“What Happened to the Museum of Contemporary
Art?: A Non-exhibition of Documentation, Art
Interventions and the Building Interior.” Museum
of Contemporary Art Belgrade, Web 30.09.2012,
URL: eng.msub.org.rs/sta-se-dogodilo-sa-muzejom-
savremene-umetnosti (retrieved 02.10.2017).

12 Dunkl, Martin. Corporate Design Praxis.
Das Handbuch der visuellen Identitit. LexisNexis
ARD ORAC, 2011, p. 97.
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logo, at the beginning of the exhibition cata-
logue there is a “STEJTMENT [Statement],”
Article 2 of the Law of the Civil Law Con-
vention Confirmation on Corruption of the
National Assembly of the Republic of Serbia,
which contains the definition of corruption.'?
Corruption refers to the demand, offering and
receiving of bribes, and therefore the distur-
bance of the legal and law functioning of any
duty of the official apparatus. This project
helps us come to criticism of the reality that
has bred into corruption, through an artistic
concept. The relation between organizers and
other participants deepens through familial
and friendly contacts — “familiarity” — but
also through ordinary acquaintances and lob-
bying, creating a closed circle in which art
is prestige. The selected group of people,
who are fortunate enough to create art in this
project and prescribe artistic values, were
chosen publicly, without any concealment
and unpublished, sometimes false, inaccessi-
ble criteria — frequent occurrences in corrupt
social circles. However, before the definition
of corruption and short texts of participants
in which they describe in a witty way the
links with the organizers and the reasons
why they were chosen, a large-format logo is
printed on the first page of the catalog. This
initially places the meaning of the concept
and the exhibition, as well as the context of
the word ‘family.’

Logo was created by drawing details
and figures and their collages from the sim-
plest elements to the complex structures
transferred into the final product — display
of the hopeless state of the Serbian society.
The composition of the logo reminds, and
essentially it is made of paper flakes, rich
in various ornaments and creative design
solutions. The rhythmization of figures, sym-
bolized by the representations of both sexes,

13 “Familija.”UMETNIK* , umetniksazvezdi.
com/home/content/6/Familija.

is a circular, closed composition — like cor-
rupt “closed” systems. The concept of the
exhibition, the closed circle of selected par-
ticipants, who got the participation on the
basis of certain relations with the organizers
and the statement that art is prestige select-
ed and valorized by a certain small group of
people, is already shaped in the logo. Below
the ideogram there is a logotype, the word
‘family,” most likely taken or constructed
on the basis of the former ABC books, with
which the logo associates on paper flakes and
the beginnings of learning and writing letters
— an innocent, uncorrupted parallel reality in
which there is no corruption and alienation of
culture and art.

The opposite of “familiarity,” the concept
of Familija is represented by the exhibi-
tion Odlican (5) U* (2013). An impartial
curatorial team of students of V-1 class of
the clementary school Vasa Carapi¢ from
Belgrade selected through discussion and
voting a number of photographs from Serbia
and the region, which were then presented
in the GALERIJA* by the photos’ authors
themselves. The preparation of the logo —
logotype — for the project Odlican (5) U* is
also interesting. By numerous repeating the
words ‘excellent’ with the grade and signa-
ture, in this case the initials of the group,
we discover the exercise of the most skilled
manuscripts with the typically red pen used
by teachers throughout Serbia. The red color
associates with all the good grades written on
the tests, but also multiple corrections. The
logo represents a direct relationship between
teachers, their typical manuscript with a red
pen — writings of ratings, grades and sig-
natures — and pupils, who in this case were
given the opportunity to be curators of an
exhibition. They also symbolically receive
an excellent rating by artists for their partic-
ipation and curatorship presented in the logo
itself. The red — monochromatically expressed
— rectangle points out even more strongly the

words themselves as well as initial ‘U*.’
MUZEJ UBISTAVA in the tradition-
al Night of the Museums (2012) is another
significant project of UMETNIK*. Inspired
by the facts that student excursions in the
capital of Serbia enumerate new attractions
that do not belong to cultural stations essen-
tial for the development of the spirit of the
young, members of the group decide to orga-
nize professional guidance through MUZEJ
UBISTAVA on the night of the Night of the
Museums.'* Museum institutions closed
during other days which have a task of
presenting their content — i.e. to engage in
cultural literacy — they open up only that night
to “at least formally justify their activity”
and “practice along with other institutions,
instant — one-day — culture.”’® This allows
visitors to apparently enjoy culture and arts
incomparably more than the other days of the
year, but the question arises again, in which
direction Serbian museology is moving at all
and whether there is a museological aware-
ness in Serbian society. The goal of the open
MUZEJ UBISTAVA, which is not limited
to the interior of the museum, is the use of
spatially unlimited public places throughout
Belgrade, so that the entire city becomes a
museum, and the sources are drawn from
the act of murder. Murder as a daily occur-
rence, in recent Serbian history, is becoming
an increasingly present topic that appears in
the artistic context and generally in culture,
becoming their “marker.”'® Places of famous
murders of public figures from recent Serbi-
an history (Zoran Dindi¢, Pavle Bulatovic,
Slavko Curuvija) make the program and route
—i.e. exhibits. Through this performance, the
notion of museum and artistic work is re-ex-

14 UMETNIK*. MUZEJ UBISTAVA. Self-
published, 2012, p. 4.

15 Ibid.

16 Ibid.

amined, but also the reevaluation of art and
the artist concept.

