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Date: September 16–17, 2006
Place of the 
venue: Goethe Institute, Belgrade
Editor: Ana Vujanovi}
Coordinator: Jelena Kne`evi}
Moderators: Ana Vujanovi}, Vlatko Ili}  
Producer: Bitef theatre, Belgrade
Structure: 1. Public presentations

2. Session for local students and postgraduates
3. Working session 

Languages: English (1, 3), Serbian (2)
Schedule: 16th September 

16:00-19:00 – 1. Public presentation of initiatives: PAF
(PerformingArtsForum), Druga Scena / Other
Scene, Clubture’s Regional Initiative

17th September
11:00-14:00 – 2. Session for local students and postgraduates

(papers/exposures and discussion)
15:00-19:00 – 3. Working session (discussion and debate)

Participants: 1. in Other Scene presentation: Dragana Alfirevi} (Druga scena;
Stanica; Balkan Dance Network (Belgrade)), Bojan Djordjev
(Druga scena; TkH (Belgrade)), and Du{an Grlja (Druga scena;
Prelom kolektiv (Belgrade)); in Clubture’s Regional Initiative
presentation: Emina Vi{nji} (Clubture’s RI (Zagreb)) and Iskra
Ge{oska (Clubture’s RI, Tochka (Skopje)); in PAF presentation:
Jan Ritsema (PAF (St. Erme, France)), Berno Polzer (PAF
(Vienna)), Alice Chauchat (PAF (Paris)), and Nicolas Siepen
(PAF; b_books (Berlin)); and Ana Vujanovi} (Druga scena;
Clubture’s RI; PAF; TkH (Belgrade)) as moderator
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2. exposures by: Ana Vilenica (FF, UA), Miljana Peri} (FM, UA), Ana Markovi}
(FFL, FM), Iva Neni} (FM, BOS), Marta Popivoda (FDA), Jelena Kne`evi}
(FDA), and Vlatko Ili} (FDA) – also as moderator 

3. in discussion (in alphabetical order): Dalija A}in (Druga scena;
Stanica; Balkan Dance Network (Belgrade)), Dragana Alfirevi},
Alice Chauchat, prof. Milena Dragi}evi}-[e{i} (management
and production of art and culture – FDA, UA (Belgrade)),
Bojan Djordjev, Iskra Ge{oska, Du{an Grlja, Vlatko Ili}, Vla-
dimir Jeri} Vlidi (slobodnakultura.org (Belgrade)), Emil Jurcan
(TEMP (Ljubljana)), Jelena Kne`evi}, Ana Markovi}, Ulrike
Melzwig (PAF; Ausland (Berlin)), Iva Neni}, Miljana Peri},
Berno Polzer, Marta Popivoda, Jan Ritsema, Nicolas Siepen,
@eljka San~anin (EkS-scene, Balkan Dance Network (Zagreb)),
prof. Mi{ko [uvakovi} (art theory and aesthetics – FM, UA
(Belgrade)), Ana Vilenica, Emina Vi{ni}, and Ana Vujanovi} –
the session was self- organized/moderated

Self-organization: Facts on the publication

Before the conference was announced, we had decided to publish (jointly, TkH and
Bitef) an issue of TkH journal that would be not only a document of the confer-
ence, but also inform about invited self-organizations, and cover wider range of
related theoretical and pro-theoretical discourses. 
During the discussion within the conference we decided not to publish “presenta-
tions” of the organizations that would present them in promotional way, but to
make a “facts finding” or “reality-check” questionnaire through which we would
create a data base with precise material and conceptual facts and aspects of differ-
ent self-organizations in their specific contexts and conditions. 
The first chapter of the issue (Self-organization: Data Base) is made in this way, and
the questionnaire is written by Alice Chauchat and Ana Vujanovi} in collaboration
with Ulrike Melzwig, and was open for suggestions and comments by all partici-
pants. 
The second chapter (Self-organization: Producing the Discourse(s)) brings several
discursive (more or less theoretical) shapings, framings, and problematizations of
the self-organizations in which the participants of the conference take part. 
And in the third chapter (Papers and Discussions from Sessions for Local Students
and Post-graduates) we publish exposures and transcripts of discussions from the
sessions for local (Belgrade) students and post-graduates on the topics of Self-
organization (2006) and aRtivism now (2005). This chapter is exceptionally in
Serbian language, as all the participants are local; but there are abstracts in English,
written for potentially interested readers from outside of the context.

By the end of the year TkH-centre will also publish on-line edition of the publica-
tion (www.tkh-generator.net > TkH journal > Self-organization issue), under the
same CC license. The version will bring, beside all the material published in the
hard copy, MP3 audio files of the discussion held within the conference and a list
of the international links we find important for the topic.
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What is the format/legal status of your organization? 
The building is privately owned; there is no official organization for the partici-
pants; we are setting up a legal association to arrange money and setting the house
to security standards. We will thus make separate answers for the next questions,
on the one hand about PAF the non-formal organization, and on the other hand
about the legal association.
The association is a non-profit association (French law 1901) involving 6-8 people
that take care of the financial maintenance of the house and are responsible for
PAF remaining an open structure available to everybody for self-motivated artistic
residencies.

Where is your organization based? 
Saint-Erme, France

Is it local, regional, or international organization? 
International

What are the rules of/in your organization? 
– Anybody can use the house for artistic processes on the condition of paying a
participation to the costs (rental costs).
– Everyone is responsible for their own activities.
– Everyone makes things possible for others. 

How do you produce these rules?
These rules are the fundament of the whole PAF project, and entail that no other
rule should be made

Do you aim at creating a non or less-organized organization? If yes, how do you
do?
Yes; in order to organize as little as possible, we follow the principle: the one who
does decides.

Is there a core group? Is the core group flexible? 
The users who engage on a more regular basis take more responsibilities than oth-
ers; this group is not set though, and varies depending on each person’s availabil-
ity and decision.
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The legal association (6-8 persons) is responsible for financial matters; these mem-
bers are renewed every 3 years.

Is it possible that the founders don’t remain at the core of your organization? Is this
desirable? 
PAF was founded with the idea to be an organization that includes change in its
basic structure.
Jan Ritsema started with inviting 30 people, then 100 came in the next 8 months
and out of these different individuals and organizations engage on different levels,
taking different responsibilities. This expanding process implies that different peo-
ple can take over the responsibility of maintaining PAF, as long as its principles
remain unchanged.

Do you consider the structure of your organization utopian model? If yes, how? 
Yes; in opposition to the pragmatic model of representative democracy in which
some persons are entitled to represent others, PAF relies on participative democ-
racy as the promise of a structure based on desire rather than contracts

How is the decision-making process organized? How do you produce these rules?
– Everybody’s informed about decisions to be made via the mailing list.
– Anyone can make decisions, power is distributed by commitment.
– Ultimately, those who involve decide.

What are the practices of openness, transparency, sharing in your organization? Are
these important?
Openness is important for people to be able to exchange with others.
Transparency is important so that power stays fluid and responsibilities can be
shared.

How do you ensure sustainability for your project?
In order to maintain the building:
– rents paid by users (7 nights– 70 euros, 5 nights– 75, 10 nights– 100 euros. One
month 250 euro. Persons benefiting from a grant pay the double amount)
– with donations (friends of paf: association collecting donations)
– with subsidies (private and public)

Are you funded from project to project or permanently? 
At the moment there is no reliable or sufficient funding for the project. 

How do you deal with money: how do you write the applications; how do you re-
distribute money? 
Applications are written by those who commit. Money is used to ensure that PAF
can continue, by renovating the house, setting it up to security standards and
equipping it with more work facilities.

In which field of art/culture/society do you work? 
Contemporary art and theory

Is your organization platform of projects, organizations/groups, or individuals? 
It is a platform for individuals and groups to carry out projects.
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What do you produce: relationships or products? 
We produce conditions for both relationships and products as there can be no
products without relationships.
Do you want self-organization to support your art or do you want it to change
society? 
We assume that art is not personal and is a potentially changing force in society.
We are developing a social model that also questions our relationship to art and to
each other, so that art can change.

How do you decide on who is in / who is out? 
People decide for themselves.

Do you accept memberships? Who can apply?
There is no membership.

Do you inform people about your organization models? If yes, whom and how? 
The model and organization of PAF is spread mainly through word-of-mouth by
people that have been there, e-mail PDF files and also through the web-site.

Who represents your organization? 
PAF is represented by the people who decide to do so and organize contexts for
doing it.

Is your organization based on principles of representation? 
No; it is based on participation and interest.

Are you interested in networking/exchange with other self-organizations in Europe? 
Yes

E-mail and/or postal address 
Jan Ritsema/PAF, 15, rue Haute, 02820 St Erme Outre et Ramecourt, France
jritsemaªgdt.nl 

Phone and/or fax and/or mobile 
T/F: +33323801846; mobile: +32479910668 

Web site
www.pa-f.net
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What is the format/legal status of your organization?
Clubture’s Regional Initiative is non-formal project/program based cooperation
platform that gathers cultural civil society organizations.
The platform was initiated by Clubture, Croatia, which is formal network (associ-
ation) of cultural civil society organizations. 

Where is your organization based? >
Is it local, regional, or international organization?
Clubture’s Regional Initiative operates regionally. At the moment it gathers organ-
izations from: Croatia, Serbia, Slovenia, Macedonia and Bosnia & Herzegovina.
The Clubture network, that initiated regional platform and that administrates it, is
based in Zagreb, Croatia (offices in Zagreb), but it gathers organizations from all
over Croatia and operates as national organization.

What are the rules of/in your organization?
Since the regional initiative is still in developing process, our rules and procedures
are still in building-up process. We have a test-model of rules that define coopera-
tion and partnership and decision-making procedures and criteria.

How do you produce these rules?
These rules and procedures were produced by Work Group that gathers 10 people
from different organizations from different countries and were presented to all
organizations that were included in program cooperation and initiative for plat-
form in general. These rules are still in developing and checking-in-practice phase
and are re-designed by the Work Group. In December 2006 there will be General
Meeting organized where all organizations will discuss and define the final rules
and procedures.

Do you aim at creating a non- or less-organized organization? If yes, how do you do? 
Is there a core group? Is the core group flexible?
Our aim is to produce basic structure that will enable permanent self-organization
principle, that is: organizations gathered in platform are creating and organizing
cooperation projects independently by them selves. The role of the platform is to
secure that project and program cooperation in the region become more stable,
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Name/title of organization: 

Clubture’s Regional Initiative



sustainable and permanent and to create context that will encourage cooperation
between organizations from different countries in the region and to create model
that will secure genuine, full partnerships.
The platform is not member-based or closed group. On the other hand, there is no
“open call” or anything similar for any organization to become formal member.
Any organization can join the platform, but through program cooperation with
other organizations. It needs to join a partnership project of other organizations,
or it can suggest a new partnership project. This makes the group very flexible, but
stable in the same time.

Is it possible that the founders don’t remain at the core of your organization? Is this
desirable?
Since the general goal is to establish independent poly-centric network, that won’t
be dependent on Clubture’s initiative and administration, the organizational and
structural form is going to be changed. 
Since there is no real “core“ considering involved organization, the number and
diversity of organizations in not only desirable, but also inherent to the platform.

Do you consider the structure of your organization utopian model? If yes, how?
No.

How is the decision-making process organized? >

What are the practices of openness, transparency, sharing in your organization? Are
these important?
The basic idea of decision-making process is to enable participation of all involved
organizations and to assure efficiency in decision-making. 
The procedures details are still developing, and should be agreed by involved
organization in General Meeting in December. At the moment, decision-making
process has three instances/levels:

• coordination and management level – practical and operational decisions;
project coordinator, program coordinator, financial administrative
(Clubture’s staff)

• structural and strategic decisions proposition level – the Work Group is dis-
cussing and proposing key strategic and structural elements; the propositions
are always given to other organizations to comment and discuss;

• final decision making level – all structural and strategic decisions shall be dis-
cussed and agreed by all involved organization (if consensus it’s not possible,
than the majority principle); 

Beside that, there is specific procedure for cooperation programs:
• organizations are creating partnership projects/programs that they want to

do through the platform;
• coordination and Work Group are checking if proposed programs are in

accordance with the program cooperation model;
• the platform approaches the donors;
• if and when the funds are approved, all organizations that proposed pro-

grams are deciding together which of the programs and with which amount
will be financed of platform’s resources. This shall be done through specific
system of propositions rating, where each organizations is rating the projects
according to three criteria. The sum of these evaluations shall give the final
rate list which defines (a) which projects shall be financed and (b) with which
amount.
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How do you ensure sustainability for your project?
a) organizations involved in program collaboration are participating with financial
or in-kind resources (around 50%)
b) for the other part (“platform budget”) we are approaching to different donors
(international and Croatian for now)

Are you funded from project to project or permanently?
From project to project

How do you deal with money: how do you write the applications; how do you re-
distribute money?
The applications are written by management.
Part of the budget (around 10 – 15%) goes for administration, organization, manage-
ment, offices, communication, etc. The rest (90 – 85%) goes for programs and meet-
ings. The program money (which is the most) is distributed as it was described above.

In which field of art/culture/society do you work?
The platform gathers organizations of an independent cultural scene. It is the scene
of independent, non-profit, grassroots clubs, initiatives and organizations (civil
society acters) that operate on the specific ground of cultural production and
socially engaged action, marked with elements of hybridization and of creative
linking of several different fields: youth culture, so called urban culture and alter-
native culture, diverse forms of development oriented action, programs influenced
by new media and technologies, socially engaged programs, policy actions, etc. It
is characterized by diversity, dynamicity, interdisciplinary and high level of social
awareness and activism. 

Is your organization platform of projects, organizations/groups, or individuals?
Both: platform of projects and of organizations

What do you produce: relationships or products?
Relationships that produces cultural cooperation projects/programs/products

Do you want self-organization to support your art or do you want it to change
society?
To support independent cultural organizations in the region in their program pro-
duction and exchange, to have effect in their visibility and recognition, but also to
change conditions and context of cultural cooperation in the region

How do you decide on who is in / who is out? >
Do you accept memberships? Who can apply?
It is described above.

Do you inform people about your organization models? If yes, whom and how?
The models are developing and are not widely publicly presented. The current
development phases are communicated with around 40 different organizations,
which are also transferring information to other organizations in their countries.

Who represents your organization?
There is no formal representative of the platform itself. Since it is still functioning
as Clubture’s regional initiative, it is represented by Clubture.

Is your organization based on principles of representation?
No.
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Are you interested in networking/exchange with other self-organizations in Europe?
Yes.

E-mail and/or postal address 
CLUBTURE, Svacicev trg 1, 10000 Zagreb, Croatia
clubtureªclubture.org

Phone and/or fax and/or mobile
T: + 385 (0)1 4572 591; F: + 385 (0)1 4572 592; M: + 385 (0)91 25 82 567 

Website
www.clubture.org (Croatian only)

* Contact persons:
Emina Vi{ni} (overall coordination); Nives Fabe~i} (program coordination)
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What is the format/legal status of your organization?
It is informal network of 8 independent cultural and artistic organizations or
groups as yet, due to change/expand in the near future.
Partners in Other Scene project are:
• TkH – Centre for Performing Arts Theory and Practice www.tkh-generator.net 
• Station –  Service for Contemporary Dance www.dancestation.org 
• Prelom Collective www.prelomkolektiv.org 
• The HyperMedia Institute – Techne www.fluid-project.org 
• Queer Belgrade Collective www.queerbeograd.org 
• Stanipanikolektiv www.stanipanikolektiv.com 
• SFW – Nova Drama www.nova-drama.org

dez.org www.dez.org.yu

Where is your organization based?
In Belgrade

Is it local, regional, or international organization?
It only covers Belgrade (at the moment).

What are the rules of/in your organization?
– All member organizations are equal, at all possible levels.
– Every member of the network has a representative in the board. (All strategic and
practical decisions are made by the board, where representatives discuss their state-
ments, thoughts, conclusions previously made in their groups and organizations.)
– There are also two independent coordinators – they have executive function.
– Rules for the member organizations: based in Belgrade, independent, formal or
informal, not having a space/place and stable organizational infrastructure, have
active tendency toward cultural policy issues, not supporting racist, national, reli-
gious, sexual, and gender discriminations, dealing with the fields of contemporary
art (any discipline), art theory, and cultural activism. 

How do you produce these rules?
At the meetings of the board, through discussions
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Name/title of organization:

Druga Scena / Other Scene



Do you aim at creating a non- or less-organized organization? If yes, how do you do?
We rather aim at creating a hybrid organization with polycentric structure. In fact,
we work with a weak and temporary model; the real (concrete) organization struc-
ture will be decided upon when/if the network expands.

Is there a core group? Is the core group flexible?
Not for now

Is it possible that the founders don’t remain at the core of your organization? Is this
desirable?
Since the network is still informal, we will decide on this later.

Do you consider the structure of your organization utopian model? If yes, how?
Yes, not because of its conception, but because it clashes with the real world.
Perhaps, it means that it is not project realistically. 

How is the decision-making process organized?
Through the principle of “consensus minus one” of the members of the board

What are the practices of openness, transparency, sharing in your organization? Are
these important?
We use a mailing list.

How do you ensure sustainability for your project?
It is still a non-budget project.

Are you funded from project to project or permanently?
We are still not funded.

How do you deal with money: how do you write the applications; how do you re-
distribute money?
The applications are written by 2 managers/coordinators of the network and then
proof-read and corrected by all the members through the mailing list. 
As no grant is provided as yet, there was no re-distribution of money.

In which field of art/culture/society do you work?
Other Scene was conceived as a network that will mainly deal with cultural policy
and promotion of the independent artistic and cultural scene in Belgrade. More
concretely, the fields are: contemporary arts (performing, visual, music, digital…),
theory of art, and cultural activism.

Is your organization platform of projects, organizations/groups, or individuals?
It is a network of organizations and informal groups.

What do you produce: relationships or products?
Hopefully both.

Do you want self-organization to support your art or do you want it to change
society?
In case of the other scene the intervention in the cultural scene of Belgrade is pri-
mary, and support to the art/culture/activities of each member follows as a result.
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How do you decide on who is in / who is out?
We are still working on the criteria…

Do you accept memberships? Who can apply?
We will send a broad invitation to a large scale meeting of the independent scene,
and hopefully at that meeting we will decide on the membership issue.

Do you inform people about your organization models? If yes, whom and how?
Yes: on presentations, but mainly in meetings with local funders or potential part-
ners.

Who represents your organization?
Any member of the network or organizations within the network.

Is your organization based on principles of representation?
No

Are you interested in networking/exchange with other self-organizations in Europe?
Yes

E-mail and/or postal address 
E-mail list: druga_scena_bgdªyahoogroups.com 
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What is the format/legal status of your organization?
Non-governmental organization 

Where is your organization based? 
Belgrade

Is it local, regional, or international organization? 
Local, with regional and international activities

What are the rules of your organization? 
Station is ideally a horizontally organized structure, with boards and teams and
each active member operating on the same level, although we are aware that we
have to invest a lot of work to achieve this. 

How do you produce these rules? 
They derive from equal participation of all members in producing, organizing and
implementing Station’s programs.

Do you aim at creating a non- or less-organized organization? If yes, how do you do?
At the moment, we aim to create a polycentric organization, with almost every
project of Station having a responsible person and its own organization. 

Is there a core group? Is the core group flexible?
The organization is working in concentric circles:
a) inside circle of people responsible for thinking, organizing and implementing
projects, 
b) Board of Station’s founders
c) temporary staff for different tasks and projects 
At the moment four persons working in the production/administrative work, and
this number for the moment doesn’t have a luxury of being flexible. 

Is it possible that the founders don’t remain at the core of your organization? Is this
desirable?
Founders are at the same time core team.
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Name/title of organization: 

STATION service for contemporary dance



Do you consider the structure of your organization utopian model? If yes, how?
The ideal structure of Station is an utopian model, in the sense that it should
remain horizontally structured. In the same time, it is an organization working for
the benefit of the whole contemporary dance scene, so ideally, all members of the
scene should be able to create decision making processes and working procedures,
at meetings etc. It is a constant process, as for this a greater initiative and self dis-
cipline is required…

How is the decision-making process organized?
All active members of Station are involved in decision-making processes. This
practically means that all ideas are discussed with everyone during meetings, and
often the situation is so obvious that there is no need yet in creating mechanisms
for decision-making.

What are the practices of openness, transparency, sharing in your organization? Are
these important?
All activities of Station are public, and therefore accessible to public and open to
evaluation, suggestions and comments. At the meetings of board or internal staff,
we aim to make the work of the core team very obvious and open to influence. 

How do you ensure sustainability for your project? 
Through public state funds and international funds

Are you funded from project to project or permanently? 
From project to project

How do you deal with money: how do you write the applications; how do you re-
distribute money? 
This question was not clear for me, so I will say: yes, we write applications for
Station’s programs, and we also send out our own applications to accept projects
of other people. 

In which field of art/culture/society do you work? 
Our main area of work is contemporary dance, and its wider context so that the
activities go towards the fields of cultural policy, education and multidisciplinary
areas.

Is your organization platform of projects, organizations/groups, or individuals? 
It is a service for all organizations and individuals working in/concerned with con-
temporary dance: dancers, choreographers, managers, theoreticians, dance compa-
nies, projects, etc.

What do you produce: relationships or products?
We provide conditions for educational, information-exchange, artistic dialogues
and cultural policy– dialogue processes, and by doing this we believe we can cre-
ate new models for /or influence existing/ relations. 

Do you want self-organization to support your art or do you want it to change
society?
We are influencing existing models of collaboration and artistic production in
Serbia, in accord with different value systems, which inevitably is a change of soci-
ety on a micro plan. Continuous activity in this direction can generate changes on
a wider plan, society as a whole.
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How do you decide on who is in / who is out?
Station is at the moment completely non-selective, its services and projects are
open to everyone, and we don’t have yet mechanisms that would decide who is in
and who is out.

Do you accept memberships? Who can apply?
We will from this autumn introduce membership. Anyone who can benefit from
our programs or who can support work of STATION is welcome. 

Do you inform people about your organization models? If yes, whom and how?
We are constantly visiting different meetings and communicate with people from
similar platforms, getting knowledge about how they work and sending informa-
tion about our work. Also, we are trying to communicate our ideas to the city and
state authorities, so that they can become active partner.

Who represents your organization?
Managing board (four individuals from the core team) that represents STATION.

Is your organization based on principles of representation?
It is not based on principles of representation, but we work to get secured more
visibility in our surrounding.

Are you interested in networking/exchange with other self-organizations in Europe?
Yes.

E-mail and/or postal address 
alfirevicªdancestation.org (Dragana Alfirevi}, Station program coordinator)

Phone and/or fax and /or mobile
Mobile: +38641790676

Web site
www.dancestation.org
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What is the format/legal status of your organization?
Non-governmental organization 

Where is your organization based? 
Belgrade, Serbia

Is it local, regional, or international organization? 
Local, with some regional and also international activities

What are the rules of/in your organization? 
TkH is an independent organization based on conceptual platform: critical theo-
ries + contemporary performing arts + discursive interventions into local context.
It is horizontally organized structure, where all collaborators are independent in
creating and realizing the projects, together with previous collaborators, alone, or
with new collaborators. The rule is that no one has right to reject, to demand
changes, or to disturb the project carried by other collaborator(s). If she/he dis-
agrees in many aspects, she/he probably will not be interested in working within this
platform in future and vice versa. Besides, there is one chief producer and organiz-
ers. There are three persons in charge for TkH, and their role is administrative.  

How do you produce these rules? 
They derive from the working process, there is no a treaty.

Do you aim at creating a non- or less-organized organization? If yes, how do you do?
Yes, by activating collaborators to take responsibility and to work as project lead-
ers. In this way, TkH recently became a platform that comprises more or less inde-
pendent projects – having person in charge, organizational logic, participants, and
program. 

Is there a core group? Is the core group flexible?
At the moment of establishing as a group (in 2000), there was clear core with 8
members. In the meantime, TkH became an NGO open for new and temporary
collaborators. Today, there is no a core in this sense, but a group of the most active
collaborators (5-6 persons) and also a wide range of various collaborators engaged
from project to project.
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Name/title of organization: 

TkH-centre for performing arts theory and practice 
(Teorija koja Hoda / Walking Theory)



Is it possible that the founders don’t remain at the core of your organization? Is this
desirable?
It is possible. It is not desirable or non-desirable; it happened and perhaps will hap-
pen also in future. People change their interests, internal relationships, conceptual
platform, or decide to find a more stable job… Thus there is only actual core
where the most active collaborators are engaged.

Do you consider the structure of your organization utopian model? If yes, how?
I think it was utopian model, being based on all abstract categories: enthusiasm,
similar political positions, and personal relationship. It was like that because there
was no clear situation with projects, producer, and project leaders, neither in the
group nor in the social context. But the new situation of open calls for public funds
in Serbia (since 2001/02) taught us that this kind of self-organization could survive
through per definition decentralized project management – which is totally non-
utopian structure.

