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The Poetics of
Social Change
Irena Rekic

here are many artistic and theoretical

elaborations about the world in which

we live, together with us who inhabit

it, being in fact a reflection. Observa-

tions concerning the representation

of ourselves and the discursive con-
struction of reality make their way through the wide
field of post-structuralist theories, probably the most
radical version coming in Baudrillard’s postulation
of a universal simulacrum in which the original, the
world, has vanished. Indeed, if we accept the idea that
identities are not things that are given in themselves,
that they are rather the result of processes of identi-
fications, it is obvious that the networked structures
in which we live are the consequence of certain con-
structions. Behind the ingrained appearances or the
generally accepted interpretations, things can take
on very different appearances and it is well to remind
oneself of this unceasingly. It is in the nature of artis-
tic endeavour to avert the view from established per-
spectives. The field of art is not so clearly defined by
methods and subjects as are scientific disciplines
and hence art can open up a space for interpretation.
The artist can take over methodologies, make use of
diverse discursive models and overlap them, change
the contexts and destabilise existing systems of rep-
resentation in order to direct the attention to the
meanings and relations that exist behind these
agglomerated discursive and ideological strata.
Accordingly, although itself a part

of the dominant, hegemonic sys-
tem of contemporary society, art
can be critical, activist and activat-
ing with respect to the auspices
under which it operates. It is on
these premises, involving a live
social milieu and the collabora-
tion, participation and interaction
of different subjects, that the dif-
ferent forms of the social art prac-
tice of Andreja Kuluncié are built.

In her work, Andreja Kuluncié
starts from and works within
social situations that, because of
the given division of roles and
positions among the participants,
she sees as problematic and ende-
avours to comprehend within a

c C Art can raise the right

(accurate) questions,
demand different answers, even
open new circles, i.e. models for
resolution, but not in the sense of
one work. | think that we can all
together contribute to open and
more critical thinking, on condi-
tion that we are careful and ethi-
cal about the group that is in
question. There are a lot of bad
engaged works (like other forms
of art, of course), which puts an
additional burden on the group
which is already socially
marginalized.

Andreja Kuluncié, from the interview: Dea Vidovic,
"“The Right Questions”. Published on the web site lab-
forculture.org (-> case studies), Zagreb, January
20009.
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Such criticism is not
always unfounded.
The famous contro-
versial artist Santiago
Serra, for example,
bares the repressive
structures of society
with ethically dubious
procedures, as when
for a packet of heroin
he tattoos prostitutes
or when he places in a
gallery cardboard box-
es in which, for a pit-
tance, Chechen refu-
gees waiting to be
granted asylum in
Germany are
crouching.

broad span, to denude of their dis-
cursive sediments and to show
that the inequitable relations in
society are the consequence of
ideological and economic con-
structions and stereotypes and
not of natural right. Working with
experts from other domains, often
seeking co-authors among the
minority groups for whom she is
taking up the cudgels, she explores
the possibilities of a more just
society and communication
among the classes, so as to be able
to find together with them in a dif-
ferent kind of communication an
option for a better life. But she
does not adopt a superior or pat-
ronising position. Nor does she
speak for the disenfranchised,
rather, empowers them to speak
for themselves and to build a
ground from which their voice will
be heard in public. This is impor-

‘ I'm interested in relation-
ships between people in
concrete social contexts. | try to
move the dominant matrices
within some (everyday) mecha-
nisms, making use of recogniza-
ble forms (billboards on the road-
side, commercial breaks on the
radio, newspaper adverts, Inter-
net games). | have no feeling that
I can build a new world, new atti-
tudes, just perhaps put existing
relationships into a changed situ-
ation, with the key bearers of the
change being the participants
themselves. By activating them |
hope to achieve a change from
within.
Andreja Kulunéié, from the interview: Antonello
Tolve, “The Social Sculpture of Andreja Kuluncic". On
the occasion of the solo exhibition “Are you opti-
mistic about the future?’, Museo MADRE, Naples.

Published on the web site artapartofculture.net,
Naples, December 2011.

tant to point out, for it is this very relation between
the artist and the disempowered subject that is the
stumbling block in this kind of art. Criticism tends to
accuse socially engaged artists of speaking, from
their own privileged position, of the oppressed
minority other, asks about the real scope of social
change, particularly in a situation in which indivi-
dual societies are being merged in the global world
and speaks of the instrumentalisation of the other®™
But Andreja Kulunéié treads with extreme circum-
spection on the slippery path of social practice,
respects the people she works with and makes sure
they keep their dignity. And then her work rests upon
the endeavour, by setting up communication chan-
nels (in which communication is often both process
and the work itself), to activate all stakeholders for
change: from those who are taking part in the pro-
cess of the creation of the work to the public outside
the art world.

If we take her complex oeuvre in with a syn-
chronic view, we shall be in possession of a tool kit
for social behaviour. In order to describe it, there is
no need to go into chronology or methodological clas-
sifications. They will turn out to be anyway super-

fluous for the purpose. It is possi-
ble, however, to pick out some
points of articulation that go
through the whole of the oeuvre,
visible right from the early works
of the artist. For this reason I shall
present the artistic practice of
Andreja Kuluncié in the key of the
basic aspects of her early works
Closed Reality - Embryo;, Nama:
1908 employees, 15 department sto-
res; Austrians Only and City Walks,
summed up in the phrases “social
laboratory”, “sharp cuts”, “ironical
turn” and "resistance to the every-
day” demonstrating that these are
structural and vital places of her
artistic poetics and ethics.

Social laboratory

Closed Reality - Embryo (http:/
embryo.inethr) is a work devised
for both cyberspace and the physi-
cal premises of the gallery. This is
the first such work of Andreja
Kulunéié, soon to be followed how-
ever by a similar project Distribu-
tive Justice (p. 66).

Closed Reality - Embryo is
conceived as an internet game on
the topic of genetic engineering.
Players can link up in couples and

c During the process of
creating multidisciplinary
projects, | often involve experts
from other disciplines, especially
in the internet works which are
imagined as a tool for knowledge,
and less as a directly engaged
works (for example the extensive
project Distributive Justice
presented at Documenta 11 in
Kassel in 2002). This is a
consequence of the breadth of
the field I wish to encompass in
the project. Working with
philosophers, sociologists or
urban anthropologists | can enter
much deeper into the subject, use
different methodologies in
approach, lighten up the same
problem (theme) from different
points of view. | think that it
provides much more complex,
precise and broader image than
anything any one of us as an
individual could elaborate from
its own angle. Apart from that,
working with other people is very
inspiring, like different layers that
touch, pervade, but also preserve
their autonomy within the
project.
Andreja Kulunéi¢, from the interview: Dea Vidovic,

"“The Right Questions”. Published on the web site lab-
forculture.org (-> case studies), Zagreb, January

create an embryo that will be born 2000

and in the far future will live on,

without any inputs from its parents, in social condi-
tions unknown in advance. Choosing from among a
menu of characteristics, the parents provide their
baby with a set of tools for survival: from skin colour
to mental capacities, health, degree of aggressiveness
and so on. The work raises the question of the respon-
sibility and moral readiness for the conditions in
which sciences opens wide possibilities of affecting
society. Through six months of creation, the created
germs with all their data are stored in the gallery of
embryos. This collection of the future population is
the basis for the comparison of a real society and that
created in the online game, similarly with a series of
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Distributive Justice,
exhibition view:
BigTorino, Torino
(Italy, 2002),
documentall, Kassel
(Germany, 2002), 8th
Istanbul Biennial,
Istanbul (Turkey,
2003), Marronnier
Art Centre, Seoul
(South Korea, 2004).
/ Distributivna pravda,
izloZzbeni postav:
BigTorino, Torino
(Italija, 2002.),
documentall, Kassel
(Njemacka, 2002.), 8.
Istanbulski bijenale,
Istanbul (Turska,
2003.), Marronnier Art
Centar, Seoul (Juzna
Koreja, 2004.).
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virtual and real encounters, for and against debates
and discussions on the theme of genetic engineering
with experts and theoreticians from various areas.
All who interested in the theme were invited to the
debate via the Net and leaflets distributed in public
spaces, and those who wanted were able to use for
their work material and gallery space provided. The
gallery became an interface for discussion, a sur-
rounding for the creation of knowledge, for analysis
and criticism. This important aspect of the work of
Andreja Kuluncié came particularly to the fore in not
only Closed Reality — Embryo but also in Distributive
Justice and the later On the State of the Nation (p. 94).

All three projects are several-month-long pro-
cesses that embrace research by experts such as psy-
chologists, philosophers, anthropologists, sociolo-
gists, theologians and others, including the general
public, which goes through a dual process: it puts
content into the work, builds it and in return is
enriched by it.

It is no accident if these projects remind us of
Beuys' concept of social sculpture. Firstly, this is a
fairly audacious expansion of art into social life, get-
ting into the area of science and politics. Secondly,
the artist calculates that every person, including nat-
urally the participants in the project, is a creative
social subject with the potential to play a high quality
role in the formation of the social organism. The for-
mats presented through which the visitors or parti-
cipants pass - the computer games, lectures, discus-
sion, theoretical entries, results of research statistics
gallery set-ups are a kind of educational console con-
stantly being supplemented with their very own
activities. In the work Distributive Justice, for example,
by taking part in the games, in the discussions and
workshops, through familiarisation with theoretical
paradigms, it becomes clear to the participants that
the concepts of justice and ethics are in fact complex
concepts that, in conjunction with personal emotion,
require also knowledge and deliberation, and the
bases of the knowledge are acquired during partici-
pation in the project. Similarly, in the workshops of
the project On the State of the Nation, in analysis of
news related to the Roma, to homosexuals and Chi-
nese, the three groups the least tolerated in Zagreb,
published in the media, attention is drawn to the
strength of stereotypes that have subtly crept into
public discourse and continue to exist there in the

02 Nama: 1908 employees,

15 department stores,
an in situ project,
June 2000, Zagreb,
Croatia. It was created
for the exhibition
“What, How and for
Whom". Curated by
Ana Devi¢ and Natasa
Ilié. Working women
of NAMA: Branka
Stanié, Biserka
Kanenari¢ and Bar-
bara Kovacevié.
Poster design Dejan
Dragosavac - Ruta;
photography Mare
Milin; styling Robert
Sever; makeup Sasa
Jokovi¢; project pho-
tographic documenta-
tion Mare Milin and
Ivo Martinovié;
production WHW,
Zagreb (p. 44, 45).

knee-jerk, superficial and mis-
guided perception of the consum-
ers of the news. At the same time
the radio and print media news
created in the studio set up for the
occasion in the gallery are viral
news items. They are sent off into
public space and offer a different
presentation of persons from
minority groups.

All three projects - Closed
Reality - Embryo, Distributive Jus-
tice and On the State of the Nation

c Personally, | think that a
work should have open-
ness and at least try to go further
than just enumerating or demar-

cating the problem. Thus, | have
most respect for the type of work
that does not close the problem,
but quite to the contrary, opens
up new possibilities of relations
between participants dealing
with the problem in focus.

Andreja Kuluncié, from the interview: Dea Vidovic,

“The Right Questions”. Published on the web site lab-
forculture.org (-> case studies), Zagreb, January

turn out to be open texts, spaces  2009.

of transfiguration, productions of

knowledge and spaces of consideration of others or,
as the artist herself calls them, social laboratories.

Sharp cuts

The work Nama: 1908 employees, 15 department stores®
was created at the invitation of the (women) curators
of the exhibition “What, How and forWhom"dedicated
to the 152" anniversary of the publication of the
Communist Manifesto. The exhibition covered a
wide assembly of social topics, accentuating the three
issues in the title, and considered the basic questions
of every economic organisation. Andreja Kuluncié
replied with an in situ project, with the simulation of
advertising centring on Nama, the biggest chain of
department stores, a symbol of socialist prosperity,
which became unprofitable in transition circum-
stances and disintegrated. At the moment she devel-
oped the work, the shelves in the shops were empty
and the fate of the 1908-strong labour force was
unpredictable.

Andreja Kulundéi¢ spent the weeks preceding the
exhibition, while the Nama case was filling newspa-
per articles about strikes and bankruptcy, which eli-
cited no public reaction, in talks with union reps,
workers and saleswomen. What was interesting to
her was how get the individual fates, the personal
insecurities and fears into a public dialogue while
showing that they were part of a shared anxiety. Here
I would refer to Virno's interpretation of anxiety as
absolute insecurity in a disoriented world in which
the protective substantial communities have
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03 Paolo Virno, Gramati-

ka mnostva: Prilog
analizi suvremenih

formi Zivota [A gram-

mar of the multitude],
Naklada Jesenski i
Turk, Zagreb

vanished.”® Indeed, Andreja
Kulunéié¢ does not problematise
the individual guilt, or money or
property relations but is con-
cerned with the people’s ability to
cope, their possibilities of coping,
with the new economic order that
is doing away with the old habits
and manner of life. With the col-
lapse of the substantial communi-
ties that had palliated relations
with the world, the feeling of
belonging faded, and the general
riskiness of existing merged into a
common anxiety. The artist, then,
does not opt for individual stories,
but for universalisation through
the simulation of an advertising
campaign including posters with
portraits of the workforce located
in city-light boxes at frequented
public places. The working women,
who had been given professional
facials and makeup, in their over-
alls, frontally posed with crossed
arms, give an impression of secu-
rity, maturity and self-confidence.
The poster is horizontally inter-
sected by the slogan “Nama: 1908
employees, 15 department stores”.
A specious advertising slogan, and
there will be more of this in the
coming chapters of this text,
closes the rhetorical figure of syn-
ecdoche, the saleswoman on the
photograph representing all the
1908 employees in all the fifteen
shops. And wider too: the more

‘ What I'm obsessively inte-

rested in is how the indivi-
dual comes to terms with social
changes with himself, his family,
neighbours, the immediate and
the wider community. All my
works at the end return to the
individual. | always wonder what
happens with this or that indivi-
dual. And it turns out that there
are 60,000 such individuals, or
100,000 or a million. It turns out
that such an individual dropped
out of the story for being a
woman or a Muslim, or because
they ended up on the streets
because a factory or shop had
shut down. They did the best they
could, and yet all the same the
doors closed in front of him, more
often for her, they became
redundant all the same,
something we don't need,
something we don't want to see.
The best thing would be for such
people to get out of the way, but
when we see the numbers of
those who would have to get out
of the way, what then? Only when
we see the numbers do we stop,
start thinking about the meaning
of the postulate in which so many
individuals are no longer
necessary.

Andreja Kulun¢ié, from the interview: Vesna
Vukovic, “Resetting Attitudes, Changing Relations”.
Published online at kulturpunkt.hr, Zagreb, January
2010.

than one hundred thousand lost jobs, the uncertain
fates and uncertain futures in the new system.

Art critic and theorist Vesna Vukovié assesses
this as a watershed piece in the context of the art of
its setting. For the first time the transition was “pro-
blematised from an economic perspective, after years
of being concerned with nationalisms and cultural
identities, which opens up a space for a debate of the
troubled issues concerned with the change in the
social system, the installation of the capitalist

04 Vesna Vukovié, “Proiz-

(0]

v

vodnja relacija kao
umjetnicki medij: o
umjetnickoj praksi
Andreje Kuluncic’, in
Frakcija, no. 58/59,
2011

Teenage Pregnancy,
marketing campaign,

4% Liverpool Biennial,

2004, Liverpool. As-
sistants Ivo
Martinovi¢ and Cres-
sida Kocienski; mar-
keting campaign de-
sign Dejan Jankovi¢;
marketing campaign
produced in collabo-
ration with Millenni-
um Promocija d.o.o.
(p. 16/17).

system and the consequent acce-
lerated segregation of society."**
In the artist’s oeuvre, Nama is
the first in a string of works that
with practically surgical strokes
cut into a diseased spot in the
social tissue. It is followed by Teen-
age Pregnancy in Liverpool, New
Prison (p. 82) in Luxembourg, Bos-
nians Out! (p. 88) in Ljubljana and,
most radical of them all, 1 CHF =
1VOICE (p. 74) in Ziirich. These are
works that directly tells us of a
burning problem in a given setting,
sensitise the public to it, seek a dia-
logue and provoke institutional
structures to some reaction.
Teenage Pregnancy, devised
for the Liverpool Biennial®, the-
matises the high percentage of
underage pregnancy in the UK, the
highest in Europe. It is provided as
a media campaign in which with
well designed advertising photos
published in the papers, in wo-
men's magazines and the press for
young people as well as in posters
displayed in public spaces, it juxta-
poses to the cute iconography of
little babies and children's rooms
an inscription about Britain's lead
in teen pregnancies and state-
ments of juvenile mums about life
with a child, getting up, getting
worried, going off to school and

c When | work abroad, |
regularly cooperate with
marginalised groups, and | did the
same in Ziirich. | did interviews
with prostitutes, with people
working illegally, with drug-
addicts, with asylum seekers,
refugees, various marginalised
groups. It was a difficult
experience. In Switzerland, a
country where you can’t move a
pebble without reporting
somewhere, there are people who
have lived there for fifty, sixty
years, or were even born there,
and were never registered
anywhere, who officially don’t
exist. To the Swiss, illegalized
people don't exist, they don't
want to see them, yet at the same
time it is they who perform the
worst jobs. | proposed a project
dealing with people without
documents, who are afraid of
going public and prefer to make
peace with their situation. This
project deals with the fact that
the Swiss abuse others’ historical
and geographical injustice, and
that this is considered normal.

Andreja Kuluncié, from the interview: Natasa Ilic,
“The tools of resistance: A Conversation with Andreja
Kulunci¢” Published in the exhibition catalogue
“UrbanFestival2008" [BLOK], Zagreb, September
2008.

studying. The artist does not however treat the young
mothers as juveniles with behaviour problems, but
draws attention to it being an urgent social situation
in which she calls upon the public to do something.
But the institution of the Biennial was not prepared
to support the production of the work. It demanded
that the author should remove from the posters the
statement that the UK was the country with the high-
est percentage of juvenile pregnancy, and she, refus-
ing to withdraw the inscription, suggested the cam-
paign be displayed at the exhibition as a proposal, on
the controversial issues of which the visitors should
decide. Ultimately, the campaign was not held,



Now that I'm
pregnant 1
think a lot
about how 1
am going to
finish my
school with a
baby. Is my
baby's father
going to stay
with me?
What will I
do for my
baby? It's
really hard.” = §
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Teenage Pregnancy,
exhibition view: 4th
Liverpool Biennial,
Liverpool, 2004 /
Maloljetnicka
trudnoca, izlozbeni
postav: 4. Liver-
poolski bijenale,
Liverpool, Velika
Britanija, 2004.
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Questionnaire results
showed that 65% of
the visitors who filled
in the form thought

that tennage pregnan-

cy was an important
problem in the city;
96% agreed that the
problem needed pub-
lic discussion; 92%
supported the cam-
paign; 21% would take
part with their educa-
tional and advisory
services, and 21%
would be ready to
volunteer.

Own Republic, interac-

tive game, exhibition
"Agents and Provoca-
teurs”, Dunatjvaros,
Hungary, 2009, Insti-
tute for Contempo-
rary Art - curators
Bea Hock and Fran-
ciska Zélyom. The
project was created
with a working group
from Dunaujvaros,
poster design by Var-
nai Gyula (p. 48/49).

although the public voted the need
for it%.

Other works too gathered in
this group have a kind of negative
ending, an unrealised closure that
occurs at the moment when the
work includes a bureaucratic struc-
ture. This inability to bring the
work to its goal, the void at the
place of the unuttered last sen-
tence, is louder than that sentence
would have been. There are various
degrees of obstruction, from
attempts to remove posters from
public surfaces by the municipal
authorities in Bosnians Out! in
Ljubljana to total censure of the
work in Own Republic in Hungary's
Dunatjvaros”. The last project
was conceived as an interactive
game in which the inhabitants of
Dunatjvaros were invited to ima-
gine that their city functioned as a
polis, an independent city state.
The artist simulated a situation in
which Dunatjvaros had won a
competition in the EU and had the
opportunity to do precisely that.
Here it is important to know that
the city has an uncommon history,
built and settled to decree after
World War II on a fertile plain
along the Danube where the com-
munist state planned to develop
heavy industry. The city that did
have certain amenities, built
according to Bauhaus principles,
with parks and fine public sculp-
tures is today, because heavy

‘ During the project it was

necessary on the one hand
to work with the illegalized, to
encourage them to understand
that this was a gesture that
would help them to acquire the
dignity to which they had a right;
to work with organisations and
human rights activists, whose
notion of art is often very con-
servative and inimical towards
contemporary art; and on the
other hand it was necessary to
work with the gallery, the art sys-
tem and its limitations. But we
managed to do a lot. On the main
station in Zurich we put up a call
on the large main display, with
the appeal to all illegalized people
to give one franc for the Parlia-
ment in Bern, which had a great
effect: the passers-by were won-
dering how many illegalized per-
sons there must be if they were
being addressed on the station
display, and in such a busy and
expensive place. The very fact
that someone officially
approached them is a sort of
recognition of their existence. We
published the call also in newspa-
pers, on trams ... we went out a
lot and many were aware about
the project.

Andreja Kulun¢ié, from the interview: Natasa Ilic,
“The tools of resistance: A Conversation with Andreja
Kulunci¢”. Published in the exhibition catalogue
“UrbanFestival2008” [BLOK], Zagreb, September
2008.

industry has collapsed, moribund. In collaboration
with a working group the artist initiated a game in
which the population would be encouraged to think
through the future of their own city. But the twenty
three thousand printed leaflets issuing an invitation
and outlining the rules of the game were never sent
out, because the city government halted and banned
the project three days before it started, with a threat to

close down the gallery.

When she thematises a given problem, Andreja
Kuluncéié¢ works from its centre. This is first person
speech, although it is not uttered by the artist. She is
initiator and organiser. The coordinator who brings
together the associates, establishes communications
among them, and routes the passage towards a pub-
lic dialogue. Working together is both method and
product. It signifies an advance. For when in Luxem-
bourg a former convict and an architect sat around
the same table (New Prison), an advance was already
taking place. Awell-ordered hierarchical society expe-
rienced a mild tectonic disturbance. There would not
be any crucial changes here, for art does not change
the world, yet it can galvanise it, start off a mild panic,
break some bureaucratic pots. When stifled voices
are at last heard, the alarm will sound. If an invisible
worker (I CHF = 1 VOICE) gives his money for the
renovation of the parliament of a state that does not
recognise his existence, then there is clearly some-
thing fishy with the publicly presented calculations.
If the state bureaucracy takes the money, it will have
to confess to its own camouflage; if it does not, it will
retain the apparent order. But the damage has already
been done. A sharp cut has lanced the smoothed-over
surface. The aim of government structures in
obstructing the work is to retain the dominant poli-
tical representation of which they are a part, and that
are based on the concepts of democracy and political
correctness. But they are already stalemated: the
effect is the opposite, the weapon they cast has boo-
meranged back into their faces, and the commonly
accepted image turns out to be false.

It is not beside the point to remark that such
minus endings are not part of the artistic intention,
and yet they are implied in the works. They have
attached themselves to the work, continued the pro-
cess, and as they did so bared the semantic layers of
the ruling political discourse. They bear witness to
the activating power of the works of Andreja Kuluncic,
their ability to start things moving, which is not
exhausted within the gallery walls.

Ironical turns
Humour too appears in the work of Andreja Kuluncié

as an instrument of social criticism, in the form of
ironical shifts. By definition, irony claims the oppo-
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Austrians Only, news-
paper ads, posters,
postal fliers. Festival
of the Region of Up-
per Austria, 2005. De-
sign Dejan Dragosa-
vac - Ruta (p. 21).

Umberto Eco, “The
frames of comic free-
dom” in Carnival, ed.
Thomas A. Sebeok,
Walter de Gruyterand
Co, Berlin, p. 8.

Enjoy the Beach, artis-
tic action on the Za-
greb - Rijeka road,
September 5 and 9,
2000. Exhibition Little
Country for a Great
Holiday, SKUC Ljub-
ljana, curated by Ana
Devié and Natasa Ilic.
Bag design Dejan Dra-
gosavac - Ruta (p. 51).

site of what it really means, and is effective when this
real meaning is not specifically confirmed, but is pre-
supposed and accepted as fact. Through irony, the
artist calls into question the accepted social codes
and situations. She grapples them from behind and
turns them on their heads.

The first such work was Austrians Only.*® This is
a sequence of newspaper adverts, posters and leaflets
in which the artist offers exclusive jobs meant only
for Austrians. But a closer look at the contents of the
attractively designed advert reveals an ironic reversal:
the careers that are being offered to highly-qualified,
reliable, hard-working, and communicative Austri-
ans (who have a series of other such selling points)
are in the world of cleaning and the provision of sex-
ual services. The employer offers the following con-
ditions: low pay, grinding physical work, unpaid over-
time, lack of medical insurance, short term employ-
ment, no acknowledgement of academic qualifica-
tions, high psychological and physical risks, financial
exploitation, social exclusion, racial and sexual dis-
crimination. A telephone number is provided to
which interested parties can apply. Only when they
call do they find out it is an artistic project taking as
its subject the real conditions of work for migrants to
Austria, presented in the advert as an outstanding
opportunity for Austrians. And at the same time,
those who call are asked to register their opinion
about this kind of attitude to migrants.

After the revelation, after “that’s what it's about”
has been said, the irony withdraws, and what remains
is the awareness of the standards behind it. One of
Eco's objections about humour might be attached to
irony to explain its use. “Humour does not promise
us liberation,” says the Italian theorist, “on the con-
trary, it warns us of the impossibility of global libera-
tion, reminding us of the presence of laws that we no
longer have reason obey. In so doing, it undermines
the law. It makes us feel he uneasiness of living under
alaw - any law at all"® Indeed, prompting discomfort
as a result of the presence of institutionalism racism
instead of passive acceptance of it was the author’s
intention.

In the action “Enjoy the Beach™® at the toll booths
Andreja Kulunéié handed out to the tourists plastic
rubbish bags with an inscription in seven languages
about the need to dump rubbish in the same way they
do in their own countries. In the Commercialisation of

Austrians Only,
newspaper ads,

posters, postal fliers.

Festival of the
Region of Upper
Austria, 2005 / Samo
za Austrijance,
novinski oglasi,
plakati, postanski
letci. Festival regije
gornje Austrije, 2005.
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History (p. 124) in the city of Koréula, she sold wittily
composed souvenirs of her own making, composites
of cheap objects made in China and articles from the
Koré¢ula Statutes, a monument of primary historical
importance. Blow-up bludgeons, wooden cart-houses,
little angels are universal objects: with no use and no
identity markings. Precisely for these reasons they
can be handily fitted into the repertoire of the gener-
alised supply of souvenirs of the globalised world.
Individual stories are no longer important. The search
for authenticity gives way before the propensity for
the appealing and the recognisable. Such a conception
of the presentation of history in the tourist product
has become a commonplace of contemporary society,
involving issues of the construction of representa-
tions of identity, supply and demand, national and
transnational histories. Andreja Kuluncié¢ problema-
tises them in the ironical gesture.

The action Sun’s Income (p. 112) is marked by a
somewhat different use of irony. An absurd situation
is set up: selling products ripened by the sun and set-
ting aside the sun's share of the profit. Of course, the
artist’s engagement on behalf of the sun is superflu-
ous and absurd, but it does spur the buyer to think,
and the ironical sting is turned again towards the
standard assumption of national exclusiveness and
the automatic habit of taking things for granted and
turning them to our own advantage.

In the work women.index (p. 130) as in Nama: 1908
employees, 15 department stores the ironic reversal is
subtly established as part of the linguistic code. Both
works use the methodology and language of commer-
cial advertising, fashion photography and the enter-
tainment industry. But the impression of confidence
that comes out of the direct look of the women on the
photos is read in just the opposite way when com-
bined with the text. The Nama slogan functions as a
piece of advertising; the numbers of 1908 employees
and 15 department stores might be a confirmation of
an impressive story of success. But the subtext tells
us that these numbers are the sorry bottom line of a
failed business and that 1908 employees means the
same number of families who are facing an uncertain
future. In this cleft, between what is said and what is
not, and what is known, the irony is produced.

Independently of the quantity of bitterness,
laughter is immanent to irony, and it has a subver-
sive power. Whether it is an uproarious guffaw or a

11 Héléne Cixous, “The

Laugh of the Medusa’,

in The Women and
Language Debate: a
sourcebook (ed. C. Ro-
man, S. Juhasz,

C. Miller), Rutgers
University Press,
1994, p. 85.

restrained grin on subaltern lips,
laughter destabilises whatever it is
directed against. We are dealing
here with power and resistance,
the opposite party: the new eco-
nomic system and those who are
dropping out of it, the workers of
overleveraged companies, of
restructured and privatised firms.

According to Foucault, power
is not the feature of someone but
a set of relations, a network, a con-
ceptual framework, and equally,
resistance to it is not fixed to a
given identity (which, ultimately,
also slips and shifts from node to
node within the network of rela-

c In long term projects, the
ideais not only to provide
people with a space to rethink
problems, but to give them a tool
for some kind of resistance to
capitalism, outside the structures
of classical political organisation
or any classical political tools. I'm
oriented towards people who
might have two hours a week to
do something against what they
think is wrong. It seems to me
that these little islands of intel-
lectual resistance make sense.

Andreja Kuluncié, from the interview: Natasa Ilic,
“The tools of resistance: A Conversation with Andreja
Kulunci¢". Published in the exhibition catalogue
“UrbanFestival2008” [BLOK], Zagreb, September

tions and identifications). And *°°%

when the grim smiles of Nama

workwomen recall the famous Medusa smile invoked
by feminist theorist and poet Hélene Cixous, we are
not thinking only of female resistance to the codes of
patriarchal culture, but in general to the resistance of
the humbled. The Gorgon is a metaphor for the
examination of the concept of otherness and diffe-
rence and a metaphor of the generative and cohesive
power of resistance. “It is enough to look the Gorgon
straight in the eye to see her. She is not deadly. She is
pretty and she smiles,™ says Cixous. The question is
whether one can bear the Gorgon's smile, the auda-
city of the despised to oppose the role that is assigned
them by the dominant template. In this context the
project 1 CHF = 1 VOICE (p. 74) can be seen as
supreme ironical turn-about in which the non-exis-
tent workers give their money to those who do not
acknowledge them. At the symbolic and real level
they support the system that denies them. The Gor-
gon rolls around in laughter.

Resistance to everyday life

There is a dialectic in the work of Andreja Kulunéié
between the big topics such as social relations, mar-
ginalised groups, the construction of otherness,
social justice and those that we might for the moment
call little, which are the everyday practices of unna-
med people or communities founded on some forms
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City Walks, interven-
tion in urban space,
August 2001, Zadar,
the exhibition “Zadar
Live’, curated by Iva

Rada Jankovié, photo-

graphs by Ivo Marti-

novié, text design Mo-

mo Kuzmanovié¢ and
Ivo Martinovié, guide
design Ljubica Mar-

Ceti¢ Marinovié (p. 25).

Homewards, two-
channel video, May
2003, Budapest, Hun-

gary. Exhibition “Mos-

cow Square - Gravita-
tion’, curated by Dora
Hegyi, Ludwig Muse-
um Budapest. Video
recording and editing
Klara Stima (p. 28/29).

of self-organisation resisting the enforced ruling cul-
tural system. In fact, these first, the big themes, imply
the little, even when the artist avoids individual sto-
ries (as in Nama and Austrians Only), just as when
stories of individual aspects, personal short-cuts and
departures from the dominant structural organisa-
tion of society actually tell of that organisation.

In 2001, for the exhibition Zadar Live 2, almost
literally translating the title into the work, Andreja
Kulunci¢ drew up an alternative tourist guide to
Zadar which she handed out to tourists on the street,
or left at the info desks among the real guides. It fol-
lows the form of the classic tourist prospectus with
photographs of city attractions and added text. But
the texts do not speak of the commonplaces of archi-
tecture or history, just the opposite: they bring
together the statements of anonymous inhabitants
of Zadar about the everyday life in the city that some-
what suffers from post-war depression, isolation and
poverty. Awoman designer, a retired working woman,
a teacher, an editor of a webzine, a water taxi man, an
American returnee, a market woman... all these put
together a picture of Zadar that is not a fancy depic-
tion of a tourist destination, but a personal view from
those who live, work and have to get by in the town.
Instead of lists of monuments and some rather desir-
able historical constructions, this guide is a combi-
nation of personal stories, the emotions and energies
of the inhabitants. The work Homewards® is estab-
lished on similar premises. The artist, through the
statements of six people from various social groups
found in Moscow Square in Budapest, their last city
station on the way home, tells of the real changes in
the lives of people brought about by the Hungarian
transition.

It might be said that what in some common
order of social, economic, urban, political and other
forces constituting the cultural network of a com-
munity is supposed to be important turns out to be
less relevant than or even equal to the unimportant
or the individual. Or to reverse the sentence, the roles
and purposes: the discursive configuration of some
society is the relationship of the practices and pro-
cesses through which it is rendered, which in a given
period of time are set up as the most powerful. But
within such a combination all the power of the quiet
processes excluded from the dominant combination,
which go on in parallel, interwoven, clashing,

City Walks,
intervention in
urban space, August
2001, Zadar, Croatia
/ Setnja gradom,
intervencije u
urbanom prostoru,
kolovoz 2001., Zadar,
Hrvatska
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bouncing off and pushing through the cracks in the
dominant structure is incessantly dynamising. In
such a situation, the personal stories of unimportant
people often reveal diverse ways of resisting the
dominant structure. It might be said that research
into these practices means revealing human life in
its most exuberant forms. Founded on an intermin-
gling of different feelings and characteristics that are
reciprocally cause and effect - lucidity, anxiety,
refusal to accept, defiance, inventiveness, creation —
they are the reflection of the inexhaustible vitality of
the spirit. A remarkable reciprocity: optimism
inscribed in the roots of resistance.

In the complex project lasting several years Cre-
ative Strategies (p. 150) Andreja Kulunéié¢ explores just
these aspects. They are, for example, the gardens in
the New Zagreb estate of Travno located alongside
the building familiarly known as the Mammoth,
which, 70 m high and 240 m long, is the biggest hous-
ing building in Croatia and one of the biggest in
Europe. It was allegedly built in order to ensure a
large green zone around it, for the law of the time it
was built (1974) defined the size of the green area
around a building according to the number of dwell-
ings inside it. And yet, within the set urban design
and the architectural structure of the neighbour-
hood, the environment around the Mammoth has
remained an undefined zone, an overgrown expanse
of greenery that the occupants have bit by bit appro-
priated, adjusting it to their own scale and desires.
Needing to get away from the urban scrum, to create
their own protected spaces, needing individualisa-
tion in the mass and self-recognition, they turned the
poorly used public area into a zone of new purposes,
including boules-playing on a pitch built commu-
nally, a folk dancing and ethnic collection and indi-
vidual gardens and informal allotments. All these
departures from the norm, these flights from the
givens of life, these individual oases are small sub-
versions of the everyday.