The MUZEJ UBISTAVA logo is also
associated with the parallel manifestation
Night of the Museum. The sketch reveals that
the original solution did not differ much from
the existing museum manifestation logo,
especially in the position of the elements.
Nevertheless, in the next and final stage
there came to a reduction and minimalism,
and the half-moon was shown without a face
and simplified in the upper right corner, with
the addition of a word on the black back-
ground; the function of neutral colors, black
and white is juxtaposed and makes, read: a
mystical, threatening and metaphysical com-
ponent connected with the very idea of the
project — murder.

ART FAIR from 2015 is a project that
brought together companies — business
associations — that contain ‘art’ in their
name. Searching through the database of
the Business Register Agency, organizers
and members of the group UMETNIK* have
come to contacts of the companies and dif-
ferent products that meet the given criterion.
Many companies agreed to take part in the
exhibition at the Gallery of the Cultural Cen-
ter GRAD in Belgrade, and sent their works,
while in other cases, negative responses, the
organizers themselves bought products that
were transferred to the exhibition space. By
purchasing items that are presented in the
exhibition context as art, arrogation takes
place — appropriation — and questioning of
the discourse — who has the right to proclaim
what is an artwork and what can be an art-
work? The initiation of this questioning were
various objects of the companies with the
inscription ‘art,” presented at the exhibition.
Perhaps, beside all products, the most inter-
esting was a book Art of Appropriation by
Dejan Sretenovié, curator of the Museum of
Contemporary art in Belgrade, published by
“Orion Art,” which is directly related to the
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concept of the exhibition and the context of
contemporary appropriation in art.

The Business Register Agency and its
logo are in the focus of the exhibition proj-
ect. The concept based on companies within
the Agency and the appropriation — placing
non-artistic objects in the museum-gallery
field — goes from the logo and its processing,
redesigning and moving into another context.
This creates a link between the realization
of the project and the main factor of reali-
zation at the beginning — the Art Fair (ART
FAIR) and the Agency for Business Regis-
ters. The logo, composed of symbols, letters
and words, moves to the field of conceptual
art that examines, seeks answers, discusses
contemporary art and theory.

The organizers take on the characteristic
blue background of the agency. With minimal
processing, they change the circle in which
are the initials of the exhibition, the letters
A and F, also associated with the design.
Without interruption the line in the letter A
is continuing in the upper line of the letter
F, while the circle is designed with a fuller
line and closed, compared to the logo of the
agency. Along the symbols of the circle and
initials, the logo is made up of a logotype, the
words ‘ART FAIR,’ and below are the words
of the ‘SAJAM UMETNOSTI [Art Fair].’
Although it is not about works of art, but
mainly on craft products, the logo represents
the first layer of reviewing discourses on art
and artistic work, as well as its evaluation
and status.

*And finally... LOGO

In the case of UMETNIK*, we come
to the conclusion that through numerous
projects in the past five years — some of which
are mentioned, in the opinion of the author of
the text, interesting in concept and design —
symbolism plays an important role. This role
is manifested through a logo that makes a
strong starting point in the communication

relation, as well as an iconographic code,
manifesting in its design essential codes.
With their help, the artistic solution,
resulting with conceptual exhibitions of the
group, can be deciphered and analyzed. The
strong roots of neoavant-garde conceptual art
and its programming are also in the case of
designing the logo — iconographic symbols
of projects — of great importance. Through
a few logos, a human figure is represented
— Muzej savremene umetnosti and Familija.
Both projects in the focus of themes present
people in quite different contexts and social
environments — both through the logo and the
exhibitions. Other logos as well reflect the
topic of exhibitions through symbols, their
layout and style, and through the overall
design convey atmosphere and meaning.
Questioning, redesigning and sketching are
at the beginning of the exhibition activity of
UMETNIK*, and in order for the observer to
arrive to this point, they must open the door
and make the first step in the interpretation
and analysis of the complex conceptual
endeavors.
September 2017

ART FAIR: Which art has, and
which does not have its market?

Aleksandar Stojanovi¢ Luci

As a group that is constantly questioning
the notion of art, its position in contemporary
society, on the local field, as well as the
position of the artist and his/her purpose,
UMETNIK* performed another of its actions
in 2015, in the Gallery of the Cultural
Center Grad. The ART FAIR project,
realized in November, implied a small fair,
conceptualized through the term ‘art,” but its
intentions went far beyond terminological
problems. Followed by an appropriate
graphic design, this action was announced as
an art fair, and exhibitors were selected from
the Agency of Business Registers. What kind
of art fair is the one showing businessmen?
ART FAIR is a fair that gathers companies
and entrepreneurs that contain the term
‘art’ in their title. This information from
the catalogue should clearly determine what
this all was about. The group investigated
registered companies, incorporating the term
‘art’ in their names, which was therefore the
selection criterion.