How is the decision-making process organized?
All active collaborators are involved in the decision-making processes. We discuss
forthcoming or running projects, if their leaders/participants need some improvements
or have problems. There is no much global decisions, they all more or less address par-
ticular projects. Even some strategic decisions, such as participation in Documenta 12
or building Other Scene, are considered as projects, and the persons in charge make
related decisions, sometimes consulting other collaborators, sometimes not. We decide
about the project leaders in this way: if someone wants to make a performance, work-
shop, etc. she/he is free to do it, taking responsibility and leading the project from the
beginning to the end. If we receive global or strategic call, the one who finds it impor-
tant and interesting for her/him, leads it as her/his own project. I’m not sure whether
this logic is the best possible, but it works and provides functionality.

What are the practices of openness, transparency, sharing in your organization? Are
these important?
All global and many specific working activities of TkH go through e-mail address
tkh_centarªyahoo.com, and all permanent and temporary collaborators get its
user name and password. In this way they are accessible to others and open to eval-
uation, comments etc. It is up to the leader of a project to decide how to commu-
nicate with others, except with the producer who is fully informed about all proj-
ects. Openness and transparency are desirable, but there is no rule or procedure
that makes them obligatory. 

How do you ensure sustainability for your project? 
Through public state and city funds and also international funds, or we make non-
budget projects

Are you funded from project to project or permanently? 
From project to project

How do you deal with money: how do you write the applications; how do you re-
distribute money? 
The one who would like to realize certain project writes applications for the proj-
ect, asking for others’ help or not – depending on her/his need, ability, and time
we have. The producer always participates in writing applications. 
Regarding money re-distribution it is up to project leader and team. 
There are also some common expenses, such as accounting office, taxes… – they
are paid by the money that remains in the budged of certain project or taking
smaller amounts from all projects. The producer invites us to decide about it. 
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It also sometimes happens that certain project has not enough money, and some
other has more than needed, and then we talk about re-distribution among the
projects. For example, TkH journal is led by two of us, but as it is one of the most
important projects for all of us it often provides some money from smaller proj-
ects that get bigger grants.

In which field of art/culture/society do you work? 
Performing arts and related theories

Is your organization platform of projects, organizations/groups, or individuals? 
It is first of all conceptual platform, where certain number of individuals work and
make projects. Seen from the outside, it is perhaps a network of projects.

What do you produce: relationships or products?
Rather products

Do you want self-organization to support your art or do you want it to change society?
Both, in the case of TkH it is inextricable. When we were younger no one was will-
ing to give us opportunity to work what we wanted, and we decided to work and
learn as self-organized group. Later, we reflected our position and structure, and
discovered its social potential. So now it is really both.

How do you decide on who is in / who is out?
The one who makes certain project decides to include or exclude someone. No one
has legal or habitual right to be included in projects, and no collaborator has right
to protest if someone is included in other’s project.  

Do you accept memberships? Who can apply?
No. If you are invited to take part in certain project you are in.

Do you inform people about your organization models? If yes, whom and how?
We all travel much, work sometimes abroad, visit conferences and meetings, write,
expose, and communicate directly with people from similar organizations in local
and international contexts, and also with local authorities.

Who represents your organization?
Many collaborators, depending on the purpose and context, on personal interests
to represent it, and also who has time to prepare (re-)presentation in certain cir-
cumstances…

Is your organization based on principles of representation?
No

Are you interested in networking/exchange with other self-organizations in Europe?
Yes

E-mail and/or postal address 
No office at a stable postal address
e-mail: tkh_centarªyahoo.com; tkh.centarªsezampro.yu 

Phone and/or fax and/or mobile
F: +381113061524 (accountancy); M: +381642357814 (Ana Vujanovi}),
+381644200611 (Bojan Djordjev)

Web site
www.tkh-generator.net
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What is the format/legal status of your organization?
NGO

Where is your organization based?
The “official” address required by the law is in Belgrade, but some members are
permanently or temporarily located abroad.

Is it local, regional, or international organization?
It is international, in the Marxist sense, therefore: all the above.

What are the rules of/in your organization?
Decisions on any matter through discussion (e-mailing list)

How do you produce these rules?
Through the process of argumentation. E-mailing list is the only technical possibil-
ity of permanent discussion.

Do you aim at creating a non- or less-organized organization? If yes, how do you do?
Our efforts are towards better and more efficient organization.

Is there a core group? Is the core group flexible?
We are the collective of members – the editorial committee. 
We also have permanent contributors that are included in discussions on particu-
lar matters.

Is it possible that the founders don’t remain at the core of your organization? Is this
desirable?
The actual founders from the outset were just permanent contributors and partic-
ipants in certan discussions. Our plan is to gradually enable the “next generation”
to take over, and theyshould become permanent contributors.

Do you consider the structure of your organization utopian model? If yes, how?
No. It is just practical, and came out of contingent circumstances.

How is the decision-making process organized?
Discussion via mailing list

What are the practices of openness, transparency, sharing in your organization? Are
these important?
All actions of all members concerning the collective are reported to all other members.
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How do you ensure sustainability for your project?
Fund-raising

Are you funded from project to project or permanently?
From project to project

How do you deal with money: how do you write the applications; how do you re-
distribute money?
We write applications with more or less elaborated actual content of tendency of
Prelom. We allocate the money raised in order to expand own production.

In which field of art/culture/society do you work?
Our field of activity could be classified as social theory and political philosophy,
contemporary art and curatorial practice, film theory and political essays, activism
and cultural policies ... We perceive “culture” as the stake in the ongoing ideolog-
ical – therefore material – class struggle.

Is your organization platform of projects, organizations/groups, or individuals?
It is a collective.

What do you produce: relationships or products?
We strive to produce political effects in the sphere of “cultural production” by var-
ious means. They include: journal, conferences, discussions, and different other
actions. We also expand our contributors’ community.

Do you want self-organization to support your art or do you want it to change society?
The latter, but also via practice of art

How do you decide on who is in / who is out?
Sometimes members “take a leave”.

Do you accept memberships? Who can apply?
Yes. Anybody recommended by any member.

Do you inform people about your organization models? If yes, whom and how?
Not before. Just doing it for the first time by filling out this questionnaire.

Who represents your organization?
Any member can represent the collective, if the occasion is not of “official” nature
when the presence of Prelom kolektiv president is legally required, but even than
any other member can attend.

Is your organization based on principles of representation?
Only in judicial matters, otherwise we are – as the “multitudists” would say – a
“non-representational” group.

Are you interested in networking/exchange with other self-organizations in Europe?
Yes. Actually, we have collaborations with groups and individuals from Leipzig,
London, Paris, Amsterdam, Barcelona, Istanbul, and Helsinki.

E-mail and/or postal address 
kolektivªprelomkolektiv.org

Web site
www.prelomkolektiv.org
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What is the format/legal status of your organization?
Informal group / network

Where is your organization based? 
Balkan Region 

Is it local, regional, or international organization? 
It is a network of local organizations, with regional activities.

What are the rules of/in your organization? 
Speaking of organization, we can focus on Nomad Dance Academy, an education-
al program of the Network, which consists of:

• Artistic Board
• Local Coordinators Board
• Team of managers
• Advisory Board
• Coordinator

How do you produce these rules? 
They come from specific tasks in the course of realization of the Project.

Do you aim at creating a non- or less-organized organization? If yes, how do you
do?
We are so far successfully avoiding geographical centralization of the Network.

Is there a core group? Is the core group flexible?
The core team consists of Artistic Board, Local Managers Board and Coordinator 

Is it possible that the founders don’t remain at the core of your organization? Is this
desirable?
Members of the Network are its founders. 

Do you consider the structure of your organization utopian model? If yes, how?
No
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Name/title of organization: 

Balkan Dance Network / partners in Nomad Dance Academy Project



How is the decision-making process organized?
Decision-making process is developed in a quite democratic atmosphere.

What are the practices of openness, transparency, sharing in your organization? Are
these important?
Various internet tools to provide open and shared inside communication
Common e-mailing list to provide info-circulation among interested users of
Network’s activities and visits to festivals, conferences, meetings to present the
work of the Network publicly

How do you ensure sustainability for your project? 
Through public state funds and international funds

Are you funded from project to project or permanently? 
From project to project

How do you deal with money: how do you write the applications; how do you re-
distribute money? 
We make common projects and fundraise together. 

In which field of art/culture/society do you work? 
Contemporary dance and related arts (theory and practice) with the aim to influ-
ence education and cultural policy in these art fields

Is your organization platform of projects, organizations/groups, or individuals? 
It is a flexible group of consisting of organizations and individuals. 

What do you produce: relationships or products?
Both – projects/products and at the same time new models of organization and
communication.

Do you want self-organization to support your art or do you want it to change society?
We want to share our knowledge and experience and influence the mechanisms in
society.  

How do you decide on who is in / who is out?
Member of the Network can be anyone who feels that can have some benefit / con-
tribute to its development. Partnership in the Nomad Dance Academy Project is
the result of years-long individual encounters and exchange, and the Boards decide
on eventual new partners.

Do you accept memberships? Who can apply?
Anyone with the interest toward contemporary dance and Balkans is welcome.  

Do you inform people about your organization models? If yes, whom and how?
Through mailing lists, presentations, discussions, application forms, conferences.

Who represents your organization?
All its members equally represent it.

Is your organization based on principles of representation?
No

Are you interested in networking/exchange with other self-organizations in Europe?
Very much so
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E-mail and/or postal address?
dalfirevicªgmail.comm (Dragana Alfirevi}, coordinator of Nomad Dance
Academy)

Phone and/or fax and/or mobile
Mobile: +38641790676
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What is the format/legal status of your organization?
Nonprofit NGO organization

Where is your organization based?
Zagreb, Croatia

Is it local, regional, or international organization?
Local (Zagreb) and also regional (activities/network in Rijeka, Zadar, Split,
Dubrovnik, Sarajevo (BiH), Beograd (RS)) 

What are the rules of/in your organization?
– Open organizational model that involves horizontal decision-making and sharing
responsibility
– The set up of Coordination team run by artists (4 to 7 persons)
– EkS Scene is used as a service that everybody can use for their own autonomous
artistic work 
– Coordination team has no authority in creating the policy, nor esthetic parame-
ters through which artists use services of EkS-Scene. Coordination team is respon-
sible for creating conditions (space, time, technique, media publicity) for artistic
work and also for sharing and giving artists information and sources about rele-
vant topics/events/education etc. in dance/performance media

How do you produce these rules?
– By internal meetings of Coordination team and all dance artists – locally / and
regionally – through mailing lists
– By constant practice of the rules during 5 years of existence  

Do you aim at creating a non- or less-organized organization? If yes, how do you do?
No. Our opinion is that self-organization as a procedure under which we “do”
EkS-Scene is a term that involves high level of organizational skills.

Is there a core group? Is the core group flexible?
The core group is mainly established by artists who use EkS-Scene service more
often. After 5 years of circulating through EkS-Scene they are today one of the
most influential and established young Croatian Choreographers. All 5 coordina-
tors of EkS could also be defined as another core group. 
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Name/title of organization:

EkSperimental Free Scene – EkS-Scene



EkS-Scene is in local context perceived in much wider sense, and is often used as
a short term for freelance dance sector in Zagreb. So the term “core group“ is
sometimes flexible.  
Core groups are also flexible: in planning and decision making 

Is it possible that the founders don’t remain at the core of your organization? Is this
desirable?
The idea of Coordination team was established as a nonpermanent and flexible
model. Our wish is that old and new coordinators circulate each year through the
platform and establish new teams/groups. From 2001 till 2005 Coordination team
stayed pretty much the same. The founders of the organization in 2001 were also
core of the whole platform.
This is not desirable but we didn’t want to force other people to join in the core,
although we invited some new artists to help us with the organization. In 2005
Coordination team was formed by 7 female coordinators. In 2006 two coordina-
tors left the organization and now our plan is to propose public invitation for new
artists to enter the team.

Do you consider the structure of your organization utopian model? If yes, how?
No! Never! – EkS-Scene does not think nor act through reflection on utopia,
progress or similar. We are aware that the old system is here because of us and our
responsibility to create and think art by rethinking the system. We are suspicious
about radical changes and against the idea of global self-organized world. Every new
change always slips its territorialization and becomes another new thing to change.
So I would not use the word “to change”. It is more matter about constant willing-
ness to see and act by the given moment – and to always recycle our knowledge.   

How is the decision-making process organized?
– Meetings of Coordination team (1 per month) 
– Meetings of program coordinators (1 per week) 
– Mailing list of Coordinators (eks-komitetªlists.mi2.hr; through which we daily

discuss problems) used only by coordinators  
– Public questionary for users of EkS through mailing list eks-scenaªlists.mi2.hr 

What are the practices of openness, transparency, sharing in your organization? Are
these important? 
It goes without saying. They are understood as primal conditions of every commu-
nication among Coordination team as well as dancers and choreographers who
daily pass through EkS-Scene services. 
Openness and transparency are realized through constant information service and
individual solidarity, under which we share with others (organizations, networks,
companies, individual professionals): information and knowledge, equipment,
techniques, dance floors, set materials, dance cloths, and shoes and other…   

How do you ensure sustainability for your project?
Every year we apply for our projects and programs on Zagreb City Council for
Culture and Ministry of Culture of the Republic of Croatia. The money from them
covers 70% of our budget. Other sources that we look for are occasionally given
by Goethe Institute, French Institute, or Foreign Embassies. 

Are you funded from project to project or permanently?
We are funded permanently each year for our projects that we applied for.
In 2004 and 2005 we were not funded by Ministry of Culture RH for the main
program of education.
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How do you deal with money: how do you write the applications; how do you re-
distribute money?
Applications for specific programs and projects are written by program coordina-
tors of each program/project. Before writing all coordinators gather to discuss
plans and projects. 
Distribution of money: 80 % goes to project development and realization and 20%
goes to artistic fees. Coordinators are paid by project and not permanently. 
Financial stuff is run by one coordinator and one professional financial adminis-
trator. She keeps bills and papers clean, and we manage to save in 2004 and 2005
about 30.000 Kn (about 4.000 EUR) which we then used for office equipment and
office rent. So we are very rational in distribution of money. 

In which field of art/culture/society do you work?
Contemporary dance / performing art 

Is your organization platform of projects, organizations/groups, or individuals?
Platform of individuals and projects 

What do you produce: relationships or products?
Relationships 

Do you want self-organization to support your art or do you want it to change society?
To support our art

How do you decide on who is in / who is out?
Everyone is in.

Do you accept memberships? Who can apply?
There is no membership.

Do you inform people about your organization models? If yes, whom and how?
– web, mailing list 
– government and City Council by letters, mails and private meetings
– local or international symposiums / international scene   

Who represents your organization?
Minimum of 2 persons / coordinators 

Is your organization based on principles of representation?
No

Are you interested in networking/exchange with other self-organizations in Europe?
Yes

E-mail and/or postal address 
EkSperimentalna slobodna scena / EkSperimental Free Scene, Vukovarska 68
(dance space); Laginjina 9/IV (office), 10 000 Zagreb, Croatia 
mail-to-eksªmi2.hr; E-mail list: eks-scenaªlists.mi2.hr 

Phone and/or fax and /or mobile
GSM: +385913572362; T/F: +38514617127

Web site
www.eks-scena.hr
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What is the format/legal status of your organization?
Informal group

Where is your organization based?
Ljubljana, Slovenia

Is it local, regional, or international organization?
Local

What are the rules of/in your organization?
None

How do you produce these rules?
We don’t.

Do you aim at creating a non- or less-organized organization? If yes, how do you do?
No

Is there a core group? Is the core group flexible?
There is no core group.

Is it possible that the founders don’t remain at the core of your organisation? Is this
desirable?
No founders

Do you consider the structure of your organization utopian model? If yes, how?
No, because it has place.

How is the decision-making process organized?
Through direct participation

What are the practices of openness, transparency, sharing in your organization? Are
these important?
Group functioned as collective being, work is initiated by individuals and present-
ed collective.
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Name/title of organization: 

TEMP



How do you ensure sustainability for your project?
By our own money and benefits

Are you funded from project to project or permanently?
We are not funded.

How do you deal with money: how do you write the applications; how do you re-
distribute money?
We don’t.

In which field of art/culture/society do you work?
Politics, space, action

Is your organization platform of projects, organizations/groups, or individuals?
No

What do you produce: relationships or products?
Products

Do you want self-organization to support your art or do you want it to change
society?
We use self-organization as a technique of group work.

How do you decide on who is in / who is out?
With level of engagement

Do you accept memberships? Who can apply?
There is no formal membership.

Do you inform people about your organization models? If yes, whom and how?
We inform similar initiatives by different media approaches (publication, web,
radio, graffiti, discussion).

Who represents your organization?
Our products

Is your organization based on principles of representation?
Base is production which is also used in re-presentation.

Are you interested in networking/exchange with other self-organizations in Europe?
No
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What is the format/legal status of your organization?
NGO – Association of citizens, according to the Macedonian law

Where is your organization based?
Skopje, Republic of Macedonia

Is it local, regional, or international organization?
Local – Republic of Macedonia

What are the rules of/in your organization? >
How do you produce these rules?
Kontrapunkt is registered as Association of citizens. It means that its structure con-
sists of General Assembly (19 members), Managing board (six persons, three mem-
bers of staff), Monitoring board (Assembly members), and 7-person staff. The
function of these bodies is in concordance with law. 
The rules are produced on the general assembly.

Do you aim at creating a non- or less-organized organization? If yes, how do you do? >
Is there a core group? Is the core group flexible? >
Do you consider the structure of your organization utopian model? If yes, how?
People gathered around NGO Kontrapunkt are mainly highly productive artists
and individuals, leaning more on informal style and creativity than on formal com-
munication. Although the NGO is formally structured, and the staff job descrip-
tions are formally agreed, the organizational structure of Kontrapunkt is highly
enthusiastic, based more on respect of the organizational code of ethics than to the
elaborated formal documents. Since almost all members of Kontrapunkt are more
or less connected with Kontrapunkt activities their visits to Cultural Center Tocka
are almost on daily basis. This allows very frequent and informal information flow
in both directions. Often members give their proposals to the management team.
Since the operation of the Cultural center Tocka is very frequent, besides the oral
and daily information, Kontrapunkt uses other channels: press releases, direct
mails on mailing list, webpage announcements, web portals information, blogs
presence, media channels, telephone conversations.
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Name-/title of organization:

Kontrapunkt



Is it possible that the founders don’t remain at the core of your organization? Is this
desirable?
The founders, as initial and ideological matrix of the organization, should remain
at the core of the organization. But if dynamics of development requires changes
of the mission, goals, etc., and the founders are not able to accept new and neces-
sary streams of development, they should leave the decision making process. It is
in interest of the organization to create dynamic structure and procedures of work,
decision making, and development.

How is the decision-making process organized? >
What are the practices of openness, transparency, sharing in your organization? Are
these important?
Managing Board approves and leads the staff actions. Monitoring Board revises
the work of the Executive Board. Both bodies are responsible before the General
Assembly for their work. On annual sessions General Assembly approves the finan-
cial and narrative reports and annual plans prepared by the Managing Board as
well as the Monitoring Board Report. Currently, seven persons work full and part
time for the organization. Additional staff is hired for specific tasks when needed.
Kontrapunkt can also count on more than 25 volunteers that occasionally support
activities. Since staff members are also members of Assembly, and since the mana-
gerial team is having the highest position in the NGO also, the decision making
process is carried on a daily basis mainly among the staff, but with frequent con-
sultancy with the rest of board members, who are highly connected with
Kontrapunkt work, and follow its activities at least twice a week. 
So the ad hoc consultancy is the main form of decision making, while the most of
the decisions are brought within the staff on daily basis and frequent meetings. 

How do you ensure sustainability for your project?
Application to different donating bodies, on a project basis

Are you funded from project to project or permanently?
From project to project. However, we are at this moment developing self-sustain-
able elements in our cultural center that would enable us to cover our office costs
and minimum wages on a permanent basis.

How do you deal with money: how do you write the applications; how do you re-
distribute money?
Applications are written in a regular way, and sent by e-mail or post, with addi-
tional lobbying and contact-making efforts. 
The money is distributed according to the budget lines only for costs that are writ-
ten in the budget.

In which field of art/culture/society do you work?
Culture as a resource for development, development of alternative urban cultural
policy, performing arts, literature, theory
Main programs:
1. ALTERNATIVE URBAN POLICIES (critical thinking, debates, public spaces,

net art, public art, creative handicrafts...)
2. CHANGING THE REGION (international initiatives, intercultural coopera-

tion, networking, and exchange)
3. DISSEMINATED CULTURE/MUTUAL ACQUAINTANCES (local action, diver-

sity agenda, trainings, capacity building support...)
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4. MINORITY REPORT (marginalized cultures, culture of dialogue, human rights,
subaltern voices...)

Is your organization platform of projects, organizations/groups, or individuals?
Platform of individuals

What do you produce: relationships or products?
Productions and relationships

Do you want self-organization to support your art or do you want it to change
society?
These two lines of acting do not exclude each other. However, through our activ-
ities, which are connected to art practices, we are trying to change the scenery of
the retrograde principles of the society.

How do you decide on who is in / who is out?
Only members who are too passive, and do not come on election assembly are out. 
Or two cases when they go by their own will. No forced out. Everyone can come
in through the election assembly and through invitation after being actively
involved in organization matters and projects.

Do you accept memberships? Who can apply?
No direct membership.

Do you inform people about your organization models? If yes, whom and how?
Only members, partners, donors, and those who are interested. We work as classi-
cal NGO, and this model is familiar to the common audience. 

Who represents your organization?
President, Board, executive director and staff

Is your organization based on principles of representation?
No

Are you interested in networking/exchange with other self-organizations in Europe?
Yes

E-mail and/or postal address 
Cultural Center Tochka (NGO Kontrapunkt), Kliment Ohridski 15, 1000 Skopje,
Republic of Macedonia 

Phone and/or fax and/or mobile
T: 389 (2) 3225 825; M: 389 75 441 761

Web site
www.kontrapunkt-mk.org
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What is the format/legal status of your organization?
Ausland is part of the non-profit association projekt archiv e.V.

(What is Ausland?)
Ausland is a venue for music and performance and related public and non-public
events. Ausland is a workspace for local, national and international artists and
projects. Ausland holds on the average three shows a week.

Where is your organization based?

Ausland is based in Berlin, Germany.

What are the rules of/in your organization?
Ausland is run by a group of up to twelve people. Each “Ausländer” (member of
Ausland) has a high degree of autonomy in deciding how to use the space, which
includes hosting any event he or she wishes. Most constraints come from the lim-
ited amount of money, the limited space and the limited number of people avail-
able to realize individual projects.

How do you produce these rules?
Most decisions that affect all Ausländers are made on a consensus basis.
Nonetheless, there are two different groups of Ausländers: the maintainers and the
programmers. All Ausländers are programmers but only those people who are able
to take responsibility for the venue as a whole are maintainers as well. Accordingly,
maintainers decide on all questions regarding the infrastructure while – ideally –
all Ausländers decide on questions regarding the content/program together. But in
fact – and going along with the high autonomy of each member – questions of con-
tent have not been discussed much lately. 
Among the maintainers each person is responsible for a certain task, like upkeep
of equipment, finances, public relations, etc.
The rules within Ausland have been decided upon by the group and have proven
themselves effective over time. We keep a document called “the bible” that consists
of rules and how-to’s regarding the operation of Ausland. 
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Name/title of organization:

Ausland



Is there a core group? Is the core group flexible?
The group of members has changed considerably since Ausland was founded, but
core members have remained largely the same. 

Do you consider the structure of your organization utopian model? If yes, how?
We think that the organizational structure of Ausland is a pragmatic solution to the
utopian idea of an artist-run venue.

How do you ensure sustainability for your project?
As a rule of thumb, the money made from selling beverages finances the infrastruc-
ture of Ausland. The door money goes to the performing artists. Public money –
when available – goes into financing projects and, through this, to the Ausländers.
Apart from these occasions Ausländers do not get paid.

Are you funded from project to project or permanently?
For the last two years Ausland has been receiving public money to cover opera-
tional costs, however, it could still work without these rather small amounts.

How do you deal with money: how do you write the applications; how do you re-
distribute money?
Ausländers have been writing applications to realize specific projects. How these
funds are distributed falls largely under the autonomy of the person(s) who
applied. 

In which field of art/culture/society do you work?
Since its opening in December 2002 Ausland has gained profile as a venue for con-
certs, performances, readings, sound installations, film screenings, workshops and
sociopolitical discussions. Furthermore Ausland hosts thematic events or series,
such as Salon acousmatique, Not on Air, Festival of Exiles, Berlin Cobra #4, and
Erase & Reset, formats that combine the different genres.
The regular program of Ausland is structured through series. Among others there
is the Fernwärme – The Making of Performing Arts series, which includes guest per-
formances, co-productions and educational projects in the field of the performing
arts. Biegungen is a series for experimental music.

How do you decide on who is in / who is out?
Ausland is open to anybody who we like. In other words, anybody can become an
Ausländer or a maintainer as long as the current Ausländers enjoy working with
that person. 