Somewhat different is the example of self-orga-
nising communities on the outskirts of Mexico City
(p. 156-157). They function only thanks to forms of
support within the community compensating for the
shortcomings and dysfunctionality of institutional
structures. But the artist does not halt here just at
the research into the way these self-organising
communities work. She makes use of an invitation of

the Museum of Contemporary Art
- MUAC - to enable them to break
through into the visible space of
the dominant culture. Here we
recall On the State of the Nation (p.
94) for at base both works treat
deprived communities and grap-
ple with, indeed in different ways,
their everyday life. The gallery set-
up simulates a laboratory situa-
tion and is in essence a transfer to
the public, and the artistic process
itself becomes a form of resistance
to the social structure.

Power relations, as already
indicated, are not fixed, nor is soci-
ety structured in such a way that
on the one hand there are power
and the elite that constitutes it
and on the other communities of
the oppressed. On the contrary,

c I work on fine adjustments
to social relations, | take
care that the topic doesn’t get
banal, care not to skip things, not
to exploit anyone. | am constantly
clearing the relations, in a sense
that | translate and mediate
between me and the associates,
between us and the theme, gal-
lery and public and so on. At the
same time | build up the frame-
work of the project in which | do
my best to see that everyone is
able to find a suitable place for
him or herself, in which he can
give the utmost, and feel safe. Of
course, all this has to be coordi-
nated, managed, led, financial
support has to be found.
Andreja Kulunci¢, from the interview: Vesna

Vukovi¢, “Resetting Attitudes, Changing Relations’”.
Published online at kulturpunkt.hr, Zagreb, January

each aspect of life is formed as ow.

some kind of power relationship,

which is itself slippery and changeable. If we look
from this position at the project Readings (p. 118) we
might get lost in the abysm of games without bor-
ders set up precisely on the power relations con-
nected with reading. Or to simplify: reading as prac-
tice of the privileged - those who know how to read -
has its foundation in history and from this point
ofview is placed high on the hierarchical ladder of
power. Here we are touching on interpretation, of
those who are in control of information about how
what is read should be understood and who transfer
this information to others. They are the privileged
among the privileged. However, when reading is not
controlled, guided or mediated, and this happens
when the reader is alone with the book, then free
exchange starts off. There is wide field or interpreta-
tion, evasion, turning off, displacing and linking
between text and reader Such reading, retreating into
the zone of the private, unknown and secretive, with
shoots put out into the public, is at once subversive
and constructive. It might be said that communities
are formed according to their manner of reading, and
that as compared with the quotidian, reading is a
point of retardation. If we connect the everyday with
the space and time in which we live, then reading is a
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Homewards, two-
channel video.
Exhibition view:
Gallery SKUC,
Ljubljana, Slovenia,
2011/ Na putu doma,
dvokanalni video.
1zloZbeni postav:
SKUC galerija,
Ljubljana, Slovenija,
2011
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14 The participants of
the group wanted to
carry on its work
when the project was
over, but there was a
lack of institutional
support.

destabilisation, for it blurs and in fact annuls both
time and space.

Readings, put into practice in a gallery in a local
library in Zagreb, in different articulations has addres-
sed all the inhabitants of the neighbourhood depend-
ing on their habits of reading, animating the commu-
nity in this way around the spiritual practice of read-
ing. Making a breakthrough into the common space
as well as into the individual worlds of the members
of the reading group, the Readings carried out a modi-
fication of the everyday, intensified a certain activity
and in the meetings of the group offered a new form
of sociability. Simultaneous socialising and exchange
of views, knowledge and reading experiences among
equal interlocutors made these meetings a positively
marked segment of their everyday life.

Here inventions and creative departures from
the set structure that enable the creation of a place of
one's own in the generalised reality are being dis-
cussed, an entirely concrete way of surviving within
some kind of normative system. The more rigid the
system, the more complicated the relation between
resistance to and consent to it. Totalitarian political
systems gave rise to a subtle and refined scale of pro-
cedures through which the oppressed could resist,
from petty slacking to revolution and in line with
this developed a ramified network of penalties. The
video work Reconstruction of an (Un)Important Day in
Our History (p. 104) tells of resistance options. The
films that make up the work, taken in the period of
twenty or so minutes that the artist was allowed to
be with the guide, the former major domo of the war-
devastated and publicly inaccessible interior of
Tikve$ Palace. Both films are taken with a handheld
camera that follows the author and the person she is
talking to during the temporally limited reconstruc-
tion of two events. The artist’s position is not the
detached position of an artist taking an overview of a
politically marked history; rather, she is identified
with the historical majority to which she herself
belongs, the role of which is imagined as support to
the regime and the maintenance of the image of the
exclusiveness of the political elite. She runs the con-
versation with the ex-major domo, a man of an in-be-
tween space, that is, the space where the privileged
world and that of ordinary people overlap, borne
along by everyday curiosity. She asks him who was
sitting where, who drank what, what they ate.

15

16

Destigmatisation, a
multimedia and pro-
cessual project, from
the festival “Extrava-
gant bodies: Extrava-
gant minds”, Jedinstvo
Plant, Zagreb, 2010.
The project was creat-
ed with a working
group consisting of
Dubravka Stijacié¢
(psychotherapist) and
persons diagnosed as
having the chronic
mental illness of
schizophrenia in
Vrapce Hospital.
Camera Darko Krakar,
sound Ivan Mihoci,
editing Maida Srabo-
vié, photography Ve-
dran Metelko, produc-
tion - Kontejner, Bu-
reau of Contemporary
Art Practice (p. 58/59).

Terry Eagleton. [Trou-
ble with Strangers],
Blackwell, 2007, p. 319.

Curiosity is an interesting phenomenon. It can-
cels out distance and wants to put things within arm's
reach. This cancellation of perspective is superficial,
resulting in a diffusive view, but it does bring about
the insight that satisfies the hunger of the curious. In
this case, we are concerned with a peek into a forbid-
den zone, with voyeurism as a form of resistance.

There is a fair amount of romanticism and at
least a touch of heroism contained in resistance prac-
tices. Those stated are the deliberate tactics that
reflect the tireless human struggle for a better life.
But what about the other side of the community?
What happens when it is inhibited by the reins of
stereotypes? Sometimes communities consolidated
and in defence against their fears put up a shield
between themselves and the unknown, the others,
those who have come in, those over there. Foreigners
are a threat to the calm life of everyday: one does not
know what they are bringing with them, what their
habits are or what they want. Roma, homosexuals
and Chinese in Zagreb, Bosnians in Ljubljana, immi-
grants in Austria and Switzerland.

Mental patients are foreigners for the commu-
nity of the “healthy” In the face of a departure from
the normal, people close the door. Removing the
stigma from mental patients and advocating their
socialisation is the starting point in works that
Andreja Kuluncié started together with the patients
and expert team in the Vrapcée Psychiatric Hospital.
Among them is the video work Destigmatisation™,
which deals with schizophrenia and the video instal-
lation Within (p. 138), a video of a therapy session of
patients in the grip of depression that goes on into
the real space closing the circle of sick and health.
Depression is a structural subversion of the regular
state of affairs, not an invention. It is the loss of men-
tal centre of gravity, a weakening of creative capaci-
ties, passivity and disability. Gender marked and
associated with women, depression is subject to dou-
ble marginalisation. It needs the help of someone
else, and so it is important for the community
because it confirms its cohesion. This symmetry,
however, is too often undercut by xenophobia and
ignorance. Fear erodes the foundations of the com-
munity. Terry Eagleton’s statement that neighbour-
hood is a practice rather than a locality® is correct.
These works are a call to understanding.
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17 Michel de Certeau, In-
vencija svakodnevice
[The Practice of Every-
day Life], Naklada MD,
Zagreb, 2003.

Artistic Strategy

When I find myself in an almost
impassable discursive forest of
artistic productions, a sentence
written in one place in the
L'Tnvention du quotidien will some-
times occur to me. It is worth
recalling, Michel de Certeau rem-
arks there, that the mad ought not
to be thought of as idiots.” This is
a sentence spoken in the context
of the propensity / power of intel-
lectuals - text-producers - to
shape the multitude, to manipu-
late the reader’s illusion of their
own independence. This idea can
be recognised in the works of
Andreja Kuluncié. She addresses
the public, directly, clearly and
respecting it, without any need to
mystify her knowledge and posi-
tion. This is work that is user fri-
endly, there are neither voids nor

‘ When for example | was

working on the project On
the State of the Nation in 2008 in
the Miroslav Kraljevi¢ Gallery, |
invited the Chinese woman Inge
Liu to a workshop entitled “"Media
and Others,” and the students felt
embarrassed: how are we going
to talk about “them” when “they”
are actually here? My projects are
often about this breaking the bar-
riers between object and subject,
I try to make it clear that these
are real people, the story is about
real lives and real fates. We who
work on this have a choice, we can
deal with it or not, but the per-
sons it is all about often don't
have a choice, and that has to be
respected.

Andreja Kuluncié, from the interview: Vesna
Vukovié, “Resetting Attitudes, Changing Relations’”.
Published online at kulturpunkt.hr, Zagreb, January
2010.

superfluities, there is neither embellishment and nor

mystification.

The artistic practice of Andreja Kuluncié is a

socially engaged art, which includes certain social
situations as a point of departure, collaboration with
people who are at once object, subject and the audi-
ence for the work. These works go through a certain
period of time, they involve a context, the totality of
human relations, the collaboration of experts, the
use of various technologies and media, are a place of
encounter and communication that is often artistic
process, product and procedure. For all these rea-
sons, and probably in the need for systematisation,
for locating the powerful artistic production in given
paradigms, the neat flower beds of a constantly grow-
ing garden, the reviewers tend to connect Andreja
Kulunéié¢ with relational art as defined by Nicolas
Bourriaud. Bourriaud's approach is criticised for
ignoring the stance of art to social change. He does
not problematise the relationships that contempo-
rary art produces, for whom or why. Artists of the
relational aesthetics, he says, do not attempt to
change their environment, but to inhabit the world
in a better way. It is in this place that we see that

relational art is not a suitable
umbrella under which to locate
the practice of Andreja Kulundié.

First of all, her art is not poli-
tical. She encourages change, acti-
vating it in relation to those with
whom she is working and whose
problems she is taking up and the
others who are also involved in
the social situation. For example,
when she addresses women in
adverts in public space in women.
index, the message is visible to oth-
ers too, who are challenged thus to
see their own behaviour in the
patterns listed. But I shall go in
order. I shall attempt through a
short review of the tactics to give
an insight into her strategy. She
chooses the procedures and the
medium that will pass most easily
considering the theme, partici-
pants, place and intention. The
procedure, process and product
can be equated, can slip from one
to the other, one can be produced
in the other.

Art as setting for knowledge,
encounters and communication
is one of the basic premises of her

c It's very important for me
to create bridges to the
public. If | am too much immersed

in the problems, it's not easy to
create bridges to, let’s say, scien-
tists, but a sociologist can create
abridge to another sociologist, a
theorist will be able to create a
bridge to those who are more
into theory, while an activist, for
example, will create a bridge to
those involved in practice. The
situation is not unambiguous, we
often do not know where we
stand, and in these processes we
can get extremely surprised. The
more people | involve in a project,
the more bridges | create to a
potential public. And all my asso-
ciates bring to the project their
view of a given theme, and this
creates a new meaning, and the
understanding of the topic and of
our relations within and with
respect to it gets enlarged. This is
actually a rather simple story, but
it does work.

Andreja Kulungéié, from the interview: Vesna
Vukovié, “Resetting Attitudes, Changing Relations”.
Published online at kulturpunkt.hr, Zagreb, January
2010.

strategy. The artist accordingly

invites collaboration from teams of experts who
explore the problem, run workshops and give lec-
tures. In such forms of collaboration the work is real-
ised, but the collaboration itself is often the desired
artistic product. As well as with experts in given
areas, Andreja Kuluncié regularly works with mem-
bers of the community she is championing. Taking
part in the process of the work, they themselves pass
through a certain process of liberation. When they
sign the work with the artist, like the three Bosnian
working men in Bosnians Out!, they also signed the
author's contract under the same conditions as her.
All of this is part of her strategy, part of her artistic
statement. She uses her position of power, her right
to speak and to act to cut a swathe through the over-
grown track of stereotypes and poor communications
in order to open up a path for those who have been
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silenced by such communications.

For all these reasons, mim-
icry is one of her most frequent
tactics. The artist makes herself
invisible as she works her way into
the centre of the problem and acts
from within. Methods of mimicry
are different, from occupying a
space and a situation - selling
souvenirs or selling the products
of the sun - to the simulation of
campaigns and commercial adve-
rts. In the recognisable and fami-
liar code of the advert, she offers
the public a new substance, which
the public is disposed to accept
because of the familiar form.
Apart from it is sent from a safe
place, such as the dailies, a radio or
a billboard in public space and
generalised enough for each per-
son to be able to identify with. And

‘ c I often hold it against gal-
leries and museums and

some curators too that at the end
they are just playing, it's all inter-
esting and even exotic for them:
prisoners, asylum seekers, prosti-
tutes, the disenfranchised worker
... with whom the projects are
being done, engagement is inter-
esting, but in fact, they don't
want to get their hands dirty.
Somehow they don't fancy work-
ing out of the gallery, and would
prefer people from the margins of
society not to come into the gal-
lery, not to come, for example, to
the ‘vernissage’. On such occa-
sions you can feel an elitist posi-
tion, some kind of repulsion and
resistance.

Andreja Kuluncié, from the interview: Vesna

Vukovi¢, “Resetting Attitudes, Changing Relations”.
Published online at kulturpunkt.hr, Zagreb, January

so she avoids personal stories that  o1o.

cause sympathy but not identifi-

cation. It is identification and not sympathy that is a
possible vector of change. In each act of identifica-
tion, the public becomes the subject of the action of
communication created through it and that occupies
a central and constantly variable place between
power (author) and resistance (public). Apart from
this, driven in this way into public media and public
space, these contents contribute to the normalisa-
tion of public discourse, but are also subversive, for
they say that they are something they are not. This is
how the irony is brought about, and that is another
tactic. But independently of the gravity of the themes
she adopts, and this ought to be stressed, Andreja
Kuluncié is always marked by the optimism stem-
ming for a belief in the possibility of change and in
the need for the constant struggle to achieve it.

I shall close with the words of Annie Le Brun,
unappeasable poet: “Only a few remaining creatures
who instinctively evade it can oppose that happiness
in subordination that is imposed as art of living. Only
thanks to their unbending refusal to ascribe the
slightest amount of seriousness to an ever more gro-
tesque world is it perhaps still not impossible to
breathe... And while we wait, let no one ask me to

18 Annie Le Brun. Reality
Overload [translated
from a Croatian
translation].

admit anything to a world in which I am only looking
for traces of unsubordinated life. Others too, I am
sure of it, still have this passion. And to those who do
not have it, and to that which they invoke, with all my
means I intend to say no, no, no, no, no, no."®



rojne su umjetnicke i teorijske ela-
boracije o tome da je svijet u kojem
Zivimo, zajedno s nama koji ga na-
stanjujemo, ustvari odraz. Konsta-
tacije o vlastitoj re-prezentaciji i
diskurzivnoj konstrukeiji stvarnos-
ti provlace se kroz Siroko polje poststrukturalistickih
teorija, s vjerojatno najradikalnijom varijantom u
Baudrillardovoj postavei o univerzumu simulakru-
ma u kojemu je referentni original - svijet — nestao.
Doista, ako prihvatimo da identiteti nisu nesto samo
po sebi dano, veé da su rezultat procesa identifikacija,
izvjesno je i da su umreZene strukture u kojima Zivi-
mo posljedica odredenih konstrukcija. Iza uvrijeZene
pojavnosti ili opéeprihvacenih interpretacija stvari
mogu sasvim drukéije izgledati i dobro je neprestano
se na to podsjecati. Skretanje pogleda s ustaljenih
perspektiva u prirodi je umjetni¢kog nastojanja. Po-
lje umjetnosti nije tako jasno definirano metodama i
predmetom kao $to su to znanstvene discipline, sto-
ga umjetnost i moZe otvoriti prostor interpretacija.
Umjetnik / umjetnica mogu preuzimati metodologi-
je, koristiti se razli¢itim diskurzivnim modelima i
preklapati ih, mijenjati kontekste i destabilizirati po-
stojeée sustave reprezentacije, ne bi li skrenuli po-
zornost na znacenja i odnose $to postoje iza nakup-
ljenih diskurzivnih i ideoloskih slojeva. Prema tome,
iako i sama dijelom dominantnoga hegemonistickog
poretka suvremenog drustva, umjetnost moze biti

kriticka, aktivisticka i aktivirajuéa \ . .

. o Umjetnost moze postaviti

u odnosu na vlastito okrilje. Na . .
prava (precizna) pitanja,

tim se pretpostavkama, ukljucu- e il
P .. o traziti drugacije odgovore, otvo-
juéizivu socijalnu sredinu i surad- 7,7, .
i L .. riti cak i nove krugove, tj. modele
niStvo, participaciju i interakciju ., . g
s . ... . rjeSavanja, ali ne u smislu jednog
razlic¢itih subjekata, grade razliciti e \
.. . S rada. Mislim da svi skupa
oblici drustvene umjetnicke pra- . \ -
pomazemo jednom otvorenijem i

kse Andreje Kulunéié. kritiéniiem promigliani d
U svom radu Andreja Kulun- ricnijem promisyanju, poc -
uvjetom da smo u tome pazljivi i

Ci€ polazi i djeluje iz drustvenih si- iy s L
. . . eticni u odnosu prema skupini o
tuacija koje, zbog odredene podjele koioi i du riteé. Puno ie logih
uloga i pozicija medu sudionicima, oJo) fe Hradu ryjec. runo je fosi
vidi kao problemati¢ne te ih nasto- angaziranih radova (kao uostalom
ji u §irokom luku obuhvatiti, ogoli- ' " 5\r_|n1drug|m Yucjovnma umjet-
nosti), $to onda jos dodatno

ti od diskurzivnih naslaga i ukazati e s .
. X N opterecuje vec i ovako od drustva
da su nepravedni odnosi u drustvu

(Po)etika
drustvenih
promjena
Irena Bekic

posljedica ideoloskih i ekonomskih
konstrukeija i stereotipa, a ne pri-
rodnog prava. U suradnji sa strué-

marginaliziranu skupinu.

Andreja Kuluncié, iz intervjua: Dea Vidovic, “Prava
pitanja”. Objavljeno na web stranici kulturpunkt.hr,
Zagreb, sijecanj 2009.
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Kritika o instrumen-
talizaciji drugog nije
uvijek neutemeljena.
Naprimjer proslavlje-
ni kontroverzni
umjetnik Santiago Si-
erra represivne
drustvene strukture
ogoljuje s etiéno upit-
nim postupcima kad
za paketié heroina
tetovira prostitutke ili
kad u galeriju postav-
lja kartonske kutije u
kojima, za sitnu na-
knadu, ¢uce cecenske
izbjeglice koje ¢ekaju
na azil u Njemackoj.

njacima iz drugih podrudja, a ¢esto
iu suautorstvu s pripadnicima mi-
noriziranih skupina za koje se za-
uzima, ona istrazuje moguénosti za
pravednije drustvo i komunikaciju
medu drustvenim klasama, ne bi li
u drukéijoj komunikaciji zajedno
iznasli opciju za bolji Zivot. Pritom
umjetnica ne zauzima superiornu
ili patronizirajuéu poziciju, niti go-
vori umjesto obespravljenih, ve¢ ih
osnazuje da sami govore i gradi te-
ren da se njihov glas javno ¢uje. To
je vazno naglasiti jer je upravo rela-
cija izmedu umjetnika i obesprav-
ljenog subjekta mjesto spoticanja
takve vrste umjetnosti. Kritika, na-
ime, prigovara dru$tveno angaZira-
nim umjetnicima da s povlastene
pozicije govore o potlatenome ma-
njinskom drugom, pita se o stvar-
nim dosezima druStvene promje-

‘ Zanimaju me odnosi medu

ljudima u konkretnim
drustvenim kontekstima.
Pokusavam pomjeriti dominante
matrice unutar pojedinih (svako-
dnevnih) mehanizama koriste¢i se
prepoznatljivim formama (plakat
na cesti, reklamni slogan na
radiju, oglas u novinama, igra na
internetu i sl.). Nemam osjecaj da
mogu graditi novi svijet ili nove
odnose, tek mozda staviti
postojece odnose u izmijenjenu
situaciju, pri ¢emu su kljuéni
nositelji “promjene” sami sudio-
nici. Njihovom aktivacijom nadam
se posti¢i promjenu iznutra.

Andreja Kuluncéié, iz intervjua: Antonello Tolve,
“Socijalna skulptura Andreje Kulunci¢” Povodom
samostalne izloZbe “Jesi li optimisti¢an glede
buduénosti?’, Muzej MADRE, Napulj. Objavljeno na
web stranici artapartofculture.net, Napulj, prosinac
2011

ne, osobito u situaciji u kojoj se pojedina¢na drustva
utapaju u globalnom svijetu, i govori o instrumentali-
zaciji drugog®. No Andreja Kuluncié iznimno paZljivo
koraca po skliskoj trasi drustvene prakse, uvazava lju-
de s kojima radi i ¢uva njihovo dostojanstvo. Nadalje,
njezin se rad zasniva na nastojanju da uspostavlja-
njem odredenih kanala za komunikaciju (pri ¢emu je
komunikacija esto i proces i djelo samo) aktivira na
promjenu sve dionike zajednice: od onih koji sudjeluju
u procesu nastanka rada do izvanumjetnicke publike.

Obuhvatimo li njezin sloZen opus sinkronijskim
pogledom, dobit éemo svojevrsni paket s opremom —
tool kit - za drustveno ponasanje. Da bismo ga opisa-
li, nije potrebno posezati za kronologijom ni za stil-
skim ili metodoloskim klasifikacijama. One se za tu
namjenu ionako pokazuju izliSnima. Mogucée je,
medutim, izdvojiti neke artikulacijske punktove koji
se provlace kroz ¢itav opus, a vidljivi su veé u ranim
umjetni¢inim radovima. Stoga éu umjetnicku praksu
Andreje Kulunéic¢ predstaviti u kljuéu baznih aspeka-
ta njezinih ranih radova Zatvorena zbilja - embrio;
Nama: 1908 zaposlenika, 15 robnih kuca, Samo za Aus-
trijance i Setnja gradom, saZetih u sintagme “drustve-
ni laboratorij’, “ostri rezovi’, “ironijski obrati” i “otpo-
ri svakodnevici” te pokazati da su to strukturna / vi-
talna mjesta njezine umjetnicke (po)etike.

Drustveni laboratorij

Rad Zatvorena zbilia - embrio
(http:/embryo.inethr/) osmisljen
je za internetski prostor i fizicki
prostor galerije. To je prvi takav
rad Andreje Kuluncéié, nakon koje-
ga ¢e ubrzo uslijediti srodan pro-
jekt Distributivna pravda (str. 66).

Zatvorena zbilja - embrio za-
misljen je kao internetska igra na
temu genetskog inZenjeringa. Su-
dionici igre u prilici su virtualno
se povezati i u paru kreirati em-
brio koji e se roditi u daljoj budu-
¢nosti, kada ¢e Zivjeti bez utjecaja
svojih “roditelja” u nepoznatim
drudtvenim uvjetima. Izabiruéi
medu ponudenim karakteristika-
ma, “roditelji” opskrbljuju svoju
bebu alatom za preZivljavanje: od
boje koZe do mentalnih sposob-
nosti, zdravlja, stupnja agresivno-
sti i sliéno. Rad postavlja pitanje
odgovornosti i moralne sprem-
nosti za uvjete u kojima znanost
otvara Siroke moguénosti djelova-
nja na drustvo. Kroz Sest mjeseci
kreiranja, stvoreni se zametci sa
svim podacima pohranjuju u gale-
riju embrija. Ta zbirka buduée po-
pulacije osnova je za usporedbu

c Tijekom nastajanja multi-
disciplinarnih projekata
cesto ukljucujem strucnjake iz
drugih disciplina, pogotovo u
Internet radove, koji su vise
zamisljeni kao “tool for know-
ledge”, a manje kao direktno
angazirani radovi (kao npr.
opsezan projekt “Distributivna
pravda” http:/www.distributive-
justice.com/, predstavljen na
Documentill u Kasselu 2002.).
Posljedica je to Sirine polja koju
Zelim obuhvatiti projektom.
Radeci skupa s filozofima, socio-
lozima ili recimo urbanim
antropolozima mogu zaci puno
dublje u temu, koristiti drugacije
metodologije u pristupu, osvi-
jetliti isti problem (temu) s
razlicitih tocki gledista. Mislim da
to daje jednu kompleksniju, pre-
cizniju i otvoreniju sliku, od one
sto bi bilo tko od nas kao pojedi-
nac obradio iz svojega kuta. Osim
togarad s drugima je jako inspira-
tivan, kao razliciti slojevi koji se
dodiruju, prozimaju, ali svejedno
zadrzavaju svoju autonomiju unu-
tar projekta.
Andreja Kulunci¢, iz intervjua: Dea Vidovi¢, “Prava

pitanja”. Objavljeno na web stranici kulturpunkt.hr,
Zagreb, sijecanj 2009.

stvarnoga drustva i onoga kreira-
nog u internetskoj igri, te isto tako
za seriju virtualnih i “realnih” susreta, pro i kontra
rasprava i razgovora na temu genetskog inZenjeringa
sa struénjacima i teoreti¢arima iz razli¢itih podrudja.
Putem interneta i letaka u javnim prostorima na
raspravu su pozvani svi zainteresirani za temu, a za
svoj su se rad, oni koji su htjeli, mogli koristiti ponu-
denim materijalom i galerijskim prostorom. Galerija
je tako postala sucelje za raspravu, okruZenje za stva-
ranje znanja, za analizu i kritiku. Taj je vazan aspekt
umjetnosti Andreje Kulunci¢, uz Zatvorenu zbilju -
embrio, posebno do$ao do izraZaja u Distributivnoj prav-
di te u kasnijem radu O stanju nacije (str. 94).

Sva tri projekta viSemjeseéni su procesi koji
obuhvaéaju istrazivanja stru¢njaka - psihologa,



filozofa, antropologa, sociologa, te-
ologa i drugih te ukljucuju Siroku
publiku koja prolazi kroz dvostruki
proces: puni rad sadrZajem, gra-
di ga i u reverzibilnom procesu se
sama njime obogacuje.

Nije sluéajno ako nas ti pro-
jekti podsjete na Beuysov koncept
socijalne skulpture. Kao prvo, radi
se o prilicno smjelu prosirenju

c Osobno mislim darad

treba imati otvorenost i
bar pokusati i¢i dalje od pukog
nabrajanja, tj. markiranja pro-
blema. Stoga najvise cijenim
radove koji ne zatvaraju problem,
ve¢ suprotno, otvaraju nove
mogucnosti odnosa medu sudio-
nicima unutar tematiziranog
problema.

)

Effect onintelligence level by entering gene:

um]etnostl u  drustveni Zvot, Andreja Kulunéi¢, iz intervjua: Dea Vidovic, “Prava i =2, 3
ulasku u podrué]'e znanosti 1 po]_i_ pitanja". Objavljeno na web stranici kulturpunkt.hr, T‘a
. . . s . Zagreb, sijecanj 2009.
tike; i drugo, umjetnica racuna undar0 mental retardation
da e svaki CO"JEI,"EmT{e B et subel 70 85 addle brained
1 SIt:L 10IrI11(1:1 u %rO]E tlllt treatlvrill. 11.‘1:'lstven}3 18111. je t' S 85. 125 average
potencijalom da kvalitetno sudjeluje u oblikovanju 195 - 145 :
v . L . - intelligence abowe awerane
drustvenog organizma. Predstavljeni formati kroz : ¢ J
40 o 450 genius

koje posjetitelji / sudionici prolaze — ra¢unalne igre,
predavanja, diskusije, teorijske natuknice, rezultati
istraZivanja, statistike, galerijski postavi — svojevrsne
.. s b o ot P F piiep phped

su edukacijske konzole koje se neprestano nadopu- i — =
njuju upravo njihovom aktivno3éu. U radu Distribu- ‘ . | 7
tivna pravda, naprimjer, sudjelovanjem u igrama, u

raspravama i radionicama, upoznavanjem s teorij-

Irena Bekic

skim paradigmama, sudionicima postaje jasno da su . '
pojmovi pravde i eti¢nosti ustvari sloZeni koncepti e i :
koji, uz osobni osjecaj, zahtijevaju znanje i promislja- ‘ 5 — i P
nje, a osnove toga znanja stjecu i participirajuéi u : e

projektu. Isto tako u radionicama projekta O stanju
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nacije, u analizama vijesti vezanih uz Rome, ho-

L. . , i . Baby N7 263 R
moseksualce i Kineze - tri najmanje tolerirane sku- ., reality - L — T VT - IR P OO
pine u Zagrebu - a objavljivanih u javnim medijima,  Embryo, multidisci- aie| P v AR S e i
pokazuje se snaga stereotipa koji se suptilno uvukao  plinary art project, iz e wpad e
1999 - 2000, http:/ Nr——" ! gk :

u javni diskurs, preZivljavajuéi ondje na automatizi-
ranoj, povr$noj i zavedenoj percepciji konzumenata,
odnosno potrosaca vijesti. Istodobno radijske i no-
vinske vijesti, nastale u priruénom studiju u galeriji,
svojevrsne su “virus vijesti” One se $alju u javni pro-
stor i nude drukdiju prezentaciju osoba iz minorizi-
ranih skupina.

Sva tri projekta: Zatvorena zbilja — embrio, Distri-
butivna pravda i O stanju nacije ispostavljaju se kao ot-
voreni tekstovi, prostori transfiguracije, produkcije
znanja i prostori uvazavanja ili, kako ih sama umjet-
nica naziva, “dru$tveni laboratoriji”

embryo.inet.hr/.
Coauthors: Trudy
Lane (designer),
Gabrijela Sabol
(sociologist), Matija
Puzar (programmer),
Ivo Martinovi¢
(photographer). /
Zatvorena zbilja -
embrio, multidisci-
plinarni umjetnicki
projekt, 1999 - 2000.,
http:/embryo.inet.hr/.
Suautori: Trudy Lane
(dizajnerica), Gabrijela
Sabol (sociologinja),
Matija Puzar
(programer), Ivo
Martinovi¢ (fotograf).

b .l fegd avaage Ui T AT

damz CHARST

ERAIH ANO HEAVS - merwve aystem (Ehinking type)

ERARTH AND LUMGS - rhythmical system (rbythmical type)

MUSCLE TISSUE, LIVRE INTESTINES - metabolic asystem (will type)
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Nama: 1908 zaposleni-
ka, 15 robnih kuca; in
situ projekt, Zagreb,
lipanj 2000. Rad pro-
duciran za izlozbu
“Sto, kako i za koga”.
Kustosice: Ana Devié i
Natasa Ili¢. Radnice
“Name": Branka
Stanié, Biserka
Kanenaric i Barbara
Kovacevié. Dizajn
plakata: Dejan Dra-
gosavac - Ruta; fo-
tografija: Mare Milin;
stajling: Robert Sever;
Sminka: Sasa Jokovi¢;
fotodokumentacija
projekta: Mare Milin i
Ivo Martinovié;
produkcija: WHW, Za-
greb (str. 44 i 45).

Virno, Paolo, Gramati-
ka mnostva: prilog ana-
lizi suvremenih formi
Zivota. Naklada Jesen-
ski i Turk, Zagreb
2004.

Ostri rezovi

Rad Nama: 1908 zaposlenika, 15 robnih kuca®® nastao je
na poziv kustosica izlozbe “Sto, kako i za koga’, po-
svecene 152. obljetnici izdavanja Komunistickog mani-
festa. IzloZba je obuhvatila Sirok sklop socijalnih tema,
naglaSavajuéi tri pitanja iz naziva kao osnovna pita-
nja svake ekonomske organizacije. Andreja Kuluncié
odgovorila je in situ projektom, reklamnom simulaci-
jom kojoj je u srediStu “Nama” - najjaci lanac robnih
kuéa, simbol socijalisti¢kog blagostanja, koji u tranzi-
cijskim uvjetima postaje nerentabilan i propada. U
trenutku kada razvija rad, police u robnim kuéama
su prazne, a sudbina 1908 zaposlenika je neizvjesna.
Tjedne koji su prethodili izlozbi, dok je slucaj
“Nama" punio novinske ¢lanke o radnickim $trajkovi-
ma i ste€aju na koje javnost nije reagirala, Andreja Ku-
luncéié provela je u razgovorima sa sindikalnim pred-
stavnicima, radnicima i prodavacicama. Ono $to ju je
zaokupilo bilo je kako individualne sudbine, osobne
neizvjesnosti i strahove provuéi kroz javni dijalog i
pokazati da se radi o dijelu zajednicke tjeskobe. Ovdje
poseZem za Virnovim tumacenjem tjeskobe kao apso-
lutne nesigurnosti u dezorijentiranom svijetu, u koje-
mu su nestale zasticujuée “supstancijalne zajedni-
ce"®. Doista, Andreja Kuluncié¢ ne problematizira po-
jedina¢nu krivnju, novac ili vlasnicke odnose, veé se
pita o mogucnosti / sposobnosti ljudi da se nose s no-
vim ekonomskim poretkom koji ukida stare navike i
nacdin Zivota. Raspadanjem “supstancijalnih zajedni-
ca’, koje su ublaZavale odnos sa svijetom, blijedi osjeéaj
pripadanja, a opéa riziénost egzistiranja pretapa se u
zajednicku tjeskobu. Umjetnica se stoga ne odlucuje
za individualne price, ve¢ za poopéavanje simulaci-
jom reklamne kampanje koja ukljucuje plakate s por-
tretima radnica, smjeStene u city light boksove na
frekventnim javnim mjestima. Radnice koje su prije
fotografiranja naSminkali i uredili profesionalni viza-
Zisti, u radnim kutama, frontalnim stavom i prekrize-
nim rukama odaju dojam sigurnosti, zrelosti i samo-
svijesti. Plakat je horizontalno presjeen natpisom
“Nama: 1908 zaposlenika, 15 robnih kuéa” ToboZnji
reklamni slogan, a o tome ée biti rijeci u narednim po-
glavljima teksta, zatvara retoricku figuru pars pro toto,
gdje prodavacica na fotografiji predstavlja svih 1908
zaposlenika u 15 robnih kuca. I Sire: viSe od stotine ti-
suca izgubljenih radnih mjesta, neizvjesnih sudbina i
nesigurnih buduénosti u novom poretku.
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Vukovié, Vesna, Proiz-
vodnja relacija kao
umjetnicki medij: o
umjetnickoj praksi An-
dreje Kulunci¢, “Frakci-
ja’, 2011, 58-59.