Regardless of the reduced, first
and foremost clear concept, the project
nevertheless carried with it the difficulties in
realization, not because of finding companies
with an adequate name, they were more than
enough. Most of the companies that the
group chose did not want to participate in the
fair. Given that this is an action that is not
under the control of the author, all variables
must be taken into consideration, and so the
fact that those firms refused to participate
in the fair. The question arises: Why does
one want to use the term ‘art’ in the name
of the company, and then does not want to
display that art at the Art fair? Due to the
refusal of cooperation between the majority
of companies, the group had to change the

concept, the planned fair eventually got
the form of a classic exhibtion display of
products from different companies, and most
of the products were purchased by the group.
From profiled battens, which were exhibited
like a minimalist object, through hand-
made chocolates, sparkly cake decorations,
and golden fish in a bowl, the setting was
conceived as a set of readymade objects. This
fact is additionally emphasized by Dejan
Sretenovi¢’s The Art of Appropriation, with
Duchamp’s readymade on the covers.

It is evident that these are not readymade
exhibits, since they are produced in the
companies participating in the Fair, but it is
also evident that some kind of appropriation
is at stake. The status of an artwork, if we
have Duchamp’s commonly known definition
in mind, these objects do not receive by the
artist’s change of the object’s purpose, but
because it is about the company that contains
the word ‘art,” that is, the art-producing
company. Here, the appropriation takes place
in the opposite direction, where businessmen
adopt the concept of art and then produce and
place their goods or services on the market,
which should be perceived as art; in that
sense, the term ‘art’ in the name should add
value to their products.

By exhibiting these, the group wants
to follow the natural flow of things — art is
created and then displayed at exhibitions (or
in some cases arises only when exhibited).
But in the last few years, art began to be
shown at fairs, on various art markets, where
it is less exposed, and more shown in order to
be bought. Such a fair the group had in mind.

Sometimes the question arises as to whether
it is really art, a question Duchamp posed, or
more often, a statement about contemporary
art which reads: “I could have done this
myself.” How these firms decided to become
art producers is unknown, but considering their
number, the use of the term ‘art’ in production
activities is very common, which does not
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necessarily mean that art is really produced.
However, should this be interpreted as an
approximation or lowering of art? Does their
refusal to participate testify that the term ‘art’ is
used pejoratively? Or they simply do not see the
potential profit by presenting them in a gallery?

The group seeks to raise these questions
with this action, but not necessarily to answer
them, as the audience can make conclusions
themselves. What is art and what is considered
as art in Serbia today? Which art has, and which
does not have its market?

These issues are very serious, although
part of the audience in 2015 considered the
exhibition to be ironic. On the other hand, there
is the part of the audience that admired the
exhibits. This speaks enough about the status
of art today, but also successfully completes
the action of UMETNIK*. ART FAIR certainly
has the potential to turn into an exclusive fair,
into the annual action of the group and the
presentation the new ART, but also to record the
audience’s reactions, and to investigate further
what this term means and how it is used today
and what kind of implications it produces on the
art scene.

Year under the ALLES KLAR
concept

or

CITY GALLERY
POZEGA=

CITY GALLERY
POZEGA

Sladana Petrovi¢ Varagic¢

The ALLES KLAR project by the group
UMETNIK* is an exhibition with which the
City Gallery Pozega entered the year of 2017.
Namely, the exhibition within the regular
annual program of the City Gallery Pozega
(within the Cultural Center Pozega) opened on
December 8" 2016 and lasted until January 10"
2017. Today, at the end of 2017, by recalling
this exhibition, we are in the position to, by
considering and analyzing the artistic practice
of the group UMETNIK* shown at this place,
perceive the metaphorical and symbolic
meaning of the beginning of the year under the
concept of ALLES KLAR, for this gallery space
that is experiencing the most turbulent period
from its founding.

The name of the exhibition ALLES KLAR
refers to (in)visible differences between
“identical, but different” objects. The positions
on which UMETNIK* based its research are
shifted from ontological studies to a linguistic
aspect, simultaneously addressing important
socio-economic phenomena and putting a focus
on criticism of institutional and neo-liberal
concepts (precariat, hierarchy, freedom and
rights restrictions, etc.).

The exhibition consisted of four segments:
(1) Installation A4=A4 which combines
photography, objects and text and deals with (in)
visible characteristics that make the difference
between two materially identical objects,
qualitatively very different; (2) Aesthetics
composed of documentary photographs of
several selected pages of the book Critique
of Judgment by Immanuel Kant, with visible
visual interventions by the “owner of the book,”
Nebojsa Grubor — professor at the Faculty of

Philosophy, University of Belgrade; (3) Video-
installation Alles Klar realized in cooperation
with the cleaning ladies of the Academy of Fine
Arts in Vienna, in which “invisible” subjects
talk about their “curatorial” experience, that
is, about how they discern which artwork
should (not) be thrown into garbage, i.e. about
the differences on the line Art VS Garbage;
and (4) Photo-installation Dokaz postojanja
spoljasnjeg sveta which reconsiders relations in
the contemporary world and the imperatives of
competitiveness in all areas of society from a
philosophical point of view.