Do you inform people about your organization models? If yes, whom and how?
While Ausland is open to anybody it is not a transparent structure when seen from
the outside. This is partly due to the fact that we handle money. We also haven’t
put lots of effort into communicating internal discussions to the outside. 

Is your organization based on principles of representation?
Ausland is probably not based on principles of representation, however, we don’t
know what that means exactly.

Are you interested in networking/exchange with other self-organizations in Europe?
Ausland is interested in networking with other artist-run initiatives/venues in
Europe. Such networking could undermine the way established institutions and
venues organize the music and performing arts markets. 
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E-mail and/or postal address 
Ausland, Lychener Str. 60, 10437 Berlin, Germany 
auslandªausland-berlin.de

Phone and/or fax and/or mobile
Phone +49 / 30 / 4477008

Website
http://www.ausland-berlin.de/
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What is the format/legal status of your organization?
It’s an enterprise: bookstore, publishing house, film production and location.

Where is your organization based?
In Berlin

Is it local, regional, or international organization?
It’s based in Berlin and operates local (store) and international (publishing).

What are the rules of/in your organization?
There are not fixed rules. All the “rules” are defined by the daily needs of the
work.
Buying, selling and producing books, magazines (A.N.Y.P. + Assembly
International) and films. Running a store and organizing events every Monday in
b_books (montagsPRAXIS), and making exhibitions from time to time in other art
institutions.

How do you produce these rules?
By doing and talking

Do you aim at creating a non- or less-organized organization? If yes, how do you
do?
Yes we aim to create a well organized organization and optimize it more and more.
We try to reduce the chaos of “ten people working together”.   

Is there a core group? Is the core group flexible?
There is flexible core group and an assembly around it.  

Is it possible that the founders don’t remain at the core of your organization? Is this
desirable?
Yes

Do you consider the structure of your organization utopian model? If yes how?
No, it’s not a utopian model but a functional model which combines social, finan-
cial, political, theoretical, and aesthetical aspects and elements.
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Name/title of organization:

b_books and bbooks_av (audio visual)



How is the decision-making process organized?
The decision-making is informal and comes also out of the every day work and
from time to time we have big meetings where we discuss the issues but not very
often.  

What are the practices of openness, transparency, sharing in your organization? Are
these important?
Yes, they are important but not a fetish! 

How do you ensure sustainability for your project?
By selling and producing books and films and sometimes we get funding for our
projects.

Are you funded from project to project or permanently?
We are funded from project to project.

How do you deal with money: how do you write the applications; how do you re-
distribute money?
We reinvest and redistribute the earned money in the store in our production and
projects. We write the applications together or solo it depends on the project. 

In which field of art/culture/society do you work?
In the critical art field, political activism, queer scene, film scene, and bookmarked

Is your organization platform of projects, organizations/groups, or individuals?
Projects, organizations/groups, and individuals…

What do you produce: relationships or products?
Relationships and products…

Do you want self-organization to support your art or do you want it to change
society?
Both!

How do you decide on who is in / who is out?
When someone what’s to join b_books we decide together if it works or we ask
people if they like to collaborate. 

Do you accept memberships? Who can apply?
We don’t have formal memberships but friends of b_books.

Do you inform people about your organization models? If yes, whom and how?
We inform the people via internet, projects or by contact. 

Who represents your organization?
It depends on the project. In this moment it’s me who represents b_books.   

Is your organization based on principles of representation?
Yes and No. We try to undermine the patterns and expectations of representation
but we use also the label b_books to represent our production or make it visible.   

Are you interested in networking/exchange with other self-organizations in Europe?
Yes, pretty much! 
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E-mail and/or postal address 
b_books, Lübbenerstr. 14, 10997 Berlin, Germany
nicomatªbbooksz.de 

Phone and/or fax and/or mobile
T: 0049 +30 4455302; M: 0162 2097890

Web site
www.bbooks.de  
www.assembly-international.net
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What is the format/legal status of your organization? 
Legally, we do not exist.

In which field of art/culture/society do you work? >
Is your organization platform of projects, organizations/groups, or individuals?
We do act within any social sphere on demand of a certain member or a project.
The members could be individuals or groups, already organized before, or not. 

Comment (slobodnakultura.org – vlidi): We consider that what we have established
so far can be articulated as a meta-organization, since we consist of different NGO’s,
groups and individuals. What we are is more of a consulting and decision-making
joint platform rather then the organization in traditional sense. We are not formally
registered, and I think this position has more advantages in this initial phase. In “tac-
tical” sense, the one of advantages is to apply for particular project trough the most
“convenient” of our member organizations. Also, at this stage of existing social rela-
tionships in our environment, I feel that some conditions characteristic for more
mature generation of transitional society are not being met yet – “branding” and
“positioning”, especially in the public sphere, and that there is a social atmosphere
of mandatory “mapping” and adjusting to a “convenient” coordinant system and
ranking mechanisms. As diverse with the issues it theoretically can deal with, from
free software trough different activism and free knowledge all the way to “free cul-
ture”, however perceived or defined, slobodnakultura.org would hardly avoid being
“classified” according to the field/topic of it’s first or most prominent action. There
is a general feeling around that we don’t want yet to “position” ourselves within the
“map”. We are yet to explore and articulate where the premises of “openness” and
“freedom” we are trying to base our organization upon are placed in social, cultural
or political aspects of our society, what those terms mean today and how the role of
those premises could be transformed in the future. So, the tactic of slobodnakul-
tura.org, addressing the particular project/action we agree upon, would be “ASAP”,
while the strategy, addressing the building of the protocols and experience necessary
and, well, the “brand” of the organization, that would be “step-by-step”. This
approach may easily be changed at any given moment :-)

Where is your organization based? >
Is it local, regional, or international organization?
Currently, our meetings and most of the projects are happening in Belgrade. We
find it very important where we live, work and act, and not really important if it
is labeled as local or international – see comment for more.
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Comment (slobodnakultura.org – vlidi): This question appears like it is coming
from the background of “mapping” and “identitary” approach, as perceived in
recent “identity re-counts” imposed by the official European ”diversities” dis-
course. In the light of recent attempts to define politics as “the art of identity”
rather then the real-world “material” action discourse there is also a view on the
issues of “identity” as a supplement or re-articulation of what is defined as a
“class”, and the same goes for derivative terms such are “cultural differences”,
“creative industries” and the notion of “cultural translation”.
I don’t think that it matters if the organization is declared as local or internation-
al – what is of importance is it’s material practice. Most of our members live and/or
work in Belgrade. So we can say that, at the moment, we are a Belgrade-based net-
work. We have members from Ni{, Novi Sad and other cities/towns in Serbia and
we have active participants on our mailing list(s) from Croatia. This can “earn us
the title” of regional organization. But, some of our members have years of expe-
rience and collaboration with different actors from the region, Europe and
beyond, some people are living abroad but originally are from this society, some
members maintain and plan to include different forms of international collabora-
tion, so this may put us in “international” category. Since the technology allows us
to communicate, coordinate and even in some cases act from wherever we are to
wherever we want, this geographical categorization should not be considered cru-
cial anymore. Since we are dealing a lot, as the most organizations here, with the
practice of networking, with an accent on the digital networks, the “correct” ques-
tion may be “where is your server based”, as well... 

What are the rules of/in your organization?
We don’t have much rules yet, but we do introduce and change them over time.

How do you produce these rules?
Most of the rules we create from the experience of working on certain projects and
“problems” we encountered in practice.

Do you aim at creating a non– or less-organized organization? If yes, how do you do?
Please see comment.

Is there a core group? Is the core group flexible?
At the moment, yes, and yes. More in the comment.

Do you consider the structure of your organization as an utopian model? If yes,
how?
It is hard to say. Lets use this quote by Arthur C. Clarke as the answer: “If we have
learned one thing from the history of invention and discovery, it is that, in the long
run – and often in the short one – the most daring prophecies seem laughably con-
servative.”

Comment (slobodnakultura.org – vlidi): “First it was a crowd” (group psychology
and political theory by C.F. Alford)– says that liberal sociology and philosophy is
traditionally putting the accent on the relations between the state and the individ-
ual. No groups were “desired”, or allowed to be considered as the “serious” actors.
That, actually, is not happening in the real world – this discussion and the
exchange we have is the very proof of that. 
What we may mention as important here, considering the discussion we had
ªGoethe Institute, is that it needs to be clear that self-organization does not
underestimate non-organization in any way. It is rather the most sophisticated
form of organization, where the models and protocols are being articulated and
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tested in practice and changed accordingly, and the understanding that this process
may be infinite is a precondition to accept it. There is a common experience that
the better the rules are, the less you need them in quantitative terms, but it is appli-
cable to mature phases of self-organized forms. The initiation often needs to be
articulated trough the process of making rules, changing rules, having certain pro-
tocols “built-in” at one point, and that’s where we can begin to think about mak-
ing rules less visible. Those rules and protocols can hardly be inherent to a partic-
ular organization or group – the evolution of the rules is synchronized with the
general protocols of immediate social and “material” surroundings and what is
being adopted from what is being accessible and filtered from “global” experiences
and practices. Also characteristic for the initiation phase is that a “center of grav-
ity” is necessary – we do have a sort of “core” of our meta-organization at the
moment. If this core will sustain acting like a small power plant we can hope that
a critical mass will at one point form an entity which will become self-sustainable
organism, in a way that it is not easily vulnerable by the lack of one particular cell,
and that it can develop itself in a more diverse ways. I believe that traditionally this
process graphically looks like a mild curve at the beginning, that building of a “sys-
tem” requires undefined period of patience and efforts, and that it is the most deci-
sive period of “shaping” the structure. I also suspect that quantum physics and
social networking may share a lot of “rules”. After that initial period/process, the
“quantum leap” in the evolution of the organization happens, the graph shows a
sudden peak, a “cardiac arrest”-like image, and the “entity” needs no permanent
“pace-maker” from the small number of people in it’s core anymore. They can be
safely replaced or removed now :-)
If we already said that the mechanism of building “rules“ derives from the practice
rather then from theory or history (although is quite desirable to play and have all
sorts of fun and experiments with traditional rules), and that we are “patching the
holes” as we discover them, how we should consider traditional functions or titles
within the organization, marking “value“ and “power“ between individuals?
Now, this reminded me of a story I read somewhere, but can’t even google it any-
more, so I will try to retell it. It is about (if I remember well) a Japanese business
person, a small manager in the big company, obsessed with his status within the
organization and the pace of his climbing up the ladder. He was so under the bur-
den of thinking about his formal position that he was contemplating all the time
about how his business card looks like comparing to the cards of other managers
and executives – there is this thing, allegedly, about business cards – the less it tells
about you, the more important you are. His card was saying a lot – manager of this
department for that in charge of developing this, with all sorts of contacts there.
Senior executives had less and less data exposed as they are in the higher positions,
and the President Of The Board had a card with just his name on it. And, finally,
the story ends one night, when our businessman wakes up in sweat, after dreaming
of meeting God, who handed him over his business card – a blank piece of paper. 
I like this story – I think it has a lot to say not just about how “system“ is using
titles and functions as automatically executed “self-control“ and “self-reference“
system, and not just about how people are unquestionably accepting and actually
grasping this imposed system of values, not only how the power is actually in it’s
secrecy and non-transparency (I believe professor Mi{ko [uvakovic spoke about
that at the discussion) but about how vertical, “chain of command“ and top-down
organization may produce a mechanism which can deliver real-world results in the
short term and in specific situations. It is creating what is perceived as a personal-
ity-depriving machine, and in the long run it all may work on the system’s
inevitable and possibly ludistic end. The same applies not just to military or busi-
ness circles, but to the world of academics, as well (soon I expect a post-mortem
PhD studies and complementary titles to be introduced :-). This is not to criticize
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the process of education, quite the contrary – there is this statement by Jiang
Zemin, describing the process of building a society: “A learning society in which
all people will learn or even pursue life-long education will emerge to boost their
all-round development“ – it could be achieved by re-defining of vertical structures,
decision and policy-making mechanisms, “permanent” positions and the aggrega-
tion of power, which do restrain faster development in the educational systems
worldwide for quite some time.
„Horizontal“ way of organizational structures hypothetically does not suffer from
such a danger, but only if the two conditions are met: the protocols already under-
estimated, embedded in the social structure of individuals (where the issues of
social values and education arise) and constant communication, which, among
other roles, serves as the support for the different system of reference. If those con-
ditions are not fulfilled, top-down system wins hands-down :-) 
Just remember all those movies where a few of the robocaps from some special
forces or the group of trained terrorists crush into a building or a plane, and take
over the control of hundreds of people...
The privilege of being in the tactical (as opposed to “strategical”) position is that
it allows any weapon at hand to be used, and whatever happens does not go under
“Geneva Convention” rules. There are attempts to explore if some of the heritage
of neo-liberalism can be recycled, appropriated and temporarily used to build tran-
sitional or evolutionary theories and practices. 
I would not bring any opinion on if this could be considered as taking part in exist-
ing rather then introducing new practices. An excerpt from “A Democracy of
Groups” by Beth Simone Noveck:

In groups people can accomplish what they cannot do alone. Now new visual
and social technologies are making it possible for people to make decisions and
solve complex problems collectively. These technologies are enabling groups
not only to create community but also to wield power and create rules to gov-
ern their own affairs. Electronic democracy theorists have either focused on the
individual and the state, disregarding the collaborative nature of public life, or
they remain wedded to outdated and unrealistic conceptions of deliberation.
This article makes two central claims. First, technology will enable more effec-
tive forms of collective action. This is particularly so of the emerging tools for
“collective visualization“ which will profoundly reshape the ability of people
to make decisions, own and dispose of assets, organize, protest, deliberate, dis-
sent and resolve disputes together. From this argument derives a second, nor-
mative claim. We should explore ways to structure the law to defer political
and legal decision–making downward to decentralized group–based
decision–making. This argument about groups expands upon previous theories
of law that recognize a center of power independent of central government:
namely, the corporation. If we take seriously the potential impact of technolo-
gy on collective action, we ought to think about what it means to give groups
body as well as soul — to “incorporate“ them.

It appears that original term of democracy made it’s way to 21st century as an dis-
torted (liberal) idea of permanent tolerance, and this “artificial consensus“ needs
to be re-examined. There is the thesis of “agonistic pluralism” (http://en.wiki-
pedia.org/wiki/Agonistic_pluralism) by Chantal Mouffe, freely interpreted as the
possible model of democracy as a society of permanent confrontation rather then
the restrained and “time bomb“ society of permanent tolerance (the latter is the
model especially well developed within European official cultural policies). That
hypothesis is in practice also preconditioned by the same two social platforms we
mentioned before – social protocols embedded and constant and uninterrupted
communication.
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How is the decision-making process organized?
It’s easy. First there is the initiative from a certain member. Then it gets the net-
work support. Or not.

What are the practices of openness, transparency, sharing in your organization? Are
these important?
The practices mentioned are the core elements of our organization. Please see
comment for more.

Comment (slobodnakultura.org – vlidi): Anarchists would say “if voting and elec-
tions could change anything, it would be illegal” :-) But, we do vote on some issues
using mailing lists and in the meetings... In the organization as diverse as this one,
it is not possible (I would say even not desirable) to reach consensus on a particu-
lar topic. Often there is an idea or activity and certain group forms around it, act-
ing more or less independently.
The essential communication and organization tool of our group is mailing list. We
did various experiments with having completely open discussion and announce-
ment lists, having “invitation only” organization list, sub-lists for specific
projects/tasks, and we are still in the process of developing the most functional
approach. 
Our web site, on the address http://slobodnakultura.org/index.php/Glavna_strana,
was based on media wiki platform, but for various reasons we are in the process
of switching to CMS (content management system), and the one we are building a
new site is based upon Drupal (http://drupal.org/) – we expect to replace the wiki
one with a new system and fresh content in the following weeks, on the permanent
address http://slobodnakultura.org.  
We also managed to deploy, up to a certain success, a collaborative writing on the
documents such are definition of the aims and activities of our organization and
project proposals for funders using web-based platforms like www.writely.com, but
of course there are people whose interests, skills and abilities will be manifested in
some specific and complementary situations and on some dedicated tasks. We try
not to “guide” that kind of positioning, but to rather leave it to the process of “nat-
ural” selection trough interest expressed and the evaluation of difference between
minimal or desired and actually accomplished results in certain situation.
Communicating and collaborating trough web-based platforms and mailing lists
should not be in any way a replacement for real-world – in this phase of develop-
ment and utilization of technology still it may be a simulation, supplement or the
extension of it. Remember, for example, old movies where we follow the progress
of a murder case? Remember that one can appoint the meeting with the “execu-
tor” by phone or trough mediators, but have to actually meet in order to say who
will be the victim, and when? Still, it seems that some important decisions have to
be “verified” by one’s “bodily presence”, as a sort of guarantee that you as such
stand aware and responsible for what you do and stand for. Hm, I think I might
have borrowed this from Marko Ko{nik :-) So we try, as often as possible, to have
meetings where we plan, discuss or just talk and exchange and have fun with each
other. We try to maintain the pace of meetings to at least once a week, but they
may split into smaller group meetings dedicated to a particular idea or project, and
because of having some people in different cities or abroad, it may mean that we
never actually meet in person some of our members. And it would be almost scary
to think of the situation where a joint photo of everybody involved in slobodnakul-
tura.org could be taken :-)
“Practices of openness, transparency, sharing” are actually the only condition we
have for somebody to be around our group. This is where I remembered a conver-
sation we had around PAF’s decision to call it’s cultural production center/plat-
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form and it’s web site “open source”, and it sounds like an interesting concept. I
think we can all agree that a majority of theories and practices we all incline to and
explore today comes from the world of software and networking, both in the tech-
nical and social way. But it is not just from using the software and networks we
draw upon, it is the whole political history of decades of struggle software and net-
art community have the experience with, regarding content licensing. Not to enter
here into what appears to be the essential difference between “free software” and
“open source” approaches, although anybody interested in networking should be
aware of those differences (http://en.wikipedia.org/wiki/Free_software), let’s con-
sider using the “brand” of “open source” now. If we accept the existing definitions
surrounding the term (http://en.wikipedia.org/wiki/Open_source), then there
should be clear that it is not a good idea to interpret it “at will”. There are things
that are open source, and things that are not; it does not mean that all things open
source are necessarily good, and that all “closed” source things have to be all bad.
But there is just one thing that makes the difference between the two, and by which
you can tell that difference – open source comes with the license which assures that
it stays open source, therefore actually being open source. Without that kind of
mutual agreement presented in the form of license, it can be called collective, par-
ticipatory, collaborative, however – but should not be called open source. Without
that kind of license, there is the possibility that you actually have an unfair
exchange – somebody can use your platform for training, research or practice, and
then to copyright/patent and close the output. If you achieve anything remotely
significant and don’t license it (or the documentation of it) in the way that assures
it can be freely used by others, you can be almost sure that business will take it over
from there and make it proprietary. Of course, there is always an option to copy-
right the output in traditional way, but then we went as far as possible from the
term of “open source”. Additional “sensitivity” comes from the recent practice of
business defense mechanisms of appropriation triggered – these days PR vocabu-
laries of biggest companies are full of “open this, open that, networking, partici-
patory...” It is clear where it is supposed to lead – to a further inflation and appro-
priation of those hard-coined terms, and our, already at this point a bit “lost” tra-
ditional media-victim citizen, will completely lose any references. We should NOT
contribute to that process under any excuse. This process Philip K. Dick explained
in beautifully simple way: “The basic tool for the manipulation of reality is the
manipulation of words. If you can control the meaning of words, you can control
the people who must use the words.” 
The policy of open content licensing is the premise of slobodnakultura.org and is one
of the things we will not reconsider or change when it comes to our common out-
put. One of the most important projects we are conducting at the moment is “port-
ing” – translating and adjusting to the national law the Creative Commons set of
licenses (http://creativecommons.org). Although more and more surrounded by crit-
icism that it does recognize and relies upon the traditional copyright laws, which do
crave to be annihilated and re-written without any doubt and are completely over-
ruled by practice, it is still the most efficient and “deployable” way to continue with
the practice of collaboration, sharing, self-education and preserving the content,
without being annoyed by the constant “legal” obstructions coming from those who
influence or actually write laws, and the “instruments” used to enforce those laws.... 

How do you ensure sustainability for your project? >
Are you funded from project to project or permanently? >
How do you deal with money: how do you write the applications; how do you re-
distribute money?
The financial situation of meta-organization is complex, because it should reflect
the sum or the average of all of it’s constituents. Please see next comment.
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Is it possible that the founders don’t remain at the core of your organization? Is this
desirable?
We expect that this is possible. If this is desired or not, that can be concluded from
some future development within our organization, at this moment we do not
know.

Comment (slobodnakultura.org – vlidi): I don’t think we are very concerned about
the sustainability of slobodnakultura.org. The general feeling is that it grows and
advances pretty well, and that we would like to resemble UN one day, but even in
the case that at one point we decide that it is not working anymore, well, nothing,
then... A very valuable experience for everybody involved and some interesting
common projects realized, at least. All the groups and individuals presumably will
have, as they already have, their own ways, histories and futures. We always apply
for funding trough our member organizations, and this position we explained at
the beginning, we also already mentioned our “experiment” of trying to collabo-
ratively write applications and other documents. At the time being, our practice is
based mainly around the terms of enthusiasm, generosity, hospitality, mutual aid
(maybe I was too critical about the 4th sector theory, after all :-)
Money in the system is inevitable and necessary – as we discussed on the sympo-
sium about the example on the extremely interesting netznetz.net net-art commu-
nity from Vienna and user-distributed public funding experiment, money brings in
it’s own set of phenomena “attached”. Those issues prove to be very redundant
and pretty much follow the money in always the same pattern, manifesting trough
lobbying, delegation or trading of votes or power, making temporary coalitions
not based on the common ideological or programmatic similarities – actually,
remarkably representing the ways of traditional stock exchange or the board of the
business company. It is still a lab, a game, a test site – we need money to conduct
real world impact, we would like to spend ridiculous amounts of money on our
projects, but we would also like to document and discuss the process and to learn
more about how it works and what it does – aside of the mathematics of business
and economy...

What do you produce: relationships or products?
The question of “relationships or products” may be interpreted as the question of
“the economy of production or the economy of services”, but let’s observe a
“product” as the object with the attributes of art-work, and “relationship” as the
social platform. In that sense, we “produce” both but we put an accent on “rela-
tionships” at the moment. See comment for more.