Maloljetnicka trudnoca,
marketin$ka kampa-
nja, 4. Liverpoolski Bi-
ennale, Liverpool, Ve-
lika Britanija, 2004.
Asistenti projekta: Ivo
Martinovié i Cressida
Kocienski; dizajn
marketinske kampa-
nje: Dejan Jankovic;
izrada marketinske
kampanje u suradnji s
Millenium promocija
d.o.o. (str. 16/17).

Kriti¢arka i teoreti¢arka Ves-
na Vukovié taj rad procjenjuje pri-
jelomnim u kontekstu lokalne
umjetnosti. Prvi put se tranzicija
“problematizira iz ekonomske per-
spektive, nakon godina bavljenja
nacionalizmima i kulturnim iden-
titetima, Sto otvara prostor za
raspravu o ‘mutnim’ pitanjima ko
ja su u vezi s promjenom drustve-
nog sustava, instalacije kapitalis-
tickog poretka te posljediéno ubr-
zane segregacije drustva"®

U autori¢inu opusu Nama je
prvi u nizu radova koji gotovo ki-
rurS§kim potezom zarezuju u bo-
lesno mjesto drustvenog tkiva.
Nadalje su to Maloljetnicka trud-
noca u Liverpoolu, Novi zatvor (str.
82) u Luksemburgu, Bosanci van!
(str. 88) u Ljubljani i najradikalniji
medu njima 1 FRANAK = 1 GLAS
(str. 74) u Zurichu. Ti radovi di-
rektno upozoravaju na goruéi pro-
blem u odredenoj sredini, senzibi-
liziraju javnost za njega, traZe dija-
log i provociraju institucionalne
strukture na reakeiju.

Maloljetnicka trudnoéa, osmi-
Sljen za Liverpoolski Biennale®,
tematizira visok postotak malo-
ljetnic¢ke trudnoée u Velikoj Bri-
taniji, koji je i najveéi u Europi.

c Ono Sto mene opsesivno

zanima jest kako pojedinac
drustvene promjene rjesava sa
sobom, sa svojom obitelji, sa svo-
jim susjedima, sa svojom uzom i
Sirom zajednicom. Svi moji radovi
se na kraju vraéaju pojedincu. Uvi-
jek se iznova pitam Sto je s ovim
ili s onim pojedincem? Da bi se
ispostavilo da ima 60.000 takvih
pojedinaca, ili 100.000, ili milijun.
Ispostavi se da je takav pojedinac
ispao iz price zato Sto je Zena, ili
zato Sto je Musliman, ili zato Sto
je ostao na cesti jer se zatvorila
robna kuca ili tvornica. Sve je
radio u najboljoj svojoj namjeri, ali
svejedno su se vrata za njega,
odnosno jos cesce za nju, zatvo-
rila, svejedno je postao visak,
nesto $to ne trebamo, nesto sto
ne Zelimo vidjeti. | najbolje bi bilo
da se takav makne, ali Sto kad
vidimo brojke onih koji se trebaju
“maknuti”? Tek kada vidimo
brojke, zastanemo, pocinjemo se
pitati o smislu postavke u kojoj
tako mnogo pojedinaca nije vise
potrebno...

Andreja Kuluncié, iz intervjua: Vesna Vukovic,
“Preslagivanje odnosa, promjena relacija”. Objavljeno
na web stranici kulturpunkt.hr, Zagreb, sije¢anj
2010.

Rad je ponuden kao medijska kampanja u kojoj se
dobro dizajniranim reklamnim fotografijama, obja-
vljivanim u dnevnim novinama, Zenskim listovima
i ¢asopisima za mlade, te plakatima u javnom grad-
skom prostoru, ljupkoj ikonografiji malih beba i djec-
jih soba pridruzuju natpis o primatu Velike Britani-
je u maloljetnickim trudnocéama i izjave maloljetnih
majki o Zivotu s djetetom, ustajanju, brizi, odlasku u
Skolu, uéenju... Autorica pritom ne osuduje niti tre-
tira mlade majke kao maloljetnice problemati¢na po-
nasanja, veé upozorava da se radi o urgentnoj dru-
$tvenoj situaciji te poziva javnost na djelovanje. In-
stitucija Biennala, medutim, nije bila spremna po-
drZati realizaciju rada. Zahtijevala je od autorice da
ukloni s plakata podatak o Velikoj Britaniji kao zemlji



Nama: 1908 employees, 15 department stores;
in situ project, June 2000, Zagreb, Croatia. /
Nama: 1908 zaposlenika, 15 robnih kuca, in situ
projekt, lipanj 2000., Zagreb, Hrvatska.
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Irena Bekic

Rezultati upitnika
pokazali su da 65%
posjetitelja koji su is-
punili upitnik misli
kako je maloljetnicka
trudnoéa ozbiljan
problem u Liverpoolu,
96% slaZe se da je o
tom problemu potreb-
no javno diskutirati,
92% podupire
predloZenu kampanju,
21% posijetitelja sudje-
lovalo bi u kampanji
obrazovnim i savjeto-
davnim uslugama, a
21% bi bilo spremno
volontirati u
kampanji.

Vlastita republika,
interaktivna igra,
izlozba “Agenti i pro-
vokatori’, Dunaujva-
ros, Madarska, 2009.
Institut za suvremenu
umjetnost, Dunaduj-
varos (KMI). Kusto-
sice: Bea Hock i Fran-
ciska Zélyom. Projekt
je nastao u suradnji s
radnom grupom iz
Dunatijvarosa. Dizajn
plakata: Varnai Gyula
(str. 48/49).

s najveéim postotkom maloljet-
nicke trudnoée, a ona je, ne odu-
stajuéi od natpisa, ponudila da se
kampanja kao prijedlog predsta-
vi na izloZbi, a da o njezinim spor-
nim pitanjima odlucée posjetitelji.
U konacnici, kampanja ipak nije
odrZana, iako je publika izglasala
potrebu za njom®.

I ostali radovi okupljeni u
ovoj grupi imaju svojevrsni “mi-
nus zavrSetak” nerealiziranu za-
vrinicu koja se dogodi u trenutku
kada se u rad ukljuce birokratske
strukture. Ta nemoguénost da se
rad iznese do cilja, praznina na
mjestu neizgovorene posljednje
reCenice, glasnija je od nje same.
Radi se o razli¢itim stupnjevima
opstrukcije: od pokuSaja gradske
vlasti da ukloni plakate s javnih
povrsina u Bosanci van! u Ljublja-
ni, do potpune cenzure rada Vlasti-
ta republika u madarskome Duna-
djvarosu®”. Potonji je projekt za-
miSljen kao interaktivna igra u ko-
joj su stanovnici Dunautjvarosa
pozvani da osmisle funkcioniranje
svojega grada kao polisa, samostal-
noga grada drzave. Autorica je,
naime, fingirala situaciju u kojoj je

c Kad radim u inozemstvu,

redovito suradujem s
marginaliziranim skupinama, pa
sam tako krenula i u Ziirichu. Radila
sam intervjue s prostitutkama, s
ljudima koji rade na crno, s
narkomanima, s azilantima, s
izbjeglicama, s razlicitim
marginaliziranim skupinama. To je
bilo tesko iskustvo. U Svicarskoj,
zemlji u kojoj ne mozes pomaknuti
ni kamen¢i¢, a da to negdje ne
prijavis, postoje ljudi koji tamo Zive
pedeset, Sezdeset godina, ili su ¢ak i
rodeni tamo, a nisu nigdje upisani,
koji sluzbeno ne postoje. Za Svicarce
ilegalizirani ljudi ne postoje, oni ih
ne Zele vidjeti, no istodobno upravo
oni odraduju najgore poslove.
Predlozila sam projekt koji se bavi
ljudima bez dokumenata, ljudima
koji se boje izaci u javnost i radije se
mire sa svojom situacijom. Projekt
se bavi ¢injenicom da Svicarci
iskoristavaju povijesnu i geografsku
nepravdu drugih i da se to smatra
normalnim.

Andreja Kulunéi¢, iz intervjua: Natasa Ili¢, “Alati otpora:
Razgovor s Andrejom Kuluncic¢”. Objavljeno u katalogu
izlozbe “UrbanFestival2008” [BLOK], Zagreb, rujan
2008.

Dunaujvaros pobijedio na natjeéaju Europske unije

Kada tematizira odredeni
problem, Andreja Kulundéié djeluje
iz njegova sredista. To je govor iz
prvoga lica, iako ga ne izgovara
umjetnica. Ona je inicijatorica i
organizatorica. Koordinatorica ko
ja okuplja suradnike, uspostavlja
komunikaciju medu njima i trasi-
ra prolaz prema javnom dijalogu.
Suradnja je metoda i produkt. Ona
oznacava pomak. Jer kada u Luk-
semburgu za isti stol sjednu bivsi
zatvorenik i arhitekt (Novi zatvor),
dogada se pomak. Dobro uredeno
hijerarhizirano drustvo doZivljava
lagani tektonski poremedaj. Necée
tu biti krucijalnih promjena, um-
jetnost ne mijenja svijet, ali ga
moZe aktivirati, izazvati laganu
paniku, polupati birokratske lon-
¢iée. Kada se zacuju utiSani glaso-
vi, zvoni alarm na uzbunu. Ako ne-
vidljivi radnik (I FRANAK = 1
GLAS) poklanja svoj novac za ob-
novu parlamenta drZave koja ne
priznaje njegovo postojanje, onda
nesto ne valja s javno prezentira-
nom racunicom. Ako drzavna bi-
rokracija prihvati novac, znaéi da
priznaje svoje kamuflaZe; ako ne
prihvati, tada zadrZava prividan
red. Ali "Steta” je veé uéinjena.

c Tijekom projekta bilo je
potrebno s jedne strane
raditi s ilegaliziranim osobama,
pomoc¢i im da razumiju da se radi
o gesti dobivanja digniteta na
koju oni imaju pravo; zatim raditi
s organizacijama i aktivistima koji
se bave ljudskim pravima, cije je
shvacanje umjetnosti cesto vrlo
konzervativno i neprijateljsko
prema suvremenoj umjetnosti; is
treée strane raditi s galerijom, tj.
umjetnickim sustavom i njegovim
ogranicenjima. No puno smo
uspjeli napraviti. Na glavhom
kolodvoru u Ziirichu postavili smo
poziv na glavnom displayu svim
ilegaliziranim osobama da
poklone po jedan franak parla-
mentu u Bernu, sto je imalo velik
ucinak: prolaznici su se pitali
koliko ilegaliziranih osoba ima ako
im se obraé¢a na kolodvorskom
displayu, na tako frekventnomi
skupom mjestu. Sama cinjenica da
im se netko sluzbeno obratio
vrsta je priznanja da oni postoje.
Objavili smo pozive i u novinama,
u tramvajima. ... puno smo izlazili i
mnogi su znali za projekt.
Andreja Kulundi¢, iz intervjua: Natasa Ili¢, “Alati

otpora: Razgovor s Andrejom Kulunci¢”. Objavljeno u
katalogu izlozbe “UrbanFestival2008” [BLOK],

te ima priliku funkcionirati kao polis. Treba znati da
je to grad neobiéne povijesti, izgraden i naseljen po
dekretu nakon Drugoga svjetskog rata na plodnoj
ravnici uz Dunav, gdje je komunisticka drzava plani-
rala razviti teSku industriju. Grad koji je pruzao od-
redeni komfor, graden po bauhauovskim principima,
s parkovima i bogatom javnom skulpturom, danas je,
s propaséu industrije, umrtvljen te umjetnica u
suradnji s radnom grupom inicira igru u kojoj ¢e se
stanovniStvo aktivirati u promisljanju buduénosti
vlastitoga grada. Medutim dvadeset i tri tisuce otis-
nutih letaka s pozivom i propozicijama igre nikada
nije odaslano, jer je gradska vlast zaustavila i zabrani-
la projekt tri dana prije njegova pocetka prijetnjom
da ée zatvoriti galeriju.

Ostrim je rezom naceta uglaéana  zagreb, rujan 200s.
povrsina. Opstruiranjem rada, vla-
dajuce strukture Zele odrZzati dominantnu politicku
reprezentaciju koje su dijelom, a koja se zasniva na
pojmovnim sklopovima demokracije i politicke ko-
rektnosti. No veé su u pat poziciji: uéinak je supro-
tan, bumerang koji su u strahu bacili vraéa im se u
lice, vaZeca slika ispostavlja se laznom.

Nije naodmet naglasiti da takvi “minus zavrset-
ci” nisu dio umjetnicke namjere, ali su implicirani u
ovim radovima. Nalijepili su se na djelo, uslijedili su
procesu i pritom ogolili znacenjske slojeve vladajuée-
ga politickog diskursa. Oni svjedoce o aktivirajuéoj
snazi radova Andreje Kuluncié, njihovoj pokretackoj
dimenziji koja se ne iscrpljuje unutar galerijskih
zidova.



Oct 6
Oct9 Oct9-22 Oct 23 -Nov1
EEE
+ greating five comprehen-
slve concepts based on all
submitted proposals
* graphic design of the
second flyer
* gollecting and processing submitted
proposals (submissions are collected
through telephone answering system,
“slection” boxes and websile)
48

Irena Bekic¢

« distribution of flyers:
22.000 households + bars,
clubs, schocls = 23,000 copies

* public communication of the hoax:
in a local daily paper and radie,
on www.dunaujvaros.com
and www.hirszem. hu

« posting placards and placing
“glection” boxes in public spaces

* launch of the campaing at
ujvaros2010.bleg.hu
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PROJECT BANNED BY
LOCAL POLITICIANS

Own Republic, interactive game, Institute for
Contemporary Art, Dunatjvaros, Hungary,
2009 / Vlastita republika, interaktivna igra,
Institut za suvremenu umjetnost, Dunadjvaros,
Madarska, 2009.

* new flyers and placards
printed to publicize the
five competing concepts

B it gl o b e bl

Nov 20

Nov 3-5 Nov 6 Nov 6-15

« distribution of new ;
flyers, inviting people o & 1
to vofe for concepts PHOTOMONTAGE: piun for dispiaying

. Fﬂ!ﬂnﬂ new Fl“ards woting resuits in the pubdic space

* producing web contant

* ways o vote: sms, web

= gontinuous display of competi-
tion results in the public space

* organiging the final event to
discuss submitied proposals and
conoepts, inviting participants,
publicizing the event

* public discussion about
the winning concepts and
about feasible fulure per-
spective for Dunadjvéros

A by oy s e
o i e B b

e e THE FLYER — printed in

i e s e s 23,000 copies but never dis-
sty tributed due to the premature
HpmprETl g banning of the project

THE PLANNED PHASES OF THE INTERACTIVE GAME
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Samo za Austrijance,
novinski oglasi, plaka-

ti, postanski letci. Fes-

tival regije gornje
Austrije, 2005. Dizajn:
Dejan Dragosavac -
Ruta (str. 21).

Eco, Umberto, Okvi-
ri smjehovne slobode,
“Zarez", 1(1999.), 2,21

Ironijski obrati

IThumor se u radu Andreje Kuluncié javlja kao instru-
ment za druStvenu kritiku, i to u obliku ironijskih
pomaka. Prema retorickoj definiciji, ironija tvrdi
suprotno od onoga o ¢emu je rije¢ i djelotvorna je
onda kada to o éemu je rije¢ nije izriéito potvrdeno,
ali se unaprijed pretpostavlja i prihvaéa kao ¢injenica.
Ironijom umjetnica dovodi u pitanje prihvacene
drustvene kodove i situacije. Zahvaca ih s leda i obrée
naglavacke.

Prvi takav rad je Samo za Austrijance®. To je niz
sastavljen od novinskih oglasa, plakata i letaka, koji-
ma autorica nudi ekskluzivne poslove namijenjene
iskljuéivo Austrijancima. No pomniji pogled na sadr-
Zaj atraktivno dizajniranog oglasa otkriva ironijski
obrat: karijere koje se nude visokoskolovanim, pouz-
danim, vrijednim, komunikativnim i sli¢nim osobi-
nama obdarenim Austrijankama i Austrijancima ka-
rijere su u “svijetu ¢iSéenja” i pruzanju seksualnih
usluga. Poslodavac nudi sljedece uvjete: niske place,
tezak fizicki rad, neplaceni prekovremeni rad, nepo-
stojanje zdravstvenog osiguranja, zaposlenost na
kratki rok, nepriznavanje akademske kvalifikacije, vi-
sok psihicki i fiziéki rizik, financijsku eksploataciju,
socijalnu iskljuéenost, rasnu i seksualnu diskrimina-
ciju. Zainteresiranima je ponuden broj telefona na
koji se mogu prijaviti. Tek s tim pozivom saznaju da
se radi o umjetnickom projektu koji tematizira stvar-
ne uvjete rada migranata u Austriji, a koji se u oglasu
prezentiraju kao izvanredna prilika za Austrijance.
Istodobno su oni koji su nazvali zamoljeni da iskazu
svoj stav o takvu odnosu prema migrantima.

Nakon $to je razotkrivena, nakon Sto je receno
“to je to’, ironija se povlaéi, a ono $to ostaje svijest je
o normi koja je bila u njezinoj pozadini. Jedna Ecova
objekcija o humoru mogla bi se ovdje nalijepiti na
ironiju, ne bi li pojasnila njezinu uporabu. “Humor
nam’, kaze talijanski teoreticar, “ne obecava oslo-
bodenje, on nas, naprotiv, upozorava na nemoguc-
nost globalnog oslobodenja, podsjeéajuéi nas na po-
stojanje zakona koji viSe nemamo razloga postovati.
Cine¢i to, on potkopava zakon. Poti¢e u nama osjecaj
nelagode zivljenja pod nekim zakonom - bilo kojim
zakonom."”® Doista, poticanje nelagode zbog prisut-
nog institucionalnog rasizma umjesto njegova pasiv-
nog prihvacanja bila je namjera autorice.

Enjoy the Beach,
artistic action on the
Zagreb-Rijeka road,
September 5 and 9,
2000 / UZivajte na
plazi, umjetnicka
akcija na autocesti
Zagreb-Rijeka, 5.1 9.
rujna 2000.
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10 UZzivajte na plaZi,

umjetnicka akcija na
autocesti Zagreb-Rije-
ka, 5.1 9. rujna 2000.
Izlozba “Mala zemlja
za veliki odmor”,
SKUC Ljubljana.
Kustosice: Ana Devié i
Natasa Ili¢; dizajn
vreéica: Dejan
Dragosavac - Ruta
(str. 51).

U akciji UZivajte na plaZi*® Andreja Kulundéic dije-
lila je plasti¢ne vreéice za smece turistima na naplat-
nim kuéicama, s natpisom na sedam jezika, o potrebi
odlaganja otpada na isti nacin na koji to ¢ine u svojim
zemljama. U Komercijalizaciji povijesti (str. 124) u gra-
du Kor¢uli prodavala je duhovito sloZene suvenire u
vlastitoj izradi, kompozite jeftinih predmeta proizve-
denih u Kini i ¢lanaka korc¢ulanskoga Statuta, spome-
nika prvorazrednoga povijesnog znacaja. Plastiéni
buzdovani na napuhavanje, drvena kolica-kucice,
mali andeli, univerzalni su predmeti: beskorisni su i
bez ikakvih identitetskih obiljezja. Upravo zato po-
godno se ukljuéuju u repertoar poopéene ponude su-
venira globaliziranog svijeta. Pojedinaéne pripovijes-
ti nisu vie vaZne. Sve je ionako podlozno konstrukci-
jama, varijacijama i reinterpretacijama. Traganje za
autenti¢no$éu povlaci se pred sklonoSéu dopadlji-
vom i prepoznatljivom. Takvo poimanje prezentacije
povijesti u svrhu turisticke ponude postalo je opée
mjesto suvremenog drustva; ono povladi za sobom
pitanja o konstruiranju identitetskih reprezentacija,
ponudi i potraZnji, nacionalnim i transnacionalnim
pripovijestima, a Andreja Kulunéié¢ ih problematizira
ironijskom gestom.

Akciju UtrZak Sunca (str. 112) oznacava nesto
drukdéija uporaba ironije. Ovdje se radi o postavljanju
apsurdne situacije: prodavanju proizvoda dozrelih na
Suncu i odvajanju Sunceva dijela profita. Potpuno je
izliSan i apsurdan angaZman umjetnice na strani
Sunca, ali potic¢e kupce na razmisljanje, a ironijski Za-
lac okrenut je ponovno prema normiranoj pretpo-
stavci o nacionalnoj ekskluzivnosti i automatiziranoj
navici da stvari uzimamo zdravo za gotovo i obréemo
u svoju korist.

U radu index.Zene (str. 130), kao i u Nami: 1908
zaposlenika, 15 robnih kuca, ironijski je obrat suptilno
uspostavljen kao dio jezi¢noga koda. Oba rada koris-
te se metodologijom i jezikom reklamnog oglasava-
nja, modne fotografije i industrije zabave. Ali dojam
sigurnosti koji proizlazi iz direktnog pogleda Zena na
fotografijama suprotno se iS¢itava u kombinaciji s
tekstom. Namin slogan vizualno funkcionira kao re-
klamni, brojka od 1908 zaposlenika i 15 robnih kuéa
mogla bi biti potvrda impresivne price o uspjehu. No
u podtekstu se zna da su te brojke otuZzna bilanca
propalog poslovanja i da 1908 zaposlenika znaéi isto
toliko obitelji, sudbina kojih je neizvjesna. U tom se
rascjepu, izmedu onoga $to je receno i Sto nije, a §to

11 Cixous, Helene, The

Laugh of the Medusa, u
(ur. C. Roman, S.
Juhazs, C. Miller) The
Women and Language
Debate: a sourcebook,
Rutgers University
Press, New Brunswick-
New Jersey 1994, str 84

se zna, ostvaruje ironija.

Neovisno o koli¢ini gorcine,
ironiji je imanentan smijeh, a on
ima subverzivnu snagu. Bilo kao
grohotan cerek ili suzdrZan smije-
$ak na podéinjenim usnama, smi-
jeh destabilizira onoga prema ko-
jemu je usmjeren. Ovdje je rije¢ o
moéi i otporu kao njegovoj su-
protnoj strani: o0 novom ekonom-
skom poretku i onima koji ispada-
ju iz tog sustava, o radnicima za-
duZzenih poduzeéa, restrukturira-
nih i privatiziranih firmi.

Po Foucaultu, moé nije neéija
osobina, veé skup relacija, mreza

c U dugoroénim projektima
ideja nije samo ponuditi
ljudima prostor da razmisle o
problemima, nego im dati alat za
neku vrstu otpora kapitalizmu,
izvan struktura klasicne politicke
organizacije ili bilo kojeg
klasicnog politickog oruda.
Usmjerena sam na ljude koji imaju
mozZda dva sata tjedno da nesto
ucine protiv onoga sto misle da
nije u redu. Cini mi se da ti mali
otoci intelektualnog otpora imaju
smisla.
Andreja Kuluncié, iz intervjua: Natasa Ili¢, "Alati

otpora: Razgovor s Andrejom Kulunci¢”. Objavljeno u
katalogu izlozbe “UrbanFestival2008” [BLOK],

odnosa, “pojmovni okvir”, ajedna-  zagreb, rujan 200s.

ko tako ni otpor nije fiksiran uz

odredeni identitet (koji, na kraju, isto tako klizi i
premjesta se s ¢vorista na ¢voriSte unutar mreze od-
nosa i identifikacija). U tom smislu, kad nas opori os-
mijeh “Naminih” radnica podsjeti na famozni smijeh
Meduze koji zaziva feministicka teoreti¢arka i pjes-
nikinja Héléne Cixous, ne mislimo iskljuéivo na Zen-
ski otpor kodovima patrijarhalne kulture, veé opéeni-
to na otpor unizenih. Meduza je tada metafora za
propitivanje koncepta drugosti i razli¢itosti te meta-
fora za pokretacku i kohezivnu snagu otpora. “Do-
voljno je gledati Meduzu ravno u lice da bi ju se vid-
jelo. Ona nije smrtonosna. Lijepa je i smije se’ ™ kaze
Cixous. Pitanje je moZe li se podnijeti Meduzin smi-
jeh, drskost prezrenih da se suprotstave ulozi koja im
je dominantnim obrascem namijenjena. U tom se
kontekstu veé spominjani projekt 1 FRANAK =
1 GLAS (str. 74) moZe sagledati kao vrhunski ironijski
obrat u kojemu “nepostojeéi” radnici daju svoj novac
onima koji ih ne priznaju. Na simbolickoj i stvarnoj
razini oni potpomaZu sustav koji ih negira. Gorgona
se ovdje previja od smijeha.

Otpori svakodnevici

Postoji dijalektika u radu Andreje Kuluncié¢ izmedu
“velikih tema” kao Sto su druStveni odnosi, margi-
nalizirane skupine, konstrukcije drugosti, drustve-
na pravda, i onih koje bi uvjetno nazvali malima, a to
su svakodnevne prakse anonimnih ljudi ili zajednica
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Setnja gradom, inter-
vencije u urbanom
prostoru, kolovoz
2001., Zadar. Izlozba
"Zadar uZivo”. Kusto-
sica: Iva Rada Janko-
vi¢; fotografije: Ivo
Martinovi¢; obliko-
vanje teksta: Momo
Kuzmanovic i Ivo
Martinovié; dizajn
vodica: Ljubica
Marceti¢ Marinovié
(str. 25).

Na putu doma, dvoka-
nalni video, svibanj
2003., Budimpesta,
Madarska. Izlozba
“Trg Moszkva - Gra-
vitacija’, Muzej Lud-
wig Budapest. Kusto-
sica: Dora Hegyi;
videosnimanje i
montaza: Klara Stima
(str. 28/29).

zasnovanih na nekim oblicima samoorganizacije ko-
jima se opiru nametnutomu vladajuéem kulturnom
sustavu. Ustvari one prve, “velike” teme, impliciraju
“male’, ¢ak i onda kad autorica izbjegava individualne
price (kao u Nami ili Samo za Austrijance), jednako kao
$to price o pojedinaénim aspektima, osobnim preca-
cima i otklonima od dominantnog ustroja drustva
govore 0 ustroju samom.

Godine 2001. za izlozbu “Zadar uZivo™, gotovo
doslovno prevodeéi naslov u rad, Andreja Kuluncié
izraduje alternativni turisticki vodi¢ Zadra koji dijeli
medu “pravim” vodi¢ima. Ona slijedi formu klasi¢no-
ga turistickog prospekta s fotografijama gradskih
atrakcija i pridruZenim tekstom. No tekstovi ne go-
vore o opéim mjestima, arhitekturi ili povijesti, veé
posve suprotno: okupljaju iskaze anonimnih stanov-
nika Zadra o svakodnevici u gradu, koji pomalo pati
od poratne depresije, izoliranosti i siromastva. Di-
zajnerica, radnica u mirovini, profesor, urednik web-
zina, barkarijol, povratnik iz Amerike, prodavacica na
trznici i dr.,, svi oni slazu sliku Zadra koja nije repre-
zentativni prikaz turisticke destinacije, ve¢ osobni
pogled onih koji u gradu Zive, rade i snalaze se. Umje-
sto popisa materijalnih spomenika i neke poZeljne
povijesne konstrukeije, taj vodi¢ je sprega osobnih
pri¢a, emocije i energije stanovnika. Na slicnim se
postavkama uspostavlja i rad Na putu doma.”® Umjet-
nica kroz iskaze Sestero ljudi iz razli¢itih socijalnih
skupina, zatefenih na Trgu Moszkva u Budimpesti
koji je njihova posljednja gradska stanica na putu
prema kuéi, govori o stvarnim promjenama u Zivotu
ljudi koje je donijela madarska tranzicija.

Moglo bi se reéi: ono $to je u nekom zajedni¢kom
poretku drustvenih, ekonomskih, urbanistickih, poli-
tickih i drugih sila koje ¢ine kulturnu mreZu neke za-
jednice pretpostavljeno kao vazno, iskazuje se kao
manje ili jednako relevantno onom nevaznom i poje-
dinaénom. Ili, da obrnemo recenicu, uloge i namjene:
diskurzivna konfiguracija nekog drustva odnos je
praksi i procesa kroz koji se ostvaruje, a koji se u od-
redenom vremenu uspostavljaju kao najmocéniji. No
unutar takve kombinacije sva je sila tihih procesa
iskljuenih iz dominantne kombinacije, a koji traju
paralelno preplecuéi se, sudarajuéi se, odbijajuéi i
probijajuéi se kroz pukotine dominantne strukture,
neprestano je dinamizirajuéi. U takvoj situaciji osob-
ne prie “nevaznih’ ljudi festo otkrivaju razlifite

putove opiranja dominantnom
ustroju. Moglo bi se reéi da istraZi-
vanje tih praksi znaéi otkrivanje
ljudskog Zivota u njegovim najbuj-
nijim oblicima. Zasnovane na
izmijeSanosti razli¢itih osjecaja i
karakteristika koji su si medusob-
no iuzrokiposljedica - lucidnosti,
tjeskobe, nepristajanja, prkosa, in-
ventivnosti, kreacije - one su od-
raz nepresusne vitalnosti ljudskog
duha. Za¢udna uzajamnost: opti-
mizam upisan u korijene otpora.
U viSegodi$njemu sloZenom
projektu Kreativne strategije (str.
150) Andreja Kuluncié istraZuje
upravo te aspekte. To su naprim-
jer vrtovi u novozagrebackome na-
selju Travno smjeSteni uz zgradu,
kolokvijalno poznatu kao “Mamu-

c Radim na finom
podesavanju drustvenih
odnosa, pazim da se tema ne
banalizira, da se niSta ne
preskace, da se nitko ne
iskoristava. Stalno cistim kanale,
tj. odnose, na neki nacin prevodim
i posredujem, izmedu menei
suradnika, izmedu nas i nase
teme, izmedu galerije i publike
itd. Ujedno gradim i okvir pro-
jekta u kojem se trudim da svatko
pronade sebi adekvatno mjesto
na kojem moze dati svoj maksi-
mum i osjeéati se sigurnim.
Naravno sve to treba i koor-
dinirati, voditi, naéi financijsku
podlogu itd.
Andreja Kulunci¢, iz intervjua: Vesna Vukovic,

"Preslagivanje odnosa, promjena relacija”. Objavljeno
na web stranici kulturpunkt.hr, Zagreb, sijecanj

tica’, koja je sa 70 metara visine i oo.

240 metara duZine najveca stam-

bena zgrada u Hrvatskoj i medu najveé¢ima u Europi.
Navodno je tako gradena da bi se osigurao veliki zele-
ni pojas oko nje, jer je zakon iz doba gradnje (1974.)
propisivao veli¢inu zelene povrsine oko zgrade u od-
nosu na broj stanova u njoj. No unutar zadane urba-
nisti¢ke i arhitektonske strukture kvarta okoli§ iza
“Mamutice” ostao je nedefinirana zona, zarasla zele-
na povrsina koju su stanari malo-pomalo prisvajali
prilagodujudéi je vlastitoj mjeri i Zeljama. U potrebi za
izmicanjem iz urbanog meteza, za stvaranjem vlasti-
tih zaStiéenih prostora, u potrebi za individualizaci-
jom u mnostvu i samoprepoznavanjem, oni su loSe
iskoristenu javnu povrsinu pretvorili u zonu novih
namjena: od boéanja na zajedno izgradenom igralis-
tu, folklorne i etnozbirke, do pojedinac¢nih vrtova i
gradskih povrtnjaka. Svi ti otkloni od norme, bjegovi
iz Zivotne zadanosti i individualne oaze, sitne su sub-
verzije svakodnevice.

Nesto su drukéiji primjer samoorganizirajuce
zajednice na rubnim dijelovima Mexico Citya (str.
156-157). One funkcioniraju iskljuéivo zahvaljujuéi
oblicima podrske unutar zajednice kojima se kom-
penziraju manjkavost i disfunkcionalnost institucio-
nalnih struktura. No autorica se ovdje nece zaustavi-
ti samo na istraZivanju naéina funkcioniranja samo-
organizirajuéih zajednica. Ona koristi poziv Muzeja
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suvremene umjetnosti - MUAC-a, kako bi organi-
zirala njihov prodor u prostor vidljivosti dominant-
ne kulture. Tu éemo se prisjetiti O stanju nacije (str.
94), jer u osnovi oba rada tretiraju deprivirane zajed-
nice i zahvacaju, istina na razli¢ite nacine, njihovu
svakodnevicu. Galerijski postav simulira laboratorij-
sku situaciju i u biti je transfer prema javnosti, a sam
umjetnicki proces postaje oblik otpora prema drust-
venom ustroju.

Odnosi modi, §to je veé bilo naznaceno, nisu fik-
sirani, niti je drustvo strukturirano tako da su na jed-
noj strani mo¢ i elita koja ga €ini, a na drugoj zajedni-
ce potlacenih. Naprotiv, svaki aspekt Zivota formira
se kao neki odnos moé¢i koji je i sam sklizak i promje-
njiv. Promatramo li s te pozicije projekt Citanja (str.
118), mogli bismo se izgubiti u bezdanu igara bez gra-
nica uspostavljenih upravo na odnosima moéi veza-
nih uz ¢itanje. Pojednostavit éu: ¢itanje kao praksa
povlastenih - onih koji znaju ¢itati - ima svoje uteme-
ljenje u povijesti i u tom je smislu visoko smjesteno
na hijerarhijskoj ljestvici moéi. Tu se doti¢emo inter-
pretacije, odnosno onih koji vladaju informacijom o
tome kako procitano valja razumjeti i tu informaciju
prenose drugima. To su povlasteni medu povlasteni-
ma. Medutim kada ¢itanje nije kontrolirano, vodeno
ili posredovano, a to se dogada kada citatelj ostaje
sam s knjigom, zapocinje slobodna razmjena: §iroko
je polje tumacenja, eskiviranja, skretanja, izmjeStanja,
nadovezivanja izmedu teksta i ¢itatelja! Takvo Citanje,
povuceno u zonu privatnoga, nepoznatog i tajnovito-
g3, s izbojcima u javnom, subverzivno je i gradbeno u
isti mah. Moglo bi se ustvrditi da se zajednice obliku-
ju s obzirom na naédine ¢itanja, a da je u odnosu na
svakodnevicu ¢itanje to¢ka usporavanja. Ako svako-
dnevicu poveZemo s prostorom i vremenom u kojem
se nalazimo, tada je ¢itanje njezina destabilizacija, jer
zamagljuje, ustvari ponistava i prostor i vrijeme.