The key phenomena that the ALLES
KLAR exhibition dealt with are: criticism of
institutions, (in)visible differences, competence
for art selection, rights and freedom restriction,
position of cleaning ladies within the institution,
evaluation of work, evaluation of contemporary
art, precariat, feminism and the like.

From the present position of the art program
editor, i.e. curator of the City Gallery Pozega,
which in the period from December 2015 to the
present day survived the most horrifying attacks
from the representatives of local authorities,
who today bear the role of “founders” of this
institution, I view the position of the institution
itself as an object processed in the installation
of the group UMETNIK*. During 2017 that had
begun under the concept of ALLES KLAR the
gallery suffered a loss of autonomy in terms of
program editing. By changing regulations of the
statute of the institution, the professional staff of
the gallery (editor, i.e. the curator) was deprived
of the right to elect and propose members of
the Art Council that decides on the program of
the institution, and this right was transferred
to the management of the institution that was
usually not educated in the field of culture and
art. The question of competence for selection
Art VS Garbage is current in the reality of the
institution itself, as opposed to the subjects
of the video work Alles Klar, where cleaning
ladies originating from ex-Yu area clearly see
their position and occasionally declare “I am
not for art” or “I do not distinguish kunst [art]
from garbage,” today’s political and governing

structures in Serbia, largely baselessly attribute
to themselves competences they do not
possess. In that manner, City Gallery Pozega
can experience the destiny of objects used in
installation 4=4 (bottles of Coca-Cola produced
for Western and Eastern Europe, which are
identical in its exterior appearance, but the
content inside differs, both in ingredients and
quality). In the new context and the new power
relations in which “politics” decides instead of
“profession,” City Gallery Pozega was brought
to the risk that, from the next year, it would be
what it had been so far only by its name, location
and space, while in its essence would become
completely different when it comes to program.
In this way, CITY GALLERY POZEGA=CITY
GALLERY POZEGA comes in the position
of the objects from A=A installation or may
already be in that position according to many
other parameters.

In the curator-cleaning lady role play in the
video-installation Alles Klar, the group UMET-
NIK* while researching within an institution
such as the Academy of Fine Arts in Vienna,
found that the job of “first curators” is often car-
ried out by cleaning ladies — tetkice — from the
former Yugoslavia regions who “decide” what
is art and what garbage,'” while in institutions
of culture in smaller local communities today
(e.g. in Pozega), it is noticeable that politicians,
i.e. the authority holders, claim the right to be
“first and last” curators. Roles are changing,
but in a different direction — politicians become
curators, and curators are threatened to take
the jobs of the cleaning staff. '® The program of

17 “When you clean it, it does not exist
anymore!” UMETNIK*. Alles Klar. 2016.

18 Milan Bozi¢, the President of the
Municipality of Pozega in his addressing at the VII
Session of the Municipal Assembly of Pozega held on
May 26", 2017 during the discussion on the problem
of the Cultural Center Pozega, which as a cultural
institution does not have any employed cleaning
staff, causing certain problems in the work of the
institution, states: “Unfortunately, this large area that
is remarkable and large, is unused and continues to
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Gradska Galerija Pozega, which also included
the exhibition of UMETNIK*, and which pro-
fessional public and the Ministry of Culture and
Information of the Republic of Serbia evalu-
ate with high marks and continuously support
financially, is evaluated by local politicians as
bad and problematic and for this reason the
position of the curator is being attacked and the
“termination” of the space for presentation and
production of contemporary visual art is being
announced.

From the position of the curator, i.e. City
Gallery Pozega editor in this moment about the
exhibition ALLES KLAR by the group UMET-
NIK*, I can only write in this way, noticing the
parallels between the theme of artistic research
and reality, also using the opportunity through
every authorial text to speak about positions of
contemporary art, artists and cultural workers,
about the problem of institutions, party privat-
ization of the state, disrespect of rights and laws
and prevention of professional staff in the per-
forming their work.

I conclude with another coincidence, a vid-
eo segment of the video-installation ALLES
KLAR presented at the exhibition in Pozega;
it starts with a circular swing to the right side
of the room and leads to an empty chair, when
the object is accentuated by a cut to a close
plan, which emphasizes the absence of the
main actors. Namely, just before filming vid-
eos with cleaning ladies, their superior (boss)
forbade filming, so the video itself consists of
audio recordings of invisible actors and frames

buzz empty. Not one event, nor show, has more than
twenty maybe visitors, not counting workers there.
We must, somehow, find a modus how to solve it,
to see if it’s a human factor, is it the director of the
Cultural Center, is it the director of the gallery? 1
think the problem is, er, the director of the gallery,
and if it proves to be true, we will take her to a lower
scale, so as far as the cleaning staff is concerned, it
is very possible that we will soon find it this way!
Thank you!” (italics by the author) Source: tvpozega.
“VII Sednica SO Pozega 26 05 2017.” Online video
clip. YouTube. YouTube, Web 29.05.2017 (Retrieved
20.10.2017).

recorded in the empty rooms of the acade-
my — within classes, classrooms and ateliers
for work. The audio was recorded without the
explicit consent of the actors and their boss.
This year, just a few months ago, according to
the decision of the Steering Board of the Cultur-
al Center Pozega, the right to make statements
for the media, related to the business and pro-
gram policies of the institution, as well as to
interpersonal relations within that institution,
was given exclusively to the director, while the
employees can make statements only with his
previous consent, and the violation of this deci-
sion implies disciplinary measures against the
employees.