Comment (slobodnakultura.org – vlidi): I don’t think those two “products” can be
discussed completely independent from each other. It is the balance of this two
“sides” of an output in the certain context that should be examined and evaluat-
ed. The good example may be the cultural policy of our society, the official “post
5th of October” discourse (where I will not even discuss the inaugurational policy
of the Ministry of Culture, saying that “an accent will be put on national and
orthodox” – it is beyond any comment), which orientation translates into the “less
is more” approach. How I read it, the strategy is that less projects should be fund-
ed with more money, in order to “compete” better in the international “market of
projects”. Let us skip and not comment the idea that art or cultural output in gen-
eral is supposed to “compete” as we may reach some very dark and off-topic des-
tinations, and let us not examine in detail the concepts of creative industries or the
issues of cognitive capitalism now – but it is important to understand the context
and the history of a particular society or region, to do our own “mapping”, in
order to decide on the tactics to be applied and to discuss “goals” of our initiatives.
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So, lets stay on this particular case study. The concept of “less is more” also under-
estimates the production of experts of a high profile, specialized to pinpoint and
“solve problems” in very narrow and specific parts of the “industry”. If (arguably)
potentially functional approach in super-developed society which accepts afore-
mentioned concepts, in the frame of Serbia today I think that it is not a promising
strategy, if not a dangerous one. It may, in the society already heavily damaged
from the media-programmed change of values and perception of culture in gener-
al, continue and finish the process of re-articulating what we think when we say
“culture”. It could definitely establish it as the “other”, “imposed”, “non-native”,
“non-comprehensive”, “non-accessible”, or just plainly a sort of niche for academ-
ics and those who can not “adjust” to new “realities of life”. It will successfully fin-
ish the process of establishing the “new and real culture” as a commodified mar-
ket oriented entertainment lifestyle media industry, the only value denominator
being it’s gross income or contribution to tourist industry. This process is finite, as
it eats out the very substance it is made of, the base of future generations of “cul-
tural workers” who will shrink in percentage as the consequence of the social
process as a whole. Finally, it may bring even sharper divisions within the society,
refining the artificial discourse of “other Serbia” introduced in 90’s, where a few
“enlightened” will continue to advance in aggregating knowledge, power and the
“right” to presentation, while the rest of society will sink deeper into the position
of “abandoned“ and unarticulated mob, influenced and controlled by half-infor-
mation, scandals, conspiracy theories and “yellow press” introducing consumeris-
tic values. So, in this particular situation, “less is more” approach might easily
mean the cultural “suicide”, although it is possible that under some other circum-
stances it might produce the “results” desired. Our particular social context is
demanding a wider approach, nurturing bottom-up processes and building of the
protocols – in this “phase” protocols are incomparably more important then the
production of master-pieces. Policy makers should not introduce the competition
among artists and content-providers to “take a bigger piece of the pie” – they
should “make the pie bigger”. This is not to say that the society in this position
does not require significant and advanced cultural output – but allocation of pri-
orities at certain moment of time may prove to be a dangerous game, if taken with-
out awareness of what the society at present looks like, and what perspectives may
follow after certain strategy is applied. So, slobodnakultura.org is oriented at the
moment to production and introduction of protocols and policies, and the “qual-
ity” of output in the terms of content is desired to be “high”, but is not the crucial
element of evaluation. There is another thing about the output we think is always
important – this is diversity (not to be understood like “diversities” discourse of
official EU policies, but more like “allowing contingency”). I think we all should
be aware that artificially representing the society in the “international cultural
shopping mall” by investing in few projects crafted to succeed in the “competition”
never brought anything to anybody (except for a few “stars” and mediators being
created) in the long run, and that we should build protocols we lack today in order
to freely use and enjoy them as the platform of tomorrow. 
The whole “super-expert” hype is in it’s very conception a bit “outdated” in colli-
sion with (now not so) recent reality of culture and art as post-interdisciplinary
fields. “Expert” solutions often tend to take over and lock-out the whole system,
and then we can start to count for how long time this self-eating mechanism will
last, until being (in the lack of “better solution”) replaced by the new “school” of
experts. Again, this does not imply that this particular example of the society does
not need experts in cultural production and cultural policies – quite the contrary,
we perceive the lack of them. But there was always this irrational tendency to
switch from one extreme to another. So, products or relations – it is all in the bal-
ance and timing. The paradox is, we do need experts deciding on it:-)
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I would like to finish this section quoting the text from the great performance on
this year’s BELEF festival (thanks to Zorica Koji} and Dragan Ambrozi}), played
and spoken by Laurie Anderson, who used to say “I am not an expert, I am an
artist“. This part is called “Only An Expert”:
“Only an expert can deal with the problem.
And seeing the problem is only half the problem
So if there is no expert dealing with the problem
it’s really actually twice the problem...
...Because only an expert can see that there’s a problem.
So if there’s no actual problem it doesn’t mean
that there is no problem…
Because only an expert can see that there’s a problem
and only an expert can deal with the problem.
...An important role of the father is to give the son a sense of permission. A sense
of what might be done. This still works, but since no adult is supported by the
voice of the culture, which is now a childish voice, it does not work well.
...Because in the absence of adults, people came to put their trust in experts to
solve the problems. Cause expert can be part of the problem. Only an expert can
deal with the problem.
...Television is dangerous because it operates according
to an attention span that is childish, but is cold.
Which is a problem. Because the expert has taken courses. 
He’s the expert. He knows a crisis. He knows crisis intervention.
He knows how to solve the problem. 
Even if he’s part of the problem.
Because only an expert can deal with the problem.
...The expert doesn’t know about daily life, because daily life isn’t coherent. So
why should he know about it? Who can understand something that’s not coher-
ent? Not him.
That’s why the expert sticks to the problem...”

Do you want self-organization to support your art or do you want it to change
society?
We don’t see a real distinction between the two. More in the comment.

Comment (slobodnakultura.org – vlidi): We heard on the symposium about the
interesting theory of the 4th sector (the three “recognized” sectors so far being the
governmental, business and the NGO one), introduced by Dr Milena Dragi}evi}-
[e{i}, saying that there could be another form of organized collective entities, the
one below the radar of public or official institutions. The one not being formal-
ized, registered, articulated in public or showing any interest in doing so, but also
the one not asking for any external funding or participation in official institutions
or official policy-making, acting like a mutual aid-driven self-sufficient organism.
I fond it quite interesting – one of my favourite statements is from DJ Marshall
Jefferson, when asked about his own policy of life and work – he said, on one of
Serbian national TV stations, looking quite stoned: “Fly low and beat the radar...”
But, I also failed to understand the possible utilization of such theory in the con-
text of the group discussing and exchanging experiences on self-organization, in
the social environment with a very, very poor history of self-organization
(although we can discuss a lot about unique Yugoslav modernistic project of self-
management, which was of a declarative nature and failed in practice, but is still
underexposed in contemporary theory). Yes, I also believe in the solutions which
are not coming from the traditional “sources”. But I had the perception that the
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aim of most of the actors gathered around the discussion is to ultimately reach the
point where they could use funding resources, and equally or more important,
contribute and take part in policy-making, on the level of official institutions. “My
game plan is systematic, thorough and long-term introduction of TkH’s discourse
into the local institution of performing arts as an indispensable discourse.“ said Ana
Vujanovi} from TkH/Druga scena in interview for Frakcija magazine (no. 30/31,
Zagreb, 2004). (I am fully aware that this is not addressing just brick-and–mortar
and official institutions and that it has a much wider scope and meaning).
So it doesn’t matter which sector we are emerging from (one of the nice descrip-
tions of 4th sector I found says “socially responsible, financially sound, sustainable,
effective, flexible, small & inspiring organizations”), it matters what we want to
achieve – our artistic practices or theoretical positions may be different, but I think
we share the common interest to act in the fields of institutional transformation and
cultural and funding policies. If the 4th sector theory implies that self-organizations
should not contribute to institutional transformation and should accept or neglect
rather then affect existing social relations, then I don’t find it applicable – if we
found that existing institutions were fulfilling our needs, we wouldn’t come to the
point to self-organize at the first place. In this context, it may sound like “go and
experiment, play in the sand, and leave the power to the experts on how to use it”.
Even more interesting in this context was the sort of the “extension” of the theo-
ry of sectors proposed by Dr Mi{ko [uvakovi}, and I will freely interpret it as a
sort of a utopian model, where we exchange the existing reality for an imaginary
future. As an hypothesis that reality can be ignored, it is definitely an indispensa-
ble tool for anticipation and introduction of uncanny and unexpected – Bernard
Shaw said “Some men see things as they are and ask why. Others dream things that
never were and ask why not...” But, again I am afraid that the necessary precon-
ditions for this approach are not even near to be met, and that applying that kind
of practice (in the present moment and on the self-organized forms and entities
emerging) may lead to the Matrix-like situation. It is because we don’t see any kind
of willingness yet from where the power sits to “share” the power and decision and
policy-making and to join the game, quite the opposite – the trend to aggregate the
power is following the pattern of aggregating money – the victim just can not stop.
So, if self-organization is defined trough the sectors theory like “playing in the
sand”, and this extension says “while there, stick your heads in that sand – where
you are is only limited by your imagination, then” – what is the purpose of all our
initiatives? We could attend to our imagination privately, we do not need to self-
organize in order to do it. But, once we start to share this “imaginary” possibili-
ties, we enter a different perspective, a different coordinant system. I think what-
ever sector we are coming from we have to be aware that there are no records of
the society, for sure not of the one within our “western” cultural history, for which
we can say that official policies and the distribution of resources did not matter. I
believe that however abstract or “parallel world” an organization wants to be or
however “out-of-this-world” issues it wants to deal with, it still operates within
“the desert of the realm” and has, in a way, the necessity to articulate itself and to
act on the level of “material” using the common protocols. This does underesti-
mate real-world actions, and it inherently has to require the shift of power, how-
ever defined the power may be. This does underestimate also the right to do any
other “parallel world” or “imaginary” future” activity or non-activity. 
Getting out of the sandy playground is the possibility of and for slobodna-
kultura.org and other self-organized forms – yes we do debate in cafes and repre-
sent our activities on the streets, and we feel “ªhome” there, but we would not
feel out of place in decision-making and policy-making bodies, as well. Living art
or total art is an interesting concept, and it even may comply with anarchistic
everybody is an artist = there is no art (as in everybody got the power = there is
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no power) concept. Actually, we should see the traditional institutions as potential
transitional institutions, and we should incline to collaborate with them and use
them and question them – they have to be recognized as the important constituent
of the general perception of what the society is at present, and their traditional
influence should be used as one powerful tool to propose and introduce changes.
Institutions should be “programmed” to use the same protocols, to collaborate and
exchange and re-define themselves together with “the rest of the world outside”,
even if it may lead to transformation of those institutions beyond recognition or
into the extinction. 

How do you decide on who is in / who is out? >
Do you accept memberships? Who can apply?
Our present practice on those issues is under development, and is explained in the
comment.

Who represents your organization?
Any member interested or in the situation to do so. It is recommended that we dis-
cuss the situation trough the mailing list or another communication platform – this
questionnaire was offered to anybody interested to take part or comment on our
shared Writely account (now called Google Docs & Spreadsheets).

Comment (slobodnakultura.org – vlidi): How we decide who is in or who is out?
Actually, yet we don’t decide on it, in traditional way, which underestimates hav-
ing certain criteria met, application submitted and decision being brought. At the
beginning we set up a wikiªslobodnakultura.org where anybody interested could
enter the data about one’s organization or oneself and declare the membership. We
even haven’t had any set of “rules” or policies displayed at the time, and we are
still in the process of articulating and defining those. During the months of prac-
tice, organizing the First Festival of Free Culture, different public actions, panels
and presentations, or just meeting and working together, some “entities” proved
to be more active and interested then some other “entities”, but this is something
which is changing during time, and we feel no urge to re-count members or to
bring judgments on who’s “working” and who’s “passive”. It may change if some
hypothetical situation would demand it, but I doubt it will happen, as we perceive
slobodnakultura.org as free platform rather then some sort of formal membership-
based organization – platforms are for people to use when they have the need for
it. Of course, platform has to be established, maintained and improved, and that’s
where the issues of “activity/passivity” and “contribution” may arise, but as we
“build the plane while flying” (A. L. Findeisen), we will attend to it when it actu-
ally pose the demand to be resolved, and will not try to anticipate it and solve it
in advance. Some who “wondered around” and ended up in slobodnakultura.org
may feel not really at home and leave, while some may discover that it is the way
to share resources and experiences and to conduct actions they were looking for.
And that’s why I felt it was important to hear more about Clubture’s experience
and practices – it’s one BIG network, which may already have some of the ques-
tions we will be faced with examined. Also, within slobodnakultura.org we have a
lot of groups and individuals dealing with different issues – the dominant course
at the moment is free&open source software and “hardware” networking (e.g.
Linux User Group(s), Free Software Network, BGWireless), free knowledge
(Wikimedia), gender activism (Women at Work), art and other activism (dez.org,
Bureau for Culture and Communication Belgrade) – and please excuse me every-
body for not listing all the individuals and organizations involved, as this is just an
example... I feel the lack of theory and performing arts “angles” – that’s why we
initiated the discussion about closer collaboration with Druga scena, as it seems

54

C
on

te
nt

 2
O

ut
si

de
 r

el
at

io
ns

hi
ps

 / 
re

pr
es

en
ta

ti
on

S
el

f-
o

rg
an

iz
at

io
n

: 
D

at
a 

B
as

e



that the two platforms may be complementary. Yet it remains to be discussed, in
and about all the organizations involved, about criteria which should be applied
and common and particular interests and goals. So how big can all those organiza-
tions grow, independently or together? We don’t know. Only the practice can tell.
Here, I would like to quote excerpt from Dr Geert Lovink’s text “The Principles
of Notworking – Concepts in Critical Internet Culture”:

Let’s end with the perhaps least investigated aspect of scalability. Why is it so
difficult for networks to scale up? There seems to be an immanent tendency to
split up in a thousand micro conversations. This also counts for the ’social soft-
ware’ blogs like Orkut, Friendster and LinkIn, in which millions from all over
the globe participate. For the time being it is only the geeky Slashdot that man-
ages to centralize conversations amongst the tens of thousands of its online
users. Electronic mailing lists do not seem to get above a few thousand before
the conversation actually slows down, heavily moderated as it is. The ideal size
for an in-depth, open discussion still seems to be somewhere between 50 and
500 participants. What does this mean for the networked multitudes? The
question would be: to what extend is this all a software issue? Could the nec-
essary protocols being written up by women? Can we image very large-scale
conversations that do not only make sense but also have an impact? What net-
work cultures can transform large institutions?
http://www.hva.nl/lectoraten/ol09-050224-lovink.pdf

Do you inform people about your organization models? If yes, whom and how?
We haven’t had the time to reflect upon or articulate in more details our practice
yet – we are an emerging network – and we certainly haven’t had the opportunity
to discuss it with traditional and “official” policy-makers. I am confident that in
the near future both the articulation and discussion will emerge as a necessity for
all the actors involved, and will benefit existing and future societies, at least as a
research material – but, we hope, much more as a real-world practice. Please see
comment for more on the issue.

Is your organization based on principles of representation?
We are afraid that we do not understand this question.

Are you interested in networking/exchange with other self-organizations in Europe?
That is what slobodnakultura.org is about – we are curious about any possible col-
laboration or exchange proposed...

Comment (slobodnakultura.org – vlidi): Media situation and articulation we
haven’t had the time to discuss on the symposium, but communicating what we do
with wide audience I see as one of the most important parts of activities of any-
body involved in self-organization – it is a universe of it’s own, and I would like to
propose it as the topic of one of the future discussions, otherwise this thread would
unexpectedly reach the size of the average Yellow pages :-) It was also examined at
Paraflows 06 symposium in Vienna (http://paraflows.at) this September, and there
I had the opportunity to witness the sheer volume of the issue, and the importance
this topic has within the discussion about self-organized forms. 
I would like to finish with one proposition and one last quote (the last one, I
promise :-) The proposition would be that anybody interested take a look at the
lecture/performance given by Marko Ko{nik in Vienna last year, under the title
OPERABIL. The video can be previewed at
http://homepage.mac.com/marchegon/archive/operabilMov.html
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If we all incline to explore network practices and to resemble software and hard-
ware models we are growing more and more influenced by, this is by no means an
“easy” situation, a few of us could be “ready” for this kind of future emerging, and
there is not much from the history records or heritage known we can resort to in
order to find examples, keys to interpret or the experiences we can use on how to
“handle” the multitude of questions unfolding every day. After all, it is not by
chance that the full name of one of the oldest institutions exploring new media and
digital network practices, V2 from Rotterdam, is “Institute For The Unstable
Media”. And, now, the quote:

„The whole modern (or post-modern) world seems incomprehensible, and
therefore sinister, to millions of our citizens.”

It is happening right now. We have a lot of problems to think about, a lot of things
to re-define. To finish in more positive way, another quote says:

„But, once again, out of the chaos I see us emerging to another (temporary) sta-
bility, in which more advances in knowledge and art will occur than at any pre-
vious time in history because we now process more information per week than
most earlier societies processed in a generation.“

Both quotes are from Robert Anton Wilson and his 1992 work Reality is What
You Can Get Away With. (this great author needs help now: http://www.rawil-
son.com/main.shtml)

E-mail and/or postal address 
vlidiªslobodnakultura.org. (Vladimir Jeri} Vlidi)

Website
http://slobodnakultura.org
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Self-organization is a precise bureaucratic and
yet, in point of fact, a very open term which I
have chosen for the title of the international
symposium that takes place within the frame-
work of 40th BITEF.
The focus of the conference is on the perform-
ing arts (theater, dance, opera, performance…)
but other fields of art (video, music, graphic
arts, film, digital art, architecture…), critical
and activist cultural practices, educational
models, students’ organization, and free soft-
ware procedures are also present. 
In terms of the disciplines, the conference cov-
ers the theory (of arts and culture), organiza-
tion (of arts and culture), the artistic practice
and the cultural-artistic activism.
The conference addresses the presentation,
consideration and articulation of self-organiza-
tion as an alternative organizational form of
artistic and cultural initiatives within the cur-
rent local, regional, and European social con-
texts. The idea is to make it perform a triple
function: to acquaint the public with the emer-
gence of relevant current self-organized initia-
tives in art and culture; promote a discussion
and a debate about this notion/practice; and
encourage the articulation of a model or mod-
els of self-organization. So the self-organiza-
tion is here taken to mean not only a produc-
tion-management model but also a theoretical
problem and an artistic-poetic position, and
the programme of the conference covers all
these aspects, through reflection on: proce-
dures of work and cultural policy issue.
The self-organization emerges as an expanding
method and also as the practice of creation of

artistic scenes and cultural policies “from
below”. Its potential rests with the establish-
ment of flexible networks in the Artworld at a
time when the official cultural policies (“from
above”) and the existing institutional protocols
no longer satisfy a large number of art and cul-
ture protagonists. The chief “asset” of the self-
organization is that it emerges fro m below,
from the need of the art and culture protago-
nists themselves who would rather not be
included in projects, networks, and institutions
meting out the rules of work, participation and
needs from above (from ministries and secre-
tariats of culture, funds, programmers of large
institutions and the like). Self-organized initia-
tives (networks, platforms, movements, com-
munities, groups, associations…) are an opti-
mistic attempt to rethink the place, the status,
and the functions of art and culture in the pub-
lic sphere of this restructured “global” society. 
Needless to say, the context is not homoge-
nous, it is not “one”; quite the reverse, I insist
precisely on the multiplicity of forms arising
from that ’common place’, on the differences
ranging from the neo-liberal capitalist First
World to the transitional societies of the post-
socialist Europe to their specific micro-con-
texts. In these contexts self-organizations pur-
sue different tactics and partly different objec-
tives, but their starting intent within all these
contexts is to – somehow and to a certain
degree – preserves the art from the direct inter-
ference of either the market or the state.
In the light of that point of departure, the self-
organization supports the art’s transforming
potential to intervene in social relations. I hope

Self-organization: Notes on the subject-matter of the conference

Ana Vujanovi}
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that it is clear that by focusing on the self-
organization I do not mean support to art’s
autonomy from the social reality such as the
modernist imperatively requested. Quite the
contrary: the emphasis is on the fact that art
itself is a form of the social practice and it thus
must be thoroughly and seriously considered,
explored, and changed. On the one hand,
numerous procedures constituting the society
in which art is created make very brutal incur-
sions in the province of art, but on the other,
art is that relatively privileged space of the
public sphere in which one can explore how far
one can go in the analysis, creation, and projec-
tion of a new society. That is why I assert that
art is ultimately a political activity.

However, it is a far cry from thinking to creat-
ing; and it is this that is the critical aspect dis-
cussed at the conference in the case of existing
and invited self-organizations. By announcing
this conference I want to avoid making an
unduly big promise that this long-awaited key
to the general restructuring of art today has
finally been found. Even more than that: it
could be that the self-organization is just one
more artistic r/e-volution, like those we know
from that “other” history of art which maps
the practices from historical avant-gardes to
late-post-modern critical art in the age of cul-
ture. That question – and whether these r/e-
volutionary projects remain unaccomplished or
keep opening new spaces – I leave open for the
conference’s discussions and debates.

Participants in the conference / Discussion (CW):
Ana Markovi}, Emina Vi{ni}, Mi{ko [uvakovi}, Dalija A}in, Emil Jurcan, Milena Dragi}evi}-[e{i}



65

S
el

f-
o

rg
an

iz
at

io
n

: 
Pr

o
d

u
ci

n
g

 t
h

e 
D

is
co

u
rs

e(
s)

Between the 26th and the 31st of December,
2005, around 40 artists, theorists and art prac-
titioners took part in a meeting in the small vil-
lage of St. Erme in northern France. By invita-
tion of Jan Ritsema, who has bought an old
convent building in St. Erme through his own
private initiative, this group of people assem-
bled to discuss how to develop this location
into an artist-run work, research and education
facility. The house itself has enormous poten-
tial for such an interest: up to 100 people can
live and work there at the same time, and the
current condition and infrastructure of the
building is sufficient for immediate usage.
What it needs is 1. users and 2. a procedure of
usage that supports the creation of an open and
user-created institution on a long-term basis.
The name of the facility is PAF (Performing
Arts Forum)2, although the institution shall be
open to artists and practitioners from other
areas as well.
As participants in this meeting we share a great
interest in the creation of such a resource and
facility.
Being based in Berlin, we are involved in dif-
ferent groups and projects situated somehow in

the performing arts. Within these mostly self-
organized environments we each practice mul-
tiple professions such as producer, performer,
software programmer, technician, curator or
administrator. We adapt to these different
practices and competencies according to the
needs of each specific project. 
Our economic and social situation is marked by
conditions typical of freelance cultural produc-
ers in Berlin. We continuously switch between
paid (funded) and unpaid projects. Our yearly
income is between 8.000 E – 12.000 E with
very little social-security to fall back on. 
We feel a strong necessity to reflect on our
work conditions and gain resources and power
in order to play a more active role in the shap-
ing of those conditions according to our needs. 
During the last one or two years we have taken
part in various discussions between artists and
cultural producers that aimed at rethinking the
working conditions in the field of the perform-
ing arts. (Involved in Performance Berlin3,
Fernwärme at Ausland Berlin4, PAF Performing
Arts Forum) 
Starting off from an analysis of the current
institutional system for performing arts in
(Western) Europe (including production, pres-

The Bazaar in the Cathedral1

Ulrike Melzwig and Conrad Noack

1 We here refer to the text by Eric S. Raymond: “The
Cathedral and the Bazaar”, in: first Monday, peer reviewed
Journal on the Internet, http://www.firstmonday.org/issues/
issue3_3/raymond/. In this article Raymond anatomizes a
successful open-source project, fetchmail, that was run as a
deliberate test of some surprising theories about software
engineering suggested by the history of Linux. He discuss-
es these theories in terms of two fundamentally different
development styles, the “cathedral” model of most of the
commercial world versus the “bazaar” model of the Linux
world.
2 http://www.pa-f.net/

3 A loose and open initiative of a number of Berlin-based
freelance artists and cultural producers who share a pro-
found concern for the current situation of Performing Arts
in Berlin, particularly in respect to a general recognition of
their work and working conditions.
4 A group of performing artists and producers that organ-
ize platforms and peer-to-peer education on different top-
ics related to performing arts, as well as organize the
“Fernwärme – The Making of Performing Arts” series at
Ausland Berlin (http://www.ausland-berlin.de).
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entation and education facilities), desires have
been articulated in relation to
– the creation of work, production and educa-

tion spaces / environments / resources that
are run by artists and practitioners in a self-
organized way 

– the possibility for continuous networking,
exchanging and communicating between
artists and practitioners across national bor-
ders 

– the practicing of collective education as shared
research and knowledge production, contin-
uous exchange of knowledge, ideas and
information.

The introduction to certain Internet technolo-
gies and especially to the concept and ethics of
open source software development and infor-
mation commons has, in many ways, inspired
the way we think of different ways of exchang-
ing, learning and self-organizing in accordance
with the desires mentioned above. 

Commons Based Peer Production

It has often been claimed that art production is
an avant-garde mode of production. In a nut-
shell, the argument goes that the typical artist
has for generations been exposed to market
driven working conditions (self-employed, lit-
tle or no social-security, both worker and agent
of one’s work products). The argument contin-
ues that this mode of production is becoming
much more prevalent in society. If this is the
case, then there is a good argument for art pro-
duction having lost its avant-garde status.
Instead, outside the arts other forms of knowl-
edge production have developed, which are
much more explicitly based on cooperation
and networking. Yochai Benkler calls these
forms “Commons based peer production”5, the
mode of production for many free / open
source software projects.
Examining this method in terms of its poten-
tials to create other organizational or institu-
tional architectures for artists and theoreti-
cians, we are looking for resources that oppose
the mechanisms of the performing arts market
(creation of authorships, competition, repre-
sentational products). Furthermore, we sup-

pose that reshaping organizations and institu-
tions of research, production and education
according to a non-market-driven production
model will prepare the foundation for different
knowledge and practices in the field of per-
forming arts and theory.

Content: Copyleft, Commons, etc.

The Information Commons we intend to build
upon consists of every cultural artefact that is
not classified under ’all rights reserved’. Every
ancient text and many modern source codes,
all the classical musical scores, in fact most of
what could be considered culture, and more,
specifically art, is part of the information com-
mons. Taking a commons-based approach for
an artist’s institution means to actively enlarge
the Information Commons with our works.

There are a number of reasons to do so. 
> Copyright fuels the art industry while doing
very little for the individual artist himself. The
art industry is built on copyright and has,
among other things, created the star system
where a few artists are given VIP treatment
while effectively blocking any attempt for art
to be meaningful. 
> Authorship. Art relies on exchange, refer-
encing and remixing – but the economic reali-
ty of the arts market remains tied to specific
authors. 
> If we propose an organizational architecture
for artistic production and research that sup-
ports free access and sharing of information,
we must rethink how to maintain the growing
economic value being produced by its users. 

The open source movement used the GNU
General Public License (Copyleft)6 as a tool to
ensure that any work created by members of
the movement remains accessible to all its
members. 
We propose to use a similar mechanism e.g. the
Creative Commons share-alike license7 that has
not been designed for software but for other
kinds of creative work such as websites, schol-
arship, text, video, etc. Such license sets cre-
ative works free for certain uses, on certain
conditions (“some rights reserved”).

5 Yochai Benkler: “Coase’s Penguin, or, Linux and The
Nature of the Firm”, The Yale Law Journal, Vol. 112
(http://www.benkler.org/CoasesPenguin.html).