Citanja, realizirana u galeriji smjestenoj u kvar-
tovskoj knjiZnici u Zagrebu, u razli¢itim su se artiku-
lacijama obratila svim stanovnicima kvarta neovis-
no o njihovim ¢itateljskim navikama, aktivirajuéi na
taj nacin zajednicu oko duhovne prakse ¢itanja. Pro-
dorom u zajednicki prostor, kao i u individualne svje-
tove ¢lanova Citateljske grupe, Citanja su izvrsila mo-
difikaciju svakodnevice, intenzivirala jednu aktivnost
i u sastancima grupe ponudila novi oblik drustve-
nosti. Istodobno, druZenje i razmjena stavova, zna-
nja i Citateljskih iskustava medu ravnopravnim

14 Sudionici ¢itateljske
grupe Zeljeli su na-
staviti rad grupe i na-
kon trajanja projekta,
no nedostajala je in-

stitucionalna podrska.

sugovornicima uéinili su te sastanke pozitivno obilje-
Zenim segmentom njihove svakodnevice.*

Ovdje se govori o invencijama, kreativnim od-
macima od zadane strukture koji omoguéuju stva-
ranje vlastitog mjesta u poopéenom realitetu i sa-
svim konkretno preZivljavanje unutar nekog norma-
tivnog sustava. Sto je sustav rigidniji, to je odnos iz-
medu otpora i pristajanja na njega kompliciraniji. To-
talitarni politic¢ki sustavi urodili su istanéanom ska-
lom postupaka otpora potlaéenih: od sitnog zabusa-
vanja do revolucije, i sukladno tomu razvili razgrana-
tu mrezu kaZnjavanja. Videorad Rekonstrukcija
(ne)vaznog dana nase povijesti (str. 104) govori i o opci-
jama otpora. Filmovi koji ¢ine rad snimljeni su u
roku od dvadesetak minuta, koliko je autorici bilo do-
pusteno da zajedno s vodiem, biv§im domarom
dvorca, boravi u ratom devastiranom, za javnost ne-
dostupnom, interijeru dvorca Tikve$. Oba filma sni-
mljena su kamerom iz ruke koja prati autoricu i nje-
zina sugovornika za vremenski ogranicene rekon-
strukcije dvaju dogadaja. Autori¢ina pozicija pritom
nije izmaknuta pozicija umjetnice koja sagledava po-
liticki markiranu povijest, veé je poistovjecena s povi-
jesnom veéinom kojoj je i sama pripadala, a ¢ija je
uloga zamiSljena kao suport reZimu i odrZavanje slike
o ekskluzivnosti politicke elite. Razgovor s domarom,
¢ovjekom koji pripada meduprostoru, odnosno pro-
storu preklapanja povlastenog svijeta i onog “obiénih
ljudi’, vodi noSena svakodnevnom znatiZeljom. Ispi-
tuje ga gdje je tko sjedio, Sto je tko pio, Sto su jelii dr.
ZnatiZelja je zanimljiv fenomen. Ona poniStava di-
stancu i Zeli stvari staviti nadohvat ruke. To dokida-
nje perspektive je povr$no, rezultira rasprSenim po-
gledom, ali ostvaruje uvid koji zadovoljava glad znati-
Zeljnika. U ovom je slucaju rije¢ o zavirivanju u za-
branjenu zonu, voajerizmu kao obliku otpora.

Postoji doza romantizma i barem natruha juna-
Stva sadrzana u praksama otpora. Navedene su
svjesne taktike koje zrcale neumornu ljudsku borbu
za bolji Zivot. No §to je s drugom stranom zajednice?
Sto kad je sputana stegama stereotipa? Nekada se za-
jednice konsolidiraju pa u obrani od straha postavlja-
ju tit izmedu sebe i nepoznatih, onih drugih, onih
doslih, onih tamo. Stranci su prijetnja mirnoj sva-
kodnevici: ne zna se Sto donose sa sobom, kakve su
im navike niti $to hoée. Romi, homoseksualci i Kine-
zi u Zagrebu, Bosanci u Ljubljani, imigranti u Austri-
ji ili u Svicarskoj i dr.
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Destigmatisation, multimedia and processual
project, Jedinstvo Plant, Zagreb, 2010 /
Destigmatizacija, multimedijalni procesualni
projekt, Pogon Jedinstvo, Zagreb, 2010.
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(Po)etika...
Irena Bekic

Destigmatizacija, mul-
timedijalni procesual-
ni projekt. Festival
"Ekstravagantna tije-
la: Ekstravagantni
umovi’, pogon Jedin-
stvo, Zagreb, 2010.
Projekt je nastaou
suradnji s radnom
grupom koju ¢ine
prof. Dubravka
Stijacic¢ (psihoterape-
utkinja) i osobe s di-
jagnozom kronic¢ne
dusevne bolesti
shizofrenije u Psihi-
jatrijskoj bolnici
Vrapce. Kamera:
Darko Krakar; zvuk:
Ivan Mihoci; montaza:
Maida Srabovi; fo-
tografija: Vedran Me-
telko; produkcija:
Kontejner - biro su-
vremene umjetnicke
prakse (str. 58/59).

Eagleton, Terry,
Nevolje sa strancima,
Algoritam, Zagreb
2011, str. 353-354
Certeau, Michel de,
Invencija svakodnevice,
Naklada MD, Zagreb
2003, str. 251.

Psihicki bolesnici stranci su
za zajednicu “zdravih” Pred odma-
kom od normale ljudi zatvaraju
vrata. Skidanje stigme s psihic¢kih
bolesnika i zauzimanje za njihovu
socijalizaciju polaziste je radova
koje je Andreja Kuluncéi¢ pokrenu-
la u suautorstvu s pacijentima i
struénim timom Psihijatrijske bol-
nice Vrapce. Medu njima je i video-
rad Destigmatizacija®, koji se bavi
shizofrenijom, te videoinstalacija
U krugu (str. 138), snimak terapij-
ske sesije oboljelih od depresije
koja se nastavlja u stvarni prostor,
zatvarajuéi krug zdravih i obolje-
lih. Depresija je strukturna sub-
verzija “regularnog” stanja, a ne in-
vencija. To je gubljenje mentalnog
teZiSta, oslabljenost kreativnih ka-
paciteta, pasivnost i nemogucénost.
Rodno obiljeZena uz Zene, depresi-
ja podlijeZe dvostrukoj marginali-
zaciji. Ona treba pomoé drugoga i

‘ Kada sam, primjerice, radila
na projektu “O stanju nacije”
(2008.) u Galeriji Miroslav Kraljevi,
pozvala sam Kineskinju Inge Liu na
radionicu naslovljenu “Mediji i
‘drugi'”, i studenti su se osjetili
nelagodno: kako da pricamo o
“njima”, a oni su tu? Mislim da je to
vazan moment, vidjeti ljude o
kojima govorimo kao subjekte, kao
aktivne sudionike. Moji su projekti
Cesto o tom rusenju odnosa objekt-
-subjekt, pokusavam osvijestiti da
se radi o stvarnim ljudima, da se
pri€a o stvarnim Zivotima, o
stvarnim sudbinama. Mi koji
radimo na tome imamo izbor,
mozemo se time baviti ili ne, ali
osobe o kojima se tu radi cesto
nemaju izbora, i to treba postivati.
Andreja Kuluncié, iz intervjua: Vesna Vukovi¢, “Presla-

givanje odnosa, promjena relacija”. Objavljeno na web
stranici kulturpunkt.hr, Zagreb, sije¢anj 2010.

vazna je za zajednicu jer potvrduje njezinu kohezivnu
kvalitetu. Ta je simetrija, medutim, i precesto podrive-
na ksenofobijom i neznanjem. Strah podlokava te-
melje zajednice. To¢na je tvrdnja Terrya Eageltona da
je susjedstvo kao granicenje prije praksa negoli pro-
stor.** Ovi radovi pozivaju na razumijevanje.

Umjetnicka strategija

Umjetni¢ka praksa Andreje
Kulunéié je drustveno angaZirana
umjetnost, $to ukljucuje odredene
drustvene situacije kao polaziste,
suradnju s ljudima koji su isto-
dobno i objekt i subjekt, i publika
rada. Ti radovi prolaze izvjestan
vremenski proces, ukljucuju kon-
tekst, sveukupnost ljudskih odno-
sa, suradnju strucnjaka, upotrebu
razli¢itih tehnologija i medija,
mjesto su susreta i komunikacije
koja je Cesto umjetnicki proces,
produkt i postupak. Zbog svega
toga, a valjda u potrebi za sistema-
tizacijom, smjeStanjem silne um-
jetnicke proizvodnje u odredene
paradigme, uredne gredice toga
stalno rastuceg vrta, Andreju Ku-
luncié kritika povezuje s relacij-
skom umjetno$éu Nicolasa Bour-
riauda. Bourriaudovu pristupu za-
mjera se ignoriranje odnosa um-
jetnosti prema drustvenoj prom-
jeni. On ne problematizira kakve
odnose suvremena umjetnost
proizvodi, za koga i zaSto. Umjet-
nici relacijske estetike, kaZe, ne po-
kuSavaju mijenjati svoju okolinuy,

c Jako mi je bitno stvarati

mostove prema publici.
Ako sam previSe uronjena u
probematiku, tesko mogu stvoriti
projektom most prema recimo
znanstvenicima, ali sociolog moze
stvoriti most prema sociologu,
teoreticar ce stvoriti most prema
onima koji su vise u teoriji, dok ée
recimo aktivist stvoriti most
prema onima u praksi. Situacija
nije jednoznacna, mi cesto ne
znamo gdje stojimo, i moZemo se
u ovakvim procesima jako
iznenaditi. Sto vise ljudi uzmem u
projekt, to sam viSe mostova
napravila prema potencijalnoj
publici. Isto tako, svi moji
suradnici donose u projekt svoje
videnje odredene teme, i time se
stvara jedno novo znacenje, Siri se
razumijevanje i teme i nasih
odnosa unutar i naspram nje. To je
jedna zapravo jednostavna prica,
ali funkcionira.

Andreja Kulunéi¢, iz intervjua: Vesna Vukovic,
"Preslagivanje odnosa, promjena relacija”. Objavljeno
na web stranici kulturpunkt.hr, Zagreb, sijecanj
2010.

veé nastaniti svijet na bolji na¢in. Upravo se na tom
mjestu pokazuje da relacijska umjetnost nije odgova-
rajudi kiSobran pod koji treba smjestiti praksu An-

dreje Kuluncié.

Najprije, njezina je umjetnost politi¢na. Ona po-

Ponekad mi, kad se nadem u teSko prohodnoj diskur-
zivnoj Sumi umjetnickih proizvodnji, padne na pa-
met reéenica napisana u Invenciji svakodnevice. Dobro
je prisjetiti se, napominje tamo Michel de Certeau,
da ljude ne treba smatrati idiotima.”” Ta je recenica
izgovorena u kontekstu sklonosti / moéi intelektua-
laca - proizvodaca teksta - da oblikuju mnostvo, od-
nosno da manipuliraju ¢itateljskom iluzijom o vlas-
titoj samostalnosti. Tu misao prepoznajem u radovi-
ma Andreje Kulunéié. Ona se obraéa publici, izravno,
jasno i uvaZzavajudi je, bez potrebe za mistifikacijom
svojega znanja i pozicije. To je rad koji je user friendly,
nema praznih mjesta ni zalihnosti, nema uljepSava-
nja, ni mistifikacije.

tice promjenu, aktivirajuéa je u odnosu na one s koji-
ma radi i ¢ije probleme tematizira, kao i na ostale koji
su ukljuéeni u tu druStvenu situaciju. Naprimjer
kada se oglasom u javnom prostoru obrac¢a Zenama u
index.Zene, poruka je vidljiva i drugima koji su izazva-
ni da u nabrojenim obrascima ponasanja prepoznaju
moZda vlastito. No krenut ¢u redom. Pokusat ¢u krat-
kim pregledom taktika dati uvid u njezinu strategiju.
S obzirom na temu, sudionike, mjesto i namjeru, ona
izabire postupke i medij koji ée biti najprohodniji.
Pritom se postupak, proces i produkt rada mogu
izjednaéiti, mogu skliznuti s jednoga na drugi i ostva-
riti se jedan u drugome.
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Umjetnost kao okruZenje za
znanje, susrete i komunikaciju
jedna je od osnovnih postavki nje-
zine strategije. U tom smislu
umjetnica poziva na suradnju ti-
move struénjaka koji istrazuju
problem, vode radionice i drze
predavanja. U takvim se kolabora-
cijama ostvaruje rad, ali je i kola-
boracija sama éesto Zeljeni umjet-
nicki proizvod. Osim sa struénja-
cima iz odredenih podruéja, An-
dreja Kulunéic¢ redovito suraduje s
pripadnicima zajednice za koju se
zalaZe. Sudjelujuéi u procesu rada,
oni sami prolaze i izvjesni proces
oslobadanja. Kada potpisuju au-
torstvo s umjetnicom, kao to je to
sluéaj s tri bosanska radnika u Bo-

‘ Cesto zamjeram

galerijama, muzejima,
pojedinim kustosima da se na
kraju ipak samo igraju, daim je
sve to zanimljivo, ¢ak egzoticno;
zatvorenici, azilanti, prostitutke,
obespravljeni radnici... s kojima se
u projektu radi, zanimljiv je
angazman, ali se zapravo ne bi
htjeli “prljati”. Nekako im je
nevoljko raditi izvan galerije, isto
tako ne bi htjeli da ljudi sa
margina drustva dolaze u galeriju,
da se recimo pojave na svecanosti
otvorenja. U tim se prilikama
osjeca jedna elitisticka pozicija,
neko gadenje i otpor.

Andreja Kuluncié, iz intervjua: Vesna Vukovic,
“Preslagivanje odnosa, promjena relacija”. Objavljeno
na web stranici kulturpunkt.hr, Zagreb, sijecanj

sanct van!, onda potpisuju i autor-  omo.

ski ugovor pod istim uvjetima. Sve

je to dio umjetnicine strategije, dio njezina umjetnic-
kog statementa. Ona se koristi svojom pozicijom
moéi, svojim pravom glasa i djelovanja da prokr¢i za-
raslu stazu stereotipa i loSe komunikacije, ne bili ot-
vorila put onima koji su takvom komunikacijom
utiSani.

Zbog svega toga mimikrija je jedna od njezinih
najcéescih taktika. Umjetnica se do nevidljivosti uvla-
¢i u srediste problema i djeluje iznutra. Metode mi-
mikrije su razliéite: od zauzimanja prostora i situa-
cije - prodaje turisti¢kih suvenira ili “Sunéevih pro-
izvoda” - do simuliranih kampanja i reklamnih ogla-
Savanja. Publici tada, u prepoznatljivom i bliskom
kodu reklamnih oglasa, nudi novi sadrZaj, a ova ga
prima jer joj je oblik poznat. Osim toga odaslan je sa
“sigurnog mjesta” kao §to su dnevne novine, radij-
ska emisija ili bilboardi u javnom prostoru i dovolj-
no je uopéen da se svatko moze i identificirati s njim.
Zato Andreja Kuluncié¢ izbjegava osobne price koje
izazivaju suéut, ali ne i identifikaciju. Identifikacija, a
ne suéut, nosi moguénost promjene. Svakim ¢inom
identifikacije publika postaje subjekt komunikacijske
radnje, koja se preko nje ostvaruje i zauzima sredis-
nje i stalno promjenjivo mjesto izmedu moéi (autor)
i otpora (publika). Osim toga, na taj nacin protureni
u javne medije i prostor ti su sadrZaji doprinosi nor-
malizaciji javnoga diskursa, ali su i subverzivni jer

18 Le Brun, Annie,
Previse zbilje, DAF,
Zagreb 2007.

govore da su nesto $to nisu. Tako se ostvaruje ironi-
ja, a to je jo§ jedna umjetnicina taktika. No neovisno
o teZini tema koje preuzima, a to valja naglasiti, An-
dreju Kulunci¢ uvijek obiljeZava optimizam proizi-
a0 iz vjere u moguénost promjene i vjere u potrebu
stalne borbe za nju.

Ovdje ¢u zavrsiti rije¢ima Annie Le Brun, nepo-
mirljive pjesnikinje: “Toj sreéi u podéinjenosti, koja
se upravo namece kao umijece Zivljenja, mogu se
suprotstaviti samo rijetka preostala biéa koja joj in-
stinktivno izmiéu. Jedino zahvaljujuéi njihovu nepo-
pustljivu odbijanju da pridaju i najmanju ozbiljnost
sve grotesknijem svijetu, mozda jo$ nije nemoguce
disati.... A dok ¢ekamo, neka ne traze od mene da pri-
znam bilo Sto svijetu u kojemu samo traZim jos tra-
gove nepodéinjena Zivota. I drugi, sigurna sam u to,
jos imaju tu strast. A onima koji je nemaju, kao i ono-
me na $to se pozivaju, svim sredstvima namjeravam

reci ne, ne, ne, ne, ne, ne, ne.®
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Distributive Justice

Distributivna pravda

66

multidisciplinary project, since 2001/ multidisciplinarni projekt, od 2001.
web site & installation & discussions / web site & instalacija & diskusije
http:/www.distributive-justice.com/

Coauthors / Suautori:
Gabrijela Sabol (sociologist
/ sociologinja), Ivo
Martinovi¢ (photo & video
/ fotografija i video),
Neven Petrovi¢
(philosopher / filozof),
Matija Puzar (programmer
/ programer), Dejan
Jankovic i Trudy Lane
(designers / dizajneri),
Momo Kuzmanovi (editor
/ urednik).

Contributor / Suradnik:
Tomislav Janovi¢
(philosopher / filozof).

Production / Produkcija:
MAPA, Zagreb, Croatia /
MAPA, Zagreb, Hrvatska.

D istributive Justice is a multidisci-
plinary project dealing with the
fair distribution of goods in a society and
examines what people think about their
own share. The project is devised as a se-
ries of segments for virtual and for real
space. The physical part is an installation
with mobile elements that are used as
seats and a desk with monitors, in a cir-
cular arrangement suggestive of a pie
chart and of shares in the social distri-
bution. The visitor is invited to play a
computer game in which he or she dis-
tributes material and non-material
goods, building society according to
their own conscience, or choosing a
model of society that they think is just.
Then, as a result of the game, they get a
certain social profile and a text with the
basic theoretical postulates of the soci-
ety to which they are inclined. They fill
in the questionnaire, all the time having
access to summaries of various theories
of society, statistics, game results, the
opinions of other contestants, record-
ings of dialogues with people from dif-
ferent countries who respond to the
same questions about the just distribu-
tion in society and their own views about
it, a list of references and soon.

CREATE A JUST SOCIETY

Exhibition view: documentall, Kassel, Germany, 2002.
Gallery of Extended Media, Zagreb, Croatia, 2003 /
IzloZzbeni postav: documentaTl, Kassel, Njemacka, 2002.
Galerija prosirenih medija, Zagreb, Hrvatska, 2003.

Mobile elements for the exhibition space / Mobilni
elementi za izloZbeni prostor: Sini3a Ili¢ (architect /
arhitekt), Ivo Martinovi¢ & Andreja Kuluncié.
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Distributive Justice

Distributivna pravda

The space of the installation is at the
same time a space for discussion, lec-
tures, conversations and exchange of
opinion. Itis a place for the creation of
knowledge, a laboratory that changes by
the accumulation of information while
the project is being run in different cities
and countries. Everything is accessible
online.

D istributivna pravda je multidiscipli-
narni projekt koji se bavi pitanjem
pravedne raspodjele dobara u drustvu i pro-
pituje osjecaj osobnog udjela u tome. Pro-
jekt je osmisljen kao niz segmenata za vir-
tualni i stvarni prostor. Fizicki dio je insta-
lacija s mobilnim elementima koji sluze kao
sjedala i radni stol s monitorima, a u
kruZnom postavu asociraju na statisticke
“pite” i udjele u drustvenoj raspodjeli. Po-
sjetitelj je pozvan da odigra racunalne igrice
u kojima sam rasporeduje materijalna i ne-
materijalna dobra, gradeci drustvo “po vlas-
titoj savjesti’, odnosno da izabere model
drustva koji smatra pravednim. Pritom, kao
rezultat igrica, dobiva odredeni “drustveni”
profil i tekst s osnovnim teorijskim pos-
tavkama drustva kojem se priklonio. Ispu-
njava anketni upitnik, dostupni sumu
saZetci razlicitih teorija o drustvu, statistike
rezultata igara, misljenja drugih sudionika
igre, snimci razgovora s ljudima iz razlicitih
zemalja koji odgovaraju na ista pitanja o
pravednoj raspodjeli unutar drustva i vla-
stitim stavovima o tome, popisi literature i
dr.

Prostor instalacije ujedno je prostor za
diskusiju, predavanja, razgovore i razmjene
misljenja. To je mjesto stvaranja znanja,
laboratorij koji se mijenja akumulirajuci po-
datke kroz trajanje projekta provodenog u
razli¢itim gradovima i zemljama. Sve je do-
stupno online.

Exhibition view:
documentatll, Kassel,
Germany, 2002 /
IzloZbeni postav:
documentall, Kassel,
Njemacka, 2002.

CREA UNA SOCIETA GlusTa

Exhibition view: BigTorino, Torino, Italy, 2002
/ IzloZbeni postav: BigTorino, Torino, Italija, 2002.

Exhibition view:
Museo MADRE,
Napoli, Italy, 2011 /
1zloZbeni postav:
Muzej MADRE,
Napulj, Italija, 2011.



Exhibition view:
Kunstraum
Innsbruck, Austria,
2002 / Izlozbeni
postav: Kunstraum
Innsbruck, Austrija,
2002.
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Distributive Justice
Distributivna pravda

Exhibition view: 8th
Istanbul Biennial,
Istanbul, Turkey,
2003 / Izlozbeni
postav: 8. istanbulski
bijenale, Istanbul,
Turska, 2003.

Exhibition view:
Marronnier Art
Centre, Seoul, South
Korea, 2004 /
1zloZbeni postav:
Marronnier Art
Centar, Seoul, Juzna
Koreja, 2004.

Exhibition view:
Whitney Museum of
American Art, New
York, USA, 2002 /
IzloZbeni postav:
Whitney Museum of
American Art, New
York, SAD, 2003.



www.distributive-justice.com
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Games of fair social distribution / Igre pravedne drustvene raspodjele
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1CHF =1VOICE
I FRANAK = 1GLAS

political art intervention /
politicka umjetnicka intervencija

74

Developed for the
exhibition “Work To Do!
Self-Organisation in
Precarious Working
Conditions” / Producirano
u sklopu izloZbe “Rad koji
treba napraviti!
Samoorganiziranje u
prekarnim uvjetima rada”.
Curators / Kustosi:
Katharina Schlieben &
Sonke Gau.

2007- 2008, Shedhalle,
Ziirich, Switzerland /
Svicarska.

Project production /
Produkcija projekta
Curatorial assistants /
Asistentice kustosa: Iris
Strobel & Noemie
Schwaller.

Contributor / Suradnik: Ivo
Martinovié.

Design / Dizajn: Gumi &
Rutta.

Project partner / Partneri u
projektu: Bea Schwager,
SPAZ (Center for
Illegalized People in
Ziirich).

Project organization /
Organizacija projekta:
Shedhalle & Katharina
Schlieben & Senke Gau.
Production / Produkcija:
Shedhalle.

CHF =1VOICE is a political artistic

intervention in which Andreja
Kulundi¢ responds to the invitation of
the curator of the Shedhalle of Ziirich.
The theme of the exhibition was self-or-
ganisation in conditions of precarious
work, and so the artist invited illegalised
immigrants to Switzerland - people who
live without the proper papers - to take
part, by giving a single franc, in the cur-
rent renovation of the building of the
Swiss Parliament. The symbolic gesture
of donation is in actual fact an act of ne-
gotiation, drawing attention to their
own existence in a society that does not
recognise them, but which with their
work they keep up every day. The collec-
tion of the money was preceded by a
public appeal to the Sans-Papiers immi-
grants to take part anonymously in the
donation, through a several-months-
long media campaign via a large digital
display on the main Ziirich station, pos-
ters in public spaces, newspaper adverts
and fliers sensitising the public and in
parallel a quiet campaign - a direct ad-
dress to the illegalised persons often

Digital display in the
main railway station
Ziirich, 2007 /
Digitalni displej na
glavnom Zeljezni¢kom
kolodvoru, Ziirich,
2007.

SPENDEN SIE EUR IHRE
STIMME IM OFFENTLICHEN
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1VOICE

1FRANAK =1GLAS

1CHF

found via hidden channels - the objec-
tive of which was not just an invitation
to take part but the empowerment of
disfranchised individuals for a political
dialogue with representatives of
government.

The Parliament agreed to receive the
money collected, but two hours before
the public act of handing over the dona-
tion, withdrew its decision. The money
collected lies today in the account of
SPAZ (Centre for lllegalised Persons,
Ziirich), waiting for a government more
open to the illegalised workers in
Switzerland.

FRANAK =1 GLAS politicka je
umjetnicka intervencija kojom Andreja
Kulunci¢ odgovara na poziv kustosa galerije
Shedhalle iz Ziiricha. Tema izlozbe bila je
samoorganizacija u uvjetima prekarnog ra-
da; stoga umjetnica poziva ilegalizirane
Svicarske imigrante - ljude koji Zive bez
odgovarajucih dokumenata, da doniranjem
jednog franka sudjeluju u aktualnoj obnovi
zgrade Svicarskog parlamenta. Simboli¢na
gesta donacije ustvari je njihov ¢in progo-
varanja, ukazivanja na vlastito postojanje u
drustvu koje ih ne priznaje, a koje svojim
radom svakodnevno odrzavaju.
Prikupljanju novca prethodili su javni
poziv Sans-Papiers imigrantima na anonim-
no sudjelovanje u donaciji viSemjese¢nom
medijskom kampanjom putem velikoga
digitalnog displeja na glavnom ciriskom
kolodvoru, plakata u javnim prostorima,
novinskih oglasa i letaka, ¢ime se senzibi-
lizirala javnost, te paralelnom tihom kam-
panjom - direktnim obracanjem ilegalizi-
ranim osobama do kojih se Cesto dolazilo
skrivenim kanalima - kojima je cilj bio ne
samo pozivanje na sudjelovanje, vec i
osnazivanje obespravljenih osoba za
politicki dijalog s predstavnicima vlasti.
Prikupljeni novac Parlament je prihva-
tio primiti, no dva sata prije javnog ¢ina
predaje donacije povukao je odluku; taj se
iznos danas nalazi na ra¢unu SPAZ-a
(Centra za ilegalizirane osobe u Zirichu),
Cekajudi vladu koja Ce biti otvorenija prema
ilegaliziranim radnicima u Svicarskoj.

S Seplembar 2088,

COMMUNICATION WITH THE
PARLIAMENT.

THE DOMNATION WAZ FIRGT
APPROVED, AND THEN 2 HOURS
BEFCRE THE EVENT. THE
DONATION WAS CANCELED

BY THE PARLIAMENT,
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Racism -
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Rasizam

- ksenofobija

Initiation of the
action / Pokretanje
akcije

With the sans-
papiers and
activists / S
ilegaliziranima i
aktivistima

Communication
with the
Parliament /
Komunikacija s
Parlamentom

Voices about the
action / Glasovi o
akciji



Exhibition view: Shedhalle, Ziirich,
Switzerland, 2008

Museum MUAC, Mexico City, Mexico, 2012 /
IzloZbeni postav: Shedhalle, Zirich, Svicarska,
2008.

Muzej MUAC, Mexico City, Meksiko, 2012.
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Exhibition view:
Salon of the
Museum of
Contemporary Art
Belgrade, Serbia,
2013 / Izlozbeni
postav: Salon Muzeja
savremene umetnosti
Beograd, Srbija, 2013.
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New Prison
Novi zatvor

proposal for a new prison /

prijedlog za novi zatvor

82

The project was conceived
for the exhibition “Soft
Manipulation - Who is
Afraid of the New Now?" /
Projekt je koncipiran za
izlozbu “Meka
manipulacija - tko se boji
nove sadasnjosti?”.
Curators / Kustosi izlozbe:
Zoran Eri¢, Maria Lind &
Enrico Lunghi.

Casino Luxembourg,
Luxembourg, 2008 /
Casino Luksemburg,
Luksemburg, 2008.

Project production /
Produkcija projekta
Camera & editing /
Snimanje & montaza:
Bruno Baltzer.

Drawings / Crtezi: Tom
Bleser.

Working group / Radna
grupa: Bertrand Schmit
(architect of the new
section of the CPL prison /
arhitekt novoga dijela
zatvora CPL), Tom Bleser
(architect / arhitekt),
Matyas Z. i Corinne W.
(social worker at the CPL
Schrassig / socijalni radnici
u CPL-u Schrassig), Isabelle
L. (Psycho-Socio-
Educational Service at CPL
Schrassig / psiho-socio-
edukativna pomo¢ CPL-a
Schrassig); Markus - Sandy
- Rudi - Freddy - Mike

- Adilson.

Project Coordination /
Koordinatori projekta:
Anne Kayser & Kevin
Muhlen.

Production / Produkcija:
Casino Luxembourg,
Luxembourg / Casino
Luksemburg, Luksemburg.

I n New Prison, responding to an in-
vited theme “Soft Manipulation -
Who is Afraid of the New Now", Andreja
Kulunci¢ takes up the problematic atti-
tude of the rich Luxembourger society to
the human rights of people who have
been deprived of their freedom. Housed
cheek by jowl in very poor conditions in
the crowded Centre Pénitentiaire de
Luxembourg (CPL), the only jail in
Luxembourg, are pickpockets, asylum
seekers, juvenile delinquents and hard-
core criminals. At the time when there
were talks about the building of a new
prison, Andreja Kulunci¢ called upon for-
mer prisoners (since she was not allowed
to talk to current convicts), social work-
ers and the architects of the old prison
and the future, who did not respond, to
design in joint workshops a jail on a hu-
man scale, enabling the sense of belong-
ing to a space and the later easier reso-
cialisation of former prisoners.

In the gallery the project is present-
ed as an installation with a ground plan
of the existing prison cell on the floor
and a timeline on the wall showing com-
munication with the prison administra-
tion, interviews with participations in
the workshop and their joint work. The
competent authority did not pay any
heed to the proposal of the project for
improving the conditions of the prison,
but the fact that distant social and eco-
nomic groups inside a strongly hierar-

Exhibition view:
Casino Luxembourg,
Luxembourg, 2008 /
IzloZbeni postav:
Casino Luksemburg,
Luksemburg, 2008.
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Novi zatvor
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Prison cell, drawings
of former inmates /
Zatvorska Celija, crtezi
bivsih zatvorenika

chised society were able to work togeth-
er means a genuine advance in terms of
its tolerance.

U radu Novi zatvor, odgovarajuci na
pozivnu temu “Meka manipulacija -
tko se boji nove sadasnjosti?”, Andreja
Kulun¢i¢ tematizira problemati¢ni odnos
bogatoga luksemburskog drustva prema
ljudskim pravima osoba lisenih slobode. U
prenapucenom Centre Pénitentiaire de Lux-
embourg (CPL), jedinom zatvoru u Luksem-
burgu, u lodim uvjetima jedan do drugoga
obitavaju dZeparosi, azilanti, maloljetni de-
likventi i teski kriminalci. Stoga u trenutku
kada se pregovara o gradnji novog zatvora,
Andreja Kulunci¢ poziva bivie zatvorenike
(buduci da joj nije bilo dozvoljeno da razgo-

vara sa zatvorenicima), socijalne radnike i
arhitekte starog zatvora i buduceg, koji se
nije odazvao, da u zajednic¢kim radionicama
dizajniraju zatvor po humanim mjerilima,
koja ¢e omoguditi osjecaj pripadanja pros-
toru i kasniju lakSu resocijalizaciju bivsih
zatvorenika.

Projekt je u galeriji predstavljen kao in-
stalacija s tlocrtom postojece zatvorske
Celije na podu i s vremenskom trakom na
zidu, koja prikazuje komunikaciju sa zatvor-
skom upravom, intervjue sa sudionicima u
radionici, kao i njihov zajednicki rad.
NadleZna struktura nije uvazila prijedlog
projekta za poboljSanje zatvorskih uvjeta,
no cinjenica suradnje udaljenih socijalnih i
ekonomskih skupina unutar jednoga ¢vrsto
hijerarhiziranog drustva predstavlja stvarni
pomak u smislu njegove tolerancije.
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New Prison
Novi zatvor

Exhibition view:
Casino Luxembourg,
Luxembourg, 2008 /
IzloZbeni postav:
Casino Luksemburg,
Luksemburg, 2008.
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Bosnians Out!
(Workers Without Frontiers)
Bosanci van! (Radnici bez granica)

in situ project for the exhibition “Museum in the Streets” /
in situ projekt za izloZbu “Muzej na cesti”.
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In collaboration with /

U suradnji s Osmanom
Pezicem, Saidom Mujicem
& Ibrahimom Curicem.
Curators / Kustosice:
Zdenka Badovinac &
Bojana Piskur.

Moderna galerija,
Ljubljana, Slovenija, 2008.
Design / Dizajn: Dejan
Dragosavac - Ruta.

Production / Produkcija:

Modern Gallery, Ljubljana,

Slovenia, 2008 / Moderna
galerija, Ljubljana,
Slovenija, 2008.

B osnians Out! was created at the
invitation of the Modern Gallery /
Museum of Contemporary Art of Ljublja-
na which organised the exhibition Muse-
um Road Show while building works
were being executed on the building to
the Museum. The artists were supposed
to respond to the curators’ theme “Ur-
ban margins: parallel strategies of sur-
vival, self-organisation, migrants, work-
ers' hostels, prisons...” Andreja Kulun¢i¢
thus produced her work in collaboration
with the very group named in the con-
cept of the exhibition, a group of three
fringe-dwellers: three building workers
from Bosnia who were at that time
working on the renovation of the build-
ing of the Modern Gallery, living in Slo-
venia while moving from accommoda-
tion to accommodation at the will of
their boss, on whom their residence per-
mits depended, without any institutio-
nal protection for their rights.

Engaging them on the project, An-
dreja Kulundi¢ involved them in the crea-
tion of the contents of the Museum on
the renovation of which they were work-
ing and at the same time opened up for
them a channel for communication with
the public about the conditions of life of
immigrant workers.

AT e

| gotta worls, no matter what the
conditions, because my worle visa is
sponsored by my employer. Getting fired
automatically means leaving Slovenia.

I can’t even look for a better job.
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Bosanci van! (Radnici bez granica)

Bosnians Out! (Workers Without Frontiers)

Posters in the center
of Ljubljana,
Slovenia, September
2008 / Plakati u
centru Ljubljane,
Slovenija, rujan 2008.

All four of them (the three working
men and the woman artist) signed an au-
thor’s contract with the Museum, with
equal conditions, and together worked
in the rooms of the relocated Museum
on devising and producing the project.
The four basic points around which the
campaign was centred - conditions of
work, life in the singles’ hostel, the poor
food and the separation from their fami-
lies, the direct and self-ironical tone and
the use of their photographs in the cam-
paign were the choices of the workers.
These themes were communicated on
city-light posters juxtaposing the flats
that they were building, represented in a
photograph of an ideal designer’s interi-
or, and their own substandard living en-
vironment. While the exhibition was still
on, the city authorities removed the
posters from the city streets, but, at the
insistence of the Museum, restored
them.

osanci van! nastali su na poziv Mo-

derne galerije / Muzeja suvremene
umjetnosti u Ljubljani, koja je, za vrijeme
trajanja gradevinskih radova na zgradi Mu-
zeja, organizirala izloZzbu “Muzej na cesti”.
Umjetnici su trebali odgovoriti na kustosku
temu “Urbane margine: paralelne strategije
opstanka, samoorganiziranje, migranti,

radnicki hosteli, zatvori..". Stoga je Andreja
Kulunéi€ svoj rad realizirala upravo u surad-
nji sa, u konceptu izloZzbe prozvanom, sku-
pinom gradskih marginalaca: trojicom
gradevinskih radnika iz Bosne koji su u to
vrijeme radili na obnovi zgrade Muzeja. Oni
su Zivjeli u Sloveniji selei se iz smjestaja u
smjestaj, oviseci o volji poslodavaca uz koje
je vezana njihova boravisna dozvola i bili
bez institucionalne zastite svojih prava.