For writing this text, I DO NOT have the
consent of the director.
October 2017

New Spaces of the Public

Iva Cukié

Art has always found its place in the
public space, for example for the needs of a
visual identity, as an urban design strategy,
for attracting tourists or for generating a sense
of belonging and commemorating events and
personalities from a collective history. In
this way, the placement of works of art in
public spaces is part of the strategic molding
defined by the cultural values of the dominant
ideological and political structures. However,
in recent decades, various site-specific
works, forms of performative activity and
participatory forms of culture-social action
have been developing tactics for temporarily
usurping public spaces of the city, giving
them new meanings. The diversity of activity
depends precisely on the heterogeneity of the
initiators and the topics they want to address,
so they can be interpreted through assorted
artistic disciplines or as an ideologically
motivated act, that is as a sort of a protest.
In this sense, the aims of artistic actions or
interventions in public space are provoking
dialogue that can be reflected through creative
improvizations and adaptations in space, as
well as encouraging long-lasting changes in
the social and physical environment. Thus,
in contemporary context, artistic practices in
public space can be understood as acting from
a wider philosophical, social and political
position that contributes to the diversification
of the cultural scene, as well as a recognition
of the rights to social and physical space. It is
precisely the work of the group UMETNIK*
that represents the need to articulate these
rights by problematizing the position of the
artist and art, as well as the necessity of
dealing with art, but also forms of its (public)
appearance and manifestation.

From the continuous need for articulation
of the abovementioned, the informal

group UMETNIK* makes use of various
artistic media, from the choice of topics
and titles, through specific artistic and
spatial interventions, to entering the field of
experimental areas of interaction in different
spatial frameworks. Although not escaping
from the institutional frameworks of work
presentation (when the concept requires it),
the group very often deliberately abandons
these frameworks and enters the public
space in order to promote the topics of its
work to the general public and open up
space for new cultural and social practice.
In the creative sense, interaction is initiated
in this way, but also an improvisation free
from any restrictions of museum or gallery
space, as well as restrictions related to the
imposed professional competence, aesthetics
and formats. Hence, for example, by forming
GALERIJA* — a unique exhibition space on
the Republic Square in Belgrade — through
performative activity the group turns into an
element of the production of space. While
standing on the main city square, presenting
showcases and/or plynths, UMETNIK*
brings performative action and gallery space
into a cause-and-effect relation, but, more
importantly, by entering public space, the
work becomes a space for participation and
debate about creating new opportunities.
Considering the complexity of urban space,
the sqaure as the center of events plays a major
role in the stratification of the presentation.
Namely, in this case GALERIJA* is work
for itself, however the bodies that form the
“exhibition space” do not appear only as a
subject for themselves, but also as a display
object. By deleting the boundaries between
the one presenting and the presented work,
visual dramaturgy is established, whereby the
whole artistic performance is experienced as
the extension of the body as an architectural
space. So although we are in the square that
represents the rendez-vous, the experience
of percieving a new “urban construction” in
which everyone can participate, goes beyond
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the limits of a recognizable physical form and
dematerializes patterns of exhibition practices.

With the work titled MUZEJ UBISTAVA,
the group properly confirms that which
is in the focus of their practice, and these
are the processes of (de)construction,
problematization and the development of new
discursive practices — in this case, collective
memory of politically motivated murders.
Namely, on the day of organizing the Night of
the Museums the group is mapping, marking
and organizing visits to public spaces that
represented the area of political struggle in the
90’s and early 2000°s in Serbia. At first glance,
not so important urban landscapes become
the reproduction of the collective reality
directly lived through, which is at the center
of the Serbian political agenda dominating
the end of the twentieth century. Thus, the
performative action and the marking of these
spaces instrumentalizes the role of space and
recognizes the important role of the scene of
conflict and spatial heterogeneity. However,
the performative specificity of the work is
not only in researching and defining a site of
conflict and collective memory, but also in a
specific methodological approach that treats
sites as topics with clear critical reflections
that are not necessarily related to the spatial
manifestation of the site. In addition to the
name that establishes a clear relation to
institutional and formal contexts, the work
turns the focus towards the public sphere and
various interpretations, that is, emphasizes
the permanent nature of the influence of work
on the social space, as well as on the space
of presentation and perception. An additional
component of this work is precisely the
fact that it takes place independently
exclusively during the Night of the Museums
manifestation, with which the group clearly
addresses the issue of participation in the
processes of artistic production exposed to
market mechanisms, where the sphere of
art and culture functions as its integral part.
It is necessary to emphasize that one of the

characteristics of their practice is the topic
of commodification of art and culture for
mere consumption by market forces. Hence,
art and culture are transformed into a new
production instrument where the desire for
profit determines their future role.