6 GNU Public License: http://www.gnu.org/ copyleft/
gpl.html, Copyleft: http://en.wikipedia.org/wiki/Copyleft.

7 http://creativecommons.org/
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Both the GPL license, as well as the Creative
Commons license are of a viral nature: Once a
work has been published under such a license,
all works derived from it will have to be pub-
lished under the same license as well.
Such a mode of copyright as a trademark of
commons-based peer production demands see-
ing authorship as a continuum in which many
people work together to create. Neither the
ingenious invention, nor the artistic intuition is
the basis for authorship. Rather, being part of a
functioning communication and knowledge
production network creates the basis.

Procedure

Commons based peer production promises an
efficient solution to a communication problem
that we are facing: people working on the same
thing from different places. 
Just as there are various kinds of software in
the information commons, commons-based
peer production in the arts will enable a wide
variety of artistic production. 
Commons-based peer production functions as
a meritocracy: not everybody involved has the
same influence on the development of the proj-
ect, while those who are involved more will
decide more. 

Of course, the literal application of a software
production model to an artist’s institution
might create some significant translation prob-
lems, some of which might be productive, oth-
ers not. 

A possible area of conflict involves the usage of
advanced Internet communication tools. This
entails not only a certain expertise in using
these tools (thus effectively creating a thresh-
old preventing some from participating), but
also a certain ’culture of usage’ where building
a common text and a common discussion is
more highly regarded than branching into pri-
vate texts. 
The Internet culture of usage is a culture of
short texts, of multiple but small contributions,
of patience when waiting for an answer through
a non-synchronized communication, and of
constant initiative. 

PAF open source institute

If we propose to organize PAF according to
methods used in the production of open source

software, we first need to find roles within that
institution that correspond to the following
major roles within software development: the
maintainers, the developers and the users. 
A user of an arts institution can be anybody
who wants to use this institution for his or her
own purposes but who does not take an overly
active role in furthering its development. 
A developer makes an effort to improve (or
“debug”) the institution, adding new features
or proposing to change others. 
The task of the maintainers is to keep the pro-
ject’s development on a healthy course, to pre-
vent features better implemented in a different
project from being included, or to help lay stan-
dards of coding, and to do a substantial part of
the development. The maintainer is usually
somebody who is willing to put an exceptional
amount of effort into the project and who vol-
unteers (or is chosen) to oversee all or a specif-
ic part of the development of the project.

a) System requirements

The creation of PAF involves a lot of work that
needs to be shared with as many people as pos-
sible. This group of people can be spread
around the globe, but each member needs to
have a personal interest in PAF. Each member
needs to be willing to spend some time organ-
izing PAF. Each member needs to have suffi-
cient access to the Internet. Each member of
this group needs to have some experience with
the Internet communication tools used to
organize PAF. These tools will include mailing
lists, blogs, wikis, etc., and all these tools aim
to help creating a common text. In the case of
PAF this common text will consist of rules,
funding applications, project proposals, project
documentations, schedules, etc.

b) Installation

The biggest challenge PAF is facing now is to
name maintainers for a number of tasks that
are needed to create PAF. These tasks should be
as self-contained as possible as not to interfere
too much with each other. Some of these tasks
could be: 

• internal communication (communication
between maintainers)

• external communication (communication
with users, press, etc.)
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• documentation/archive (techniques and meth-
ods of documentation)

• accommodation (housing, food)
• finance (participation fees, expenses, subsi-

dies, etc.)
• technical support (web, house, stage)

How each task group communicates internally
is up to its members. However, traces of all
communications should be available online.
In addition, we need to build a mechanism that
enables everybody (users, developers, main-
tainers) to give constructive critique and feed-
back in order to “debug” the architecture of
PAF. This means we need a method for “bug-
tracking”, i.e. a transparent method for keep-
ing a record of how critique was dealt with.

c) User guide

PAF needs written documentation, rules, guide-
lines, how-to’s. Prominent among those should
be a “how to co-develop PAF” that introduces
the ethics of PAF and explains the usage of the
communication tools in simple non-technical
terms. The rules around PAF should be as lean
and simple as possible and continuously invite
new people to participate in its creation. 
We need to explain to everybody using PAF
that by providing valid and constructive feed-
back, everybody gains. We need to explain that
by providing valid proposals to remedy a prob-
lem within PAF, everybody gains even more.
And we need to communicate that PAF is not a
place where ’everything goes’ but where every
feedback and proposal is considered, talked
about. It will only be implemented if it is prom-
ising, but the documentation of discussion
about its merits will be open for anybody who
cares to look.
In a distributed organization all the functions
one individual has within the organization
should be clearly identifiable as belonging to this
individual. Anybody who agrees to a task as
part of his or her responsibilities to PAF should
at least see this task to its end or declare failure
to do so. All tasks should be configured in such
a way that they can be completed without hav-
ing to wait for somebody else to complete
theirs, and the documentation needs to be kept

up to a minimum level so that if something
unexpected happens, PAF would still be able to
go ahead by looking through the compiled doc-
umentation.

d) Success/Failure

Finally, it seems necessary to describe measure-
ments with which we can evaluate whether the
institution/organization that we create will be a
success or a failure.

Here are some proposals:
PAF fails when it excludes, becomes exclusive,
excludes co-development.
PAF fails when it does not attract enough co-
developers.
PAF fails when its organization is not reprodu-
cible (but instead seems to depend on charisma).
PAF fails when its set-up does not foster free
sharing of information, discourse and critique.

On the other hand, PAF will be a success if its
architecture becomes useful for much more
than art production and education.

PAF extended

The potential that we assume from such an
attempt of organizing an artist’s institution is
far bigger than providing a particular function-
ing workspace in the specific location of PAF.
Quite the contrary, we assume that the realiza-
tion of such a working structure that enlists a
range of co-organizers all over Europe will
need and will bring forth a networked struc-
ture of different European artists’ initiatives
and local forces. 
And we should be aware that such a proposal
means to take sides in a political struggle, that
its formation and implementation poses a
threat to the arts market and arts industry as
we know it. This struggle is marked by the
debate around peer-to-peer networks, software
patents, extension of copyright and the build-
ing of a genuine public domain of information.
To apply such a mode of production to the
context of performance arts and artists’ institu-
tions means to enlarge the potential of this
movement in society.



69

S
el

f-
o

rg
an

iz
at

io
n

: 
Pr

o
d

u
ci

n
g

 t
h

e 
D

is
co

u
rs

e(
s)

a) region?

How shall we understand the region as geo-
graphical sphere of cooperation? What are the
instruments that will help us to put the bound-
aries? Shall we follow political and administra-
tive definitions of the region of so called West
Balkan (ex Yugoslavia, minus Slovenia, plus
Albania) or South East Europe (West Balkan
plus Bulgaria and Romania)? Are those at all
relevant for cultural cooperation? And then
how to start a regional project if you have sus-
picions about these divisions? What is the prin-
ciple you should follow?
When we started the initiative for program
exchange and collaboration in the region (that
was back in 2004), we decided to follow the
same principles we had when we were creating
national independent cultural organizations’
network Clubture. That is, to follow the “real
life“. That means, to start from something that
already exists. So, simply, Croatian organiza-
tions that were joined in Clubture network
invited organizations that they knew: their
partners or associates in different activities or
just those with which they share information.
So the “region” was defined by existing cultur-
al and social connections, that (which isn’t sur-
prising) are following previous ones. In the
end, our initiative operates in the region we
can describe as: West Balkan plus Slovenia
minus Albania.

b) common cultural framework

Besides the memories of common art and cul-
tural space, and – extremely important –

shared languages, one can recognize similari-
ties in development of cultural sector in all of
these former socialistic countries. 
Public cultural sector, as opposite to powerful,
rapid and deep changes in, primary, political
and economical sphere but also in everyday life
and general lifestyle, still basically functions on
grounds of old principles. During the transi-
tion those old principles were more or less
“conserved“. On the one hand, that has some
positive aspects. One of the most important is
preservation of cultural infrastructure. It
means that the most of cultural buildings
haven’t changed their purpose (cultural pur-
pose); they weren’t swallowed by rapid capital-
ism and transformed into shopping malls or
similar. No mater how unsatisfied we can be
with functioning and programming of those
institutions (cultural centers, museums, the-
aters, etc.), it is extremely important that they
still exist as such.
On the other hand, this preservation policy
resulted with institutional framework (both on
national and local levels) that is not able to go
on the second step and to execute structural
transformations towards proactive policies and
strategies that would encourage diversity,
dynamicity and cultural development, instead
of representation and preservation. As one of
the results today we still have most (80-90%) of
the public funding invested in keeping the huge
system of cultural institution alive and function-
al in basic sense. It means that the most of the
investments go to infrastructure maintenance
and salaries of great number of administrative,
technical and artistic staff. Only small amount

Clubture’s Regional Initiative – Program exchange platform of independent cultural
organizations

Emina Vi{ni}
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goes for programs, and mostly for so called reg-
ular programs of those institutions. So, in gen-
eral, cultural policy is more or less functioning
with just one goal: keep the system alive, keep
the social peace, keep the status quo.

c) network information environment

While culture here was kept under the ice, the
world around has been (as it still is) in rapid
changes. From the perspective of all social
spheres, which includes culture and art, “net-
worked information environment” (Yochai
Benkler in his book The Wealth of Network),
enabled by rapid development of technology,
have made a huge impact not just on how we
live our lives, but also how we produce, pres-
ent and communicate art and culture and how
we create new social (and cultural) forms that
are out of the art market or representative cul-
tural flows. The greater availability of produc-
tion and communication means (resources) and
removal of physical constrains have three
effects important for society as whole: non-
proprietary strategies, non-market production
and “rise of effective, large-scale cooperative
efforts – peer production of information, knowl-
edge, and culture“. As this notions are extreme-
ly interesting to be taken into consideration
when we are discussing the nature of today’s
art and culture production, we would just like
to stress the importance of new context
brought by new technologies in development
of independent culture. 
First of all, the basic (even banal) fact that
Internet enabled us to communicate in faster,
simpler and cheaper way with billions of peo-
ple around the globe had direct influence in
enabling grater mobility of information, people
and, of course, art and culture products. On
the other hand, networked and peer communi-
cation and production on the Internet (at least
indirectly) influenced creation of new models
of cultural communication – cooperation and
sharing through platforms and networks.

d) network structure – Clubture as an
example

Clubture, as national network, but also
through the way we are building our regional
network/platform, makes an example of struc-
ture developed on similar principles. 
Network structure enables that individual
nodes (members) are not in hierarchical and

inter-dependent relations. Possible exit or pas-
sivity of one of the members have no direct
effect on others or on network functioning as
whole. They don’t have to sacrifice their iden-
tities and individuality by joining the group (or,
more correctly, making the group with others).
They are not forced by any central or umbrella
position to change the way they are working
and the content they are producing. They are
not forced or obligated to be part of the group.
The decision is left to their willingness, motiva-
tion and interest to join and to organize and
perform direct (peer to peer) cooperation with
others in the system. 
The network is created ’bottom-up’, it emerges
as an effect of association of diverse acters who
are by themselves developing their rules and
procedures on the basis of goals and values
around which they connected. Network itself
defines its program and organizational focuses,
fields of operation, crucial goals and interests
(hence boundaries), that by necessity have to
include also individual interests. 

e) organizational form

If the network includes physical cooperation, in
further development – that follows the emer-
gence, which is the long period of sustaining
long-term functioning – it needs organizational
structures that are able to perform at least three
functions: (1) coordination, (2) fundraising,
and (3) administration. 
These two, on the first glance opposite charac-
teristics and functions (openness and bound-
endness), the network can find in organization-
al form of association, civil organization. It
provides the network with legal entity that
enables it to function in given social and eco-
nomic system, and in the same time, because of
the basic non-profit characteristics and orienta-
tion, it is not forced to operate only according
to market principles of offer and demand. This
organizational form enables individuals but
also different organizations to connect and
cooperate.

f) emergence of independent culture parallel
to hierarchical system

In countries in the region in dominant (official)
culture we exclusively have highly hierarchical
systems based on central state decision making
and pool of inert mostly non-efficient cultural
institutions. 
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But with other social changes in 1990s, things
started to move on the other side of the system.
In the sphere of not official, not institutional-
ized culture and art production. As a counter-
reaction to this situation, an independent cul-
tural scene, organized by civil society organiza-
tions, was established. It is the scene of inde-
pendent, non-profit, grassroots clubs, initiatives
and organizations (civil society acters) that
operate on the specific ground of cultural pro-
duction and socially engaged action, marked
with elements of hybridization and of creative
linking of several different fields: youth culture,
so called ’urban culture’ and alternative culture,
diverse forms of development oriented action,
programs influenced by new media and tech-
nologies, socially engaged programs, policy
actions, etc. That new, independent, non-repre-
sentative culture is characterized by diversity,
dynamicity, interdisciplinary and high level of
social awareness and activism. Moreover, this
form of social and cultural activity develops
new forms of collaboration and brings together
different personal, local, national and other
identities. 
These initiatives and organizations are not
emerging as consequence of willingness coming
from the system, but from individual actions.
The system isn’t able to evaluate culture and its
products on basis of their development poten-
tiality and impacts, because it functions as
maintaining service of huge infrastructure.
Everything else that is outside of public cultur-
al institutions cluster stays out of the system.
However, in some countries in the region,
there are some holes in the system, through
which independent cultural efforts are recog-
nized and partly financed for programs. But
even in the best cases (as Croatia or Slovenia
are in comparison to others), independent cul-
ture is far from the position of equal (or at leas
more equal) opportunities. So we are develop-
ing our own systems. We are self-organized. 

g) the Clubture network

In Croatia that happened (beside other initia-
tives) through the Clubture network, which
was initiated in 2001 and in the following year
started with first activities. The network was
primarily established with one very specific
goal: to improve development, sustainability
and public visibility of independent culture and
non-for-profit club scene in Croatia by inten-
sive program cooperation that is implemented

through specific model of program exchange
and project collaboration. Here are some sta-
tistics that are showing not only cooperation
value as it is, but also efficiency of program and
result-oriented networking.
During the four years of activities (till the end
of 2005) more than 80 organizations and ini-
tiatives from all over Croatia took part; within
92 programs 1.030 events were realized; more
than 50 cities and towns were included – one
half of the events were held in the 5 biggest
cities (Zagreb, Split, Rijeka, Osijek, Pula) and
the other half was held in smaller towns; 80%
of events were held outside the capital city.
Consequently, a stable platform for mutual
cooperation was established which enabled the
groups from various fields such as social
activism, dance, performing arts, new media
and technology, visual culture, music, contem-
porary art, theory, comics, urban youth cul-
ture, etc., to have links. 

f) regional initiative

After the three years of permanent program
activity and some efforts considering visibility
and public policies in culture, the network has
spread the scope of its activities towards advo-
cacy and monitoring relevant public policies,
educational activities, information dissemina-
tion, and media and internationalization.
From the basic need of Croatian organizations
to spread the cultural territory they can use to
share their programs and to cooperate in dif-
ferent art and cultural projects, Clubture start-
ed the initiative of regional cooperation. The
similar needs and interests were recognized by
organizations from other countries. After the
initial meeting in the end of 2004 that gathered
around 50 representatives of different organi-
zations from the region, and the preparation
and long fundraising period, in the beginning
of 2006, 8 pilot collaboration and program
exchange projects started. There are different
types of program. From contemporary music
concerts exchange to production and educa-
tional workshops, from exhibitions and discus-
sions to film festivals. Even on the level of
coordination, administration and communica-
tion the regional platform is functional.
It is important to stress that the key goal of
Clubture’s regional initiative wasn’t to spread
the Clubture network to regional level, but
also, in cooperation with other organizations
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from the region, to inaugurate an independent
poly-centric platform.  So, the basic idea of the
project is to establish a regional collaborative
program platform within which independent
cultural organizations will collaborate on joint
programs. The project was initiated and defined
jointly by all involved organizations which
forms the foundations for its long-term sustain-
ability and efficiency. 
Regarding the fact that in this area there are no
other forms of organized long-term cultural
cooperation, independent cultural scene has
the opportunity to take the pioneer role in
establishing a solid, sustainable and long-term
model of cultural exchange in the region. This
cooperation is not based on already obsolete
and inefficient representative models of bilater-
al cooperation, but it introduces new, more
dynamic, more cost-effective and more effi-
cient model of program based networking. 
The most important in this is to have a model
that defines program collaboration and deci-
sion-making participation, and which guaran-
tees a principal and practical differentiation
from: 

1. any form of member based network (mem-
bership in the network is dynamic; new
organizations are included into the network
on the basis of their direct involvement and
participation in the program);

2. any form of distributing agency (there is no
central coordination which would agency-

like distribute offered programs to the inter-
ested organizations; on the contrary, each
organization creates its own separate collab-
orative networks, which means that this
organization in direct communication with
its partners creates the contents and its dis-
tribution, respecting the principles which
are inherent to the model);

3. any form of foundation (funds are raised by
joint efforts; there is no council or commit-
tee which decides which programs will be
financed and to what extent, or which pro-
gram is better and acceptable, but all the
involved organizations decide upon it
together).

For the regional projects that should be imple-
mented in 2007, platform gather 27 partner
organizations from Bosnia & Herzegovina,
Croatia, Macedonia, Serbia and Slovenia. Thro-
ugh 11 programs there will be 70 different cul-
tural events organized in 15 cities throughout
region. 
It is still in wanna-be condition; i.e. we’re again
in fundraising activities, but, anyhow, there are
27 organizations applying together as partners.
They decided not to apply their projects sepa-
rately, but in joint platform. What could be the
main drive that puts these organizations togeth-
er? Why do we actually need it in the region?
Iskra (Ge{oska) can give us some suggestions...

Participants in the conference / Discussion (CW):
Ana Vujanovi}, Alice Chauchat, Vladimir Jerini} Vlidi, Berno Polzer, Jan Ritsema, Nicolas Siepen
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The creation of a platform, procedure, com-
mon code as an elemental effort to connect the
ideas, the diverse and the similar ones, the sim-
ulated and hyper-real ones, but also the strictly
applicative once, based on the rules of protec-
tion, is our ordinary, almost instinctive reac-
tion of opening an umbrella which protects us
(guards us) from the chaos. The fight against
the chaos which Deleuze and Guattari identify
as that painful and worrisome situation where
the thought emerges from within itself, and the
ideas are escaping, disappearing barely shaped,
is the impetus which makes us develop the
dialectics of solidarity, of associating. Asked
where and how the new political creativity
could be found, we associate (join) in order to
find the paradigms that could help us elaborate
the new schemes of expression and of the cul-
tural performativeness. 
In this brief presentation I will try to relate sev-
eral ideas about the potentials inherent to the
solidarity as a fundamental principle of join-
ing/association; how solidarity creates a new
subjectivity, a different identity, and all this
inspired by the possible developmental path of
the regional platform which the Clubture has
initiated.
We live within a context of political fictions
which, rather than for consisted, structured,
allow schizophrenic motion through the pseu-
do-systems of the society. We are illuminated
by the disorder of our societies which take
more than they give. We face unclear border of
activity/action which lack clearly marked tran-
sitions from one zone to another. In such polit-
ical phantasmagoric conditions, the associa-

tion, auto-reflexive initiativeness are the only
way out of the political and intellectual entropy.
The self-organizing, networking which have a
clear and firm concept, which surpasses the
sub-standard models offered by the institutions
of power, are the options through which the
traditional societal and symbolic structures
transcend from ultimately dysfunctional into
acceptably efficient and functional ones. 
At a first glance, the regional platform Clubture
is just one of the many initiatives of associating,
which tries to get out of the tight hide of the
retrograde institutional Balkan systems, an ini-
tiative alike to many other ones in the region,
larger or smaller. But, still, Clubture differs
from the rest: it is a phenomenon which seems
to be on the best way to offer a truly efficient
structure and procedure which unite the
visions, wishes and efforts of all of us who are
in the same boat. In that way, the regional plat-
form Clubture becomes a paradigm for a con-
structive response to the incidental, chaotic and
non-systemic attempts that we see at all societal
planes in the recent past. Especially when it
comes to the topic of associating, of solidarity.
After we have learned the lesson of disassociat-
ing, and we learned how not to be together,
now we are truing to construct and to decon-
struct the existing, and the potentially new
models of networking and solidarity. Clubture
as an regional initiative possesses the energy
and the potential to create functional systems
which detect, channel and utilize those inde-
pendent initiatives and actions which are relat-
ed to the broader urban usefulness, which pro-
mote hybrid, dynamic, urban principles, and

The Archaeology of Solidarity

Iskra Ge{oska
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that have an impetus to change the general
trends in the atmosphere of the cultural policy. 
I recognize this notably in the regional initia-
tive of Clubture, especially since I myself come
from a country where the melancholic and
defensively apathetic conformity rule. A coun-
try which is renowned for its incredible hospi-
tality, openness, etc., but which is inherently
deeply destructive and powerless to implement
any progressive initiative which would confirm
the myth of the solidarity. The transition in the
Eastern-European countries in the reference
literature is described as a process taking place
at three levels: a) organizational – the old orga-
nizational ways are replaced by those which
presuppose greater individual autonomy, free
initiative and feeling of the market laws; b)
value – on the one hand, the importance of the
individualism in the society is on the rise, while
on the other hand there is an increase in the
new NEGATIVE collectivism (the most typical
is the nationalism which replaces the commu-
nism); v) symbolic – the past and the cultural
heritage serve as “decoration” for the programs
of the new elites.
All of those aspects of cultural transition are
typical for the Republic of Macedonia, as well,
but, of course, within our cultural context
there are specificities, too. One of them is the
large centralization of the cultural policy exclu-
sively in the Ministry of Culture. 
In our country (Macedonia) the culture is still
understood as a luxury of thought, a decora-
tion for the society, an escape, a cult per se, an
area reserved for the privileged ones, a monop-
oly where the state is both a judge/jury and an
actor. It is still the reflection of the state of the
ethnic awareness or is reduced to trivial con-
sumer goods. The culture, unfortunately, is
prone to yielding, obeying and being humiliat-
ed, to being bribed and dishonored. It largely
belongs to the clans, to the public authorities
and, more recently, to the merchants. And,
which is the most discouraging, the culture in
the Republic of Macedonia still does not know
how to fight for its own independence from the
power of the state and the money, and to be
largely oriented towards the citizens and the
broader community. Unfortunately, the repre-
sentatives of the central and the local power
still support the ceremonial culture which
enjoys no real feedback in the developmental
processes. The principles of democratization,
decentralization, de-monopolization are almost

completely denied. The problem of the central-
ization of the state became so serious that it
was necessary to amend the Constitution. 
The entire Macedonian context, naturally,
could not be viewed in isolation from the gen-
eral developments in the region as well as on
the European and global level. Therefore, nei-
ther local nor global should be fetishised as
some sort of a strategic priority, but instead
links and networks should be created on both
the local and the global level. As Hardt and
Negri say, even the local affiliation is “pro-
duced/ manufactured”; the local differences are
not inherent and natural, but are a conse-
quence of certain societal machinery which
creates and enlivens identities and differences.
And between the local and the global is the
regional, which is of particular importance pre-
cisely for the part of Europe where we live.
After the dissolution of the common state
SFRY, the nationalism is still the main societal
energy, and the need of regional connectivity
still takes the second place – the perspec-
tive/outlook is either to the “big” Europe or to
the powerful America. The regional connec-
tions would calm down the local and the glob-
al identity tensions.
What might be the most problematic are the
silence and the powerlessness of the independ-
ent cultural scene in Macedonia to be mobi-
lized and to fully understand the importance of
a joint stance and more vigorous fight to
change this context. We faced a complete
absence of the principle of solidarity and polit-
ical imagination which will change the image
of sleepiness and which will, through action,
provide for dynamic and changing landscape.
It is precisely because of this perspective I hold
that I will allow myself to interpret the region-
al initiative of Clubture as a reference point in
this area, with regards to the political imagina-
tion and the new political creativity. Why? It
risks, it challenges, it stimulates, it initiates,
motivates, asks, redefines, opens, deconstructs,
changes, and it does all of the above with a cre-
ative uniqueness, playfulness and courage. The
regional initiative of Clubture is another step
further in the story of solidarity.
The “Revolution“, associating, solidarity do not
consist just of odes and proclamations and man-
ifestos. The task is not only to carry out the
evolution, but also to correct, upgrade, con-
struct and deconstruct its course. The principles
that regional initiative of Clubture tries to
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establish might become the way, the opportuni-
ty which leaves the framework of closed intel-
lectual systems and establishes a fine balance
between the public, mass-scale, socially neces-
sary, individual, academically imposed. Thro-
ugh this, the regional initiative of Clubture pro-
ves that the solidarity dialectically unites the
opposite poles, it confronts the differences. The
sustainable diversity, heterogeneity, fragmenta-
tion of the desired whole and of the centre are
the measure of the solidarity. The example of
the regional platform Clubture indicates that
the solidarity is both a right and a duty.
Certainly not mercy. We are together not to
protect ourselves, but to participate. The weak-
ness, insecurity, and the institutional rejection
that we face, each of us within our own remit,
create the need of protection mechanisms. Still
the participation is the outlet offering the way
out, organizing the multiple identities into cre-
ative political resistance. And, since the revolu-
tionary concepts of solidarity are related to the
modern merger of freedom and politics, we
could conclude that the solidarity is needed, if
for nothing else, then for the democratic
achieving of the individual freedom. The soli-
darity is, by its nature, individually illuminated
and colored. We are together in order to stimu-
late and strengthen our individual principles,
which the transitional, criminally colored state
mercilessly swallows and suffocates, neglecting
the long-term consequences. Within the frame-
work of the principles of the self-identity we are
building the relational freedom, supplementing
and changing oneself in the mirror of the
Other, the different ones. 
Clubture is a political, civil friendship for pub-
lic benefit. Through the regional initiative of
Clubture the unbreakable link between the
idea, political, and personal responsibility is
expressed. The basic principles which could be
positioned as reference, for those who are not
direct creators of the initiative, and are later
involved as a part of its story are: constructive-
ness, tranformativeness, critical attitude, polit-
ical sensibility. The political responsibility
which is achieved through this initiative pro-
motes the recognition of joint obligations,
which is the foundation for the solidarity and
coalitioning. And I would say that it could be
given the aura of the principle of “longing for”,
of which Rosi Braidotti speaks in her book
Nomadic Subjectivities. That principle, com-
bined with a complex self-organization, creates
a situation of self-identifying and inspiring and

challenging splitting of the personality into
two: a transcendental chief supervisor and an
empirical burst/cluster of wishes and passions
which need to be disciplined and structured.
The associations like this one I would like to
treat not only as facts which importantly change
the social cartography, but also as an opportuni-
ty for a developmental process of figurative
images, exceptionally important for the sensibi-
lization of the public and of the political factors.
When I say figurative images, I refer to these
actions, initiatives which have factual/subs-
tantive, but also symbolic political significances,
and which are an alternative to the fossilized
models of action and of creating urbanity, cul-
ture, and cultural policy.
But still, this does not mean that there are no
perils and traps which the solidarity has as
inherent, and which, I suppose, Clubture feels
and experiences, as well. Solidarity, apart from
being a paradigm for toughness, solidity, is also
burdened by its robustness. It feeds on the most
vital intellectual urges of the humans, but it is
also realized thorough the media of systemic
organization, through the bureaucracy and the
law. And thus the initiatives often lose the battle:
they are either bureaucraticized, completely los-
ing the initial impetus for their establishment, or
they are liquefied through escapist, politically
unjustified, self-contained paths. And the dilem-
ma will always be left lingering: escapists groups
or systemic, structural, clear and visionary built
networks which act simultaneously from the
margins to the centre and vice versa.
When one neglects the initial principles of
association, which always put first the supreme
notional, ideological and political principles
because of which the association happened, the
civil principle is ruined and we become mutual
friends rather than citizens. Creating such
closed system we become rather enemies than
friends of the fundamental pledge.
The friendship, the togetherness is a story of
identity. If there is no recognition, exchange, if
we connect, solidarize, intertwine only because
of existentially-motivated success (as it often
happens), then we have a pseudo-identity story
of associating and self-organizing. Sometimes it
would be good to understand the associating as
a “romantic friendship”. But, unfortunately,
such type of friendship is “DEPRIVED OF
THE WORLD“. Equally as the romantic love
is. So, the question of how much of the world
we need and what kind of a world we need in