Angazirajudi ih na projektu, Andreja
Kulundi¢ ukljucila ih je u stvaranje sadrzaja
Muzeja na €ijoj su obnovi radili i jednako im
tako otvorila kanal za komunikaciju s
javnoscu o uvjetima Zivota imigrantskih
radnika.

Sve Cetvero (trojica radnika i umjetnica)
potpisalo je autorske ugovore s Muzejom s
jednakim uvjetima i zajedno su u prostorija-
ma dislociranog Muzeja radili na osmislja-
vanju i realizaciji projekta. Cetiri osnovne
tocke oko kojih se koncentrirala kampanja -
uvjeti rada, Zivot u samackom domu,
nekvalitetna prehrana i odvojenost od
obitelji — direktni, autoironijski ton te upo-
raba njihovih fotografija u kampaniji, odabir
su radnika. Te su teme istaknuli na citylight
plakatima, supostavljajuci stanove koje su
gradili, prefigurirane u fotografiji idealnog
dizajnerskog interijera i vlastito neadekvat-
no zivotno okruzenje. Gradske su vlasti jos
za trajanja izlozbe uklonile plakate s grad-
skih ulica, nakon ¢ega su ih na inzistiranje
Muzeja vratili.

I've been in Slovenia a long time. I've gone
from one rooming house to another, and | have
yet to see one that's fit for a human being,
maybe for an animal: damp, cockroaches, mice,
you can’t even leave your laundry out, let alone
food. Toilets are a major problem, we're lucky
we're not diseased.




During the
exhibition, the
posters were
removed by the
Ljubljana City
Council without any
explanation, then
after reactions from
the Museum, they
decided to return the
posters to the city-
light boxes. / Tijekom
izlozbe plakati su
uklonjeni od strane
ljubljanskih gradskih
vlasti, bez objasnjenja.
Nakon reakcija iz
Muzeja, plakati su
vraceni na gradske
ulice.

. 1 CEnerm sancy.
Hrans je vedng sy, ™ jevellke,
Velikokiat sma |aini, .




On the State of the Nation
O stanju nacije

intervention in mainstream media, workshops, roundtable debate /
intervencija u mainstream medijima, radionice, okrugli stol
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Miroslav Kraljevic Gallery /
Galerija Miroslav Kraljevic.
In the frame of the project
“Land of Human Rights” /
U okviru projekta “Zemlja
ljudskih prava”.

Curators / Kustosice: lvana
Bago & Antonia Majaca.
Zagreb, Croatia / Hrvatska,
2008.

Project production /
Produkcija projekta
Assistant and project
coordinator / Asistentica i
koordinatorica projekta:
Ana Kutleda.

Production coordinator /
Koordinatorica produkcije:
Nevena Tudor.

Workgroup / Radna grupa:

psychologist /psihologinja
Anita Lauri Korajlija,
sociologist / sociologinja
Vidnja Vukov, philosopher
/ filozof Hrvoje Juri¢,
anthropologist /
antopologinja Sanja
Potkonjak.

Exhibition design /
Oblikovanje postava:
ARCHlIsquad.

he project On the State of the Na-

tion works on the issue of social
distance to groups that are perceived as
alterity to the dominant group of the
population, focusing on their presenta-
tion in the media. The project took in the
Zagreb area through an investigation
lasting one year: administering a ques-
tionnaire the results of which pinpointed
the three least tolerated groups - Roma,
Chinese and homosexuals, and then
showed collaboration on the treatment
of the theme by a sociologist, a philoso-
pher and a psychologist, and the final oc-
cupation of a gallery as space whence
through the form of workshops, lectures
and roundtable discussions the forms of
social toleration were activated. A small
audio-video studio was set up in the gal-
lery venue, to produce and distribute
short radio and press releases, created
cooperatively by the persons who be-
longed to these least-tolerated groups,
showing them in a context that individu-
alised them in spite of their minority
identity. The purpose of these viral
news stories was the normalisation of
media discourse
and a subtle de-
construction of
the stereotypes Croatia, 2008 /
coming, in addi- IzZlozbeni postav:
tion, fromthe sys-  Gjerjja Miroslav
tem that supports  Kraljevi¢, Zagreb,
them. Hrvatska, 2008.

Exhibition view:
Miroslav Kraljevi¢
Gallery, Zagreb,
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On the State of the Nation

O stanju nacije

P rojekt O stanju nacije razraduje
pitanje socijalne distance prema

drustvenim skupinama koje se kategorizira-
ju kao drugotnost u odnosu na dominantnu
skupinu stanovnistva, fokusirajuéi se na nji-
hovu medijsku prezentaciju. Projekt je
obuhvatio zagrebacko podrucje kroz
jednogodisnje istraZivanje: provodenjem
anketnog upitnika rezultati kojega su uka-
zali na tri najmanje tolerirane skupine —
Rome, Kineze i homoseksualce, zatim obra-
dom teme u suradnji sociologa, filozofa i
psihologa te zavrsnim zauzimanjem galerije
kao prostora odakle su se kroz formu radi-
onica, predavanja i okruglih stolova aktivi-
rali oblici drustvene tolerancije. U galerij-
skom prostoru formiran je i mali audio-
-video studio iz kojega su se producirale i u
novinske i radijske medije slale kratke
reportaZe nastale u suradnji osoba najma-
nje toleriranih pripadnosti te ih prikazale u
kontekstu koji ih individualizira mimo njiho-
va manjinskog identiteta. Namjena tih
"virus” vijesti bila je normalizacija medijskog
diskursa, suptilna dekonstrukcija stereotipa,
i to iz sistema koji ih podrzava.

At G-MK/
U G-MK

From November 20
until December 6,

Od 20. studenog do 6.
prosinca 2008. godine

2008 Galerija Galerija Miroslav
Miroslav Kraljevi¢ Kraljevi¢ bila je
was transformed transformirana u

dinamicni radni
prostor za odrZavanje

into a dynamic
working space for

workshop programa radionica,
programmes, okruglih stolova i
debate groups and prezentacija na kojima

su se studenti, novi-
which students, nari, znanstvenici i
members of the aktivisti iz razlicitih
press, scientists and  aspekata bavili tema-
activists dealt with tikom “drugoga” i
the topic of medija.

“otherness” and the

media from

different aspects. /

presentations in

Workshops /
Radionice:

Media & the
“Others"” / Mediji i
“drugi”

Writing on the
“Other" / Pisanje o
“drugom”

Socially engaged art
projects / Drustveno
angazirani umjetnicki
projekti, Andreja
Kulungic.

Direct approach to
marginalized groups
/ Direktan pristup
marginaliziranim
skupinama:

Radio activism /
Radio aktivizam,
Agata Juniku.

Video activism /

Video aktivizam,
Martina Globocnik.

Round table /
Okrugli stol:

On “Otherness” /
O “drugom”
Journalist ethics /
Etika novinarstva

Presentations /
Prezentacije:
Responsible design
/ Odgovorni dizajn,
Dejan

Dragosavac - Ruta
Socially sensitive
architecture /
Drustveno osjetljiva
arhitektura,
ARCHlIsquad.

MEDIA & THE
‘OTHERS' / MEDIJI |
“DRUGI": Danijel
Lonéar (anthropo-
logist / antropolog),
Korana Radman
(ethnologist /
etnologinja), Mima
Simi¢ (writer and
activist / knjiZevnica i
aktivistica) Inge Liu
(economist /
ekonomistica)

ON “"OTHERNESS” /
O “DRUGOM™:
Ankica Cakardi¢
(philosopher /
filozofkinja), Hrvoje
Juric (philosopher /
filozof), Sanja
Potkonjak
(anthropologist /
antropologinja).
Moderator /
Moderatorica:
Antonia Majaca

JOURNALIST
ETHICS / ETIKA
NOVINARSTVA: Ivica
Piki¢ (writer and
journalist / knjizevnik
i novinar), Hajrudin
Hromadzi¢
(sociologist /
sociolog), Gordana
Vilovié (political
sciences /
politologinja), Mima
Simié (writer and
activist / knjizevnica i
novinarka)

WRITING ON THE
“OTHER" / PISANJE
O "“DRUGOM": Marko
Jurdi€ (journalist and
activist / novinar i
aktivist), Martina
Topié (political
sciences /
politologinja)
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On the State of the Nation

o

O stanju nacije

Alen Tahiri

external associate to
the government’s
Office for National
Minorities / vanjski
suradnik vladinog
Ureda za nacionalne
manjine

Zhan Xiaodan
student of the
Electrical
Engineering and
Computing Faculty /
studentica
Elektrotehnickog
fakulteta

Mao Hong

coach of Croatian
national badminton
team / trener
hrvatske badminton
reprezentacije

Inge Liu
economist /
ekonomistica

don’t ges too man
H e %

| h:t depands on the journalists and of thair IWImﬂls on these issues

'bfﬂflluﬂiﬂitlﬂh_ with the Croals,

Gordan Bosanac
Queer Zagreb i
Mirovni studiji /
Queer Zagreb and
Centre for Peace
Studies

Senija Seferovic¢
Ceferino Jimenez
Malla Nursery School
and Association of
Women of the Union
of the Roma, Croatia,
/ djegji vrti¢ Ceferino
Jimenez Mallai
Udruge Zena Unije
Roma Hrvatske
(UZUR)

Marko Juréic,
reporter and activist
/ novinar i aktivist

Mima Simié, writer
and activist /
knjizevnica i aktivistica

Video
interviews /
Video
intervjui

Within the project,
Andreja Kulunéié
made video
interviews with
members of the
Roma, Chinese and
homosexual persons
living in Zagreb /

U okviru projekta
Andreja Kulungi¢
snimila je razgovore s
pripadnicima i pripad-
nicama Roma, Kineza i
homoseksualnih oso-
ba koji Zive u Zagrebu.

Filmed by / Snimatelji: Ana
Seri¢, Ana Kutlesa i lvan
Sikavica.

Editet by / MontaZa: Ana
Seri¢



Intervention
in mainstream
media /
Intervencijau
mainstream
medijima

Parallel with the
events in the gallery,
in collaboration with
journalists and
members of
minorities, “virus”
news were created
and then released
into the press, on
the radio and the
Internet. The aim
was to “normalize”
discriminated
groups and
individuals via the
media. /

Paralelno sa
zbivanjima u galeriji,
u suradnji s
novinarima i
predstavnicima
manjinskih skupina
kreirane su “virus
vijesti” koje su potom
plasirane u tiskane
medije, na radio te
internet, s ciljem
medijske “normali-
zacije” diskriminiranih
skupina i pojedinaca.

Gala Style
No. 10, December 2008 / broj 10, prosinac 2008.

Within the feature “Macho or Dandy”,
statement by Mima Simic¢:
Ever since we split off from the Balkans,

the macho style is definitely no longer in.

Before going out in the evening, | always
brush my teeth, comb the cat and put on

a tie. Women simply go crazy around me.

U okviru teme “Macho ili Dandy", izjava Mime
Simic:
Otkad smo se odcijepili od Balkana, maco
stil definitivno viSe nije in. Prije veCernjih
izlazaka obavezno operem zube, pocesljam
macku i stavim kravatu. Zene me
Jjednostavno opsjedaju.

Otkad smo se

odcijepili od
Balkana, maco
stil defimitiono
vise nijein. Prie
vecernjih izlazaka
obavezno operem
zube, polesham
macku 1 stavim
kravatu. Zene
me jednostavno
opsjedaju.

Mima Simic

Tjednik Novosti /

News Weekly
5.12.2008.

Citizens of Zagreb on the rise in violence,
difficulties in making friendships,
international relationships.
Statement by Yang Xiaoguang:
“According to you, who and what is most
productive of violence?”
Violence is most of all the result of the
polarisation of rich and poor. Most
inclined to violence are nationalists,
people who don't like foreigners of people
with a different skin colour.

Gradani Zagreba o porastu nasilja, teSko¢éama u
sklapanju prijateljstava, medunacionalnim
odnosima.

Izjava Yang Xiaoguang:

“Sto i tko po vama najvise proizvodi nasilje?”
Nasilje je najvise rezultat polarizacije
bogatih i siromasnih. Nasilju su najvise
skloni ljudi koji su nacionalisti, koji ne vole
strance, koji ne vole ljude druge boje koZe.

Radio 101

Radio show: “Antena” (feature: “Crtani romani Sou / Comic
books show") / Emisija “Antena” (prilog “Crtani romani
Sou”)

13.11.2008, rerun: 15.11.2008 / repriza emisije

Statement by Helena Jane¢ic:
Among the regular visitors of the “Crtani
romani Sou” festival is the young artist
Helena Janeci¢, who often refers to comics
in her own work: (...) “When | was a kid, |
read almost all Bonelli’s comics (...) and |
will make sure to stop by the Student
Centre with my girlfriend to visit the
exhibition of awarded works.”

Izjava Helene Janecic:
Jedna od redovitih posjetiteljica festivala
“Crtani romani Sou” iz godine u godinu je i
mlada umjetnica Helena Janecic koja se u
vlastitim radovima cesto referira na strip (...)
“Kao klinka sam citala skoro sve Bonellieve
romane (...) i svakako ¢u se zaletjeti sa
svojom djevojkom do SC-a da pogledamo
izloZbu nagradenih radova.”

Radio 101

Radio show “Sports and exercise” /
Emisija “Sport i tjelovjezba"
9.12.2008.

Interview with Mao Hong, coach of the

Croatian badminton team:
The players don’t get so much support
from the government, you don'’t get so
much money, it’s not like handball or
football (...) My players are very talented,
every player has a difference, every player
has a different advantage, some guys are
physically strong, some guys are
technically strong, some guys are
mentally strong, so it’s different, they are
all talented and they started badminton
really late, like at the age of ten. So for
me it’s really not easy, in China you start
at five or six.

Razgovor s Mao Hongom, trenerom hrvatske

badminton reprezentacije:
Igraci ne dobivaju dovoljno potpore od
Vlade, ne dobiva se dovoljno novaca, kao u
rukometu ili nogometu (...) Moji su igraci
vrlo talentirani, svatko je razlicit, ima
razlicite prednosti, netko je jak fizicki, netko
tehnicki, netko mentalno, svi su talentirani.
Poceli su se baviti kasno badmintonom, sa
deset godina, Sto mi oteZava, jer u Pekingu
se pocinje s pet.



Reconstruction of an (Un)
Important Day in Our History
Rekonstrukcija (ne)vaznog dana

nase povijest

two documentary films, 12 minutes /

104

Reconstruction of an
Unimportant Day in Our
History / Rekonstrukcija
nevaznog dana nase
povijesti

The video reconstructs one
day in the life of Yugoslav
president Josip Broz Tito
during his vacations in
Tikves Castle late ‘70. /
Video rekonstruira dan
jugoslavenskoga predsjed-
nika Josipa Broza - Tita na
odmoru u dvorcu Tikves
kasnih ‘70-ih.

dva dokumentarna videofilma, 12 min.

Reconstruction of an
Important Day in Our
History / Rekonstrukcija
vaZnog dana nase
povijesti

The video reconstructs the
meeting between two
presidents: the Croatian,
Franjo Tudman and the
Serbian, Slobodan
Milo3evi¢. The meeting
was held in Tikves Palace
on April 15,1991. / Video
rekonstruira sastanak
dvojice predsjednika:
hrvatskoga, Franje
Tudmana, i srpskoga,
Slobodana Milosevica.
Sastanak je odrzan 15.
travnja 1991. godine u
dvorcu Tikves.

Project production /
Produkcija projekta
Camera / Snimatelj: lvo
Martinovic.

Interlocutor / Sugovornik:
Mirko Bilokapic (major
domo in the Tikves Palace
from 1978 to 1991) /
domacin dvorca Tikves od
1978. do 1991.).

Realized within the
framework of BUK
(Baranja Art Colony) /
Video je realiziran u okviru
Baranjske umjetnicke
kolonije BUK.

Tikves Palace, Croatia,
2007 / Dvorac Tikves,
Hrvatska, 2007.

he video work Reconstruction of

an (Un)important Day in Our His-
tory consists of two documentary videos
shot at the same location in which An-
dreja Kulungi¢ with her conversation
partner reconstructs two historically dis-
tant events that took place there, and
which are characterised as an important
and as an unimportant day in Croatian
history. The location for the action and
shooting of the film is the devastated
palace of Tikves, located in Kopacki rit
Nature Park in eastern Croatia. The pa-
lace was built in the second half of the
19 century. It was the residential hunt-
ing complex of the Habsburgs, then of
the Karadordevi¢ dynasty and finally the
hunting lodge of Yugoslav president, Jo-
sip Broz - Tito (1892-1980). During the
Homeland War in Croatia, the palace was
the centre of the Serbian paramilitary
group Arkan's Tigers, and was totally
devastated.

Taking part in the conversation with
the artist and her guide to the premises
is the former major domo, who had the
job of steward from 1978 to the outbreak
of the war in 1991, Mirko Bilokapic. In Re-
construction of an Unimportant Day in
Our History, prompted by the artist’s
questions, he recalls details of Tito’s eve-
ryday life, from breakfast in his bed-
room, to the walks, hunting, relaxed af-
ternoons with films or visiting entertain-
ers. He describes the furniture, the car-

pets, hunting trophies and paintings of
Flemish masters, with details like the di-
mensions or the workshop in which they
were restored. Reconstruction of an Im-
portant Day in Our History is a recon-
struction of the historical meeting two
of the presidents of the former republics
of Yugoslavia, Croatia’s Franjo Tudman
and Serbian Slobodan Milosevi¢, on April
15, 1991. Twenty days later the first
armed conflicts blew up in eastern Slavo-
nia. To the artist’s questions, the major-
domo reconstructs the movement of the
two presidents, gives the timetable, re-
calls the menus as well as the paths they
walked along as they had their secret
talks. The descriptions are minute, but in
fact we learn not a single item of histori-
cally important information. The impor-
tant and the unimportant day are practi-
cally identical from the vision of the vo-
yeur that the artist adopts, equating
herself with most people who, like her,
lived in both times. Her position is vo-
yeuristic, for she has entered into a
space that she recalls as taboo, and this
position turns out often to be the only
possible degree of involvement of the
anonymous contemporary in the crea-
tion of his or her own history.

ideorad Rekonstrukcija (ne)vaZznog
dana nase povijesti sastoji se od

dvaju dokumentarnih videofilmova snim-
lienih na istoj lokaciji, u kojima Andreja
Kulundi¢ sa sugovornikom rekonstruira dva
povijesno udaljena dogadaja koja su se on-
dje odvijala, a koja se smatraju vaznim,
odnosno nevaznim danom za hrvatsku po-
vijest. Mjesto radnje filma i mjesto snima-
nja je devastirani dvorac Tikves, smjeSten
unutar parka prirode Kopacki rit u isto¢noj
Hrvatskoj. Dvorac je izgraden u drugoj
polovici 19. stoljeca. Bio je rezidencijalni
lovacki kompleks obitelji Habsburg, zatim
dinastije Karadordevic, te lovacka rezidenci-
jajugoslavenskoga predsjednika Josipa Bro-
za - Tita (1892-1980.). Tijekom Domovin-
skoga rata u Hrvatskoj, dvorac je bio
sjediste srpske paravojne skupine Ar-
kanovih tigrova i potpuno je devastiran.

Autoricin sugovornik i vodi¢ kroz
rusevne prostorije dvorca je nekadasnji
domar koji je posao domacina obavljao od
1978. do izbijanja rata 1991., Mirko Bilokapic.
U Rekonstrukciji (ne)vaZnog dana nase po-
vijesti on se, navoden umjetnicinim pitanji-
ma, prisjeca detalja Titove svakidasnjice, od
dorucka u njegovoj sobi do Setnji, lova,
opustenih popodneva uz filmove ili
zabavljace koji su dolazili. Opisuje namjestaj
i tepihe, lovacke trofeje i slike flamanskih
majstora, s detaljima poput dimenzija ili ra-
dionice u kojoj su bile restaurirane.

Rekonstrukcija vaznog dana nase po-
vijesti rekonstrukcija je povijesnog sastanka
dvojice predsjednika bivsih republika jugo-
slavenske drzave, hrvatskoga, Franje
Tudmana, i srpskoga, Slobodana
MiloSevica, 15. travnja 1991. Dvadesetak da-
na kasnije izbili su prvi oruzani sukobi u
isto¢noj Slavoniji. Na autoricine upite,
domar detaljno rekonstruira kretanja dvo-
jice predsjednika, navodi satnicu, prisjeca se
jelovnika i pjesacke rute kojom su isli dok su
tajno pregovarali. Opisi su precizni, ali se
ustvari ne doznaje ni jedna povijesno vazna
informacija. Vazan i nevazan dan gotovo su
izjednaceni, promatrani iz voajerske vizure
koju zauzima umjetnica poistovjecujuci se s
vecinom ljudi koji su, kao i ona, Zivjeli u oba
vremena. Njezina pozicija jest voajerska jer
je zasla u prostor kojega pamti kao prostor
zabrane, i ta se pozicija ispostavlja cesto
kao jedini mogudi stupanj ukljucenosti
anonimnog suvremenika u kreiranje vlastite
povijesti.
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Exhibition view:
Palais de Tokyo,
Paris, France, 2012 /
IzloZbeni postav:
Palais de Tokyo, Pariz,
Francuska, 2012.




Exhibition view:
Palais de Tokyo,
Paris, France, 2012 /
IzloZbeni postav:
Palais de Tokyo, Pariz,
Francuska, 2012.
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Sun’s Income
Utrzak Sunca

action in public space /
akcija u javnom prostoru

5 MASLINDVO ULIE S BRAGA (1«
112 —
gifena: 7 kn

Tresnjevacki plac, an open-
-air market, Zagreb, Satur-

day / subota, 12.6.2010.
As part of the programme

of the 8" Festival of Firsts:

Jobs with the Sun / U
sklopu 8. festivala prvih:
Poslovi sa Suncem.
Curator / Kustosica: Irena
Bekic.

Project production /
Produkcija projekta
Photo / Fotografija: Boris
Cvjetanovic.

Sound / Snimanje zvuka:
Media plus.

Production / Produkcija:
Studio Artless.

he action Sun’s Income was held

as part of the programme of the
8t Festival of Firsts: Jobs with the Sun.
Starting off from the idea of the title,
suggesting the relation of partnership
between humanity and the Sun, Andreja
Kulunéié is concerned with the human
take on this relationship.

The large number of sunny hours
and the warm sea are benefits on which
Croatia is able to build its prosperity as a
tourist country. Stories of the special
quality of Mediterranean products culti-
vated along the Croatian coastline have
turned into a national myth, which main-
tains the high prices of these goods on
the market. In this operation, in the
light of the festival's theme, the Sunis a
partner the share of which in the division
of the profits cannot be paid out. Amus-
ingly referring to the absurdity of the
situation in which, exchanging the real
position of power, we exploit and appro-
priate the Sun, the artist made a calcula-
tion of the real price of products in which
the Sun'’s share of the profits are expres-
sed as well. She sold Croatian Mediterra-
nean products such as lavender from
Hvar, Dingac wine from Peljesac, olive oil
from Bra¢ and dried figs from Sibenik at
one of the biggest Zagreb produce mar-
kets, setting aside a percentage for the
Sun. In talks with customers she start-
ed up the topic of the Sun's stake in our

(" UTRYAK sUNCA 0,40 kn
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business operations and the options for
paying in the Sun'’s proceeds.

A life-size photograph of the scene
of the action, with sound recording of
the conversation facing outwards onto
the street, was placed in the display win-
dow of a bookshop in the centre of town,
signifying the temporary shifting of the
space, the relocation of functions and
presentations.

=
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kcija UtrZzak Sunca odrzana je u sklo-
pu programa 8. festivala prvih:
Poslovi sa Suncem.

Polazedi od naslovne ideje, koja suge-
rira poslovni partnerski odnos ¢ovjeka i
Sunca, Andreja Kulunci¢ bavila se
Covjekovom vizijom tog odnosa.

Velik broj suncanih sati i toplo more
beneficije su na kojima Hrvatska gradi pros-
peritet turisticke zemlje. Price o posebnoj
kvaliteti mediteranskih proizvoda uzgojenih
na hrvatskoj obali prerastaju u nacionalni
mit, Sto proizvodima odrzava visoku trzisnu
cijenu. U tom poslovanju, a u svjetlu festi-
valske teme, Sunce je partner ciji udio pri

podjeli dobiti nije moguce isplatiti. Duhovi-
to ukazujudi na apsurdnost situacije u kojoj,
izmjenjujudi stvarnu poziciju moci,
iskoristavamo i svojatamo Sunce, umjetnica
je izradila kalkulaciju stvarne cijene proizvo-
da u kojoj je izrazila i Suncev dio profita.
Hrvatske mediteranske proizvode: lavandu
s Hvara, vino dingac s PeljeSca, maslinovo
ulje s Braca i suhe smokve iz Sibenika
prodavala je na jednoj od najvecih
zagrebackih trZnica, odvajajuci Suncev pos-
totak. U razgovoru s kupcima otvorila je te-
mu o udjelu Sunca u nasim poslovima i op-
cijama uplate Sunceve dobiti.

Fotografija prizora akcije u omjeru1:17,
sa zvuénim zapisom razgovora usmjerenim
prema prostoru ulice, postavljeni su potom
u izlog knjiznice u sredistu grada,
oznacujudi privremeno premjestanje pros-
tora, izmjestanje funkcija i prezentacija.

Tresnjevacki plac
open-air market,
Zagreb, Saturday /
subota, 12.6.2010.




Tresnjevacki plac
open-air market,
Zagreb, Saturday /
subota, 12.6.2010.




Readings

Citanja

18

reading group, urban intervention /
Citateljska grupa, urbana intervencija

In collaboration with /
Suradnice: Visnja Vukov &
Irena Bekic.

Prozori Gallery / Galerija
Prozori, Knjiznica S. S.

Kranjcevi¢a - KGZ, Zagreb,

2006.

Production / Produkcija:
KGZ, Zagreb, Croatia /
KGZ, Zagreb, Hrvatska.

he project Readings is put on

within the programme of a gallery
in aneighbourhood library. The points
of departure were the positions of the li-
brary and reading as important spiritual
activity in the conditions of transition
that resulted in a new cultural
environment.

The project consisted of a several-
month long investigation of the reading
habits of library users via a question-
naire and the work of a reading group, in
which eleven people of differing ages
and educations, different preoccupations
in work and life, read seven books of dif-
ferent genres. Their conversations were
recorded and presented in the format of
a spatial sound installation as seven se-
parate sound recordings deployed on ta-
bles together with the relevant books.
Each visitor to the gallery, listening to
the work, became a physical part of it, at
the same time participating in the chain
reading experience.

The results of the questionnaire
were reformulated into witty and acces-
sible graffiti stuck up around the neigh-
bourhood, in order to transmit more vig-
orously the message about books and
reading, and perhaps to start up consi-
deration of their own reading choice,
also addressing the non-library-going
population.




P rojekt Citanja ostvaren je u okviru
programa galerije u kvartovskoj
knjiznici. Stoga su polazna pitanja bila po-
zicije knjiznice i ¢itanja kao vazne duhovne
aktivnosti u tranzicijskim uvjetima koji su
rezultirali novim kulturnim okruZenjem.
Projekt se sastojao od viSemjesecnog
istrazivanja Citateljskih navika korisnika
knjiznice anketnim upitnikom i radom
Citateljske skupine, u kojoj je sudjelovalo
jedanaestero ljudi razlicitih obrazovanja i
dobi te profesionalnih i Zivotnih preokupa-
cija, Citajudi sedam naslova knjiga razlicitih
Zanrova. Njihovi su se razgovori snimali i
predstavili u obliku prostorno zvucne insta-

lacije kao sedam odvojenih zvuénih zapisa,
izloZenih na stolovima zajedno s
pripadajucim knjigama. Svaki posjetitelj
galerije, slusajuci rad, postajao je i sam nje-
govim fizickim dijelom, istovremeno
participirajuci u ulan¢anom citateljskom
iskustvu.

Rezultati ankete bili su preoblikovani u
duhovite i pristupacne grafite nalijepljene
po kvartu, ne bi li intenzivnije prenijeli
poruku o knjigama i ¢itanju, pa mozda i po-
taknuli i zapitanost o vlastitom ¢itateljskom
odabiru, obracajuci se i stanovnicima koji ne
zalaze u knjiznicu.

Spatial sound
installation in the
public library /
Prostorna zvu¢na
instalacija u javnoj
knjiznici, Prozori
Gallery / Galerija
Prozori, Knjiznica S. S.
Kranjcevica - KGZ,
Zagreb, 2006.
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Readings
Citanja

Statistics /
Statistike

Survey on reading
habits carried out in
Peséenica, at the S.
S. Kranjcevié Library
of the Zagreb City
Libraries. The
survey was carried
out among library
members froma
random sample of
145 respondents: 45
men and 100
women. /

Anketa o citateljskim
navikama provedena
je na Pescenici, u
Knjiznici S. S.
Kranjcevica -
Knjiznice grada
Zagreba. Anketirani
su ¢lanovi knjiZnice, a
obuhvacen je slucajni
uzorak od 145
ispitanika: 45
muskaraca i 100 Zena.

How much time do

you put aside for

reading?

M Read 1 hour daily - 48%

M Read several hours a
week - 44%

M Read 1hour a week - 6%

M Don't read - 2%

Koliko vremena
odvajate za citanje?
M ¢itam 1 sat dnevno
- 48%
M citam nekoliko sati
tjedno - 44%
M ¢itam 1 sat tjedno - 6%
M ne ¢itam - 2%

What is important

for you when

selecting a book?

M Brief blurb on the book’s
cover - 45%

M Author and his/her
reputation - 24%

M Book's title - 15%

M Design - 9%

M Publisher - 4%

B Number of pages - 3%

Sto vam je vazno pri

izboru knjige?

M kratki sadrzaj na ovitku
knjige - 45%

M autor i njegova
reputacija - 24%

M naslov knjige - 15%

M dizajn - 9%

Mizdavac - 4%

M broj stranica - 3%

What do you like to

read the most?

M Literature - 52%

M Trade and scientific
literature - 18%

M Books with various
advice - 17%

M Non-fiction - 13%

Sto najvise volite

ditati?

M knjizevna djela - 52%

M strucnu i znanstvenu
literaturu - 18%

M knjige s razlicitim
savjetima - 17%

M publicistiku - 13%

Why do you read?

M Because | like to read
—-44%

M To learn something new
-27%

M To be relieved of
everyday problems
-15%

M Because my work/
school obligations
require that - 8%

M To fill up time - 6%

Zasto Citate?

M jer to volim - 44%

M da nau¢im nesto novo
-27%

M da se rasteretim od
svakodnevnih problema
-15%

M jer mi to nalazu
poslovne/3kolske obveze
-8%

M da ispunim vrijeme - 6%

List your favourite
books
- Anna Karenina,
One Hundred Years of
Solitude,
The Alchemist and
Lord of the Rings

Navedite najdraze

knjige

« Ana Karenjina,
100 godina samoce,
Alekemicar i
Gospodar prstenova

What do you expect

from reading?

M That it leads me to think
and expand my horizons
-30%

M That | learn new and
interesting things - 26%

M That | not be burdened
-18%

M That | be entertained
-14%

M That it leads me to
different behaviour
towards myself and
others - 12%

Sto oéekujete od

ditanja?

M da me navede na
razmisljanje i prosiri
vidike - 30%

M doznajem nove i
zanimljive stvari - 26%

M da me ne opterecuje
-18%

M da me zabavi - 14%

M da me navede na
druk¢ije ponasanje
prema sebi i drugima
-12%

Graffiti: There's no
chemist like an
alchemist / Grafiti:
Nema kemicara do
alkemicara

Graffiti: Better a
mystery than a
romance - women of
pescenica / Grafiti:
Bolje krimi¢ nego
ljubic - Zene s
Pescenice




Commercialisation of History
Komercijalizacija povijesti
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intervention in public space /
intervencija u javnhom prostoru

August 7-11, 2010, Island of Production / Produkcija:

Koréula, Croatia / grey)(area & MAPA,
7-11.8.2010., Korcula, Zagreb, 2010.
Hrvatska.

Grey)(area Gallery in

collaboration with the

Museum of Kor¢ula /

Galerija Siva zona u

suradnji s Gradskim

muzejom Korcula.

Curator / Kustos: Darko

Fritz.

ommercialisation of History is a

five-day-long action recorded with
avideo camera during the time that An-
dreja Kulundi¢, in Kor¢ula, one of the
most beautiful Croatian historical cities,
and one fairly much exploited in the
tourist industry, sold tourist souvenirs
that she had created herself, appliquéing
articles from the old Kor¢ula Statute in
Croatian, English, Czech, French, Italian
and German onto cheap objects from
China (hour glasses, wooden houses on
wheels, blow-up maces, angels, beach
bags, T-shirts and so on). The price of the
souvenir was expressed not in money
but in the quantity of the purchaser’s
time spent talking with the artist about
the commercialisation of history, about
mass tourism, the attitude of the
Korcula people to their city and commu-
nity once upon a time and now, repre-
sentations of history and self-represen-
tation in cahoots with tourism.

As point of departure for the conver-
sation, the artist offered a souvenir ap-
plied by a Korcula monument of great
importance: the Statute of the city and
the island from the 13*" century, the old-
est legal monument on the Adriatic and
the second oldest anywhere in the Slav
world, which does not make any part of
the generalised provision of tourist sou-
venirs produced in Asia. She uses the
stamp Made in China as metaphor for
the globalised world in which the use of
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Commercialisation of History

Komercijalizacija povijesti

cheap labour, the depersonalisation of
identity, mass tourism and the commer-
cialisation of history are segments of the
same process of the liberalisation of the
capital market.