By examining the meaning of art and the
rigid form of manifestation and publicity ofthe
work, the group does not stop from entering
into a private space whose basic function is
the satisfaction of existential or physiological
needs. The project KUCNE INSTALACIJE
is just toying with the experience of the
space, but also a powerful metaphor of the
presentation of an artwork. WC becomes
a place of presentation and imagination,
but also a space for testing cultural-artistic
production and its manifestations. In fact, by
relocating art and constructing new spaces
of the public, we recognize their need to
articulate the enticements, dilemmas, layers
of exhibition practices, and also toyinh with
contradictions completely revealing the
banality of the formal representation of the
artwork.

By its actions, UMETNIK* represents
continuous toying with objects through a
recognizable creative approach. The group
is exploring the position of arts and artists
outside institutions, but also an attempt to
organize their own production where the action
rests on personal initiatives and continuous
creation. Cycles related to becoming an artist,
defining artwork and artistic interventions,
daily routines, institutional and hierarchical
criticism, as well as toying with media, but
also spaces for presentation, testify to the
skill of the analytical approach presented in
the specific language of irony, spontaneity,
symbolism and vitality, precisely through a
brave search for the new spaces of the public.

Map of Murders as an Open-air
Museum

Milja Stijovi¢

At a time when the country is going
through the process of transition, when the
allocation for the culture of the Republic of
Serbia for the current year is 0.7% of the
republic budget, when for more than a decade
the inactivity of curators in other museums
is justified because the two largest (but again
according to what the largest) museums did
not work, while the good curatorial practic-
es are overlooked precisely because of the
emphasis on the impotence of the National
Museum and the Museum of Contemporary
Art,” we meet UMETNIK*/*The title is
without prejudice to the comprehension of
meaning and volume of the terms ART-
IST and ART (further in text UMETNIK*).
UMETNIK* (Artist with an asterisk) is an
informal group formed 2012 in Belgrade/
Knjazevac. According to the biography of
UMETNIK*, the members of the group work
together, I paraphraze, “in order to explore
the concept of ART and ARTIST, both in the-
ory and ‘artistic’ practice.”

This paper aims to elaborate the proj-
ect MUZEJ UBISTAVA, carried out by the
members of the group at the Night of the
Museums in 2012. Members of the group
UMETNIK* came to the idea to address
the irony of instant-culture behind the so
celebrated and institutionally supported
manifestation Night of the Museums. In the
“night” of the Night of the Museums on May
19% 2012 UMETNIK* holds an (unofficial)
tour through the Museum of Murders in Bel-

19 Which just a few days ago experienced its
openening, now we have to wonder if it will be able to
regain the power of its name or will turn into a classical
museum of retrospective activities for artistic practices
in Serbia/Yugoslavia in the 20" century?
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grade. Five (political) murders (over thirty
in the 1990°s in Belgrade), five locations,
several metal signboards, five names, five
people, five histories woven into the past of
a city from which, as members of the group
want to point out, reads precisely the direc-
tion of the movement of our cultural history,
understanding of museum, artistic practices,
identity of a state, narrative offered to the
audience during that single night. But five
only. Those points are not the only ones nor
are they particularly important to enter the
shortlist of memories for a “One Night Muse-
um.” A reference for thinking, deliberation,
further searching through the historicity of a
city, of a state and culture that those points,
linked together, as other museums on var-
ious locations become in the Night of the
Museums (and exhibits on the map of the
manifestation, where the audience runs from
one exhibit to the other), eventually gains the
final narrative — how it came to the murder of
culture in one state. The name for the museum
that certainly needed to be visited, which on
that night was on the second scale, refers to
the murder of culture in Belgrade, precisely
through the murder of memory as the only
real heir of every process of musealization.
The only common denominator on that night
of the seemingly fictitious Museum and oth-
er (applied/criticized/referenced) museums is
the plainness of their missions as institutions
— preservation of memory.

Scenes of murdered people from public
life create points on the city map, sketching
the legend of the past, and the points connect-
ed in that way form the view of the state of
contemporary life. In the end, the artistic*
act aims to re-examine the significance of
the museum walls and what is inherited and
interpreted among them. What is Art and who
are the Artists? The main idea of the Open-air
Museum is the muselization of everyday life,
but a different one. Murders are a part of it,
and as such can also be treated as musealia.

I use this opportunity to present UMET-
NIK* and its projects and launch a reflection
of black dots on the city map, points that
are not institutionally musealized and which
could easily be forgotten, precisely because
of the way of thinking within the walls (of
a museum). Although one seemingly cannot
connect those five points, as I as I found out
through a talk with members, the choice was
primarily based on the ease of visiting loca-
tions at the Night of the Museums; we can
see all the layers of this seemingly simplified
map of murders in Belgrade.? The profile of
the people who were murdered and are on
the map of UMETNIK* are different. Visits
to the black points are not chronologically
based.

* Prime Minister of Serbia, 11 Nemanjina
St., March 12" 2003

 Secretary General of the National Foot
ball Association, 35 Terazije St.,

March 26™ 2004

* Club supporter from France,

12 Obilicev

Venac St., September 17" 2009

* ,,Boss® of the underground,

7 Francuska St., February 15" 1997

* Journalist, 35 Svetogorska St.,

April 11" 1999

Forgetting our everyday, we lose our
map; we do not know where we are going
or where we come from. We fail to map
and recognize/identify the key points for
ourselves, for the community, potentially
losing our individuality and, consequently,
our identity. We are exposed to the desirable,
without having ventured into thinking it over.