76

S
el

f-
o

rg
an

iz
at

io
n

: 
Pr

o
d

u
ci

n
g

 t
h

e 
D

is
co

u
rs

e(
s)

the system of simulated laws, virtual docu-
ments which never have a point of junction
with the societal circle. Do we need a model of
which Derrida speaks, a model of virtuoso
skills of “a few citizens”, the military friend-
ship of whom will save the fatherland, or do
we need Bonnie and Clyde, a love couple of
villains who face the challenge of the entire
community, at the same time deconstructing it
and changing it … posthumously, but still … 
The free friendship among the citizens is a pub-
lic affair and an elemental form of collective
harmony of a civil community. There is no per-
fect friendship with “many”. But, there are
many networks, so that the individual friend-
ships, through dense networking, make the
link of the harmony of all citizens stronger. 
The regional dimension of Clubture can be con-
sidered as provocative impulse to question the
metaphysical, fixed, permanent identities. Here
we are all together, everyone with their burden,
everyone with their own cultural background.
The platform which Clubture initiates together
with the other representatives of the independ-
ent cultural scene of the region places us face to
face with the possible velocity of the fluidity and
the change of identities. In the network, no sub-
jectivity is monolithically defined once and for
all. What is important is that prevailing and
exchanged is the multiple, complex and poten-
tially contradictory complex of experiences
emerging as the Other from the Same, born from
within different, but still identical contexts. 
When Yugoslavia broke apart, our identities
remained firm, fixed by the strap of the prob-
lematically established state, political and

national(istic) poetics. The re-association has
freed them and made them flexible. It is exact-
ly what the regional initiative of Clubture is
promoting: a concept of decentralization of
functional nomadic entities, important for the
issue of exchange, of flexibility towards the
Otherness, about the investigation of the dif-
ference within oneself. And the key model for
the understanding of the multiple identities is
the desire for good organization. The self-
organizing is a result of different dynamics,
velocities, intensities and variations which
require harmonization (approximations). 
Unfortunately, the transition-stage capitalism
creates an insecure political and societal
ground which is specialized in existential, eco-
nomic quakes and which provides a suitable
ground for manipulation with the principles of
association and solidarity. In such circum-
stances, the culture ceases to be a developmen-
tal factor.
At the end, I would conclude by a quote by
Giorgio Agamben which might render this,
possibly a bit confusing presentation of mine
sublimated – or even more confusing: “It is
important to live in the intimacy of the other’s
being, and not only to come closer to the other,
to get to know them better, but to get to know
ourselves (...) and from one day into another to
be nothing else but an open space, a light that
never goes out, in which the Otherness remains
always exhibited (...)”
The Archaeology of the Other always opens
the door to the transparency of the Self.
The Archaeology of Solidarity

Participants in the
conference /
Discussion (CW):
Berno Polzer, Jan
Ritsema, Nicolas
Siepen
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Project Other Scene (Druga scena) is a joint ini-
tiative of eight (up to now) independent artis-
tic and cultural organizations and informal
groups in Belgrade, active in the fields of con-
temporary performing and visual arts, theory
of art and culture, gender and queer activism,
and artistic and cultural policy issues in the
context of post-socialist transition. The project
emerged as self-organized initiative in 2005,
independently from agendas (expectations and
requirements) put out by Belgrade City
Council for Culture, Ministry of Culture or
international foundations.

Partners in OTHER SCENE project are:
• TkH – Centre for Performing Arts Theory

and Practice (Walking Theory / Teorija koja
Hoda)

• STATION (Stanica) Service for
Contemporary Dance Belgrade

• PRELOM Collective
• The HyperMedia Institute – TECHNE 
• QUEER Beograd Collective 
• Stanipanikolektiv 
• SFW – NOVA DRAMA (New Drama) 
• dez.org

Due to the slow and difficult dynamics of insti-
tutional reforms and still predominant tradi-
tional structures of cultural institutions, inde-
pendent organizations like many others in the
transitional contexts, are facing problems
regarding lack of stable infrastructure for
autonomous artistic/cultural work and research
outside of the existing (mainstream) institu-
tions. Also, the independent organizations are

completely ignored by the government struc-
tures, who while from time to time give funding
to singular projects (especially within the last
few years, since 2000, when the competitions
became more transparent but still late, inade-
quate or sometimes even cancelled due to the
miscalculation of the state budget or because of
the change of parties in power), have no clear
and transparent, formulated cultural policy in
Serbia regarding even state institutions, let
alone acknowledgment of the importance and
place of the independent scene in cultural and
artistic map of the country. Because of this state
of things it is almost impossible to systematical-
ly establish independent strategies for creation
and development of the innovative cultural pol-
icy and cultural practices in Serbia.
Taking into account these contextual conditions,
main goal of Other Scene at the moment is to
investigate, create, and realize an efficient model
of cultural lobbying, in the specific political and
cultural conditions. We are aiming towards the
model that would be alive and dynamic, and
that could as well be transferable to other situa-
tions, in similar contexts.
Practically, our intention is to set up a ground
for the establishment of the basic physical and
more important – organizational infrastructure
for the independent artistic and cultural scene
in the city of Belgrade, which will empower it,
beyond the actual collaborators of Other Scene
project, in future.
In co-relation with other independent organiza-
tions we would facilitate information exchange
(and potential collaboration) with the similar
initiatives and projects, particularly in the region

Other Scene; From local self-organized initiative towards a national cultural policy platform

Bojan Djordjev, in collaboration with Dragana Alfirevi} and Ana Vujanovi}
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(such as Clubture and Clubture regional initia-
tive, Platform 9,84, Zagreb Cultural Capital,
EkS-Scene, ATTACK!, Zagreb, Croatia; Metel-
kova, Maska, Bunker, TEMP, Mesto `ensk, Lju-
bljana, Slovenia; Multimedia centre, Loko-
motiva, Ta~ka, Skopje, Macedonia; Fondacija
CURE, Sarajevo, BiH; Per.art, Novi Sad, Serbia;
as well as National Center for Choreography,
Bucharest, Romania; Theorem network, Balkan
Express and Balkan Dance Network, etc.). It is
crucial in this moment to organize consulta-
tions, trainings lectures with similar initiatives
from the region, coming from similar contexts,
but more advanced or simply older.
With the Other Scene project, we wish to devel-
op a relatively consistent platform which is
competent to participate in regulatory process-
es of cultural policy design, development, and
implementation in Serbia.
It is our goal to involve a wide range of inde-
pendent artistic and cultural organizations, in
the city of Belgrade and later in Serbia. We
already made a research, so called “mapping of
Belgrade independent scene”, which involved

more than 20 independent groups, organiza-
tions, and initiatives. The research was conduct-
ed through a poll – distribution of fill out forms
from which we gathered all the necessary data.
Our plan is to organize a large scale initial meet-
ing that will take place with all the groups in
October 2006. The purpose of this meeting
would be to detect and address in great detail
the problems that independent scene in Belgrade
is facing. The goals of this meeting could range
from establishment of regular meetings and con-
sultations in order to coordinate actions all the
way to forming a strong formal front of inde-
pendent organizations (some sort of union or
assembly) that will become a relevant partner in
negotiations with funders for the arts (state,
municipal, private, foreign…), an inevitable
consulting partner in every decision making in
matters regarding and pushing forward new and
flexible cultural policies, and becoming a rele-
vant, visible flexible organization representing
independent cultural workers, initiatives, formal
and informal groups.
We believe that this would initiate formation of
the new artistic and cultural practices which

Participants in the conference / Discussion
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promote hybrid: interdisciplinary, cooperative,
rhizomatic, and non-representational models of
organization and procedures of work in art and
culture.
As a network of artists, theoreticians, and cul-
tural practitioners, we are dedicated to modify
and introduce developed models into different
contexts of other Serbian cities.

We are currently working towards:
– More fruitful and two-sided collaborating

with local authorities, instead of complying
with the requests and already established
protocols of the collaboration, as well as of
fighting against the collaborations where the
authorities are “enemies”;

– Influencing cultural policy regulation on the
local and national level, which we assume as
a legal competence of independent scene and
NGO sector in general;

– Better visibility and recognition of contem-
porary arts (practice and theory) on the local
level, as a relevant, competent, and influen-
tial social practice whose critical insights
intervene into actual social relations;

– Providing or lobbying for, a physical space
(new, hybrid venue/s) that would remain
open to young artists and new practices,
which will ensure infrastructural continua-
tion of independent scene’s activities, and
whose organizational protocols and proce-

dures of work will be structured in the way
of full participation of self-organized cluster
of involved groups; 

– Re-thinking existing and creating new forms
of collaboration and networking, where we
are interesting in promoting and empowering
those forms that emerge from below (as a
real need of contemporary art workers),
rather than the forms pre-scribed by neo-lib-
eral agents who promote non-problematizing
and empty flexibility, nomadism, plurality,
trans-… connections, etc.

This is current “state of things” in/of Other Scene,
dated September 2006. 
As it is an alive entity in its initial phase, and
something new for all of us used to work in
small-scale self-organizations (NGOs or infor-
mal groups), many of the things are supposed
to be changed in near future. So this descrip-
tion/explanation is provisional, and through it
(as well as through the questionnaire from the
first chapter) we also try to articulate to our-
selves many aspects of Other Scene we dis-
cussed, proposed, suggested, problematized, or
even missed at the meetings and brain-storms
we made in the last couple of months. So how
we conceive Other Scene as self-organization at
the moment is a processual learning and work-
ing toward a future self-organization of Bel-
grade independent scene.
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If the basic assumption about the
pair is that they meet together for
purposes of sex, 
what is the basic assumption in a
group about people who meet
together in a group? 

(Wilfred R. Bion)

It is not easy to define “self-organisation”.
Apparently, it is a relatively new notion, which
specifies a concept that is both theoretical and
political/practical, a concept that consists of a
number of components. It is a hybrid with
implications and possibilities inherited, crys-
tallised, and transformed out of the existential-
ist decisions of the 60s and 70s. As for the art
scene of Berlin, the term began to circulate
there increasingly in the early 90s and then
experienced further development. After the
market-assertive 80s, the yuppie decade, many
people apparently considered it high time to
start re-politicising the art field. 
The great A-components, such as: autonomy,
auto-poiesis, anti-sociality, anti-authoritarian,
anti-oedipal, or activism, seem to mark the
field or the programme of its evolution possi-
bilities. Even though the term has an everyday
sound, it is a neologism, kept in tension by
mutually opposed forces. As all neologisms, it
is a “dirty” concept, giving a specific meaning
to a general term of collectiveness. The prefix-
es “anti-”, “auto-”, and “a-” cut the “self-
organisation” in practice in half and their logic
of movement consists, among other things, in

coming to terms with that very cut or break. It
is precisely why this term comes from the left-
ist arsenal. The “rightist” terms and concepts
have always been identical or at peace with
themselves in terms of political affinities, since
they transport the conflict and the cut to the
outside. They are domineering and tolerate no
problems or conflicts within that might be vis-
ible on the outside. In other words, they pre-
suppose a static “we” set against “the other”
construed as hostile and meant to be fought
against. The point with a concept such as that
of self-organisation is to presuppose a flexible
“we, the others” set against a static “we”,
whereby the line of conflict run equally along
the antagonisms, but these are carried out on
the inside. One can observe this difference
between leftist and rightist collectiveness in its
rudimentary form at all levels, down to the
scene of political parties. As for the German
parliament, the “Greens” were in charge of the
conflict par excellence before they became a
centre party in the government, since they had
come from the street as an opposition consist-
ing of parliamentary outsiders and reinstated
themselves as a parliamentary opposition,
engaging in an eternal struggle with their dual-
ist split into “Fundis” and “Realos”. The
“Fundis” wanted to retain the “radical” legacy
of the street and to introduce it as such into the
parliamentary operation, while the “Realos”
endorsed a pragmatic adjustment to the system,
with all its coercions and rules of the game.
Eventually, the outcome of the struggle was

DagegenDabei / TherebyAgainst; Fight for Relevance or the Relation between self-organisation,
institutionalization and Power (Berlin)*

Nicolas Siepen

* This article is published as Frakcija’s contribution to Documenta 12 magazines, a collective editorial project linking world-
wide over 70 print and on-line periodicals, as well as other media (www.documenta.de). As both Frakcija and TkH are
involved in the project, free sharing of contributions is enabled.
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necessarily decided in favour of the “Realos”,
since resistance against the institutional
oppression of an ideological machinery can
hardly be sustained on the long run if one is at
the same time a part of it formally and perpe-
trates its mechanisms. Certainly, the rightist
parties have also known conflicts between frac-
tions, but they have amalgamated, so to say,
with the apparatus as such. It is not only easier
for them to keep themselves closed in – which
sometimes significantly adds to their efficiency
and force – but it is also their actual political
goal. To represent the state power monolithi-
cally makes them simply and obviously hot.
The fact that the Greens have basically evolved
in the same direction with time can be easily
observed in personalities such as Joschka
Fischer, Otto Schily, and Daniel Cohn-Bendit.
The one has mutated from a battered street
fighter to a foreign minister with a statesman’s
flair, the other from a Green RAF-attorney to
the “Official Hooligan” of the SPD’s ministry
of inner affairs. The APO’s slogan about the
“long march through the institutions” has
reached an idiotically reformist end: Under the
beach lies the asphalt! Briefly, the revolution-
ary sponty “Dany le Rouge” has turned into the
realist politician “Dany le Vert”. Each in his
own way, the leftist “alpha-animals” have dis-
tanced themselves from their political past and
begun to hallow the parliamentary/democratic
framework. It would take us too far if we ana-
lysed here the political implications of these
processes. However, it does not mean that
structural shifts within a democratic apparatus
of power cannot have, from the leftist perspec-
tive, a positive impact on the formation of
social hegemony, but rather that the matrix of
social institutions and its ideological frame can-
not be radically questioned, changed, or even
abolished from the inside. From 1968
onwards, the “long march through the institu-
tions” actually meant the “long way to the cen-
tre”, which process was concluded in the late
90s. The result was a considerable expansion
of manoeuvre space for the bourgeoisie, which
could now set its capitalist interests on a glob-
al economic basis. The Iron Lady in England
and the senile ex-actor Ronald Reagan in the
USA developed a neo-liberal agenda in the 80s,
which has meanwhile reached its full fruition
and made us all fight with its consequences –
briefly: before the liberal market everyone
stands alone, but together. 

However, this general political rollback did not
follow a homogeneous and linear logic, carried
out in the same form in all social fields and at
all levels. The beginning of this development –
if one can identify any exact beginning at all –
was rather a social drift. After what was desig-
nated as the May of 1968 began to sway, name-
ly the genuine illusion of a deeper and funda-
mental transformation of social conditions on
the level of states and their institutions, as well
as in workers’ organisations, all that with a
view to the international context, some satis-
fied themselves with what had been achieved
and returned to the “reformed” factories, uni-
versities, and offices, whereas others tried to
“take off ”. 
Collectives such as rural communes, bookshops,
artists’ associations, psychiatry, universities,
kindergartens, patchwork families: a whole pro-
cession of hippie-like, self-organised “micro-
states” within the state, attempting to realize the
social sectors of love, work, and living, former-
ly classified as private or public, in an extremely
small space, autonomously, and against the
social consensus; and above all, they tried to
realize themselves: “L’etat est mois”.
To speak here of “micro-states” borders on sar-
casm and criticism that has stuck to these “col-
lectives” in the course of their development and
is regularly quoted even today to account for
their bankruptcy. The supposedly spontaneous
manifestation of desires for the sake of individ-
ualistic self-realization, coupled with a tenden-
cy towards the restoration of authoritarian
structures within, has made these groups and
self-organised institutions the target of
reproach from both Marxist leftists and liberal
rightists. Conservative rightists throw accusa-
tions of anarchism even today, while Marxists
accuse others of anarchism and bourgeois indi-
vidualism. Neo-liberal capitalists likewise warn
of anarchism and danger, but it has not prevent-
ed them from developing their own ideology of
self-realization at work or from retargeting into
flexible pop-management a whole arsenal of
experiences and codes that were developed in
self-organisation. That was again taken as an
opportunity to directly accuse those who
allegedly endorsed desire liberation and non-
governmental collectiveness of this ideological
capital adjustment. This may be true of the old
1968-ists such as Schily, Fischer, and Cohn-
Bendit, but their double function of hate objects
and success models expresses the contradictory
development of the “New Left” after 1968 only
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at the level of state institutions. One would
approach these biographies and all that they
represent in a rather absurd way if one made
them the measure of an entire social reality. For
example, if this process is observed on the level
of sub-cultural milieus, a more complex picture
comes to the foreground, which must be viewed
in a discriminate way. In Germany, even before
the fall of the Wall, the leftists introduced a dis-
tinction that split the “New Left”, which had
been built in the process of breaking away from
the doctrine of the Communist Party, the work-
ers’ movement, and the Marxist topography of
base and superstructure, into the cultural or
pop-Left and the political Left. Whereas the
political Left basically adhered to a purely polit-
ical vocabulary and code of behaviour in all its
varieties, the cultural Left developed a sophisti-
cated approach to cultural codes and forms of
organisation, detaching itself from the factory
fixation. Possibilities of political interventions
and analyses expanded chiefly around products
and technologies from the complex of cultural
industry, which was no longer interpreted
merely negatively as an ideological expression
of capitalism, as it had still been the case before
the critical theory of the Frankfurt School, but
had mutated into a critical-affirmative frame of
reference, which could be adjusted and restruc-
tured. Among the preferred forms of action, the
journalist article and the pop magazine such as
Spex became the keyword setters for leftist self-
perception. Later, they were joined by art jour-
nals and texts, or political magazines such as
Die Beute, and intensified a socio-cultural
movement that was developing within the field
of culture and manifesting itself in productions
of institutional criticism, political identity, and
music. In the Berlin of the 90s – though not

only there – these activities obtained a new
impetus after the fall of the Wall. Facilitated by
the special position of East Berlin – the fall of
the iron curtain, the massive presence of empty
buildings, cheap rents, etc. – some sort of gold-
digging mentality developed in Berlin-Mitte in
terms of self-organisation possibilities, especial-
ly in the Scheunenviertel (the Jewish quarter of
Berlin before World War II, whose “emptiness”
had above all something sinister about it with
respect to the Nazi and GDR past). Galleries,
clubs, bars, theatres, and action spaces became
for several years the crystallisation points of a
new social world, in which the most varied cul-
tural activities demonstrated at least some
points of contact and overlapping, in a density
and intensity that were virtually unknown to
me from other cities. However, it was from the
outset a very contradictory process, abounding
in conflicts, at the end of which the very con-
cept of the cultural left was exhausted. It would
lead us too far to reconstruct this development
here; instead, I would like to illustrate briefly
the concept of self-organisation on the basis of
an example from my own experience. After I
had lived in Paris for a while, Berlin seemed to
me completely undefined in comparison. The
idea to rent one of the numerous empty shops
and install a studio there, which could be con-
stituted as public space, imposed itself through
the very presence of such unused spaces, but
also through the already existing examples of
Zwischennutzung, common throughout the city.
Zwischennutzung meant that rooms and build-
ings that were formerly owned by private enter-
prises or functionalised as public spaces could
be “legally” used for other purposes for a cer-
tain period of time, until someone would be
willing to re-establish their regular trade. There
was an old hairdresser’s shop near Potsdamer
Platz, which was turned into a club, but
retained its old hairdresser’s sign and was also
called that way. Around the corner, there was
the Elektro bar, located in an old shop with
electric supplies, the Tresor in an old bank
building, and the WMF, all of them techno
clubs named after their former owner or the
place that they now exemplified. With time,
these profane inscriptions and illuminated signs
were transformed into cultural labels, which
have partly surpassed their origins and survived
until today or even moved on. For
Zwischennutzung also meant that one had to
move quite often. Potsdamer Platz, the heart of
the city, was still wasteland at the time, which