K omercijalizacija povijesti petodnev-
na je akcija snimana videokamerom

za vrijeme koje je Andreja Kuluncic, u
Korculi, jednom od najljepsih i turisticki
prili¢cno eksploatiranih hrvatskih povijesnih
gradova, prodavala turisticke suvenire koje
je sama kreirala, aplicirajuci na jeftine pred-
mete iz Kine (pjeS¢ane satove, drvena
kolica-kucice, buzdovane na napuhavanje,
andele, torbe za plazu, majice i dr.), clanke
iz staroga Korculanskog statuta na hrvat-
skom, engleskom, ¢eskom, francuskom,
talijanskom i njemackom jeziku. Cijena su-
venira, umjesto u novcuy, bila je izrazena
koli¢inom vremena koje je kupac proveo u
razgovoru s umjetnicom: o komercijalizaciji
povijesti, 0 masovnom turizmu, odnosu
Korc¢ulana prema svojem gradu i zajednici
nekad i sada, reprezentacijama povijesti i
samoreprezentaciji u sprezi s turizmom.
Kao polaziSte za razgovor, umjetnica je
nudila suvenir inspiriran korculanskim
spomenikom prvorazrednog znacaja: Statu-
tom grada i otoka iz 13. stoljeca, najstarijim
pravnim spomenikom na Jadranu i drugim
po starosti u Slavena, koji ne ulaziu
poopcenu ponudu turistickih suvenira
proizvedenih u azijskim zemljama. Pritom
koristi markicu “Made in China" kao meta-
foru globaliziranog svijeta, u kojemu su
koristenje jeftine radne snage,
obezlicavanje identiteta, masovni turizam i
komercijalizacija povijesti segmenti istog
procesa liberalizacije trzista kapitala.

Intervention in public space /
Intervencija u javnom prostoru.
August 7-11, 2010, Island of Korcula, Croatia /
7-11.8.2010., Korcula, Hrvatska.
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Statute of
Korcula /
Korculanski
statut

articles from 1214
(amended in 1265,
reformation until
1455).

The oldest legal
document of the
South Slavs was the
inspiration for the
artistic action. /
¢lanci iz 1214. god.
(dopuna 1265. god.,
reformacija do 1455.
god.).

Najstariji pravni
spomenik Juznih
Slavena bio je
inspiracija za
umjetnicku akciju.

“THE PRINCE AND THE JUDGES CAN...
GIVE... UNCOVERED AND NEGLECTED
HOUSES TO ALL AND ANY PERSON, BOTH
TO LOCALS AND TO FOREIGNERS, WHO
WISH TO MAKE THEM SUITABLE FOR
LIVING, AND THOSE HOUSES SHALL
REMAIN IN THEIR POSSESSION FOREVER.”

“KNEZ | SUCI MOGU ... DATI ... RASKRITA |
ZAPUSTENA KUCISTA SVIMA | SVAKOM
COVJEKU, KAKO DOMACIMA TAKO |
STRANIMA, KOJI IH ZELE OSPOSOBITI ZA
STANOVANIJE, PA TA KUCISTA NEKA OSTANU
VJECNO TIM LJUDIMA”

“WE DECREE THAT NO ONE IS ALLOWED
TO IMPORT FOREIGN WINE TO KORCULA
FOR THE PURPOSE OF SALE, OR ELSE THEY
SHALL LOSE 25 PERPERS... HOWEVER, WE
DECIDE THAT ANYONE CAN IMPORT UP TO
ONE SMALL BARREL OF WINE FOR
PERSONAL USE."

“ODREDUJEMO DA NITKO ME SMIJE UVOZITI
NA OTOK KORCULU STRANO VINO RADI
PRODAJE POD PRIJETNJOM KAZNE OD 25
PERPERA ... HOCEMO IPAK DA ZA KUCNU
POTREBU MOZE SVATKO UVESTI KOLICINU
OD JEDNE BACVICE”

“WE DECREE THAT NO PERSON SHALL
GIVE LOANS WITH INTERESTS, AND THOSE
WHO DO SHALL LOSE ALL THE INTEREST
THEY PROMISED AND HALF OF THE
PRINCIPAL; THOSE WHO RECEIVE A LOAN
WITH INTEREST SHALL LOSE 1 PERPER."

“ODREDUJEMO DA NITKO NE DAJE ZAJAM
UZ KAMATE, A TKO DADE, NEKA IZGUBI SVE
IKAMATE KOJE JE OBECAO DATI | POLOVICU
GLAVNICE, A ONAJ KOJI PRIMI NOVAC U
ZAJAM UZ KAMATE, NEKA IZGUBI 1 PERPER.”

“WE DETERMINE AND DECREE THAT NO
LEADER... OR ANY OTHER OFFICIAL...
SHALL DARE RECEIVE A GIFT... AS BRIBERY,
UNDER THE THREAT OF PAYING A
MONETARY FEE."

"ODREDUJEMO | NAREDUJEMO DA SE NI
JEDAN CELNIK ... NITI KOJI DRUGI SLUZBENIK
... NE USUDI | NE DRZNE PRIMITI NEKI DAR ...
KAO MITO, POD PRIJETNJOM GLOBE ZA
SVAKI PREKRSA)”

Intervention in
public space / Inter-
vencija u javnom
prostoru.

August 7-11, 2010,
Island of Kor¢ula,
Croatia / 7-11.8.2010.,
Kor€ula, Hrvatska.
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Split, Croatia /

Split, Hrvatska.

Part of the exhibition
“Women at the Crossroads
of Ideologies” / U okviru
izlozbe “Zena na raskrizju
ideologija”.

Curator / Kustosica: Ana
Peraica.

Poster design / Dizajn
postera: Jurana Puljic.
Programming /
Programiranje: Ivica Hrg.
Production / Produkcija:
HULU, Split, 2007.

interactive project /
interaktivni projekt

Naples, Italy /

Napulj, Italija.

Part of the solo exhibition
“Are you optimistic about
the Future?” / U okviru
samostalne izlozbe “Jesi i
optimist glede
buduénosti?”.

Curators / Kustosi:
Radmila Iva Jankovi¢,
Adriana Rispoli & Eugenio
Viola.

Poster design / Dizajn
postera: Luca Mauloni.
Projection design and
programming / Dizajn
projekcije i programiranje:
Carlo Falcone.

Model: Claudia Carbone.
Production / Produkcija:
Museo MADRE, Italy, 201
/ Muzej MADRE, Italija,
201.

Belgrade, Serbia /
Beograd, Srbija.

Part of the solo exhibition
“women.index” / U okviru
samostalne izlozbe “index.
Zene".

Curator / Kustos: Zoran
Eric.

Photography and poster
design / Fotografija i
dizajn postera: Studio
Orange.

Model: Lola Joksimovic.
Working group / Radna
grupa: Isidora Jaric,
Katarina Loncarevi¢, Tanja
Markovic & Jelena
Petrovic.

Production / Produkcija:
Museum of Contemporary
Art, Belgrade & MAPA,
Zagreb, Croatia, 2013 /
Muzej savremene
umetnosti, Beograd &
MAPA, Zagreb, Hrvatska,
2013.

n her interactive project women.in-

dex Andreja Kulunci¢ launches a pro-
cess for making women aware of their
own position in their private and work
environments. Posters placed at more
frequented public places in the city, in-
vite women during the time the exhibi-
tion is on to leave a message on a toll-
free phone saying whether they feel sa-
tisfied, discriminated or abused. The re-
sults of the telephone calls are shown on
a display placed in some conspicuous
point. While the action is going on, dis-
cussions looking at the theme from a
theoretical aspect are organised in the
gallery.

Making use of the form of the bill-
board with the invitation to take part,
Andreja Kulunci¢ employs the pictorial
rhetoric of media campaigns and fashion
adverts. However, the clear and widely
recognised discourse of persuasion is
filled with new contents with an oppo-
site ethical principle: the female addres-
see is not treated as object that has to
comply with a given product; rather, she
is offered the chance of getting active in
the sense of becoming aware of an indi-
vidual position recognised through cer-
tain models of behaviour to which she is
exposed.

eifgjin the;company of fri Enﬂs

= ['m afraid of my partner.

= My partner often forces me to ha

= | don't have the right to makeany decisions about
money or property,

= |'m eften exposed toinsults and made to feel
worthiess,

= |'ve been the victim of phy | violence at least once,

= My opinion s not respected in the community.

m AL work-and when 'm locking for a job, what | look
like is more important than my ability to do the work,

m | have /| want to Rave a child, but it could affect my job.

1| am not treated egually on account of my
socio-economic position [ sexual orientation
colour..

® Theysesme usaless because of my age.

IF YOU CAN IDENTIFY YOURSELF IN ANY OF THESE

STATEMENTS, LEAVE AN ANONYMOUS MESSAGE AT

0800 300 888
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Statistics of phone

calls, Naples, Italy /
Statistika telefonskih
poziva, Napulj, Italija

nteraktivnim projektom index.Zene An-

dreja Kulunci¢ pokrece proces
osvjes€ivanja pozicije Zena u svom privat-
nom i poslovnom okruZenju. Plakatima koji
su smjesteni na frekventnim javnim mjesti-
ma u gradu Zene su pozvane da za trajanja
izlozbe na besplatnom telefonskom broju

ostave poruku: osjecaju li se zadovoljne, dis-

kriminirane ili zlostavljanje. Rezultati tele-
fonskih poziva prikazuju se na displeju
postavljenom na nekom uocljivom mjestu.
Za trajanja akcije, u galeriji se organiziraju
diskusije koje temu razmatraju s teorijskog
aspekta.

Koristeci formu bilboarda s pozivom
na sudjelovanje, Andreja Kuluncic se koristi
slikovnom retorikom medijskih kampanja i
modne reklame. Medutim, jasan i
opceprihvacen diskurs nagovaranja ispu-
njava novim sadrZajem sa suprotnim
etickim principom: adresantica poruke nije
tretirana kao objekt koji se treba uklopiti u
odredenu (komercijalnu) ponudu, vec joj se
nudi moguénost aktiviranja u smislu
osvjestavanja individualne pozicije, pre-
poznate kroz odredene modele ponasanja
kojima je izloZzena.
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Posters in Naples,
Italy, December 2011
- February 2012 /
Plakati u Napulju,
Italija, prosinac 2011 -
veljaca 2012.

Posters in Split,
Croatia, January
2007 / Plakati u Splitu,
Hrvatska, sijecanj
2007.




Posters in the city of
Belgrade, Serbia,
May 2013 / Plakati u
Beogradu, Srbija,
svibanj, 2013.
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DISKRIVINISANOM

Solo exhibition
“women.index”,
Salon of the Museum

of Contemporary Art

Belgrade, Serbia,
Solo exhibition “Are 2013 / Samostalna
you optimistic about izlozba “index.zene’,
the Future?”, Museo Salon Muzeja
MADRE, Naples, savremene umetnosti,
Italy, 2011/ Beograd, Srbija, 2013.

Samostalna izlozba
“Jesi li optimist glede
buduénosti?’, Muzej
MADRE, Napulj,
Italija, 2011.




Within
U krugu
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video installation /
videoinstalacija

This project was produced
in Vrapée Psychiatric
Hospital in Zagreb,
Croatia, in collaboration
with persons diagnosed
with a major depressive
disorder and Dubravka
Stijaci¢, psychotherapist. /
Projekt je realiziran u
Klinici za psihijatriju
Vrapée u Zagrebu, u
suradnji s osobama kod
kojih je dijagnosticiran
tezak depresivni
poremecaj, te s prof.
Dubravkom Stijacic,
psihoterapeutkinjom.

Project production /
Produkcija projekta
Camera / Snimatelj: Hrvoje
Ramadza.

Editing / MontaZa: Igor
Kozi¢ & Hrvoslava Brkusic.
Interviews about
depression from a gender
perspective / Intervjui o
depresiji iz rodne
perspektive:

prof. Dubravka Stijacic
(defectologist, social
pedagogue, psychothe-
rapist / defektologinja,
socijalna pedagoginja i
psihoterapeutkinja),

prof. dr. sc. Natasa Jokic-
Begic (clinical psychologist
and psychotherapist /
klini¢ka psihologinja i
psihoterapeutkinja) &
prof. dr. sc. Biljana Kasi¢
(sociologist and feminist
activist / sociologinja i
feministi¢ka aktivistica).
Production / Produkcija:
Museum of Contemporary
Art, Zagreb, Croatia, 2012 /
Muzej suvremene
umjetnosti, Zagreb,
Hrvatska, 2012.

he work Within is part of a broad-

er, several-year project Destigma-
tisation, which Andreja Kulung¢i¢ started
off in co-authorship with a working team
and psychiatric patients from the Vrapce
Psychiatric Clinic. The idea of the project
was to lessen the stigma the public at-
taches to mental illness and psychiatric
patients, giving the latter the tools
needed for more successful
resocialisation.

Depression is one of the most fre-
quent psychological disturbances of the
present age, one from which women suf-
fer twice as much as men. The World
Health Organisation predicts that by
2020 it will be first on the list of diseas-
es, with a high mortality rate, even
though in 90% of cases it is remediable.
But 50% of sufferers never seek medical
assistance, denying the condition and
feeling ashamed. The work Within
speaks of this problem from a gender
position. Continuing on from a wall pro-
duction of a video recording of a group
therapy session (all are women apart
from one male) for victims of severe de-
pression are chairs set out in a circle in
the real-life gallery space, simulating a
therapy situation. Each viewer is drawn
into the session in an almost equivalent
position with the patients independent-
ly of their state of mental health. A com-
ponent part of the installation consists
of writings by three women experts of

various methodological orientations
concerning the gender-related nature of
depression.

24670 014 PUTH VISE LENA NEGO MUSKARACA OBDLJEVA 0D DEPRESIJE?

Exhibition view:
Salon of the Museum
of Contemporary
Art, Belgrade, Serbia,
2013 / IzloZbeni
postav: Salon Muzeja
savremene umetnosti,
Beograd, Srbija, 2013.



R ad U krugu dio je Sirega visegodis-
njeg projekta Destigmatizacija, koji
je Andreja Kulunci¢ pokrenula u suautors-
tvu s radnim timom i pacijentima Klinike za
psihijatriju Vrapce u Zagrebu. Ideja projekta
je oslabiti stigmu koja se u javnosti vezuje
uz dudevne bolesti i psihijatrijske pacijente,
a njima samima pruziti alate za uspjesniju
resocijalizaciju.

Depresija je jedan od najcescih psihickih
poremecaja danasnjice, a Zene obolijevaju
dvostruko cesée od muskaraca. Svjetska
zdravstvena organizacija predvida da ¢e
2020. godine biti prva na ljestvici oboljenja
s visokim postotkom smrtnosti, iako je u
90% slucajeva bolest izljeciva. No 50%
oboljelih nikada ne potrazi lijecnicku
pomo¢, zbog negiranja poremecaja i
osjecaja srama. Rad U krugu govori o tom

problemu s rodne pozicije. Na zidnu pro- | thought | would
jekciju videosnimke sesije grupne terapije really be able
pacijentica / pacijenta (samo je jedan to solve “Igr
muskarac medu sudionicima) oboljelih od mysel.

teSkog oblika depresije nastavljaju se Thare wae evan
kruzno poredani stolci u stvarnom galerij- a moment in
skom prostoru, ¢ime se simulira terapijska which that way
situacija. Svaki gledatelj biva uvucen u sesi- of thinking,
ju u gotovo izjednacujucoj poziciji s pacijen-

tima neovisno o svom zdravstvenom /
dusevnom stanju. Sastavni dio instalacije
¢ine i tekstovi triju struénjakinja razlicitih
metodolo3kih orijentacija o rodnoj prirodi
depresije.

Exhibition view:
Futura Centre for "
Contemporary Art, : #
Prague, Czech
Republic, 2012/
IzloZbeni postav:
Futura centar
suvremene
umjetnosti, Prag,
Ceska, 2012.

A

Exhibition view:

Salon of the Museum

of Contemporary Art,

Belgrade, Serbia, 2013

/ IzloZbeni postav:

/ h Salon Muzeja
savremene umetnosti,
Beograd, Srbija, 2013.
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Within
U krugu

Video stills,
psychotherapy
sessions in the
Psychiatric Hospital
Vrapce, Zagreb,
Croatia, 2011/ Video
kadrovi, psihoterapij-
ska sesija u Psihijatrij-
skoj bolnici Vrapce,
Zagreb, Hrvatska,
2011.
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Vrapce Pillows’
Vrapcanski jastuci’

actions and interventions in public space, Facebook, web site /
akcije i intervencija u javnom prostoru, Faceebok, web stranica
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In CO('j'a}?OfégilL" Wil:h /u he project Vrap¢e Pillows, begun . Re—— [ e T s
Surachils: Juravia in 2013, started off public speech & 3 onmigeiny e aE o 258
Stijaci¢, kuna zlatica ; i . ¥ |
(Zlatka Salopek i Ana about the stigma that accompanies | arauindidre || rCrandrage iukineie {3 tioogie Frascinely || Bociel Crasier o biie of prana - Sua - | Sl prifeenis | iy e potrte. (0] Ju%-w*ﬁt-hmm- m = VX
Kunej), Vlatka Prstacic, : H
oatlents of repte mental patle!'nt.s and n.1ental |IIness.es.. AR Paaoll ik Brporiims. s Nogmala
Psychiatric Hospital / s Created as a joint project by the origina-
pacijentima Klinike za tor, Andreja Kulunci¢, Dubravka Stijacic,
psihijatriju Vrapce. : i -
Associates / suradnici the designers of kun.a Zlatica (ZIatkf?a Vra ki j llﬂi
Hrvoje Bielen (web design lopek and Ana Kunej), Vlatka Prstacic, Péﬂﬂs aSt
/ web dizajn), Ivica Hrg leader of the creative workshops of the
(web programming / web . . -
programiranje), rena Bekic !msplt.al and.the pa.tlents of Vrapce,. the £ A
(text / tekst), AnaKovadic  intention being to infiltrate the social 7

i i (part of the project uotidian, this work belongs to a grou
This text is adapted coordination / koordinacija q ! . 9 9 P \‘ 3 e
from Bekié, I “Ja sam dijela projekta), Sanja of works that exist somewhere between S—

u depri, lije¢im se,
¢uvam ti krevet”. In:
Vrapéanski jastuci /
Vrapce Pillows An-
dreja Kuluncéié, Du-
bravka Stijacié, kuna
zlatica, Vlatka
Prstacié, patients of

Bakovi¢ (media campaign /
medijska kampanja).

Production / Produkcija:
MAPA, Zagreb, 2013

art as institution and its mimicking prac-
tically self-cancelling extensions into
everyday life. The third in a series” of
works created in collaboration with the
team of Vrapce Hospital, and stemming
from the endeavours of the artist to take
issue through public speech with the

the Vrapce Psychiatric . e . s i Fl

Hospital (catalogue of dominantly discriminatory standpoint of AR oyl =20 ey !
an exhibition, Forum the community towards mental sickness P ' __"'- ok o ;' & ;; !
Gallery, Zagreb, De- and the people who suffer from it, this ———— b ——— .-ih:-—--.._ -

cember 7 - 23, 2015)

Tekst je dijelom
preuzet iz Beki¢, I. “Ja
sam u depri, lije¢im
se, uvam ti krevet”.
U: Andreja Kuluncié,
Dubravka Stijacié, ku-
na zlatica, Vlatka
Prstacié, pacijenti
Klinike za psihijatriju
Vrapce. Vrapcanski jas-
tuci / Vrapce Pillows
(katalog izloZbe, Gale-
rija Forum, 7. -23.12.
2015.).

work deals with social stereotypes of
mental patients as Other people, dan-
gerous, mad or incapable, because of
which they are pushed to the edges of
society. Through ironical first person
speech and the pretty designs of the pil-
lows, reference is made to the porosity
of the border of mental health, which is
not the taken-for-granted condition of
the healthy.

The piquant inscription “I'm de-
pressed, I'm being treated, keeping a bed
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01 In association with
Ms Stijaci¢ and the
patients of the Psy-
chiatric Clinic, in 2010
Andreja Kulundié put
on the work Destigma-
tisation (with a thera-
py group of sufferers
from schizophrenia)
in the context of the
exhibition Extrava-
gant Minds mounted
by the curatorial col-
lective Kontejner, and
in 2012 the work In a
Circle (with a therapy
group of people diag-
nosed as having major
depressive disorders).

0

N

Forum Gallery, Za-
greb, December 7 - 23,
2015.

for you” rocks the safe zone of the nor-
mal, uniting, through its ironical code, a
double symbolism. On the one hand
there is the warmth and safety of the
home, and on the other, the repugnance
aroused by the hospital ward. This dis-
turbing union, this fragile equilibrium of
juxtaposed meanings, is a passage
through towards the destigmatisation of
the mentally ill and a call to respect situ-
ations of this kind, one’s own or others".

The second segment of the work is
the public destigmatisation campaign. It
combines advertising strategies, media
presence, the making of an Internet site
and Facebook page, and adopts the
mechanisms of spectacularisation. There
is a kind of collective chain game in which
a pillow goes from hand to hand, is taken
around various events and spaces, its
peregrinations being monitored, photo-
graphed and published on Facebook.
From being a symbolic object, the pillow
becomes a subject, a central figure an ac-
tivating object, and agent of change.

A parallel strand in the campaign is
the purchase at auction of the pillows
from the Psychosocial Assistance and Re-
habilitation Society located in Vrapce
Hospital, which constitutes direct help to
patients in the process of rehabilitation.

Putting on the project Vrapce Pillows
in a gallery® is one more way activating
the work, of temporarily anchoring it in
the artistic context that the work con-
stantly transgresses. The gallery is re-
purposed into a workshop with a recon-
struction of the making of the pillows.
The visitors are invited not only to buy
the pillows but to take part in the mak-
ing of them, in which they are assisted by
the former patients who, in the frame-
work of the project are paid for this
work. While the act of purchase reflects a
hierarchical structure, participation in
the making is a form of solidarity. Taking
on the same position as the patient in
the hospital, concentrating, repeating
the same actions, implies complicity.
Each of these actions is a place of identi-
fication and the germ of communication
in an invisible pair that goes through the
process of collective subjectivation. This
is political subjectivation. Communica-
tion implies changeable relations of pow-
er, as manifested in the constantly alter-
nating positions among the parties to
the conversation. And so the action of
communication that is produced in the
gallery is a basis for identification and a
change of personal and public speech. In
this sense, this is a political work.
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Vrapée Pillows
Vrapcanski jastuci

U suradnji s profe-
soricom Stijaci¢ i
pacijentima Klinike za
psihijatriju, Andreja
Kulun¢ié je 2010. rea-
lizirala rad Destigmati-
zacija (s terapijskom
grupom osoba obo-
Jjelih od shizofrenije)
u okviru izlozbe Ek-
stravagantni umovi
Kustoskoga kolektiva
Kontejner, te 2012. rad
U krugu (s terapij-
skom grupom osoba
kod kojih je dijagnos-
ticiran teZak depresiv-
ni poremecaj).
Galerija Forum,
Zagreb 7-23.12.2015.

rojekt Vrapcanski jastuci, pokrenut

2013, razvija javni govor o stigmi ko-
ja prati dusevne bolesnike i bolesti. Nastao
u koautorskoj sprezi autorica projekta An-
dreje Kulunci¢, Dubravke Stijacic, dizajneri-
ca kune zlatice (Zlatke Salopek i Ane Kunej)
i Vlatke Prstaci¢, voditeljice kreativnih
bolnickih radionica pacijenata Klinike
Vrapce, s intencijom infiltriranja u
drustvenu svakodnevicu, ovaj rad pripada
skupini radova koji egzistiraju izmedu um-
jetnosti kao institucije i njezinih mimikrij-
skih, gotovo samodokidajucih ekstenzija u
svakodnevni Zivot. Tre¢i u nizu radova”
nastalih u suradnji s timom vrap¢anske
klinike, proizisao iz nastojanja umjetnice da
javnim govorom problematizira dominantni
diskriminirajuci stav zajednica prema men-
talnim bolestima i oboljelima, rad obraduje
drustveni stereotip o dusevnim bolesnicima
kao “drugim” ljudima: opasnima, ludim ili
nesposobnima, zbog ¢ega ih se potiskuje na
sam drustveni rub. No ironijskim govorom
u prvome licu i privla¢nim dizajnom
jastucnica, kreiranih na bolnickim terapij-
skim radionicama, upozorava da su granice
mentalnog zdravlja porozne te da ono nije
podrazumijevajuce stanje “zdravih”. Jastuci
tako postaju identifikacijski predmet i
posrednici u dijalogu koji se Zeli pokrenuti.
Duhoviti natpis “Ja sam u depri, lije¢im se,
Cuvam ti krevet” uzdrmava sigurnu zonu
“normalnih”, objedinjujuci, kroz ironijski kod,
dvostruku simboliku: s jedne strane sigur-
nost i toplinu doma, a s druge zazor od
bolesnicke sobe. Ta uznemirujuca unija,
krhka ravnoteza suprotstavljenih znacenja,
prohod je prema destigmatizaciji dusevno
oboljelih i poziv na uvazavanje tude ili svoje
takve situacije.

Drugi segment rada javna je kampanja
za destigmatizaciju. Ona kombinira
markentinske promotivne strategije, prisut-
nost u medijima, izradu web i facebook
stranice. Pokrece se kolektivna lan¢ana
igra u kojoj se jastuk prenosi “od ruke do
ruke”, raznosi po raznim dogadanjima i
prostorima, pri ¢emu se njegovo kretanje
prati, fotografira i objavljuje na facebook
stranici. Od simboli¢nog predmeta jastuk
postaje subjekt, srediSnja figura, aktivirajuci
predmet i agens promjene.

Paralelni tijek kampanje aukcijska je
kupnja jastuka od Udruge za psihosocijalnu
pomoc i rehabilitaciju sa sjedistem u Bolnici
Vrapce, sto predstavlja izravhu pomo¢ paci-
jentima u procesu rehabilitacije.
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Postavljanje projekta Vrapcanski jastuci
u galeriji®? jo$ je jedna aktivacija rada i nje-
govo privremeno usidrenje u umjetnicki
kontekst koji rad stalno nadilazi. Galerija se
prenamijenjuje u radionicu s rekonstrukci-
jom izrade jastuka. Posjetitelji su pozvani
ne samo da kupe jastuk, ve¢ da sudjeluju u
izradi, pri ¢emu im pomazu bivsi pacijenti
koji su, u okviru projekta, placeni za taj rad.
Dok kupnja odrazava hijerarhijsku struktu-
ru, sudjelovanje u izradi oblik je solidarnosti.
Preuzimanje pozicije pacijenta u bolnici,
koncentracija i ponavljanje istih radnji im-
pliciraju sudionistvo. Svaka od tih radnji
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Rargavor
 galeriji

mjesto je identifikacije i zacetak komuni-
kacije s nevidljivim parom koji prolazi pro-
ces kolektivne subjektivacije. To je politicka
subjektivacija. Komunikacija podrazumijeva
promjenljive odnose modi, Sto se ocituje
kroz stalno izmjenjujuce pozicije medu su-
govornicima. Zato je komunikacijska radnja
koja se u galeriji ostvaruje osnova za identi-
fikaciju i promjenu osobnog i javnoga govo-
ra. U tom je smislu ovaj rad politican.
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Creative Strategies
Kreativne strategije

multidisciplinary research project /
multidisciplinarni istraZivacki projekt

150

MODULE 1/ MODUL1
Everyday divergences /
Otkloni svakodnevice
Zagreb, Croatia /
Zagreb, Hrvatska
(public spaces / javni
prostori).

Working group / Radna
grupa: Katarina Peovi¢
Vukovi¢ (media theorist /
teoreti¢arka medija),
Ankica Cakardié
(philosopher / filozofkinja),
Tomislav Pletenac
(anthropologist and
ethnologist / antropolog i
etnolog), Dominko
BlaZevi¢ & Dafne Berc
(architects / arhitekti).
Project assistants /
Asistenti projekta:
Marijeta Karlovi¢ &
Vladimir Tatomir.

Camera / Snimatelji: Duro
Gavran & Branko Vilus.
Editing / MontaZa: Maida
Srabovic.

Production / Produkcija:
MAPA, Zagreb, 2010.

MODULE 2/ MODUL 2
Conquering and
Constructing the
Common

Mexico City, Mexico /
Mexico City, Meksiko
Communities involved in
the project / Zajednice
ukljucene u projekt: Centro
de Reflexion y Accion
Laboral (CE.R.E.AL),
UCISV -Libertad
(Cananea), Asamblea
Comunitaria (Miravalle) &
Calpulli Tecalco (Milpa
Alta).

Curators / Kustosi:
Alejandra Labastida,
Amanda de la Garza &
Ignacio Pla.

Camera / Snimatelj: Laura
Bassols & Ivo Martinovic.
Editing / MontaZa: Maida
Srabovic.

Production / Produkcija:
Museum MUAC, Mexico,
DelVe & Mapa, Zagreb,
2011-2013 / Muzej MUAC,
Meksiko, DeLVe & MAPA,
Zagreb, 2011. - 2013.

MODULE 3/ MODUL 3
Toolkit for a Joint
Action”/ “Poéetnica
zajednickog djelovanja
Zagreb, Croatia /
Zagreb, Hrvatska

The project was created as
part of the exhibition at
the Nova Gallery, Zagreb,
2014. / Projekt je nastao u
sklopu izlozbe u Galeriji
Nova, Zagreb, 2014.

In collaboration with
Direct democracy in
school, New Union, the
Organization for Workers’
Initiative and
Democratization (BRID).

U suradnji s grupom
Direktna demokracija u
skoli, Novi sindikat, Baza
za radnicku inicijativu i
demokratizaciju (BRID).
Toolkit spatial elements /
Oblikovanje toolkita:
Mirna Horvat. Toolkit
graphic design / Graficko
oblikovanje toolkita: Luka
Juras and Dejan
Dragosavac - Ruta. Project
organisation / Organizacija
projekta: Martina
KontoSic@WHW.
Production / Produkcija:
WHW, MAPA, 2014 .- 2016.

n the Creative Strategies project

Andreja Kulunéié explores the forms
and the effects of coping, or personal
and group strategies and inventions that
contribute to a better everyday life for
individual and community in the face of
frequently absent or inadequate institu-
tional mechanisms. The modular struc-
ture of the project presupposes the in-
terweaving of theoretical research, prac-
tical art and critically reflective modules.
The artistic projection involves diverse
methodologies and media.

Everyday Divergences

The module Everyday Divergences ex-
plores the creative strategies and forms
of self-organisation of the inhabitants of
the biggest building in Croatia, Mam-
moth, as it is called, built in Zagreb in
1975. Five thousand five hundred people
live in the building’s 1,200 flats. It is sur-
rounded by a wide green belt, Travno
Park, the area of which is related to the
number of flats in the building. The city
utility firm looks after the front part of
the park, but it has never become some-
where people linger; the rear portion,

The fair of skills, Mamutica,
Zagreb, Croatia, 24th of
November 2010 / Sajam vjestina,
Mamutica, Zagreb, Hrvatska, 24.
studeni 2010.
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Kreativne strategije

however, not landscaped, fell to the self-
organising competence of the tenants
and is a lively place in which they stay.
Observing the building and the park as a
structured community, in which every-
one makes some kind of contribution,
the artist explored, using the video-in-
terview method, the forms of spatial and
social interventions of the residents as
forms of divergences from the everyday.
In the final phase she organised a prize-
giving presentation of these activities.
The residents themselves chose the
three most interesting and most crea-
tive models for taking part in the com-
munity: collecting and maintaining a folk
arts and ethnological collection; organis-
ing assistance for the older people in the
neighbourhood; and a jointly built
boules rink.

Conquering and Constructing the
Common, Museum of
Contemporary Art in Mexico City -
MUAC 2013/2014

This module explores the organisation of
everyday life in the poor communities on
the periphery of Mexico City. In a coun-
try with a highly differentiated popula-
tion and a non-functioning state system,
these communities can work at all only
thanks to forms of self-organisation
through which they compensate for the
deficiency and dysfunctionality of insti-
tutional structures. The artist set up the
materials arising from her field research
into these communities in the Museum
of Contemporary Art as a video installa-
tion, shifting them, then, from the out-
skirts into the centre. She also invited
members of the self-organising commu-
nities to talk about examples of their
practice, organised workshops, invited
experts, students and other guests. This
was not just about a one-way penetra-
tion of a forbidden zone, or just about
opening up the space of visibility of the
deprived, but a reversible translocation,
the interference of social fields. The cen-
tre that includes museum and museum
public finds the peripheral impoverished
communities repugnant, communities
that it does not know and into which it
does not wander, about which it creates
opinions based on bad news and fear. If
what disturbs the dominant system of

knowledge and interests is repugnant,
and Andreja Kuluncic reveals this space
of repugnance to be a space of creativity
and solidarity, of a struggle for a better
life for the community, and invention,
then she is having an empowering effect
on both systems. Aware that she is her-
self in a positive pole of power, she
makes use of her privileged position,
that of a white, European female artist,
to awaken the transfer to these subal-
tern voices. Pulling these impoverished
communities into the system, she cre-
ates a paradoxical situation: she under-
mines the system for she shows those it
has disenfranchised and consolidates it
for she diminishes the error, offering the
system the possibility of its own restruc-
turing with respect to the perception of
relations in the community.

The premises of the MUAC during
the exhibition became a creative space
of learning, of critical reflections, of re-
ciprocal empowering and concrete initia-
tives and collaboration of communities
and individuals from the peripheral and
from the dominant cultural areas of
Mexico City.

Toolkit for a Joint Action
To Begin the Best We Can, What,
how and for whom? / WHW

The third module in Creative Strategies
is Toolkit For a Joint Action, which initial-
ly brought together several activist
groups; Direct Democracy in School,
New Syndicate, BRID, Women'’s Front,
FEM Front, ZMAG and Right to the City.
With the idea of creating a platform for
the development of education, particu-
larly of closed and remote communities,
of critical consideration of and active
participation in the political and cultural
setting, together they thought up the
discursive material for the Toolkit cover-
ing the basic concepts from their own ar-
eas, which together present a frame-
work for civic awareness: syndicalism, di-
rect democracy, feminism, practical the-
ology, sustainable living, right to the city
and engaged art. The material also in-
cludes a list of the reference works, a
map of the world giving examples of so-
cial changes and an archive of labour
struggles, and together with previous
models it is available, constantly updat-

Interviews, Travno
Park, Zagreb,
Croatia, 2010 /
Intervjui, Park Travno,
Zagreb, Hrvatska,
2010.
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Exhibition view: “Everyday Divergences”,
Gallery Emil Filla, Usti nad Labem, Czech
Republic, 2011/ IzloZbeni postav: “Otkloni
svakodnevice”, Galerija Emil Filla, Usti nad
Labem, Cedka, 2011.




Workshops and
interviews as part of the
research on creative
communities, August-
September 2011, Mexico
City, Mexico / Radionice i
intervjui u okviru
istrazivanja o kreativnim
zajednicama, kolovoz-rujan
2011, Mexico City, Meksiko.