20 Komlenovi¢, Uros, and Beta Agency.
“Krvava istorija: Ubistva poznatih li¢nosti od 1990.
do 2001. [Bloody history: Murders of famous people
from 1990 to 2001]”. Vreme, 530, Web 01.03.2001,
URL: vreme.com/arhiva_html/530/04.html (retrieved
30.10.2017).

We do not map or musealize contemporary,
losing in that way the picture of ourselves.
Mapping, identification of these murders
certainly means the form of musealization as
well, and the murder musealization itself will
mean recognition of memory, its keeping and
living as an important segment of the history
of a state — the memory of the state of society,
and through this memory the building of
culture. And when culture disappears, we
easily ask ourselves how it came about. If
we forget, if we do not remember, we will
not be able to build on, because demolition,
however painful, is a part of history, and this
also must be recognized and emphasized.
So this UMETNIK*’s project specifically
should also be read as an attempt to present
the situation in the culture of the nineties,
and because of the selected black points, this
reading continues and transmits its meaning
to our everyday.

Kada proslost progoni sadasnjost

Valter Sajdl

Koncepcija umetnosti bavi se fragmen-
tarnom percepcijom realnosti, ¢esto prate i
licna iskustva umetnika u okruzenjima sa
specificnim socijalnim, a jo$ ceSée naci-
onalno nepobitnim odrednicama. Grupa
UMETNIK* bavi se pojmom samoodreden-
ja, §to ovu umetnicku grupu primorava da
se prilagodi propisanim pravilima zemlje
u kojoj boravi i da deluje u oblastima koje
joj dozvoljavaju da se kreée u marginali-
zovanim delovima dru$tva. Studiranje na
Likovnoj akademiji u Becu ¢lanovima grupe
omogucava da zive u Austriji pod premisama
specifi¢nih naéina zivota i uslova rada koji
ih obavezuju da prihvate implikacije pove-
zane sa prekarnim radom. Moguénost da
rade samo odredeni broj sati nedeljno, daje
im pravo da stvore osnovne uslove za zivot,
ali im ne dozvoljava kompletno priznan-
je kao ¢lanove austrijskog drustva. lako je
izbor osnovnih poslova koji se mogu obavl-
jati pod ovakvim uslovima veoma ogranicen,
to inspiriSe grupu da iskoristi prednosti i
proizvede umetnicka dela koja proizilaze iz
ovih pomenutih aktivnosti, pretvarajuci je u
,Lumetnika u nastajanju”.

Raditi kao umetnik Cesto zahteva bav-
ljenje odredenim poslovima koji nisu
direktno povezani sa umetnickim stva-
ranjem, a u zavisnosti od pripadnosti
nekom nacionalnom Drugom moze stvoriti
ogranicavajuce faktore u pogledu moguénos-
ti izbora ponudenih poslova. Ljudima je
omoguceno pravo na zivot, ali pod ogranice-
nim brojem prilika koje njihov zivot Cine
podnosljivim. S tim u vezi, Marina Grzini¢
detaljno izlaze Fukoov koncept ‘biopolitike’
iz 1970, kao pozapadnjeni princip ,,Hladnog
rata” koji se iskljuéivo brine za liberalisticki
kapitalizam u prvom svetskom poretku, a
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iskljucuje druge nacionalne entitete pod slo-
ganom ,,Zivi i pusti da umru”. Po njenom
shvatanju, posledice koje se uo¢avaju u pos-
lednjim decenijama dovode nas do koncepta
‘nekropolitike’, termina koji je ASile Mem-
be [Achille Mbembe] skrojio kako bi opisao
uslove zivota u Africi nakon 2001. i doveo ih
u vezi sa ,,geopolitickim razgrani¢avanjem
zona u svetu zasnovanim na mobilizaciji vojne
masinerije.”*' Ovakve koncepcije su u tesnoj
vezi sa borbom sa kojom se moraju sresti ljudi
u dijaspori, koja je najles¢e rezultat rata.

Dodeljeni status o stanovanju u odrede-
noj zemlji ne podrazumeva automatski da
doticna zemlja garantuje socijalni boljitak
ili potpunu inkluziju u drustvo u kome se
zivi, §to se moze videti u slu¢aju UMET-
NIK*-a. Oni trenutno poseduju vizu za
boravak u Austriji dok god budu studirali,
ali su potpuno ograni¢eni po pitanju rada,
situacija koju obraduju na umetnicki nadin.
Medutim, UMETNIK* ne koristi svoj status
u smislu viktimizacije, veé prosto preokreée
pojam rada i stavlja ga u umetnicki kontekst,
dok njegov buduéi status ostaje nejasan i
,»u toku”. Iako ¢lanovi UMETNIK*-a nisu
ratne izbeglice, u pitanju je slucaj susretan-
ja sa problemima iskljucivanja po pitanju
osnovnih Zivotnih principa. Clanovi UMET-
NIK*-a suocili su se sa problemima prilikom
dobijanja posla, a na kraju bili spreceni da
ga rade zbog nemoguénosti kratkorocnog
zaposlenja iz razloga nacionalnog Drugog i/
ili medustatusa.