Participants in the conference / 
Dragana Alfirevi}, Emil Jurcan
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turned into a huge flea market on the week-
ends. The interesting aspect of those places was
that they did not simply have a function, but
were tied each of them to its own social texture,
which remained accessible during daytime,
though perhaps in different contexts. Those
places had their singular existence and specifici-
ty, but were at the same time parts of an infor-
mal network, which nobody had planned or
organised. At first, I rented the rooms of the
former GDR garbage disposal company, togeth-
er with a group of people who called them-
selves Klasse Zwei, and later on a shop in
Schröderstraße. We had met at the art school
and held some joint exhibitions, so after gradu-
ation we decided we would continue working
in a self-organised manner. Even though the
rent of such rooms was very low, we naturally
had to find some money in order to be able to
work. In our case, it meant applying for cultur-
al funds and running an “illegal” bar once a
week. Such bars were numerous, one for each
day of the week, and our one was on Tuesdays.
There was no need to advertise it because it
soon became popular and was usually fuller
than we would have liked it. With the income
from the drinks we were able to finance our
activities and our rooms. However, it soon
became clear that running a bar was not simply
an economically necessary side occupation, but
itself a decisive part of the entire social con-
struct and also a burden. I am enumerating such
banalities here because they cease to be banal
when it comes to self-organisation. As soon as
one steps out of an institutional and clarified
financial framework, the economic, social, and
functional levels merge automatically into some
sort of a subject group, to borrow the term
from Félix Guattari. These levels, areas, and
functions are normally separate in institutions
and subject to a hierarchical division of labour.
The separation creates a sort of abstraction and
regulates the processes. Each function carrier
within the collective of an institution is paid
according to his activity. In a subject group as
defined by Guattari, borders tend to dissolve;
or rather, they must be always defined and
negotiated anew. Individual members of the
group are not simply function carriers, but
overlapping existences building something like
group subjectivity, which is in many ways linked
to the environment. They invent an artificial
common territory, give themselves a name, con-
sequentially often use the word “we” and thus
create a visibility and public image that define

the fragile borders of the group. Even if these
borders are permeable, such self-organised col-
lective places have a mobile identity, which dif-
fers from other places and establishes a rivalry
between them. As for Klasse Zwei, there was a
number of reasons to call it into life: our wish
to achieve certain autonomy with respect to the
art mechanism and its institutional coercions,
the feeling of necessity to fuse critical/theoreti-
cal practice and art production and bring it out
into the public space as political intervention,
our desire to have our own place and work
together. What interested us was political art
practice that did not exist only for the sake of
free market and the Oedipal triangle of cura-
tor/collector/artist, but could still be functional
in the field of art. But although such a group
possesses an “identity”, it is also determined by
powerful centrifugal forces, which tend to tear
it apart. Moreover, the art field personnel is
always on the outlook for new material for
their institutions and therefore interested in
finding some form of utilization and in appro-
priating parts of collective labour. In order to
define this relationship of tension and its para-
doxes, we invented at one point, self-ironically,
the term DagegenDabei (TherebyAgainst).
Another keyword was gentrification, which was
used to designate the capitalist appropriation of
a derelict urban quarter, where cultural produc-
ers like us, attracted by its morbid charm and
low rents, would generate new “attraction”
with their initiatives and thus bring the enemy
into their own house, since they would eventu-
ally have to leave the quarter themselves for the
lack of money. There are similar developments
in all large cities of the world, but they occur
with a time lag. In the Berlin of the 90s, gentri-
fication and reactionary concepts such as Zero
Tolerance – in those circles, which had adopted
an emancipatory perspective – brought along a
critical urban dialogue with artistic and eco-
nomic practice and materialized as collective-
ness. Apart from running a bar, an office, and
an archive, we organised exhibitions, founded a
band (Zigaretten Rauchen) and cooperated
with political groups from other fields (anti-
racism, architecture, sociology, etc.). Besides
the official art field, which took care of its own
business as usual, there were numerous well-
established and internationally scattered artists
at the time, which practiced their institutional-
ly critical art by means of exhibitions in gal-
leries and museums. Between this area of art
market and the parallel universe of self-organ-
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ized spaces, there was sometimes overlapping
and cooperation, which resulted in certain
transparency and attracted attention. Since art
production always depends on constant input
and does not want to lag behind certain
processes, a new type of curator has developed,
constantly searching for connections and ways
of utilizing those forms of production, which
are rather undefined in terms of authorship,
division of labour, and creation of profit
because of their collective and chaotic struc-
ture, as well as their political orientation, there-
fore being barely accessible to such appropria-
tion. It happened rather frequently that such
curators had been artists themselves and used
the circumstance of having necessary social con-
tacts and a specific insider’s perspective at their
disposal, while still being able to get hold of the
desired resources. It is, however, too simplified
to speak here of an “evil” process of appropria-
tion. First of all, each social interaction occurs
between at least two agents and it is precisely
the friendly closeness, which is rather common-
place (one frequents the same bars, watches the
same films, and has studied at the same acade-
my), that renders the evaluation of processes
rather difficult, since they are complex and
multileveled. However, one could still isolate a
certain “personality” from this bunch of refer-
ences, which was not only specific for the self-
organisation of the 90s, but also touches the
core of the thing in terms of power theory. If
one presupposes, as I have described above,
that self-organisation is characterised by a sin-
gular we-construction (we are doing the thing
in a different way!), which tries to detach itself
from a certain pre-established “we”, but with-
out lingering in a simple opposition, then the
group construction tends to develop conflicts
and forces of suctions that gradually or sudden-
ly spread and turn that “we” into something
fragile. Social groups consist of exchange
processes. The hegemonic exchange in capital-
ism is that of labour force for money. The hege-
monic place of that exchange in the art field is
its institutions and it is there that the capital cir-
culates and accumulates. That exchange is
organised by a hierarchical and labour-divisive
power structure. In self-organised “institutions”
and projects, money is scarce and the exchange
extends through all areas of life. In this respect,
it remains an exchange, but a rather diffuse and
incalculable one. However one defines and
shapes the “we” of the group and its goals, the
interactions are always influenced by these dif-

fuse and incalculable exchange processes, gen-
erating irritations and problems that cannot be
pinned down and solved through money trans-
actions, since there is simply no money to
invest. As a rule, the added capital is just
enough for the reproduction of circumstances
and possibilities and is therefore actually no
capital at all. With the weekly profit from the
bar, we could maintain the rooms and the infra-
structure and partly finance our actions. But
without subsidies there was no income and
without income there was only collective work,
which produced no personalized artefacts
(goods), but was sold as double burden for each
one of us. The idea that circulated here was and
is that of “self-exploitation”. I could say a lot
about that notion, but I am interested here only
in the vulnerable point that it creates for under-
mining the relative autonomy and the peculiar
constitution of self-organised places from “out-
side” and for forcing certain topics upon them.
All that is needed is a curator, who sends off an
assistant to Group X, who offers the group to
participate in an exhibition. Group X will
debate on the Yes or No question (the first quar-
rel); if it reaches a positive decision, it will
debate what it should do there (the second
quarrel); and if it informs the curator on its
conditions, he will say that he needs a NAME
and is actually interested only in one or several
persons from Group X (the third quarrel). The
whole thing will eventually result in a group
action, but rivalry is already there. After the
exhibition is over, some members of Group X
will probably leave it and bring the collectively
produced cultural capital to the market under
their own name. Certainly, it does not have to
be that way and perhaps it also sounds far too
mechanical and moral, but still, there was a cer-
tain moment in which the cooperation of Klasse
Zwei was a thing of the past and gone with the
wind, and processes that I have just described
had certainly played a role in it. The Zero Point
did not affect our group alone, but was an
expression of erosion in the entire “Berlin for-
mation” and coincided, interestingly, with the
turn of the decade and of the millennium. The
much predicted millennium bug was missing,
but the iron law saying that the shifts in socio-
cultural and political hegemonies occur in ten-
year periods was confirmed.

The 90s were – at least in Berlin – from this
perspective something like a brief intermezzo
in terms of re-politicisation of a cultural pro-
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duction that was completely governed by capi-
tal markets. Today, in 2006, the boom of the
art market is long gone and the centre of capi-
talist way of production is gradually shifting
from the USA and Europe to China, i.e. adapt-
ing to the new, mixed circumstances. If one
takes a closer look at this mixture, both on the
macro and on the micro level, two things are
especially striking: the capitalism is not a single
thing or a single logic, which simply asserts
itself as if pushed by some ghostly hand, but a
specific way of production, which must con-
stantly branch off, re-establish itself, and adapt
in order to find a footing and eventually assert
itself in completely different social formations.
In other words, one can never see capitalism in
its pure form and the word is therefore only
conditionally suitable as a term in political
struggle, its use being necessarily implicated in
antinomies and performative contradictions,
which ultimately cannot be solved within the
“system”. In a certain way, it is precisely the
“free” markets and the global macro-structures
of the capitalist way of production that even
provoke micro-structural rebellions, strikes,
and resistances – that is, forms of self-organisa-
tion – on the social, technological, and cultur-
al levels; and once they are put into motion,
they can be rather dangerous for particular
areas of the “system”. At the same time, these
“deviations” materialize and articulate them-
selves on the very matrix of capitalism and
draw their entire material, which they are try-
ing to turn against “the System”, from this
world. Only this can explain why such “small
escapes” mostly reach their miserable end so
soon, either pinned down and suppressed or
turned into merchandize themselves. To
become the progressive merchandize of the

world, a slogan that one should be very cau-
tious about – not only because of the fact that
it is used by anti-Semites of all hues – clearly
shows that, between the macro-level of existing
powers and hegemonies on one side and the
micro-physics of subversion, there is a constant
exchange of means of production and invest-
ments, which do not have the same origin, but
are still intertwined so closely as to have
become indistinguishable. This makes all retro-
spective political reference so difficult and
eventually turns it into a complicated archaeo-
logical and genealogical task of reading semi-
otic and material traces, which again lead to
other traces – ad infinitum. The deconstruction
method of Jacques Derrida makes it possible,
among other things, to investigate how this
“search” and “subversion” is always in danger
of not moving from the spot or to get lost in
the thicket of references. For even if it is true
that both texts and worlds originate in the
shifts and self-splitting movements of the dif-
férance and therefore cannot be natural
essences, in reality they operate as if they were
essences and that constitutes their potential of
action. Certainly, racism is a construct that pre-
tends to be naturally given. But even a very
careful deconstruction of its discourse and
practice cannot prevent it from functioning
and from causing damage; and that is valid for
all social constructs and the whole society as a
construct. Certainly, all societies, even the most
reactionary ones, are hybrid bastards, but still,
even the most liberal ones behave as if they
were virtually natural communities, which
knew their borders and their outside. Without
these settings, there would be no societies, cul-
tures, or peoples, but rather a single population
scattered over the globe, a “people” in its pure
form. However, this logic does not stop at the
macro-level of large units, but is valid also for
the convolutions, subsystems, and micro-vac-
uoles that self-organized groups and spaces are
made of. Here also borders are drawn and
“we” created, identities and essences are gener-
ated for a while and subject to a specific divi-
sion of transparency and opaqueness, while in
their interior power relationships are created
that not only mark and structure the way they
function, but also lead to the immediate vicini-
ty of structures to be fought, which are often
repeated. Each difference is tied to a specific
form of repetition. In order to be able to dis-
solve oneself from traditional forms, conven-
tions, or normality, one need not only seeParticipants in the conference / Discussion
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through or deconstruct their fetishist structure,
but also prevent it permanently from function-
ing further, on a more abstract level. It happens
rather often that the “art of reason” is beaten
to the bone by the arts of power. Observed
from this angle, the 90s’ quotations of the 60s
and 70s proved to be very rudimentary and
partly rather naïve. As a matter of fact, it was
various agents trying from various directions,
in a sort of archaeological investigation, to
reconstruct carefully the splitters of a political
practice that had suffered painful defeats even
at the time of its boom, since it was not capa-
ble or willing – and that is not meant deprecat-
ingly, but only shows the size of the problem –
to allow political and social realities to come
close to it in their entire complexity and insist-
ing stubbornness. With the Marxists, one
called it a lateral contradiction if they were
able to postpone the emancipation of women
or homosexuals to the time after the revolu-
tion, but then only suppressed them harshly on
first occasion as examples of counter-revolu-
tionary, bourgeois decadence. The same is valid
for racism and anti-Semitism and eventually
points to the repetition machine that Derrida
has termed phallogocentrism and to the
absolutely endless diagram of its traces –
briefly, the patriarchal system.
If one wants to get any further in retrospective
or actual analysis of what self-organisation
consists of, one must direct one’s attention to
the fact that problems of power, which have
been presumed to stand “outside”, reappear
also here in a manifold way, However, this
should never be done for its own sake, firstly
because criticism of particular forms of power
can turn itself into an instrument of power, sec-
ondly because there can be no “outside” with
respect to power, and thirdly because political
radicalism could be left behind: the adversary
likes nothing better than to see small leftist
groups being hopelessly caught in their sectari-
anism or tear each other apart. That belongs to
the numerous lessons learned from the experi-
ences and conflicts of the 60s and 70s. 
How closely these worlds are intertwined
could be perhaps reconstructed on the example
of Andy Warhol and the history of his Factory.
Warhol’s singularity lies in the fact that he real-
ized better than any other artist of his time
what lay ahead of us all and was even able to
get the best out of it in a highly ambivalent
way. But the latter could perhaps be counted
among his weaknesses.

So let us take a brief detour into the Velvet
Underground in New York in order to discover
the flections and tricks of structural power and
ideological reference with respect to cultural
self-organization. 

Warhol l’entrepreneur

In one of his laconic statements (that would
add some spice to any Daily Talk), Andy
Warhol told about the following experience: 

“I like to be the right person in the wrong place
and the wrong person in the right place. But
when you succeed in either of these, people turn
their backs on you, they spit on you, or write bad
reviews about you, they beat you up or mug you,
or they say that you are a social climber. Still,
usually it pays to be the right person in the
wrong place and the wrong person in the right
place, because something funny always happens.
You can well believe me, for I have been the right
person in the wrong place and the wrong person
in the right place and made my career out of it.
That is something I really know about”. 

Warhol has aptly aestheticized here the cross of
“post-modern” subjectivity in relation to pro-
duction: how to make it useful for oneself
without becoming slave to its fatal gravity.
Although visibly present, the word “work”
remains concealed in this coquettish success-
myth. This may indicate why other members of
the Factory did not manage that act of balance
and fell out of its orbit. 
At first sight and against the background of
Warhol’s self-stylisation and stylisation through
others, his statement sounds like a deflection
manoeuvre. Has he not made a vow that he
would commit himself to capitalism à la New
York in word and image and have no other God
than the star? Has he not expressed and lived to
the utmost the wish of Henry Ford to produce
on the assembly line like a factory machine?
Wouldn’t one expect that success and career of
someone like Warhol be based precisely on the
subjective quality of being able to adapt to the
capitalist circumstances and become acquainted
with its laws, the fact that he has always done
the right thing at the right time, in the right
place? In this movement of adjustment, the sub-
ject itself would vanish for the sake of a rela-
tionship and become a sort of structure-mimic-
ry that wound render obsolete all individual
expression in production and only leave behind
its negative traces. The “I” as oil in the mecha-
nism of social production machineries, as the
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tilt in the apparently accidentally tilted print of
Marilyn Monroe. But that again was done by
someone else... a worker... playful negotiations
of payment in the Factory:

Malanga: Would you like to see human effort
substituted and why?
Warhol: Yes! Because human efforts are too
tedious!
Malanga: “Silk print” with minimal divergences
requires particularly experienced technicians.
What would happen if you, for example, had a
chance to acquire a machine programmed by a
magnet tape with digital signals that would reg-
ulate the difficult silk prints, what I am normal-
ly doing?
Warhol: Everything could be done with more
precision.
Malanga: Would you say that I have a right to
keep my job? I mean: do I own my job for a life-
time?
Warhol: No!
Malanga: If my job goes down in a technological
explosion, will I be offered another one in this
“Factory”?
Warhol: Maybe. It all depends on doing some-
thing else.
Malanga: Will I do more?
Warhol: Yes.
Malanga: How will you counter the challenge of
automation?
Warhol: By becoming a part of it.
Malanga: Will you devote yourself to hobbies
that make life more beautiful?
Warhol: No!

Factory in inverted commas, shifts in the work
frame: it all depends on doing something else.
Except the fact that both the division of labour
and the hierarchy between the capitalist and
the worker are highlighted, there are two strik-
ingly divergent points in this face-to-face con-
versation – in which trade unions were exclud-
ed. Firstly, it seems that, according to the boss,
the employee cannot be simply rationalized
away. The capitalist himself claims that he is
ready to jump in and prevent free time – pro-
duced by the automation of production – from
turning into unemployment, preferably guiding
it towards the production of other subjectivity.
It almost seems as if the capitalist sacrificed
himself for his worker in order to close the
dangerous gap that has been produced, and he
does that by disappearing in that gap himself.
However, this sacrifice is far from selfless,
since the possible disappearance assures two
things. On the one hand, it delivers the subject

from the tediousness of human effort by deny-
ing it its right to individuality, its I, while on
the other hand it produces a mysterious profit:
an apparent de-subjectivization, which results
in an enormous surge in image. The anecdotes
saying that Warhol allegedly did not pay his
’workers’ with money, but with ’subjectivity’
(sometimes adding 10-25 dollar per day) by
offering them a possibility to become lesser or
greater stars if they participate, illustrates that
profit coming from permanent image transfer.

Sabotage: Cut Up 1

Are the shots of the ’ex-worker’ Valerie
Solanas not a radical attempt to force Warhol
to reveal himself as subject: to lure ’it’ forcibly
out of its camouflage and to demand of it at
least a grimace of pain before the eyes of the
world? To oblige him to account for his deeds:
a production process that has not been pre-
dicted, since it turns the tables, but is still
legitimate, since it is paid in ’subjectivity’ – she
wanted ’star’ and ’money’ for her production,
because she experienced it as work and
because she wanted her S.C.U.M-manifesto to
go public. Her “1-woman-enterprise consist-
ing of four letters: I’m shooting ergo S(C)UM”
(Klaus Theweleit) was paid by scrounge and
prostitution. And her texts were supposed to
make her a star with Warhol’s help. In the
Factory, such direct business relations were
unwanted, unless they served the purpose of
bringing Warhol’s art to the market. Everything
was running through the complicated bypasses
of a group situation, with opaque hierarchies
and delays. But in order to assert her right to a
trivially unambiguous exchange, which would
have made her financially independent, Solanas
had to transform that liquid space, in which
labour and the “I” were abolished, since all had
turned into the production of subjectivity, into
a shock; she had to make a cut. This old-fash-
ioned way of articulating oneself politically
proved ineffective. It resembled an armed bank
robbery, in which is not supposed to grab as
much money as possible, but try to force the
manager in vain to make a statement in front of
the monitoring camera that he does not enjoy
it to be a star at the moment. The aim of the
shots was to hit the heart of the very produc-
tion as a whole, its most sensitive organ.
Warhol wondered: “I will probably never know
why it was precisely me, of all people that must
have known Valerie, that she wanted to shoot
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down. I think, I was simply at the right time in
the wrong place”.

According to Malanga, Bob Dylan managed to
find a non-spectacular, but surprisingly effi-
cient way of shaking the “Factory” system out
of its rhythm: 

“He is there, at the Factory, and lets himself be
filmed... contact shooting with the Warhol
Underground... but the chemistry of the future
kings does not work... they cannot stand each
other... ’I think, I will take this here as payment’,
Dylan finally said, grabbed one of the Elvis por-
traits that were standing around, and left.
Warhol remained mute, petrified, with a face as
if he had just fallen from the ceiling, end of the
relationship for fifteen years”. 

Klaus Theweleit, who has reconstructed this
episode in his book of kings, was primarily
interested in the meeting between the three
kings: Elvis, Warhol, and Dylan; in the chem-
istry between the ’high energists’. Dylan was
already a star in coming, he had enough money,
but he had to be paid, at least in naturals.
Solanas was no star, she had no money and was
already trading with naturals; she had no basis
on which she could afford to mix work and
power games. The whole thing reminded her
too acutely on the social role of woman, which
she hated. She did not want to represent
respect. Let me quote Theweleit again: 

“One can hear it in Solanas’ statement, namely
that she had to shoot in order to end the total
control that Warhol had over her as a man.
Warhol’s ’control’ consisted of the fact that he
did not want to work with her; that a screenplay
of hers was lying around in the Factory, unused;
he had ’controlled’ her into emptiness”. 

Warhol’s laconic comment after his recovery,
that he was sorry nobody had filmed the scene
of bullets tearing his flesh, is a concrete expres-
sion of his wish to control even that part of
production and thus deliver himself from his
fear of returning where he had come from, to
the sphere of pure exploitation, of the con-
sume-machine. It was a “just-in-time” produc-
tion, in which nothing escaped exploitation
and aestheticization. The headless portrait
photo, showing the scarred and deformed body
of Andy Warhol, is like an echo of the lost
moment, in which one could see how the sub-
ject had to emerge once again from the produc-
tion of himself at the cost of others in order to
disappear forever. In other words: it represents

Warhol’s attempt to erase this last trace, this
unpredictable event, to draw everything into
the whirl of production in order to make peo-
ple forget that this universe would collapse
without being sustained by the work of others.
Solanas had to do her ’work’ of sitting-in-jail
(three years plus psychiatric treatment) in
order that Warhol should be able to prove
retroactively that he was indeed an immortal
shell, a medial machine that could be repaired
any time. The centre reacted extremely idio-
syncratically to foreign elements: 

“The shots that Valerie Solanas fired at Warhol
in 1986 can be interpreted as an attempt to fill
the Warholian shell, his undefined emptiness, the
place of that wandering ’incorporeity’, with pre-
cisely those means that Warhol had never grant-
ed to anyone. Nobody had the right to ’put
something into him’, to demand something of
him as a person (more partaking in his life, play-
ing more and greater roles in it, possibly an
unambiguous sexual identity). I will go for the
similarity: Warhol was quite Solanesque about
sexuality. Even ’working’ with him, the perma-
nent Warholian rotation, shows certain traits of
a deflection manoeuvre with respect to the tradi-
tional male bragging. The ’Cutting Up’ of
Solanas’ Manifesto need not be taken at face
value in the physical sense, (but rather in the lit-
erary one, as a Cut-Up). Solanas’ text can be
interpreted quite well as a radical introduction
to the cutting down of ’the male’ into a less
destructive being, compared with one that will
normally turn the earth into a wasteland”. 

At least that is Theweleit’s version, since he
observes the scene through the spectacles of
the ’kings’. Yet Solanas wanted to use maxi-
mum force in order to run the hegemonic
power edifice of men (she makes no difference
between gay and straight) through her textual
meat chopper, single-handedly, in the hope of
bringing the world into the hands of “civic-
minded, responsible, thrill-seeking females”
(S.C.U.M.). Her cowboy-attitude is actually
very far from what Warhol held at the time,
even if both of them treated sexuality as a
social artefact rather than God-given. Warhol
wanted to reconcile passivity and production,
and for that he needed Many. Unlike him,
Solanas refused to accept that sort of ’passive’
production relationship, which not only
included his rejection of working with her, but
also presupposed it in a way. The world of the
Factory probably came nearest to her concep-
tion of an alternative way of life, away from
employment, family with children, “reproduc-
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tive hetero-sex”, complex driven “ultra-males”
obsessed with power, and their oppression-
enjoying females, precisely because almost
everything else could become a part of ’work’
there: trance and production, collectiveness
and the self, life and art, all seemed to materi-
alize around that strange attractor Warhol like
a living utopia. At the same time, such a world,
where work is transformed into production of
alternative living conditions, caused suction
and vacuum inside such group constructions.
The promise of escaping, the alienation of
social wage labour and realize oneself in the
production of new ways of life, led to the per-
manent necessity of representation: a 24-hour
performance, meant to prove that its partici-
pants remained exciting and avoided the
adjustment. If one was no longer or not at all
in the position to pay accordingly with ’subjec-
tivity’ in order to keep the production going,
then suddenly one was standing there with
nothing in his or her hands, alone before the
free market. The permanently changing rela-
tions of power and social hierarchies in the
Factory, which controlled the ’currencies’ and
the ’exchange rates’ (gossip), were exposed to
aesthetizations/medializations that were
reflected, refracted, lost, and charged in
Warhol’s personality. All criticism, resistance,
or sabotage in these relationships would
become a self-destructive enterprise; after all,
everybody was there of his or her own free will
and it seemed absurd to demand security that
surpassed mere presence and productivity. If
one was bored, one could leave, if one met
with no acknowledgement, one could seek it
elsewhere. To say it psychoanalytically, using
the words of Slavoj @i`ek: “My desire is medi-
ated through the desire of others, that is, the
fundamental riddle that preoccupies me: ’What
sort of desire object am I for the other?’...
What does the other see in me that makes me
(un)worthy of his/her desire?” It is clear that
this fundamental insecurity in social constructs
such as the Factory opens up space for subtle
controls. 

“Someone must be ’sober’, abstinent, concen-
trated, in control – even command – otherwise
he is not an artist, but an addict and there is not
product, but rather a heap of inebriate men and
women, whose bodies will turn the next day into
a painful vacuum, a large aching void. (...) The
reproach of mutual exploitation (vampirism) is
pre-programmed in the constellation for the
moment in which the balances will tilt; the
moment in which it will all ’break’” (Theweleit). 

’Drella’ is working?

The lovingly ironic nickname that the Factory
has given to Warhol at some point, a mixture
between Dracula and Cinderella that produced
Drella, can also function as a designation of
these ’other working contexts’ as such. 

Warhol: “I was afraid that I couldn’t work with-
out all those flashy junkies that were hanging
around the Factory and did their kinky num-
bers... Afraid that I would lose my creativity.
They had been a perfect inspiration for me since
1964... I was not sure that I would make it with-
out them...”

It is clear that, in this perspective, the category
of work acquires an existential drive that sur-
passes the mere sphere of production and
reproduction:

“I think that I interpret the word ’work’ really
very loosely, since I believe that the very fact that
one lives means working on something so hard
that one is not always ready to do it. When
you’re born, that is like being abducted. And
then sold into slavery. People work every minute
of their lives. The machinery is always active.
Even while you are sleeping... One is really
infected with the disease of the society if one
believes that all games should be turned into
work. One plays seriously only in order to work
seriously, and not vice versa, as most people
believe”.