Communities involved in
the project / Zajednice
uklju¢ene u projekt: Centro
de Reflexion y Accion
Laboral (CE.REAL),

UCISV -Libertad (Cananea),

Asamblea Comunitaria
(Miravalle) & Calpulli
Tecalco (Milpa Alta).
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Exhibition view:
“Conquering and
Constructing the
Common”, Museum
of Contemporary Art
in Mexico City -
MUAC, 2013 /
1zlozbeni postav:
Muzej suvremene
umjetnosti u Mexico
Cityju - MUAC, 2013.

ed, at the web site www.pocetnica.org. It
is made objective however, or given
physical presence, in interactive furnish-
ing, in the spatial modular unit, created
as a kind of toolkit that, for the sake of
education, is transferred to various loca-
tions. Led by the group Direct Democra-
cy in School, the Toolkit has made guest
appearances in various Croatian cities,
educating, giving information, enlight-
ening, opening up a dialogue and acti-
vating the public, primarily the second-
ary school children for whom it is meant.
Taking the projects equally into gal-
lery and non-gallery spaces, treating art
as a tool for the transfer of knowledge,

for informal education and as a medium
for the creation of strategies that can re-
spond to various concrete situations and
states in society, Andreja Kulunéié is de-
liberately and consciously distancing art
from the initial elitism, the tactics for us-
ing the infrastructure of the art system,
however, having a key role.

projektu Kreativne strategije, An-

dreja Kuluncié istrazuje nacine i
utjecaje snalaZenja, osobnih i grupnih
strategija i invencija koje pridonose boljem
svakodnevnom Zivotu pojedinca i zajednice
zbog Cesto nedostatnih ili neodgovarajuéih
institucionalnih mehanizama. Modularna
struktura projekta podrazumijeva preple-
tanje teorijsko-istrazivackoga, umjetnicko-
-prakti¢nog i kriticko-refleksivnoga modula,
a umjetnicka produkcija ukljucuje razlicite
metodologije i medije.

Otkloni svakodnevice

Modul Otkloni svakodnevice istraZuje krea-
tivne strategije i oblike samoorganizacije
stanovnika najvece zgrade u Hrvatskoj, tzv.
Mamutice, izgradene 1974. u Zagrebu. U
zgradi Zivi 5500 ljudi u 1200 stanova.
OkruZena je Sirokim pojasom zelenila,
parkom Travno, Cija je povriina vezana uz
broj stanova u zgradi. Gradsko komunalno
poduzece brine se za predniji dio parka, no
on nije postao mjesto zadrzavanja, dok je
straznji neuredeni dio s vremenom potpao
pod samoorganizirajucu nadleZnost stanara
i Zivo je mjesto njihova boravka.
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Exhibition view: “Toolkit for a Joint Action”,
Nova Gallery, Zagreb, Croatia, 2014 / IzloZbeni
postav: “Pocetnica zajednickog djelovanja’,
Galerija Nova, Zagreb, Hrvatska, 2014,
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Promatrajudi zgradu i park kao struk-
turiranu zajednicu, u kojoj svatko pridonosi
na neki nacin, umjetnica je metodom video-
intervjua istrazivala oblike prostornih i
drustvenih intervencija stanara kao oblike
otklona od svakodnevice. U zavrsnoj je fazi
organizirala nagradno predstavljanje tih
aktivnosti. Stanari su izmedu sebe izabrali
tri najzanimljivija i najkreativnija modela
sudjelovanja u zajednici: prikupljanje i
odrzavanje folklorne i etnozbirke; organi-
ziranje pomoci starijim ljudima u susjedstvu
i zajednicki izgradeno bocaliste.

Conquering and Constructing the
Common, Muzej suvremene
umjetnosti u Mexico Cityju - MUAC,
2013./2014.

Modul istraZuje organiziranje svakodnevice
u siromasnim zajednicama s rubnih dijelova
Mexico Cityja. U zemlji s izrazito diferen-
ciranim stanovnistvom i nefunkcionalnim
drzavnim sustavom, one funkcioniraju
iskljucivo zahvaljujudi oblicima samoorgani-
zacije kojima kompenziraju manjkavost i
disfunkcionalnost institucionalnih struktura.
Materijale nastale iz njezina terenskog

istrazivanja tih zajednica umjetnica
postavlja u Muzej suvremene umjetnosti
kao videoinstalaciju, izmjestajudi ih, na taj
nacin, s periferije u centar. Isto tako, poziva
pripadnike samoorganizirajuéih zajednica da
govore o primjerima svoje prakse, organizira
radionice, poziva stru¢njake, studente i dru-
ge goste. Pritom se ne radi o jednosmjer-
nom prodoru u zabranjenu zonu, niti samo
o otvaranju prostora vidljivosti depriviranih,
vec o reverzibilnoj translokaciji, interferenciji
drustvenih polja. Centar, naime, koji
ukljucuje muzej i muzejsku publiku, zazire
od rubnih siromasnih zajednica koje ne
poznaje, u koje ne zalazi, o kojima stvara
misljenje zasnovano na losim vijestima i
strahu. Ako je zazorno ono $to uznemiruje
dominantni sistem znanja i interesa, a An-
dreja Kulunci¢ razotkriva zazorni prostor
kao kreativni prostor solidarnosti, borbe za
bolji Zivot zajednice i invencije, onda ona
osnazujuce djeluje na oba sistema. Svjesna
da se nalazi na pozitivnom polu modi, koristi
privilegiranu poziciju bijele europske umjet-
nice da bude transfer potlacenim glasovima.
Uvlacedi siromasne zajednice u sustav, krei-
ra paradoksalnu situaciju: podriva sustav jer
pokazuje one koji su njime obespravljeni i

konsolidira ga jer “umanjuje gresku’, nudedi
sustavu moguénost da se restrukturira s
obzirom na percepciju odnosa u zajednici.

Prostor Muzeja MUAC za trajanja je
izloZbe postao kreativna zona ucenja,
kritickih refleksija, medusobnog osnaZivanja
te konkretnih inicijativa i suradnji zajednica i
pojedinaca iz rubnih i iz dominantnih kul-
turnih podrucja Mexico Citiyja.

Pocetnica zajednickog djelovanja
Poceti najbolje sto se moZe, Sto,
kako i za koga / WHW

Treci modul Kreativnih strategija je
Pocetnica zajednickog djelovanja, koji je
inicijalno okupio nekoliko aktivistickih gru-
pa: Direktna demokracija u $koli, Novi sindi-
kat, BRID, Zenska fronta, FEM Fronta,
ZMAG i Pravo na grad. S idejom stvaranja
platforme za razvoj edukacije, napose
zatvorenih i udaljenih zajednica, kritickog
promisljanja i aktivnog sudjelovanja u
politickom i kulturnom okruZenju, zajedno
su osmislili diskurzivne materijale za
Pocetnicu, pokrivajuci osnovne pojmove iz
svojih podrucja koja ujedno predstavljaju
okvir gradanske osvijestenosti: sindikali-

zam, direktna demokracija, feminizam,
prakti¢na teologija, odrzivo Zivljenje, pravo
na grad i angazirana umjetnost. Materijal
takoder ukljucuje popis referentne litera-
ture, kartu svijeta primjera drustvenih
promjena i arhivu radnickih borbi, a zajedno
s prethodnim modulima dostupan je, i stal-
no se nadopunjuje, na web stranici www.
pocetnica.org. Ona je, pak, opredmecena,
odnosno fizicki ostvarena u interaktivnom
namjestaju, prostornoj modularnoj jedinici,
kreiranoj kao svojevrsni toolkit koji se, za
potrebe edukacije, prenosi na razlicite
lokacije. Predvodena grupom Direktna
demokracija u Skoli, Pocetnica je gostovala
u hrvatskim gradovima s ciljem edukacije,
informiranja, osvjestavanja, otvaranja di-
jaloga i aktiviranja publike, ponajprije
srednjoskolaca kojima je namijenjena.
Ulazedi projektima jednako u galerijske i
negalerijske prostore, tretirajuci umjetnost
kao alat za prijenos znanja, neformalnu edu-
kaciju te kao medij u kreiranju strategija ko-
je mogu odgovoriti na konkretne situacije i
stanja u drustvu, Andreja Kuluncic svjesno
udaljuje umjetnost od pocetnog elitizma, pri
¢emu klju¢nu ulogu imaju taktike koristenja
infrastrukture umjetnickog sustava.

Exhibition view /
IzloZbeni postav:
Osage Gallery, Hong
Kong, 2015.

Design of the spatial
unit and portable
glossary /
Oblikovanje prostorne
jedinice i prenosivog
pojmovnika: Kieun
Kim



EQUALS - for the acceptance of
diversity
ISTE - za prihvacanje razlicitosti

intervention in public space /
intervencija u javnom prostoru
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Poster production /
Produkcija plakata:
EQUALS Collective
(initiated and led by
Andreja Kulunéi¢; the
other members wish to
remain anonymous) /
Kolektiv ISTE (inicirala i
vodi Andreja Kuluncic,
ostale ¢lanice Zele zadrzati
anonimnost). Photos /
Fotografije: Ivan Posavec /
Design / Dizajn: Dejan
Dragosavac - Ruta /
Documentation /
Dokumentacija: Ivo

Martinovi¢. MAPA, Zagreb,

2017.

Animated film / Animirani
film:

Authors of the concept
and screenwriters:
EQUALS Collective
(initiated and led by
Andreja Kulunéi¢; the
other members wish to
remain anonymous) /
Autorice koncepta i
scenaristice: kolektiv ISTE
(inicirala i vodi Andreja
Kulunéié, ostale €lanice
Zele zadrzati anonimnost).
Director and animation /
ReZija i animacija: Vedran
Stefan. Editing / Montaza:
Maida Srabovi¢. Sound
Design and Mix / Dizajn
zvuka i mix: lvan Mihoci.
Music / Glazba: Zen "Slava
Raskaj". According to the
video template of the
EQUALS Collective /
Prema video predlosku
kolektiva ISTE. Producer /
Producent: NGO Mapa,
Zagreb, 2017

QUALS is a name under which a

group of women of different minor-
ity identities operate. Initially gathered
together at the invitation of Andreja
Kulundi¢, who is also a member of the col-
lective, through a series of workshop
meetings, they identified the basic prob-
lems they meet at everyday and institu-
tional levels, the result of discriminatory
forms of behaviour and discriminatory
legislation: from fear of passing through
certain parts of the city because of their
skin colour or markers of their religion
(the hijab for example), unease at using
their own language (Arabic), the impossi-
bility of adopting children in a same-sex
union or being granted asylum. Together
they thought up a public campaign in
which they speak in the first person about
these problems. At the moment when
they are enunciated in public, in an ani-
mated video shared on social networks or
in posters in city lights and adverts in the
papers, or wittily transposed into a tour-
ist guide with certain zones marked as
dangerous for foreigners, they cease to be
the problems of a given person or group
of people, being seen, rather, as symp-
toms of collective identities.

The theoretically grounded campaign
draws on the thesis of the Arjun Appa-
durai’s fear of
small numbers. At pogters in the city of
atime of social cri-  zagreb, 2017 / Plakati
sis, the growth of  uZagrebu, 2017.
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IDON’T WANT
people to feel
uncomfortable
because of me, or
to turn their
heads away.

IDON'T WANT
my children to be
ashamed of
speaking Arabic
on the street, on
the tram.
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I WANT people to
see me as any
other human
being, not merely
as a member of
the Roma
community.

FENims {5

IDON’T WANT to
constantly avoid
certain parts of
town because of
racist attacks.

I WANT to adopt
a child with my
female partner.
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ISTE - za prihvacanje razli¢itosti

EQUALS - for the acceptance of diversity

uncertainty and poverty, the weakening
of national states in the face of econom-
ic globalisation and increased migra-
tions, national states are consolidating
with the idea of soil, the imagination of
the whole and homogeneity of the com-
munity. In such a conjunction, the domi-
nant entity perceives minority groups,
which with their different identities and
mixed statuses corrode the unity of the
collective identity, as a collective alien.
This unifying configuration of identity
becomes a threat to an imaginary homo-
geneity, national economic strength and
cultural coherence. Outlying identities
(in this case a Roma woman, a Muslim
woman, a lesbian, a black woman and a
female asylum seeker from Syria) be-
come the object of intolerance, and the
body that inscribes otherness into the
social structure is the target of violence
that changes its varieties depending on
the identity determination of the threat-
ened body.

Publicly addressing their fellow citi-
zens via the social networks and adverts,
women of the EQUALS collective, who
since they are women over the age of
forty and have in additional minority
identities doubly refract otherness, in-
scribe their bodies into public space, giv-
ing the message that they will not ac-
cept the tyranny of the statistical con-
struct and that in the city that they think
their own they want to live without fear
or humiliation. Andreja Kulun¢i¢ among
them represents the normative identity
and the intersection threshold for their
passage into the system. Making use of
the benefits of her status, she transmits
to them artistic resources, tools for self-
articulation, deliberately withdrawing
herself from authorship and dislocating
art from the elite domain of the
privileged.

MM g STE' je naziv pod kojim djeluje
grupa Zena razli¢itih manjinskih
identiteta. Inicijalno okupljene na poziv An-
dreje Kuluncic, koja je takoder ¢lanica kolek-
tiva, one su nizom radionickih sastanaka
detektirale osnovne probleme s kojima se
susrecu na svakodnevnoj i institucionalnoj
razini, a koji su rezultat diskriminirajucih ob-
lika ponasanja i diskriminirajuce legislative:
od straha od prolazaka odredenim dijelovi-
ma grada zbog boje koZze ili vjerskih
obiljezja (hidzab), nelagode zbog uporabe
vlastitog jezika (arapski), do nemoguénosti
usvajanja djeteta u istospolnoj zajednici ili
dobivanja azila. Zajednicki osmisljavaju
javnu kampanju u kojoj govore iz prvoga li-
ca o tim problemima. U trenutku kada su
izgovoreni javno, u animiranom videu di-
jeljenom na drustvenim mrezama ili plaka-
tima u city light boksovima i oglasima u
novinama, ili, pak, duhovito pretocenih u
turisticki vodi¢ s markiranim zonama opas-
nima za strance, oni prestaju biti problemi
odredene osobe ili skupine ljudi, ve¢ se
ocCituju kao simptomi kolektivnih identiteta.
Teorijsko utemeljenje kampanje lezi u
tezi o strahu od malih brojeva Arjuna Appa-
duraia. U vremenu drustvene krize, rasta
siromastva i neizvjesnosti, slabljenja na-
cionalnih drzava pred ekonomskom globali-
zacijom te poja¢anih migracija, nacionalne
se drzave konsolidiraju ideologijom tla,
umisljajem o cjelini i homogenosti zajed-
nice. U takvoj konstelaciji, dominantni en-
titet percipira manjinske grupe, koje
drukgijim identitetima i mjeSovitim statusi-
ma nagrizaju jedinstvo kolektivnog
identiteta, kao kolektivnog stranca. Ta
objedinjujuca identitetska konfiguracija
postaje prijetnja zamisljenoj homogenosti,
nacionalnoj ekonomskoj snazi i kulturnoj
koherenciji. Identiteti izmaknuti od norme
(u ovom slucaju Romkinja, muslimanka, lez-
bijka, crnkinja, traZiteljica azila iz Sirije),
postaju objekt netrpeljivosti, a tijelo koje
upisuje drugost u drustvenu strukturu, me-
ta nasilja koje ée mijenjati varijetete ovisno
o identitetskom odredenju ugroZena tijela.
Javno se obracajuci svojim sugrada-
nima putem socijalnih mreZa i oglasa, Zene
kolektiva ISTE, koje buduci da su Zene iznad
Cetrdesete godine Zivota i k tome manjinski
identiteti, najmanje dvostruko prelamaju
drugost, upisuju svoje tijelo u javni prostor
porucujuci da ne Zele pristati na tiraniju
statistickoga konstrukta te da u gradu, koji
smatraju svojim, Zele Zivjeti bez straha i

poniZenja. Andreja Kulunci¢ medu njima
predstavlja normativni identitet i inter-
sekcijski prag za njihov prolazak u sustav.
Koristeci statusne benefite, prosljeduje im
umjetnicke resurse kao alate za samoarti-

kuliranje, svjesno se povlacedi iz autorstva i

izmjestajuci umjetnost iz elitne domene
povlastenih.
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Animation stills /
Kadrovi iz animacija



Performing the Exhibition:
ART-ACT-BOX
Izvedba izlozbe: ART-ACT-BOX

interactive contemporary dance performance & exhibition /
interaktivna plesna izvedba & izlozba

170

Performing the Museum, Museum of Contemporary Art, Zagreb; Museum of Contemporary Art
of Vojvodina, Novi Sad; Koroska Fine Arts Gallery, Slovenj Gradec; Antoni Tapies Foundaiton,

Barcelona.

The project ART-ACT-BOX
has been conceived in 2016
by visual artist Andreja
Kulungic as part of the
project “Performing the
Museum” by curator Jasna
Jaksi¢ (Zagreb Museum of
Contemporary Art) and
partnering museums,
Koroska Gallery of Fine Arts
(Slovenj Gradec), Museum
of Contemporary Art of
Vojvodina (Novi Sad), and
Fundacié Antoni Tapies
(Barcelona). In collaboration
with the artist, the research
of museum archives for
project purposes was
conducted by Tihana Puc
and Bella Rupena, the
choreography for the
performance was developed
by Zrinka UZbinec, while
Dejan Dragosavac-Ruta
designed the box and the
materials. The performances
were presented by the
following dance artists:
Zrinka Uzbinec in Zagreb,
Ana Kreitmeyer in Novi Sad,
Maja Kalafati¢ in Slovenj
Gradec, and Mar Medina in
Barcelona.

2017 saw the continuation of
the production and
implementation through the
upgrade of the performative
segment, with Martina
Kontosic as project
coordinator, and produced
by MAPA Association. The
performances have been
presented in Zagreb,
Cakovec, Sibenik, Pazin; the
exhibition has been held in
the space of Zitnjak Ateliers.

Projekt ART-ACT-BOX je
koncipiran 2016. godine od
strane vizualne umjetnice
Andreje Kulunéi¢ u sklopu
projekta Performing the
Museum kustosice Jasne
Jaksic¢ (MSU Zagreb), i
partnerskih muzeja
Koroska galerija likovnih
umetnosti (Slovenj
Gradec), Muzej savremene
umetnosti Vojvodine (Novi
Sad) i Fundacié Antoni
Tapies (Barcelona).

U suradnji s autoricom,
istrazivanje muzejskih
arhiva za potrebe projekta
radile su Tihana Puc i Bella
Rupena, koreografiju za
izvedbu je razvila Zrinka
Uzbinec te dizajn kutije i
materijala Dejan
Dragosavac-Ruta.
Izvedbe su izvodile plesne
umjetnice, u Zagrebu
Zrinka UZbinec, u Novom
Sadu Ana Kreitmeyer, u
Slovenj Gradecu Maja
Kalafati¢, u Barceloni Mar
Medina.

Produkcija MSU Zagreb i
MAPA.

2017. godine se nastavlja
produkcija i provedba kroz
nadogradnju
performativnog dijela.
Izvedbe se realiziraju u
Zagrebu, Cakovcu,
Sibeniku, Pazinu, te izlozba
u prostoru Ateljea Zitnjak.
Koordinatorica projekta u
2017. je Martina Kontosic.
Produkcija MAPA, Zagreb.

H aving been invited to take partin
the cooperative project Perform-

ing the Museum put on by the Museum
of Contemporary Art in Zagreb, the Mu-
seum of Contemporary Art in Novi Sad,
the Fine Arts Gallery in Slovenj Gradec
and the Antoni Tapies Foundation in Bar-
celona, making use of works from their
holdings as material, Andreja Kulunci¢
directly refers to the title theme, prob-
lematising artistic methods of communi-
cating with the audience and, indirectly,
institutional and non- institutional pre-
sentation practices as strategic decisions
in the transfer of knowledge and the
emancipatory potentials of art.
Collaborating with the contempo-
rary dance performer Zrinka UZbinec,
she devised a discursive dance perfor-
mance in which, with the help of objects
from the ART-ACT-BOX; a box which she
created for this project, rephrasing
works of the artistic groups TOK, the
Group of Six Authors, KOD, Bosch +
Bosch, Art&Language and the artists Pi-
no Poggio, Bogdanka Poznanovi¢ and Ly-
gia Clark. These are artists who in the
1960s and 1970s, giving up on the idea of
the object, making use of cheap and non-
artistic materials, addressing an acciden-
tal audience and working in extra-artis-
tic contexts, implemented a conceptual
turn in art, critically referring to art and
social systems. In Performing the Exhibi-
tion: ART-ACT-BOX, the dance, in a chore-
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Performing the Exhibition: ART-ACT-BOX

72

Izvedba izloZbe: ART-ACT-BOX

ography based on the research of the
conceptual practices of the 60s and 70s,
and particularly of the selected artists,
with body, movement and text acquaint-
ed the audience with the artistic inten-
tions, principles and strategies, drawing
it into the performance. Reconstructing
one strategy after another, one work af-
ter another, the dancer and audience to-
gether “set up the exhibition”. The set-
tled roles are reversed; the performance
ends at the moment when the “exhibi-
tion has been set up”; the process of the
performance is also, at the same time,
its product; the audience that takes part
in the creative process of the origin of
the exhibition, does away with itself,
since after the set-up of the exhibition,
its role is over. The performances take
place in collaboration with a broadly de-
fined audience and in and in places not
usually thought of as artistic: in libraries,
schools, local communities, culture cen-
tres, retirement homes and a psychiatric
hospital. Key aspects of the artistic prac-
tices of the 1960s and 1970s, now histori-
cal and enshrined in museums, body,
text, movement, space, public space, are
transposed into and activated in con-
temporaneity through an entirely differ-
ent medium, the art of the dance, and
the artistic methods cited are offered to
the audience as creative tools for the ac-
tivation of their own everyday lives and
social engagements.

The concept, however, becomes
more complex upon returning to the gal-
lery situation. This time, Andreja
Kulun¢i¢ and Zrinka UZbinec jointly dis-
sect their own work by using it as artistic
material in the new performance, where-
by they do not use the works from the
museum anymore, but rather the dance
choreography they previously used to
convey them.

The new work, Analysis of the Dance
Material of the ART-ACT-BOX Project:
Zitnjak Ateliers, serves both authors as
an entrance into the zone of experiment.
From the perspective of own fields of ex-
pertise, they question the possibilities of
dance in museums and galleries and the
points of their convergences, by grasp-
ing - now from another angle - the sub-
ject of “performing the museum”, as well
as the experimental thought of the au-
thors cited earlier. Neither of them, how-
ever, is in a safe zone anymore. The new
collaboration simultaneously builds, de-
molishes, and changes the framework of
the unknown. Both authors put their
codes to the test, they question and seek
to breach own practices within the new-
ly-created field.

P ozvana da sudjeluje u suradnickom
projektu Performing the Museum
Muzeja suvremene umjetnosti u Zagrebu i
Novom Sadu, Koroske galerije likovnih
umetnosti u Slovenj Gradecu te Fundacije
Antoni Tapies u Barceloni, koristeci pritom
kao materijal radove iz njihovih fundusa,
Andreja Kuluni€ izravno se referira na na-
slovnu temu, problematizirajuéi umjetnicke
metode komunikacije s publikom te,
posredno, institucionalne i neinstitucional-
ne prezentacijske prakse kao strateske od-
luke u prenosenju znanja i emancipatorskih
potencijala umjetnosti.

U suradniji s plesacicom suvremenoga
plesa Zrinkom UZbinec osmisljava diskur-
zivno plesnu izvedbu pri kojoj, uz pomoé
predmeta iz kutije ART-ACT-BOX koju krei-
ra za ovaj projekt, parafrazira radove
umjetnickih grupa TOK, Sestorice autora,
KOD, Bosch+Bosch, Art&Language te um-
jetnika Pina Poggia, Bogdanke Poznanovic i
Lygie Clark. Radi se o umjetnicima koji su
1960-ih i 1970-ih godina, napustivsi ideju o
objektu, koristeci jeftine neumjetnicke ma-
terijale, obracajudi se slu¢ajnoj publici i
djelujuci u izvanumjetnickom kontekstu,
izvrsili konceptualni obrat u umjetnosti,
kriticki se osvréuci na umjetnost i drustvene
sisteme.

U Izvedbi izlozbe: ART-ACT-BOX
plesacica, u koreografiji koja se temelji na
istrazivanju konceptualnih praksi 1960-ih i
1970-ih, a napose odabranih umjetnika, tije-
lom, pokretom i tekstom upoznaje publiku

s umjetnickim namjerama, principima i
strategijama, uvlaceci je u izvedbu.
Rekonstruirajudi jednu po jednu strategiju,
jedan po jedan rad, plesacica i publika za-
jedno “postavljaju izlozbu". Ustaljene se
uloge obréu: performans zavrsava u trenut-
ku kada je “izlozba postavljena”; proces iz-
vedbe istodobno je njezin produkt, a pub-
lika, koja sudjeluje u kreativnom procesu
nastanka izlozbe, samu sebe dokida, buduci
da nakon postavljanja izlozbe prestaje njezi-
na uloga. Izvedbe se odvijaju u suradnji sa
Siroko profiliranom publikom i u
izvanumjetnickim prostorima: knjiznicama,
Skolama, mjesnim zajednicama, kulturnim
centrima, starackim domovima i psihija-
trijskoj bolnici. Pritom se kljucni aspekti,
sada vec historiziranih i muzealiziranih
umjetnickih praksi iz 1960-ih i 1970-ih godi-
na - tijelo, tekst, pokret, prostor, javni pro-
stor, transponiraju i aktiviraju u suvre-
menost kroz sasvim drugi medij — plesnu
umjetnost, a citirane umjetnicke metode
nude se publici kao kreativni alati za akti-
vaciju vlastite svakodnevice i drustveni
angazman.

Rad se uslozZnjava pri povratku u gale-
rijsku situaciju. Ovaj put Andreja Kuluncic i
Zrinka Uzbinec zajedno seciraju vlastiti rad
koristeci ga kao umjetnicki materijal u novoj
izvedbi. Pritom se ne sluZe viSe radovima iz
mugzeja ve¢ plesnom koreografijom kojom
su ih prethodno posredovale.

Novi rad Analiza plesnog materijala
projekta ART-ACT-BOX: Ateljei Zitnjak ula-
zak je u zonu eksperimenta za obje au-
torice. |z perspektive vlastitih podrugja, one
propituju mogucnosti plesa u muzejima i
galerijama i tocke njihovih konvergencija,
dohvacajuci, sada iz drugog kuta, temu
“performing museum’, kao i eksperimental-
nu misao ranije citiranih autora. Nova
kolaboracija istovremeno gradi, rusi i mije-
nja okvire poznatoga. Obje autorice poda-
stiru svoje kodove na kusnju, propituju i
traZe proboje vlastite prakse unutar novo-
stvorenoga polja eksperimenta.



=,

‘. P
~ RN 9 4h

- W
] Iﬁl. - -




176

postscript

postscript

he decision to expand the book

Andreja Kulunéié: Art for Social
Changes with works that have come into
being or have developed since the first
edition started up a debate, not only in
the direction of additional analytical con-
siderations and the positioning of the
new works vis-a-vis their predecessors,
with respect to their points of contact,
overlaps and divergences, but also in the
direction of wider discursive interroga-
tions. For example, the question of how
to fit the new works into the existing
critical and analytical structure raises
the issue of the flexibility, resistance and
permeability of the analytical discourse
set up, as well as introducing new theo-
retical perspectives and keynotes. It
draws in, on the already ramified map of
the author’s artistic practice, additional
junctures and new overlaps in the disci-
plinary network, broadens the field of
reference and the communication media.

A new chapter, dedicated to four

works - Creative Strategies, Vrapce Pil-
lows, ART-ACT-BOX and EQUALS takes
up where the first edition of the book
left off, as a kind of postscript, a text
that while paying due respect to what
was said earlier wants to say something
else. Strictly speaking, the word is not
used quite correctly, for the form post-
script implies some previously rounded
and finished letter. But the work of An-
dreja Kulundic is not closed system. It is
aletter that is constantly being written
out again and filled with meanings es-
tablished from differing disciplinary
fields. Even when the author completes
awork, it goes on with its multifarious
dialogue, like, for example, Distributive
Justice, Closed Reality - Embryo, some

segments of Creative Strategies or Per-
forming the Exhibition: ART-ACT-BOX.

Then again, the new works can be
comprehended in the light of analytical
considerations and determinations that
are provided by The Poetics of Social
Changes with this postscript

limning their specific features, but
also certainly being able to open up
doors that were invisible or closed dur-
ing previous reviews.

Technically, the text and its appendix
segment the work of Andreja Kulunéié
chronologically, yet they should also be
seen spatially and synchronically. Like
her art practice, in their diverse perfor-
mative and discursive forms, they too
are inscribed into a complex cartogra-
phy, divided by permeable borders, of
widely dispersed socially engaged prac-
tices that afford the tools for social
activity.

Performance

The work Performing the Exhibition:
ART-ACT-BOX speciously at least stands
out from the other works by this artist.
But the discursive and performative
game that takes up, in the choreography
of contemporary dancer Zrinka UZbinec,
the theme of conceptual art practice
from the holdings of four museums, de-
rives from the same logic from which the
big works of this artist also developed,
works like Distributive Justice and Cre-
ative Strategies. Although, provisionally
speaking, quite small and untypical of
the author, this work marks an impor-
tant connection within her oeuvre and
like a bridge links practices of engaged
art that are temporally and geographi-
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Alluding to one of the
early feminist texts,
the Virginia Woolf
text “A room of one’s
own’, in which she
speaks of the necessi-
ty of financial and
personal independ-
ence as preconditions
for female artistic
expression.

Usp. Zlatar, Andrea,
Tekst, tijelo, trauma,
Naklada Ljevak,
Zagreb 2004.

cally distant. Apart from this, it introduc-
es the concepts of performance and body
into the discourse about this artist’s
oeuvre. The concept of performance is
not connected to any particular artistic
form, rather it describes a paradigm
through which to comprehend things. It
signifies the production of reality and
takes for granted contingency, interac-
tion, transformation, a system of inter-
action... The dancer’s performance is
called Performing the Exhibition, but this
performance is symbolic. What is actual-
ly performed is artistic declarations,
models of transgressing norms, the pro-
duction of new paradigms. By perform-
ing, the dancer produces and performs
knowledge about it. A backward glance
shows us the kinship with the artist’s
other works, in which different symbolic
forms, disciplinary paradigms and mod-
els of knowledge, via different peforma-
tive acts and constructed situations (a
social laboratory) take part in the pro-
duction of new paradigms.

By emphasising the metatextual lev-
els of this work | would like to support
the hypothesis, to be developed during
the essay, that the socially engaged proj-
ects of Andreja Kulundic, in their parallel
layer, even if this is not the artist’s inten-
tion, show the contradictoriness of the
social functioning of art. While on the
one hand the artistic interventions,
standing in for the inadequate function-
ing of politics, are capable to making so-
cial advances, the art system, often too
enclosed, will tend to reproduce the he-
gemonic structure of politics, following
the same agenda. In so doing, it nullifies
the function of art to transform. Work-
ing from the edge of the system, then, is
the artist's strategic choice, for only that
kind of activity can evade the control of
the system and dislodge its firm
boundaries.

Inscription of the body into public
space

Within the concept of performativeness
that derives from Austin's theory of
speech acts, later theoretical visions
have focused on the body that in its par-
ticular materiality, just like identity, is
constituted by a performative act, with
actions and gestures, or by the social

constellation that produce it. | mention
this in order to draw attention to the
close link between body, identity and
performance and, making use of this
context, to the importance of public
space in the construction or deconstruc-
tion of representations of identity.

The body is produced in discourse,
say champions of the concept of culture
as text. To exist, it must be expressed.
But 500 pounds a year and a room of
one's own” is an area that was won long
ago. Female suffrage is standardised, mi-
grant quotas are fixed, statistical lists
are orderly, the labour market is free, so-
ciety is democratic and politically cor-
rect. But culture still cuts her out. The
minority body is subordinated and bru-
tally exposed to the violence stemming
from the dominant position. These are
the problems that are defined by the col-
lective EQUALS. If we compare this work
with others in which Andreja Kulundi¢
works with minority groups, for example
with migratory workers in Bosnians Out!
and 1 CHF =1 VOICE, with the impover-
ished communities of Mexico City, psy-
chiatric patients in Vrapce Pillows or
with women in index.woman, we shall
see that only by being positioned in the
public space of the dominant culture -
the street, museum or gallery, or the vir-
tual, heterogeneous space of the social
networks - is the political subjectivation
of the minority body achieved. It is a
matter, then, of performing the body. It
is positioned, it is established in a rela-
tionship, it is inscribed into space and
becomes a free body the movement and
gestures of which can escape control, as
in laughter (we recall Héléne Cixous), or
a movement of desire®. It can doubly en-
danger dominant society: by breaking
down the borders that society has im-
posed upon it, and its closed system.
And so the minority body, which is limin-
al, since it belongs to two systems, is
subversive, for it transgresses boundar-
ies and weakens their cement. By being
inscribed in public space, it ceases to be
just a place of difference in relation to
which the dominant society is defined
but, putting before it an ethical demand,
becomes a potential corrective of it.
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The quotation from
Annie Le Brun with
which the introduc-
tion to the first edi-
tion of Andreja
Kuluncic: Art for Social
Changes ends.
http:/pescanik.net/
sto-je-dispozitiv/ [tr.
from Croatian]

Ranciére, J. Aesthetics
and Its Discontents.

Provocation of the institutional
margin

As if they ring out in the resonance of
the repetitions of the words “no, no, no,
no"” of Annie Le Brun,” which so well de-
scribes the passion of both of these fe-
male artists, the works Vrapce Pillows,
Performing the Exhibition: ART-ACT-BOX
and EQUALS as well as segments of the
projects Creative Strategies, Conquering
and Constructing the Common and Tool-
kit for a Joint Action mirror the artist’s
refusal to be a subaltern. In two ways.
First of all through artistic activity - cre-
ating and activating forms of informal
education and advocating for disenfran-
chised and minority identities - and then
by self-positioning in the system of art.
Repelled by the centres of power in the
system that, involving a fair degree of
givenness and dependence, reproduces
the neoliberal agenda, Andreja Kulungi¢,
in spite of a career in art that is quite
considerable, or perhaps because of it,
works from the institutional margins.

Except for the Mexican segment of
Creative Strategies and the performance
ART-ACT-BOX, which she put on in the
framework of museum projects, she has
initiated or completed her other works
as productions of her own. Independent-
ly of this, these are projects that are bal-
anced on the intersections of disciplinary
fields, blurring the boundaries among
them, ultimately being resolved by con-
crete contributions in the field of not-
art. If she does put some of themonina
museum or gallery, like Creative Strate-
gies and Vrapce Pillows, then this is a
part of the artistic strategy, of using the
institution for the transfer of margin-
alised identities into the dominant cul-
tural space.