Kada su u pitanju radovi UMETNIK*-a,
glavni interes u smislu radnog metoda
umetnika je nacin na koji se bave pojmovi-
ma ‘inkluzija’ i ‘ekskluzija’ koji su takode

21 Videti: Grzini¢, Marina. “Biopolitics
and Necropolitics in relation to the Lacanian
four discourses.” Simposium Art and Research:
Shared methodologies. Politics and Translation,
Barcelona, 6 & 7" September 2012, URL: ub.edu/
doctorat_eapa/wp-content/uploads/2012/09/Marina.
Grzinic_Biopolitics-Necropolitics_Simposio_2012.
pdf (pristupljeno 07.12.2017).

pomenuti u zagonetnom i predskazivackom
naslovu izlozbe Petera Vajbela [Peter Wei-
bel] na festivalu Stajerska jesen [steirischer
herbst] u Gracu 1996. Nakon pada komu-
nizma 1989, predvidano je da ¢e nakon 10
godina ekonomska i finansijska situacija biti
na istom nivou Sirom Evrope. Skoro tride-
set godina kasnije, problematika tranzicije i
dalje nije razreSena, a ¢ak se u nekim sluca-
jevima pogorsala. U kojoj meri je nekadasnja
Isto¢na Evropa postala deo Evrope, a u koj-
0j meri se jo§ uvek percipira kao Drugo?
U tom pogledu Grzini¢ navodi da ,,uprkos
pocetnoj euforiji koju je Zapadna Evropa
pokazala prema Isto¢noj Evropi nakon pada
berlinskog zida, Isto¢na Evropa je podba-
cila. Nije uspela da se upiSe u mapu bitnih
politickih, kulturnih i umetnic¢kih zbivanja
u Evropi.”* Ovo potonje mozemo prepoz-
nati u Srbiji, zemlji porekla UMETNIK*-a,
na primeru Muzeja savremene umetnos-
ti u Beogradu. Muzej je otvoren 1965. kao
jedan on najspektakularnijih modernistickih
gradevina, a uz to jedini muzej (nekadasnje)
Isto¢ne Evrope posvecen savremenoj umet-
nosti i skulpturi, koji je zatvoren 2007.da
bi bio renoviran i ponovno otvoren godinu
dana kasnije. Medutim, proslo je 10 godi-
na otkako je osmougla gradevina u obliku
saca, dizajnirana od strane Ivana Andrica
i Ivanke Raspopovi¢, konaéno renovirana
kako bi ponovo otvorila vrata za javnost.
Sta nam kaZe ovaj fenomen i kako duhovi
proslosti progone sadasnjost stavljajuci je u
beskrajno stanje transformacije za koju se
nekada nadalo da ¢e biti proces koji moze
biti zavr§en? U tom smislu Grzini¢ ukazuje
na Lakanov koncept ‘lamele’ — ,,avetinjskog
bi¢a kao otpadnog ispupcenja, neunistivog
objekta zivota izvan smrti koji nema fiksira-
nu poziciju u simboli¢kom redu.”” Dakle, z1i
duhovi proslosti se zadrzavaju u sadasnjost

22 Grzini¢, Marina. Re-Politicizing Art,
Theory, Representation and New Media Technology.
Schlebriigge.Editor, 2008, str. 49.

23 Ibid. str. 48.

i onemogucéavaju nam da se ikada pomirimo
sa proslos¢u. Nedavni procvat neliberalnih
demokartija i desnicarske politike u nov-
om ruhu, koje nadiru u mnoge delove sveta
i nedano ponovo i u Austriju, pokazuje da
mnoge zemlje niSta nisu naucile iz svoje
proslosti niti ¢e ikada biti u toj moguénosti.

Ekskluzija umetnosti iz zivota i eks-
kluzija zivota iz drustva, koje se mogu
na¢i u mnogim neliberalnim demokratija-
ma, tematizovane su u nekoliko projekata
UMETNIK*-a, §to ojacava njihov medusta-
tus na mestu progonjenom od strane lamela i
odredenih predrasuda, a ipak bez tacke pov-
ratka. Ovaj medustatus ili drugost je vec
oznacen zvezdicom u samom imenu gru-
pe. Zvezdica se odnosi na status Republike
Kosovo, sporne teritorije koja je proglasi-
la nezavisnost od Srbije 2008. i koja biva
priznata kao suverena drzava od strane 110
¢lanica zemalja UN-a, ali ne i same Srbije.
Posmatrajuéi pomeranje udesno $irom Evro-
pe i nedavne razvoje u Austriji, dolazimo do
jo§ jednog pitanja: Kako umetni¢ka grupa
moze biti priznata u zemlji gde migracio-
ni zakoni postaju sve strozi da bi na kraju
pruzili nesigurnu buduénost za ¢lanove gru-
pe? Projekti UMETNIK*-a prikazuju kako
je realnost zivota preobrazena u umetnicku
realnost i kako drustvo imitira (surovu)
umetnic¢ku realnost.
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