Andreja Kulundi¢ is aware of what
she has going for her. The status of fe-
male white artist from Europe, with an
outstanding CV in the art system, con-
fers on her the ability through the medi-
um of exhibition or artistic work to sub-
vert the prevailing dispositive. “The dis-
positives in disciplinary society”, explains
Agamben, “through a series of practices
and discourses, knowledges and exercis-
es, aim at the creation of obedient but
free bodies that acquire their subjective
identity and freedom in the actual pro-

cess of their own enslavement. A dispos-
itive is, then, above all a kind of machine
that produces subjectivation and only
like this is a management machine”.%*
Subversion of the dispositives, then, im-
plies processes of re-subjectivation, and
since this is a matter of a conditioned
configuration, then all who are caught
up in it go through re-subjectivation.
And positions of power are in the pro-
cess shaken and overturned. To prompt
change means, then, to threaten one’s
own position This is not an easy decision
to take and this is the reason when many
engaged artistic projects are not in fact
that, representing, more often than
their politicalness, their political image.
Between representation and change,
however, Andreja Kulunéi¢ chooses
change, aware that it is possible only on
the margins of the system.

I shall argue that this negotiation
from the margins is more than the au-
thor's strategic withdrawal into the
shadows; in fact, it fundamentally char-
acterises her artistic practice.

Let us begin with the assumption of
art as a separate social system that se-
cures for each element of it the quality
of exclusiveness and particularity. Differ-
ent systems, however, political, econom-
ic, artistic, educational and others, im-
pinge on each other, overlap, interfere,
taking aesthetic and communicational
forms from each other. In this interfer-
ence, art, particularly engaged art, is in
the constant tension of the policies im-
manent to it: affirmation of its own sep-
arateness inside society and alignment,
even disappearance, in everyday life. %

But in the works that we are consid-
ering, extension over both fields is con-
stitutive. It is both artistic process and
product. Temporarily occupying a muse-
um, for example, is an artistic procedure
that enables the marginalised, impover-
ished communities of Mexico City to be-
come visible and to move into the domi-
nant culture while the aesthetic and eth-
ical cultural framework the artistic work
is established. The simultaneous embed-
ding of the work in two systems and the
transformation process that the actors
and the public undergo give it the char-
acter of the liminal. But this is a source
of unease in both systems. If dichoto-
mies are an instrument for describing

06 Fischer-Lichte, E.
Estetika performativne
umjetnosti. Sarajevo

the world, and hence the regulations of
our working and behaving, then knock-
ing them down “means not only the de-
stabilisation of the perception of the
world self-perception and perception
from outside, but also the undermining
of the rules and norms that govern our
behaviour”. °¢ This leads to change in
both systems.

Now it remains to analyse the levels
in what is said. On the one hand, itis a
matter of liminality at the level of artis-
tic politics, at the other of the art work. |
shall stick to the first, for something has
already been said of the second. While
art is balanced between aesthetic para-
digms, one of which comes close to ev-
eryday life and in its radical form does
away with it there, the other retains its
autonomy and exceptionality, the art
system takes over the hegemonic model
of the political and economic system, be-
ing founded on a clearly placed norms
and rules. Breaches from a second sys-
tem jeopardise its border, which is any-
way fragile, for the systems constantly
overlap, forming a heterogeneous field
of reality. The question posed, which
Ranciére speaks of, is not aesthetic
transformation, passage from the artis-
tic field to the political for each of them
has its own aesthetics, but how to find a
place for mutual understanding. It is this
question that Andrea Kulun¢i¢ indefati-
gably and successfully answers.
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dluka da se knjiga Andreja Kuluncic:

Umjetnost za drustvene promjene
prosiri radovima koji su nastali, odnosno,
razvili se nakon njezina prva izdanja, otvori-
la je raspravu, ne samo u smjeru dodatnih
analitickih promisljanja i pozicioniranja
novih radova u odnosu na prethodne, s
obzirom na njihove dodirne tocke, prekla-
panja i odstupanja, vec i u smjeru Sirih dis-
kurzivnih propitivanja. Primjerice, pitanje na
koji nacin uklopiti nove radove u postojecu
kriti¢ko-analiticku strukturu propituje flek-
sibilnost, rezistentnost i propusnost us-
postavljenog analitickog diskursa, ali uvodi i
nove teorijske perspektive i teZista. Na ve¢
razgranatoj karti autori¢ine umjetnicke
prakse, ono pokrece ucrtavanje dodatnih
¢vorista, kao i novih preklapanja unutar dis-
ciplinarne mreZe, Sirenje referentnog polja i
medija komunikacije.

Novo poglavlje, posveceno cetirima ra-
dovima Kreativne strategije, Vrapcanski jas-
tuci, ART-ACT- BOX i ISTE, nastavlja se na
prvo izdanje knjige kao svojevrsni post
scriptum. tj. kao tekst koji uvazava prethod-
no receno, ali bi htio jo$ nesto reci. Rjecnicki
to nije sasvim ispravno, jer dodatak u obliku
post scriptuma podrazumijeva prethodno
zaokruzZeno i zavrseno pismo. Rad Andreje
Kulunci¢, medutim, nije zatvoreni sustav. To
je pismo koje se stalno iznova ispisuje i puni
znacenjima uspostavljenim s razlicitih disci-
plinarnih polja. Cak i onda kada autorica
“dovrsi” rad, on nastavlja svoj mnogostruki
dijalog, poput, primjerice, Distributivne
pravde, Zatvorene zbilje - embrio nekih
segmenata Kreativnih strategija ili Izvedbe
izlozbe: ART-ACT-BOX itd.

Nadalje, novi su radovi sagledivi u
svjetlu analitickih promisljanja i odredenja
koje nudi tekst (Po)etika drustvenih promje-
na, a post scriptum ocrtava njihove

specificnosti, no zasigurno moze otvoriti
neka vrata koja su za prethodna
razmisljanja bila nevidljivaili pritvorena.

Tehnicki, tekst i njegov dodatak
kronolo3ki segmentiraju rad Andreje
Kulun¢i¢, no valja ih sagledavati prostorno i
sinkronijski. Kao i njezina umjetnicka praksa
u svojim razlic¢itim, izvedbenim i diskur-
zivnim oblicima, i oni se upisuju u sloZenu i,
poroznim granicama razdijeljenu, kartogra-
fiju disperzivno rasprostranjenih drustveno
angaziranih praksi, odakle nude alate za
drustveno djelovanje.

Izvedba

Rad Izvedba izlozbe: ART-ACT-BOX naoko
se izdvaja od ostalih autori¢inih radova. No
diskurzivno-performativna igra koja, u
koreografiji plesacice suvremenoga plesa
Zrinke Uzbinec, tematizira konceptualne
umijetnicke prakse iz fundusa cetiriju muze-
ja, proizlazi iz iste logike iz koje su se razvili i
veliki autoricini radovi poput Distributivne
pravde ili Kreativnih strategija. lako, uvjetno
receno, mali i za autoricu netipican, ovaj rad
markira vaZznu sponu unutar njezina opusa i
kao most povezuje vremenski i geografski
udaljene prakse angaziranih umjetnosti.
Osim toga, u diskurs o umjetnicinu radu
uvodi koncepte izvedbe i tijela. Pojam izved-
be, pritom, nije vezan za specificnu
umjetnicku formu koliko opisuje paradigmu
spoznavanja stvari. On oznacava proizvod-
nju zbiljnosti i podrazumijeva dogadajnost,
interakciju, preobrazbu, sustav
medudjelovanja... Plesacicin se performans
naziva Izvedba izlozbe, no ta je izvedba
simboli¢na. Ono 5to se zapravo izvodi
umjetnicki su iskazi, modeli prekoracenja
norme, odnosno proizvodenja novih para-
digmi. Izvedbom plesacica (pro)izvodi/per-
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feministickih teksto-
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Citat Annie Le Brun
kojim zavrsava uvod-
ni tekst prvog izdanja
knjige Andreja
Kuluncié: Umjetnost za
drustvene promjene.

formira znanje o tome. Pogled unatrag
pokazat ¢e nam srodnost s drugim
autoric¢inim radovima u kojima razlic¢ite
simbolicke forme, disciplinarne paradigme i
modeli znanja, posredstvom razlicitih izved-
benih ¢inova i konstruiranih situacija
(drustveni laboratorij), sudjeluju u proizvod-
nji novih paradigmi.

Naglasavanjem metatekstualne razine
ovoga rada Zelim potkrijepiti pretpostavku,
koju razvijam u daljnjem tekstu, da drustve-
no angazirani projekti Andreje Kulunci¢, u
svom paralelnom sloju, iako to nije autorici-
na namjera, pokazuju proturjecnosti drus-
tvenog funkcioniranja umjetnosti: dok su s
jedne strane umjetnicke intervencije, nado-
mjestajudi nedostatno politicko funkcioni-
ranje, sposobne izvrsiti drustvene pomake,
umjetnicki sistem, i precesto zatvoren u
sebe, obnavlja hegemonijsku politicku
strukturu, slijededi istu agendu. Time doki-
da transformacijsku funkciju umjetnosti.
Djelovanje s ruba sistema, stoga je umjetni-
Cina strateska odluka, jer jedino takvo djelo-
vanje moZe izmaknuti njegovoj kontroli i
moZe poljuljati njegove ¢vrste granice.

Upisivanje tijela u javni prostor

Unutar koncepta performativnosti, koji
proizlazi iz Austinove teorije govornih
¢inova, kasnije teorijske vizure fokusirale su
se na tijelo koje se u svojoj posebnoj ma-
terijalnosti, isto kao i identitet, konstituira
performativnim ¢inom - radnjama i gesta-
ma, odnosno socijalnom konstelacijom, ko-
je ga cine. To spominjem kako bih skrenula
pozornost na usku vezu izmedu tijela,
identiteta i izvedbe te, koristedi se tim kon-
tekstom, na vaznost javnoga prostora u
konstruiranju, odnosno dekonstruiranju
reprezentacija identiteta.

Tijelo se ostvaruje u diskursu, kazu
zagovornici koncepta kulture kao teksta. Da
bi postojalo, ono se mora izraziti. No 500
funti godi$nje i vlastita soba”, vec je dugo
osvojeno podrugje. Zensko pravo na glas je
normirano, migrantske kvote su definirane,
statisticki popisi su uredni, trziste rada je
slobodno, drustvo je demokratsko i politicki
korektno. Ipak, kultura je i dalje iskljuciva.
Manjinsko je tijelo podcinjeno i brutalno
izloZeno nasilju koje dolazi s dominantne
pozicije. To su problemi koje definira kolek-
tiv ISTE. Usporedimo li ovaj rad s drugima u
kojima Andreja Kulunci¢ radi s manjinskim
skupinama, primjerice s migrantskim rad-

nicima u Bosanci van! ili 1 FRANAK=1 GLAS,
siromasnim zajednicama Mexico Cityja,
psihijatrijskim bolesnicima u Vrapcanskim
jastucima ili Zenama u index.Zene, vidjet
¢emo da se tek pozicioniranjem u javni
prostor dominantne kulture - ulicu, muzej ili
galeriju, ili virtualni heterogeni prostor soci-
jalnih mreza - postize politicka subjekti-
vacija manjinskoga tijela. Radi se, dakle, o
izvodeniju tijela. Ono se pozicionira, us-
postavlja odnos, upisuje se u prostor te
postaje slobodno tijelo kretnje i geste koje-
ga mogu izmaknuti kontroli, poput smijeha
(sjetimo se Héléne Cixous), ili pokreta
zudnje.”2 Ono moze dvostruko ugroziti
dominantno drustvo: razbijanjem vlastitih
granica koje mu je to drustvo nametnulo,
kao i njegova zatvorenog sustava. Stoga je
manjinsko tijelo, koje je liminalno jer pripa-
da dvama sustavima, subverzivno jer
prekoracuje granice i slabi njihovo ljepilo.
Upisivanjem u javni prostor, ono prestaje
biti samo mjesto razlike u odnosu na koju
se definira dominantno drustvo i,
postavljajuci pred njega eticki zahtjev, ono
postaje njegov potencijalni korektiv.

Provociranje institucionalnoga ruba

Kao da odjekuju u rezonanciji ponavljanja
rije¢i “ne, ne, ne, ne” Annie Le Brun®, koje
tako dobro opisuju strast obiju autorica, ra-
dovi Vrapéanski jastuci, Izvedba izloZbe:
ART-ACT-BOX i ISTE te segmenti projekta
Kreativne strategije, Conquering and Con-
structing the Common i PoCetnica
zajednickog djelovanja, zrcale umjetnicino
nepristajanje na podcinjenost. | to dvostru-
ko. Najprije umjetnickim djelovanjem —
kreirajudi i aktivirajuci oblike neformalne
edukacije te zalaZuci se za obespravljene i
manjinske identitete — a potom samopozi-
cioniranjem u sistemu umjetnosti. Zazirudi,
naime, od centara modi unutar sistema koji,
ukljucujuci poprili¢an stupanj zadanosti i
zavisnosti, reproducira neoliberalnu agen-
du, Andreja Kulunci¢, unatoc¢ zamjetnoj
umjetnickoj karijeri, ili bas zbog nje, djeluje
s institucionalnoga ruba.

Izuzevsi meksicki segment Kreativnih
strategija i Izvedbe izloZzbe: ART-ACT-BOX,
Sto ih je ostvarila u okviru muzejskih pro-
jekata, ostale je radove pokrenulaili u pot-
punosti realizirala kao vlastite produkcije.
Neovisno o tome, to su projekti koji balan-
siraju na sjecistu disciplinarnih polja,
zamucujudi njihove granice, a u konacnici se
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razrjeSavaju konkretnim doprinosima u
polju ne-umjetnosti. Ako neke od njih i
postavlja u muzej ili galeriju, poput Krea-
tivnih strategija ili Vrapcanskih jastuka, on-
da je to dio umjetnicke strategije: instituci-
jom se koristi kao transferom marginali-
ziranih identiteta u dominantni kulturni
prostor.

Andreja Kuluncic svjesna je svojih be-
nefita. Status bijele umjetnice iz Europe, s
izvrsnim referencama u umjetnickom siste-
mu, pridaje joj mo¢ da kroz medij izlozbe i
umjetnickog rada subvertira postojece dis-
pozitive. “Dispozitivi u disciplinarnom
drustvu’, tumaci Agamben, “preko niza
praksi i diskursa, znanja i vjezbi, smjeraju na
kreaciju pokornih, no slobodnih tijela koja
pridobivaju svoj subjektni identitet i ‘slo-
bodu’ u samom procesu vlastita podjarmlji-
vanja. Dispozitiv je, dakle, prije svega neki
stroj koji proizvodi subjektivacije i samo kao
takav jest i stroj upravljanja®* Subvertiranje
dispozitiva, dakle, podrazumijeva procese
re-subjektivacije, a bududi da se radi o uvje-
tovanoj konfiguraciji, onda svi koji su njome
zahvaceni prolaze kroz ponovnu subjekti-
vaciju. Pritom se ljuljaju, pa i izvréu pozicije
moci. Potaknuti promjenu, tako, znaci ugro-
ziti i vlastitu poziciju. To nije laka odluka i to
je razlog sto mnogi angazirani umjetnicki
projekti ustvari to nisu, Sto ceSée od svoje
politi¢nosti reprezentiraju svoju politicku
sliku. Izmedu reprezentacije i promjene,
medutim, Andreja Kulunci¢ bira promjenu,
svjesna da je ona mogucéa samo na margini
sustava.

Pokusat ¢u pokazati da je to prego-
varanje s ruba, viSe od autori¢ina strateskog
povlagenja u sjenu te da fundamentalno
obiljezava njezinu umjetnicku praksu.

Pocnimo s pretpostavkom o umjetnosti
kao zasebnom drustvenom sistemu koji
svakom svom elementu priskrbljuje kvalite-
tu ekskluzivnosti i partikularnosti. Razliciti
se sistemi, medutim - politicki, ekonomski,
umjetnicki, edukacijski i drugi — dodiruju,
preklapaju i interferiraju preuzimajudi jedni
od drugih estetske i komunikacijske oblike.
U toj interferenciji, umjetnost je, a napose
angazirana, u stalnoj tenziji njoj imanentnih
politika: afirmacije vlastite izdvojenosti unu-
tar drustva i poravnanja, ¢ak i isceznuca, u
svakodnevnom Zivotu.%

No u radovima koje razmatramo, pro-
tezanje preko oba polja je konstitutivno.
Ono je umjetnicki postupak i produkt.
Privremeno zauzimanje muzeja, primjerice,

umjetnicki je postupak koji omogucuje mar-
ginaliziranim siroma3nim zajednicama
Mexico Cityja vidljivost i prolaz u dominant-
nu kulturu, dok je, time uspostavljen, estet-
ski i eticki kulturni okvir umjetnicki rad. Is-
todobno usidrenje rada u dva sistema i
transformacijski proces koji doZivljavaju ak-
teri i publika, pridaje mu obiljeZje liminal-
nog. To je, pak, izvor nelagode u oba siste-
ma. Naime, ako su dihotomije instrument
za opisivanje svijeta, a time i regulativi
nasega djelovanja i ponasanja, njihovo
rusenje “ne znaci samo destabiliziranje per-
cepcije svijeta, autopercepcije i percepcije
onog stranog, nego i narusavanje pravila i
normi koje vode nase ponasanje”®. To vodi
promjeni u oba sistema.

No sada treba rasclaniti razine unutar
recenoga. Naime, s jedne strane rijec je o
liminalnosti na razini umjetnickih politika, a
s druge umjetnickoga rada. Zadrzat ¢u se
na prvoj, jer je o drugoj ve¢ ponesto receno.
Dok umjetnost balansira izmedu estetskih
paradigmi, od kojih je jedna priblizava sva-
kodnevnom Zivotu te u svojem radikalnom
obliku ondje i dokida, a druga zadrzava au-
tonomnost i iznimnost, umjetnicki sistem
preuzima hegemonijski model politicko-
-ekonomskog sistema, zasnivajuci se na jas-
no postavljenim normama i pravilima.
Proboji iz drugog sistema ugrozavaju nje-
govu granicu koja je ionako krhka jer se sis-
temi stalno preklapaju stvarajuci heteroge-
no polje stvarnosti. Pitanje koje se postav-
lja, a 0 Cemu govori Ranciére nije estetska
transformacija, prelazak iz umjetnickog
polja u politi¢ko, jer svako od njih ima svoje
estetike, vec kako pronaci mjesta medusob-
nog razumijevanja. Na to pitanje Andreja
Kulun¢i¢ neumorno i uspjeSno odgovara.
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Jaipur, India.

1999 SEAFair'99 Workshop, Ohrid,
Macedonia.

1998 C3 (Center for Culture &
Communication), Budapest, Hungary.

1996 ArtsLink Soros CCA. Minneapolis, New
York, USA.

1994 Installations and performance, Lake of
St Anna, Romania.

1993 Royal Academy of The Haag, The Haag,
Netherlands.

AWARDS:

2009 Special Acknowledgement of the 43rd
Zagreb Salon Applied Arts and Design
with ARCHIsquad.

2001 Award on 10th Triennale-India, New
Delhi, India.

2000 GrandPrix in new media category. 5th
International Festival of New Film.
Split, Croatia.

2000 Second award on the croatian net.art
competition [mi2], Zagreb, Croatia.

Co-founder of non governmental organization
Multidisciplinary Authors Projects and Actions
(MAPA) for art, science and technology which
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Andreja Kulungi¢

Vizualna umjetnica. Rodena 1968. u Subotici.
Godine 1992. diplomirala na Fakultetu
primijenjenih umjetnosti i dizajna u Beogradu,
odsjek kiparstva.

Od 1992. do 1994. nastavlja studij na Akademiji
likovnih umjetnosti u Budimpesti.

Od 2009. predaje na Akademiji likovnih
umjetnosti u Zagrebu.

Sudjelovala je na znacajnim medunarodnim
izloZzbama poput documentall (Kassel,
Njemacka), Manifesta4 (Frankfurt/Main,
Njemacka), 8. istanbulski bijenale (Turska), The
American Effect (Whitney muzej americke
umjetnosti, New York), Liverpoolski bijenale
(UK), Day Labor (MoMA PS1, New York) i
drugdje.

Znacajnije stipendije: MUAC&SOMA (Mexico
City), Art in General (New York ), Walker Art
Center (Minneapolis), Artspace (Sydney), u
sklopu 10. trijenala Indije (Jaipur) i dr.

U svojim radovima propituje razlicite aspekte
drustvenih odnosa i drustvene prakse, zanimajuci
se za drustveno angazirane teme, suocavanje s
razli¢itim publikama i suradnju na kolektivnim
projektima. Uspostavlja vlastite interdisciplinarne
mrezZe, dozZivljavajui umjetnicki rad kao
istraZivanje, proces sukreiranja i
samoorganizacije. Cesto zahtijeva od publike
aktivnu suradnju i “dovrsavanje” djela.
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Palazzo Clabassi, organizator Neo
Associazione Culturale, Udine, Italija.
Galerija AZ, Zagreb.

Galerija Siva zona, Korcula.

Galerija Skola, Split.

Galerija Forum, Zagreb.

Galerija Filodrammatica, Rijeka.
Aksioma-Project Space, u sklopu festivala
City of Women, Ljubljana, Slovenija.
Galerija Nova, Zagreb.

Galerija “dr.Vinko Perci¢", Subotica, Srbija.
Muzej MUAC (Museo Universitario Arte
Contemporaneo), Mexico City, Meksiko.
Salon Muzeja savremene umetnosti,
Beograd, Srbija.

Muzej MADRE, Napulj, Italija.

Galerija Siva zona, Korcula.

Galerija Miroslav Kraljevi¢, Zagreb.
Galerija Rigo, Novigrad.

Galerija Prozori, Zagreb.

Galerija Art in General, New York, SAD.
Galerija Prosirenih medija, Zagreb.

Art Centar Silkeborg Bad, Danska.
Artspace Visual Art Centre, Sydney,
Australija.

Multimedijalni kulturni centar, Split.
Galerija Miroslav Kraljevi¢, Zagreb.
Galerija Intermedia Arts, Minneapolis,
SAD.

Galerija SC, Zagreb.

Galerija Tam Tam, Budimpesta, Madarska.
Akademija likovnih umjetnosti,
Budimpesta, Madarska.

Galerija Darat Al Funun, Abdul H. Shoman
Foundation, Amman, Jordan.

SKUPNE I1ZLOZBE (od 2000. god.)
Muzej suvremene umjetnosti, izlozba
"Glas umjetnika’, Zagreb.

Galerija KVOST, izlozba “Baywatch’,
Berlin, Njemacka.

Muzej savremene umetnosti Beograd,
izlozba “Sekvence. Umetnost Jugoslavije i
Srbije iz zbirki", Beograd, Srbija.

Galerija Framer Framed, izlozba “It Won't
Be Long Now, Comrades!”, Amsterdam,
Nizozemska.

BIO25 - Bijenale dizajna, izlozba
“"Spekulativnost — post dizajnerska praksa
ili nova utopija’, Ljubljana, Slovenija.
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. Art Centre Silkeborg Bad, izlozba “Lice i
identiteti”, Danska.

Muzej moderne i suvremene umjetnosti,
izlozba “Izmedu tamo i tamo: anatomija
privremenih migracija’, Rijeka.

Palazzo Morpurgo u organizaciji Neo
Associazione Culturale, izlozba “La fine del
Nuovo’, Udine, Italija.

Galerija umjetnina, izlozba “Spekulativnost
- post dizajnerska praksa ili nova utopija?”,
Split.

Muzej suvremene umjetnosti Zagreb,
Fundaci6 Antoni Tapies Barcelona,
Koruska galerija likovnih umjetnosti
Slovenj Gradec i Muzej savremene
umetnosti Vojvodine Novi Sad, u sklopu
projekta “Performing the Museum”.

XXI Milansko trijenale, izlozba
“Spekulativno - postdizajnerska praksa ili
nova utopija?”, Italija.

Nacionalni muzej Gdanjsk, izloZzba
“Exporting Zagreb, Constructing the
Present of Memory”, Poljska.

Muzej suvremene umjetnosti, izlozba
“Crises and New Beginnings”, Ljubljana,
Slovenija.

Latvian Centre for Contemporary Art,
izlozba “Survival k(n)it 7" Riga, Latvia.
Osage Gallery, izloZba “South by
Southeast”, Hong Kong.

Garage Museum, izloZba “Grammar of
Freedom’, Moskva, Rusija.

Motorenhalle Projektzentrum, izlozba
“Boom, Bubble& Blast’, Dresden,
Njemacka.

Galerija <rotor> izloZba “The Art of Urban
Engagement: Neighbourhood and
Expertise” Graz, Austrija.

Carré d'Art - Nimes Museum of
Contemporary Art, izloZzba “Personal
Cuts” Nim, Francuska.

Festival Zeljezara, Sisak.

Kunstmuseum Bochum, izloZba “wir
wieder hier”, Bochum, Njemacka.

Palais de Tokyo “East side stories -
Contemporary Croat videos”, Pariz,
Francuska.

. Galerija Open Systems, izloZzba “The Bring
In Take Out - Living Archive’, Be¢, Austrija.
52. Annale Pore¢, Istarska sabornica,
Porec.

The House of Electronic Arts Basel,
izlozba “Gateways", Basel, Svicarska.
Galerija Parmeggiani, izlozba “Dalla Parte
Delle Donne” Fotografia Europea 2012,
Reggio Emilia, Italija.

Muzej MUAC, izloZba “Moving forwards,
counting backwards", Mexico City,
Meksiko.

Centar za suvremenu umjetnost Futura,
izlozba “Care Crisis", Prag, Ce$ka.
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Kumu Art Muzej, izlozba “"Gateways”,
Tallinn, Estonija.

. 37. splitski SALON, podrumi

Dioklecijanove palace, Split.

HICA (the Highland Institute for
Contemporary Art), izloZzba “Concretely
Immaterial”, Skotska, UK.

MSU, izlozba “Slika od zvuka", Zagreb.
Galerija Emil Filla, izloZzba “The Art of
Urban Intervention”, Usti nad Labem,
Ceska.

Galerija SKUC, izlozba “Hidden Publics”,
Ljubljana, Slovenija.

Hochschule fir bildende Kiinste Dresden,
izloZba “Case study: Artistic self-educa-
tion”, Njemacka.

IzloZba “Slika od zvuka”, Multimedijalni
kulturni centar, Split.

Galerija < rotor >, izlozba “Hidden Publics”,
Graz, Austrija.

Festival “Ekstravagantna tijela:
Ekstravagantni umovi’, Pogon Jedinstvo,
Zagreb.

Galerija moderne i suvremene umjetnosti
Palazzo Forti, izlozba “E-motion to
cohabit”, Verona, Italija.

Hartware MedienKunstVerein, izlozba
“Agents & Provocateurs’, Dortmund,
Njemacka.

Festival prvih “Poslovi sa Suncem”, Zagreb.
Izlozba “Umjetnost uvijek ima posljedice’,
stara zgrada Muzeja suvremene
umjetnosti, Zagreb.

Muzej suvremene umjetnosti, izlozba “Par
lijevih cipela’, Zagreb.

The Brno House of Art, izloZba “Long time
no see”, Brno, Ceska.

. Muzej suvremene umjetnosti, Zagreb,

stalni postav “Zbirke u pokretu”.

Institute of Contemporary Art,
Dunadjvaros, izloZzba "Agents and
Provocateurs”, Madarska.

REX, izlozba “REKONSTRUKCIJE: privatno
=javno = privatno = javno”, Beograd,
Srbija.

de Appel kustoski program, izloZba “Weak
Signals, Wild Cards’, Nort-Amsterdam,
Nizozemska.

Gradska galerija Labin, izloZba “Finalisti” iz
kolekcije Filip Trade, Labin.

Kunstmuseum Bochum, izloZba “A pair of
Left Shoes - Reality Check in East Europe”,
Njemacka.

Galerija Stiftelsen 3.14, izloZba “Soft
Manipulation’, Bergen, Norveska.

43, zagrebacki salon - primijenjene
umjetnosti i dizajna, Zagreb.

Casino Luksemburg, izlozba “Soft
Manipulation’, Luksemburg.

Moderna galerija, izloZba “Muzej na cesti”,
Ljubljana, Slovenija.
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Galerija Ruzi¢, izloZzba "Komunikacije”,
Slavonski Brod.

Donumenta2008 - Hrvatska, Regensburg,
Njemacka.

SPAPORT, Banja Luka, Bosna i
Hercegovina.

Zacheta National Gallery of Art, izlozba
"Another city, another life”, Varsava,
Poljska.

Edinburgh Sculpture Workshop, izlozba
"Positive Critical Imagination”, Edinburgh,
UK.

Urban festival, Zagreb.

Galerija Off Limits, izlozba “The Creators
of Owners”, Madrid, Spanjolska.

On-line izloZba "Victims' symptom”,
LabforCulture, Amsterdam, Nizozemska.
Muzej moderne i suvremene umjetnosti,
izlozba “Formalno angazirano”, Rijeka.
Moderna galerija & SKUC, izlozba
“Sengenske Zene" Ljubljana, Slovenija.
1zloZzba Baranjske umjetnicke kolonije
(BUK), Gal. Waldinger, Osijek & GMK,
Zagreb.

Galerija Shedhalle, izlozba “Work to do!”,
Zdirich, Svicarska.

National Academy of Art New Delhi,
izlozba “Suvremena hrvatska umjetnost”,
New Delhi, Indija.

Muzej Rupe, izlozba “Priroda i drustvo /
Parallel Lines’, Dubrovnik.

Walter and McBean Galleries, San
Francisco Art Institute, izlozba "World
Factory”, San Francisco, SAD.

Galerija O30NE, izlozba “Privatni plesaci’,
Beograd, Srbija.

42. zagrebacki salon, Zagreb.

HULU, izlozba “Zene na raskrizju
ideologija”, Split.

Cultural center Babel, izlozba “Eastern
Neighbors’, Utrecht, Nizozemska.
HTMlles: Export 2, Beograd, Sofija,
Istanbul.

Kunstraum Dornbirn, izlozba “Destroyed
Worlds”, Dornbirn, Austrija.

Le Commissariat, izloZba “Carte Blanche”,
Pariz, Francuska.

Gallery MC, izlozba “Body.City", New York,
SAD.

Rooseum Center for Contemporary Art,
izlozba “Normalisation”, Malmg, Svedska.
Muzej moderne i suvremene umjetnosti
Rijeka, izlozba "1. Biennale Kvadrilaterale”,
Rijeka.

MoMA PS], izlozba “Day labor”, New York,
SAD.

Tirana Biennale 3, Tirana, Albanija.
Generali Foundation, izloZzba "How society
and politics get in picture”, Be¢, Austrija.
39. zagrebacki salon, Zagreb.

Festival regije, Gornja Austrija.
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. Lentos Muzej moderne umjetnosti,
izlozba “Just do it!...’ Linz, Austrija.
Galerija laspis, izloZzba “Nuisance or
Necessity?", Stockholm, Svedska.
Marronnier Art Centre, izlozba “A New
Past”, Seoul, Juzna Koreja.

Liverpool Biennial International04,
Liverpool, Velika Britanija.

Urban festival, izlozba “exUFexTension”,
Zagreb.

Generali Foundation, izloZzba “Collected
Views from West or East”, Be¢, Austrija.
Muzej moderne umjetnosti Saint-Etienne,
izlozba “"Passage d'Europe”, Saint-Etienne,
Francuska.

ZKM Karlsruhe, tematski fokus “Cyborg
Bodies”, Karlsruhe, Njemacka.

Halle fiir Kunst Luneburg, izlozba “Re-
Location’, Luneburg, Njemacka.

Moderna galerija, izlozba “U3’, Ljubljana,
Slovenija.

8. medunarodni istanbulski bijenale,
Istanbul, Turska.

Whitney Muzej americke umjetnosti,
izlozba “The American Effect”, New York,
SAD.

Ludwig Muzej, izlozba “Moszkva ter
Gravitacio”, Budimpesta, Madarska.
Walker Art Center, web izlozba
"Translokacije”, Minneapolis, SAD.

4. trijenale fotografije, Graz, Austrija.
documentall, Kassel, Njemacka.
Manifesta4, Europski bijenale suvremene
umjetnosti, Frankfurt / Main, Njemacka.
Kunstraum Innsbruck, izlozba “Plus Ultra”,
Innsbruck, Austrija.

Expo Park Moskva / Kunstraum Kreuberg
Berlin, izlozba “The Misfits”, Njemacka.
Muzej suvremene umjetnosti, izloZzba
“Here Tomorrow", Zagreb.

BIG Torino - Bijenale mladih, Torino, Italija.
Artspace Visual Art Centre, izlozba “Model
Citizen", Sydney, Australija.

Muzej suvremene umjetnosti, izlozba
“Ispricati pricu’, Zagreb.

Galeria Nationales des Artes, izlozba
“Becomings’, Tirana, Albanija.

Izlozba “Zadar uZivo, Zadar.

WUK Kunsthalle Exnergasse, izlozba
"What, How & For Whom", Be¢, Austrija.
Generali Foundation, izlozba "Double Life”,
Internet / CD-ROM, Be¢, Austrija.

The Alternative Museum, web izloZba,
New York, SAD.

VIDEOLISBOA, Medunarodni video
festival, web selekcija, Lisabon, Portugal.
10. trijenale Indije, New Delhi, Indija.
Galerija “The Brewery Project’, Los
Angeles, SAD.

5. medunarodni festival novog filma, Split.
Galerija SKUC, izlozba “Mala zemlja za
veliki odmor”, Ljubljana, Slovenija.

2000. FILE Electronic Language International
Festival, Sao Paulo, Brazil.

2000. HDLU, izlozba “Sto, kako i za koga”,
Zagreb.

2000. EMAF, European Media Art Festival 2000,
Osnabriick, Njemacka.

2000. Izlozba “Ambijent 90", 10 hrvatskih
umjetnika, Sarajevo i Rijeka.

STIPENDIJE:
2015. University of Johannesburg,
Johannesburg, Juzna Afrika.

2011. MUAC & SOMA, Mexico City, Meksiko.
2005. Galerija Art in General, New York, SAD.
2003. Walker Art Center Minneapolis, SAD &

ArtsLink/CEC International Partners.
2002. Artspace Visual Arts Centre, Sydney,
Australija.
2001. Umjetnicka radionica u sklopu 10. trijenala
Indije, Jaipur, Indija.

1999. SEAFair99 Workshop, Ohrid, Makedonija.

1998. C3 (Center for Culture & Communication),
Budimpesta, Madarska.

1996. ArtsLink, Soros CCA, Minneapolis, New
York, SAD.

1994. Instalacije i performansi, Jezero Sv. Ana,
Rumunjska.

1993. Haska Kraljevska Akademija, Hag,
Nizozemska.

NAGRADE:

2009. Posebno priznanja 43. zagrebackog salona
primij. umjetnosti i dizajna s arhitekt.
grupom ARCHIsquad.

2001. Nagrada na 10. trijenalu Indije, New Delhi,
Indija.

2000. GrandPrix u kategoriji novih medija, Split.

2000. Druga nagrada na web natjecaju
multimedijalnog instituta [mi2], Zagreb.

Suosnivacica nevladine udruge Multidisciplinarni
autorski projekti i akcije (MAPA) za umjetnost,
znanosti i tehnologiju, osnovane u lipnju 2001.
godine u Zagrebu.
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