Warhol is not even trying to conceal that he
uses and abuses his surrounding in order to
keep his own productivity going and that the
production goal of the Factory is to produce
Warhol. Besides, he is demonstrating a keen
feeling for the fact that, in order to achieve
this, he must give work a precarious status so
as to increase dependence and commitment.
The “exploitation” must be free-willing, it
must be fun to work for him, one must want to
make part of the enterprise, i.e. want to
become a star or be one already. Warhol is,
however, the only one that is displaced in this
game, since on another level he is the only one
who really works ’soberly’ and thus comprises
the real support of this universe. Like a charac-
ter from a fairy story (Cinderella), he is moving
with an apparently somnambulist confidence
through a complicated world of addictions,
reasserting them instead of taking them as
obstacles or trying to liberate himself from
them. “Tell me what I should do!” – that is his
formula. He finds it rather easy to earn a bunch
of money at once or dedicate himself to a
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money job for years; be it beautiful advertise-
ments or ugly celebrity portraits, such a uni-
verse cannot be sustained without market con-
tacts! The fact that his mother Julia Warhola
lent him a well-trained hand and supplied his
advertisements with zestful inscriptions, sign-
ing them with his name, reveals elements of a
family enterprise in an otherwise international-
ly operating, medium-size company: Warhol
kept the “Andy Warhol Enterprises, Inc.”
founded in 1957, as his form of business until
his death in 1987. At one point, the company
had as many as 18 employers: president, vice
president, treasurer, art director, business man-
ager, studio manager, advertising department,
film editor, art assistant, photographic advisor,
diarist, and receptionist. After his great success
as designer of fashion advertisements, Warhol
proclaimed it in all imaginable ways: “Good
business is the best art.” It is not enough to sell
or produce the artefacts with success; the
organisation of production must also be treat-
ed as an artefact that can be manipulated with
respect to efficient work.
The social aspect itself becomes the goal of pro-
duction; it is no longer a means to the end of the
production of goods as exploitation, but rather
a part of the medial/technological arrangement.
Warhol always pushed a technological object
between himself and his opposite: a Polaroid, a
tape recorder, or a film camera as a self-protect-
ing device. “He records hours of tape each day,
archives them, and never listens to them”. This
is an explanation for the apparent paradox of
the art of breaking the devil’s circle of labour by
creating profit out of malfunctioning. When the
one threats to tilt into the other, a transitional
delay is built in (e.g. the eternal Yes/No answers
in Warhol’s interviews, which still never get can-
celled). He treats both spheres as a sort of indus-
trialised ’Muse’, which is deprived of the ’real
circumstances of production’ through aestheti-
cization. Their mirror image should not be
spoilt, but doubled instead, otherwise it cannot
tinge him: it is becoming a superstar as an image
transfer from one mirror into another – in a
never-ending series. The achievement that
Warhol presents in the introductory quotation
to this text marks precisely the complicated line
that separates these two spheres, between which
he is constantly gliding. Without this ’dark’
background, the mirror image would produce
no career. Certainly, today virtually anyone can
be famous for 15 minutes and enter the world of
the TV-Factory – a telephone call is enough –

but under such ugly conditions! In this way, one
cannot make a career, because the talk masters
have occupied Warhol’s place in a completely
conventional way and established it as a norm to
flirt, like some sort of overpaid wage workers,
with the fact that they actually cannot do any-
thing except for asking questions and dragging
the allegedly “authentic” lives into public. It
seems that today’s boom of intermediaries and
representatives in the ’post-modern cultural fac-
tories’, which trade with ’subjectivities’ under
their own names, has something to do with
Warhol’s career. Even with him one can observe
something similar from the 70s onwards, but
more complex. As the world of the 60s broke
down and the aesthetic speculation of the
Factory of “Freaks” fell to pieces, Warhol aban-
doned the sinking ship in the right moment –
with the lifeboat Studio 54. Expressed in market
categories: he entered into fusions with other
large companies. He let things be produced else-
where, where the conditions were more
favourable. The “Freak-Factory” with Warhol as
its production goal was transformed into the
production art that was the “glamorous and chic
High Society of contemporary New York.” If the
old Factory was built in such a way that it pro-
tected the Underground and formed a symbiosis
with it instead of swallowing it, the jet set
enabled Warhol to continue producing himself
under his own label even when the membership
was almost completely exchanged. From the sil-
ver loft on the East 47th Street, the Factory was
transformed into a neat, but boring office. 
What was needed was to escape the force
“against which gravity is the puff of a
snowflake, with the force of those ’I’s’ hanging
around, which tried to flee their collapse, their
transformation into the ’matter’ of the process,
their self-consummation”. The fact that Warhol
ceased to be the Underground was primarily the
result of the circumstance that in the early 70s,
Underground itself had ceased to exist. Having
appropriated the necessary relationships of pro-
duction and readjusted the centre of production
on the edge of the dance floor, Warhol coun-
tered it with a fantasy of release/relief: “When I
reflect what sort of employees I’d like to have,
then I would say – a boss. A boss that would tell
me what to do – then it’s much easier to work.
– And the boss must behave himself, otherwise
the employee will fire him”.

The Factory and Warhol are not one and the
same, precisely because they cannot be separat-
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ed from each other. Their true invention is a
collective production form of subjectivity as
’cancelled work’ that helps the already ’can-
celled subject’ to subjectify himself. This inven-
tion has become a firm constituent of the
sphere of production and supplies capitalism
with new and manifold resources. Apparently
frivolously asserted and superficial styles and
forms, all of which stem from capitalist sedi-
mentations, turn under favourable circum-
stances into ’ambivalent scenarios’, in which
the capitalist world of labour and clear duali-
ties is blurred into ’another place’, which can
no longer be reduced to sheer labour condi-
tions, reproduction, and exploitation. 

The fact that, since the 80s, labour has been
conceived, shrouded, and exploited in big style
in the categories of production and subjectivi-
ty, image and lifestyle, is not the fault of the
“Factories” of the past thirty years, but points
to a disquieting closeness. However, the exam-
ple of Warhol’s Factory also demonstrates what
has radically changed since those times in terms
of the conditions of self-organisation and how
this change has been, as always, intertwined
with profound social transformations. 
What is so special about Warhol’s personality
and the Factory is, from the psychoanalytical
point of view, the fact that, in terms of the col-
lective, his androgynous productivity made it
possible to fill the functions of both mother
and father; thus, the Factory remained caught
in an Oedipal state, even if brought to the very
limits of its capacities. Similar could be said

about Fassbinder and his “Family”. What is
common to these forms of production is the
fact that precisely on the basis of this conflict
of power, which is excessively expressed rather
than suppressed; they reach very far into the
reality that surrounds them on the level of
social and aesthetic artefacts. Things do not
stop at the reflexive or theoretical/critical rela-
tionship, but reach the level of complex incor-
poration and collective performance, which
inscribes itself directly into the field of politics
and makes an impact there. 
It is obvious that today one can no longer act
that way, since it is precisely the excessive ref-
erence to theory, which has become common in
the art field since the 90s, that has overtly
questioned certain forms of power and made
them suspect. 
What we today understand as the politics of
identity is only a possible name for this idio-
syncrasy, which lives on the fantasy that one
could realize and socially establish a true equal-
ity of particular interests and identities. But it
soon becomes evident that this programme
generates new problems of power and may
cause, on the level of self-organisation, margin-
alization, harmlessness and a loss of social rel-
evance. 

Valerie Solanas, S.C.U.M Manifesto
Klaus Theweleit, Buch der Könige 2y, recording
angels mysteries
Slavoj @i`ek, Liebe Deinen Nächsten? Nein, Danke.
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Tekstovi i diskusije sa sesija za lokalne studente i postdiplomce

Papers and Discussions from Sessions for Local Students and Post-graduates 
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Blok koji se nalazi pred vama sastavljen je od tekstova i transkribovanih delova di-
skusija sa sesije za studente/studentkinje postdiplomskih i osnovnih studija, odr`a-
ne u sklopu internacionalnog simpozijuma na temu samoorganizacije. Simpozujem
je odr`an 16. i 17. septembra 2006. godine kao jedan od prate}ih programa 40.
BITEFa.
Sesija se sastojala od pet izlaganja: Samoorganizacija Ane Vilenice, Prva decenija
digitalnog Zapatizma: fikcionalni rezime ili fakcionalni apstrakt Miljane Peri} i Ane
Markovi}, Preko/unutar granica idolo{kog: popularna kultura izme|u alternativnih
i zvani~nih modela organizacije Ive Neni}, Strategije studenata/kinja u cilju njiho-
vog repozicioniranja unutar procesa kreiranja polja visokog obrazovanja Vlatka Ili},
a Samoupravno Obrazovni Sistem u umetnosti; poku{aj crackovanja kodova rada
Marte Popivode i Jelene Kne`evi}; i diskusija koje su sledile nakon svakog od izla-
ganja. Usled rasporeda i dogovorenog vremenskog ograni~enja, poslednja dva izla-
ganja koja su i nastupila nakon pauze, gotovo kao zaseban deo (po{to su oba na se-
bi specifi~ne na~ine obra|ivale teme obrazovanja i samoorganizacije), imala su za-
jedni~ku diskusiju. Ovakva intervencija bila je mogu}a jer su izlaganja tako|e izve-
dena tako da najvi{e prostora ostave upravo diskusiji, to jest dijalogu. Sesija je bi-
la kompaktna, dinami~na, svi izlaga~i/iz~aga~ice bili su prisutni tokom ~itavog pro-
grama, u kojem su i aktivno u~estvovali. Poku{aj je da tako sesija bude predstavlje-
na i u bloku.
Ispred vas je pet tekstova. Delovi diskusija koji slede tekstove izlaganja, ili koji su
njihov integralni deo (u slu~aju poslednja dva), birani su tako da istaknu klju~ne
delove diskusija ili da na izvestan na~in uka`u na pitanja, komentare publike, kao
i njihova razmi{ljanja pokrenuta izlaganjima. Transkribovanje je naporan i proble-
mati~an proces, koji neizbe`no nosi zavodljivu zamku ozna~avanja zapisa kao ’do-
kumentarnog’. Ovo svakako treba izbe}i jer transkript neodlo`no name}e ulogu
onoga/one koji/koja ’kreira’ tekst, pravi izbor i ’prevodi’ govorni jezik. Uvek je
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stvar prevoda. Ovom prilikom, moja namera je da svoju ulogu nametnem kao vi-
dljivu (nasuprot mogu}em tvr|enju objektivnog oka, u ovom slu~aju uha), i tako
delovima diskusija dajem i podnaslove kao indikatore ’autorstva’ pri njihovom ob-
likovanju. Ipak, pri prekucavanju, trudim se da originalni zvu~ni zapis u {to manjoj
meri modifikujem, i tako se delovi teksta mogu u~initi te`e razumljivim. Namera
je da upravo te osobite tragove sva~ijeg govora, ili govora uop{te (ponekad konfu-
zne, duge re~enice, ponavljanja, itd.) u najve}oj mogu}oj meri sa~uvam. Ne zato
{to verujem da tako ~uvamo autenti~nost, ve} upravo zato {to smatram da ovim
potezom odr`avam dinamiku ’teksta’ (o) sesije(i). 

Pored izlaga~ica/izlaga~a, u diskusiji u~estvovali/u~estvovale (po redu ’pojavljiva-
nja’): Dragana Alfirevi}, Ana Vujanovi}, Emina Vi{ni}, Bojan \or|ev.

Trajanje: 3 sata i 15 minuta



Uvod

Pitanje samoorganizacije zauzima va`no mesto u odnosu na savremenu umetni~ku
praksu u zemljama biv{eg isto~nog bloka. Nakon pada berlinskog zida ove zemlje
ulaze u prostor delovanja globalnih sila mo}i. Autonomne prostore vi{e ne stvara
dr`ava i tako dolazi do izra`ene potrebe za njihovom proizvodnjom.
Osnovne pretpostavke koje iznosim na ovom mestu utemeljene su u li~noj umet-
ni~koj praksi i iskustvu rada na nezavisnoj umetni~koj sceni u Srbiji i Bugarskoj,
kao samostalne izvo|a~ice i kao ~lanice grupa Via Pontica i neformalne performans
grupe SubHuman theatre. 
U ovom tekstu razmatra}u samoorganizaciju kao metod koji otvara mogu}nost za
stvaranje potencijalno autonomnog prostora za umetni~ki rad. U isto vreme poku-
{a}u da uka`em na opasnosti i neke od mehanizama delovanja globalnih sila koje
realizovanje samoorganizovanih inicijativa mo`e dovesti u opasnost.

Samoorganizacija kao mogu}a alternativa

Nakon pada berlinskog zida koji je simboli~ki trebalo da predstavlja kraj hladnog
rata i blokovske podele, na prostoru biv{e isto~ne Evrope dolazi do velikih dru{tve-
nih, socijalnih i ekonomskih promena. 
Odricanje ideje socijalizma i proces tranzicije nisu doveli do pojave novog, boljeg
dru{tva. Ovo su predvideli jo{ teoreti~ari frankfurtske {kole koji su pisali da prin-
cipijalna razlika izme|u socijalizma i kapitalizma kao modifikacija industrijskog
dru{tva gotovo da ne postoji. Ono {to se dogodilo, po njima, dovelo je do zamene
sistema dr`avnog kapitalizma tzv. tr`i{nim kapitalizmom.
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Samoorganizacija 
U lavirintu izme|u umetni~ke prekse i teorije

Self-organisation
In a labyrinth between artistic practice and theory

Ana Vilenica



Ova promena se nije dogodila preko no}i, i u ve}ini zemalja biv{eg „isto~nog blo-
ka“ jo{ uvek traje. No, bez obzira na ovu ~injenicu, ove zemlje su u{le u podru~je
delovanja globalnih sila. 
Neoliberalni sistem doneo je nove na~ine dru{tvene proizvodnje i kontrole, koji su
neminovno doneli i promene na polju umetnosti. 
U novonastaloj situaciji, u kojoj kulturna politika dr`ave vi{e ne u~estvuje u stva-
ranju autonomnih prostora za delovanje umetnika, dolazi do pojave potrebe za
stvaranjem nezavisnih samoorganizovanih inicijativa. 
Samoorganizaciju ovde razumem kao metod i kao skup mogu}nosti za stvaranje
umetni~ke scene koja nije inicirana sistemom i koja ne predstavlja deo kulturne in-
dustrije. 
Za mene, samoorganizovana inicijativa predstavlja potencijalno monstruiraju}e te-
lo koje se podsmeva i prkosi pravilima zvani~ne kulture i koje nasuprot dominant-
nom imperativu insistira na subverzivnoj alternativi.  
Razlika izme|u ovog monstruiraju}eg samoorganizovanog tela i tela koje je proiz-
vod dominantne kulture nije i ne `eli da bude shva}ena kao razlika izme|u Prvog
kao konstitutivnog u odnosu na ono koje je Drugo. 
Pojam Drugog Lawrence Cahoone obja{njava: „Ono {to se pojavljuje kao kulturna
jedinica – ljudsko bi}e, re~i, zna~enja, ideje, filozofski sistemi, socijalna organiza-
cija – zadr`avaju svoje vidljivo jedinstvo jedino kroz aktivni proces isklju~ivanja,
otpor i hijerarhizaciju. Drugi fenomeni ili jedinice se moraju predstaviti kao strani
ili „drugi“ kroz predstavljanje hijerarhiskog dualizma u kome je jedinica privilego-
vana ili favorizovana, dok je drugi na neki na~in potcenjen.“1

U ovom tekstu, samoorganizacija se odnosi na mogu}e pozicije umetnika koje mo-
gu da ponude drugo re{enje koje bi moglo da dovede do transformacije polja de-
lovanja Drugog u polje delovanje onoga koji je Dva. 
Ovaj na~in povezivanja dva pola predla`e i Badiou. On pi{e/predla`e „da prestane-
mo da brojimo za Prvog, i umesto da mislimo o Drugom u odnosu na Prvog, da
po~nemo da operi{emo sa Drugim kao sa Dva.“2

Ovo samoorganizovano Dva jeste mogu}nost izbora.

Mogu}i modeli samoorganizacije u umetni~koj praksi

Samoorganizacija se javlja, u odnosu na savremenu umetni~ku praksu u zemljama
biv{eg isto~nog bloka, kao mogu}i metod stvaranja autonomnih prostora u okviru
koga bi umetniku bilo omogu}eno kriti~ko delovanje, kao potreba za obezbe|iva-
njem pozicije vidljivosti, ali i kao metod koji bi umetniku u ovom prostoru omo-
gu}io obezbe|ivanje egzistencije.   
Iz perspektive li~ne umetni~ke prakse uo~ila sam nekoliko mogu}ih modela samo-
organizacije:
1. samoorganizacija umetnika izvan pozicije vidljivosti
2. samoorganizacija umetnika na pozicijama vidljivosti
3. samoorganizacija umetnika kroz organizacije nevladinog sektora
4. samoorganizacija umetnika kroz utopijske modele

Sama pozicija vidljivosti nosi sa sobom niz opasnosti kako je primetila Peggy Phe-
lan. „Vidljivost je zamka“, pi{e ona, „doziva nadziranje i zakon; provocira voajeri-
zam, feti{izam, kolonijalisti~ko/imperijalisti~ke apetite za posedovanjem.“3

Umetnik koji izabere prvu poziciju ostaje nevidljiv i tako izvan prostora delovanja
sila globalnih mo}i. On mo`e da stvara svoju kriti~ku umetnost slobodno, ali osta-
je gotovo potpuno nevidljiv u dru{tvu i njegov uticaj u javnoj sferi je neznatan ili
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1 Lawrence Cahoone, From
Modernism to Postmoder-
nism: An Anthology, Cam-
bridge, 1996, citirano u:
http://en.wikipedia.org/wi-
ki/Other, 18. 09. 2006, 12 i
44

2 Marina Grzinic, Spectrali-
zation of History, Spectra-
lization of the Image, Spec-
tralization of Europe,
MACBA, Barcelona, 2001,
str. 15, www.macba.es/
uploads/20060531/QP_01_
Grzinic.pdf, 23. 08. 2006,
19:55

3 Peggy Phelan, “Introduc-
tion”: The Ends of Perfor-
mance, Peggy Phelan and Jill
Lane (ed.), New York, 1998,
citirano u: Jon Mckenzie,
Perform or Else: From Disci-
pline to Performance, Rou-
tledge, London, 2001, str.
160



nikakav. On je odvojen od mehanizma i tako kao svaki gest te prirode, kako pi{u
Michael Hardt i Antonio Negri, potencijalna `rtva getoizacije.4

Umetnica/k sa prostora biv{e Isto~ne Evrope koji se odlu~i za drugi model suo~ava
se sa nizom te{ko}a. Njeno/njegovo delovanje ote`ano je nametanjem niza neumet-
ni~kih obaveza i razli~itih konteksta, koje proizvode politike razli~itih ku}a koje or-
ganizuju festivale i izlo`be, i organizacija i fondacija od kojih je finansijski zavistan.
Ovaj model proizvodi novi fenomen nastao procesom hibridizacije izme|u umetni-
ce/ka i menad`erke/ra. Ovo hibridno bi}e nastaje kao odgovor ili kao posledica de-
lovanja globalnih mo}i u sistemu u kome pitanje ekonomije zauzima klju~no mesto. 
Tre}i model nastaje kao posledica novonastalog modela dru{tvene organizacije u
zemljama biv{eg isto~nog bloka tokom 1990ih, i pojavom takozvanog III ili civil-
nog sektora. Ova promena donosi mogu}nost novog na~ina samoorganizovanja u
svetu umetnosti stvaranjem tzv. nevladinih organizacija. 
Progonjeni imperativom samoorganizacije, kako bi se barem delimi~no sa~uvali od
direktnih interpelacija dr`ave ili tr`i{ta, u `elji da stvore alternativni prostor umet-
nici se ~esto opredeljuju za udru`ivanje pokretanjem nezavisnih inicijativa koje se
ujedno javljaju i kao dominantna opcija na ovom prostoru. 
„Bez pravne strukture, ra~una u banci, memoranduma na pismu i adrese na kojoj
se nalazi va{a kancelarija vi jednostavno ne postojite.“5 ironi~no komentari{e Ge-
ert Lovink.  
U `elji da aktivno u~estvuje u kreiranju umetni~ke scene i kulturne politike umet-
nica/ik dolazi ovim na~inom samoorganizacije u zonu visokog rizika u kojoj preti
stalna opasnost od upadanja u mre`e neoliberalnog sistema kontrole i mo}i. 
Organizacije nevladinog sektora „su kapilarni zavr{eci savremenih mre`a mo}i, ili
Š...¹ one su {iroka osnovica trougla globalne mo}i.“6 kako pi{u Michael Hardt i An-
tonio Negri. One su izvan i ~esto u sukobu sa dr`avnim mo}ima {to nikako ne zna-
~i da su izvan mo}i globalnog kapitala. 
Udru`ivanje umetnika u ovakav oblik organizacije gotovo uvek nastaje iz duboke
li~ne  potrebe ili iz `ivota samog. 
„@ivot je sada postao Š...¹ objekt mo}i.“7 – pi{e Foucault obja{njavaju}i prirodu no-
ve paradigme mo}i. Ovu novu paradigmu mo}i on ozna~ava pojmom biomo}.8

„Biomo} je forma mo}i koja reguli{e socijalni `ivot iznutra, slede}i ga, interpreti-
raju}i ga, absorbuju}i ga, i reartikuli{u}i ga.“9

Oblik samoorganizacije u NVO je dakle visoko rizi~na forma koja zahteve kon-
stantnu opreznost i preispitivanje na~ina delovanja kako bi se zaobi{le zamke delo-
vanja biomo}i i iskoristio prostor za delovanje koji se otvara kao pukotina u mo-
mentima maksimalnog pluraliteta koje sam sistem povremeno proizvodi.
^etvrti model koji podrazumeva samoorganizaciju umetnika kroz utopijske mode-
le otvara veoma va`an prostor za delovanje. Ovaj se model javlja u praksi u najra-
zli~itijim oblicima od stvaranja mre`a na internetu, do na~ina organizovanja celo-
kupnog `ivota. 
Definisanju savremenog utopijskog modela, onako kako ga ja razumem, najvi{e se pri-
bli`io Hakim Bej kroz ideju Temporalna Autonomna Zona, koju stvaraju samoorgani-
zovane i autonomne grupe. Temporalna Autonomna Zona je utopijska u smislu da
predstavlja mogu}u intenzifikaciju svakodnevnog `ivota, i u tom smislu ona je stvar-
na. Ona je nevidljiva i to je njeno najbolje oru`je. Temporalna Autonomna Zona je
„gerilska operacija koja osloba|a oblast (zemlje, vremena, imaginacije) i onda se ras-
ta~e da bi se ponovo formirala negde/nekada drugde“.10 Ako ostanu izvan doma{aja
spektakla ove zone mogu trajati i „~itav `ivot“ (Permanentna Autonomna Zona-PAZ). 

„…’savr{eni scenario’ uklju~uje slobodni prostor koji se {iri u slobodno vreme.
Su{tina PAZ mora biti do krajnjih granica intenzivirana radost – i rizik – ono-
ga {to je TAZ. A intenzifikacija PAZ bi}e… Utopija Sada.“11
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4 Ali svejedno ne bih potce-
njivala ovu poziciju.

5 Geert Lovink, The Art of
Being Independent,
www.cfront.org/cf00book/
en/geert-soros-en.html, 01.
09. 2006, 15:45

6 Michael Hardt and Antonio
Negri, Empire, Harvard Uni-
versity Press, 2000, str. 36,
www.angelfire.com/canti-
na/negri/

7 Michel Foucault, „Les ma-
illes du pouvoir“, in Dits et
écrits,Paris,1994, str. 194
citirano u: Michael Hardt
and Antonio Negri, Empire,
Harvard University Press,
2000, str. 24,  www.angelfi-
re.com/cantina/negri/   

8 Ne umanjuju}i zna~aj delo-
vanja biopolitike i biomo}i
na druge oblike samoorgani-
zovanosti, ovde samo `elim
da podvu~em njihovo delo-
vanje na primeru NVO-a.  

9 Michael Hardt and Anto-
nio Negri, Empire, Harvard
University Press, 2000, str.
23–24, www.angelfire.com/
cantina/negri/ 

10 Hakim Bej, TAZ; Tempo-
ralna Autonomna Zona,
Ontolo{ka Anarhija, Poetski
Terorizam, Centar za savre-
menu umetnost-Beograd,
Beograd, 2003, str. 107

11 Ibid. str. 158
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Ovi utopijski modeli mogu se razumeti i kao vrsta poklona umetnosti.12 Poklon
umetnosti se mo`e shvatiti kao vid otpora robnoj razmeni kulturnih proizvoda ko-
ji ima potencijal da se suprotstavi kroz radikalizaciju ljubavi.

Samoorganizacija umetnica/ika u doba globalnog izvo|enja

@ivimo u vremenu globalnog izvo|enja, pi{e J. Mckenzie. Svakodnevno smo izlo-
`eni razli~itim izazovima, koje ovaj teoreti~ar defini{e kroz tri osnovne paradigme.
Pored izazova efikasnosti, koji name}e paradigma kulturolo{kog izvo|enja, on
uvodi i dve „nove“ paradigme: organizaciono izvo|enje i tehnolo{ko izvo|enje. 
Ove dve paradigme nisu nove u bukvalnom smislu re~i. Tehnolo{ko i organizacio-
no izvo|enje pojavljuje se nakon zavr{etka drugog svetskog rata u Sjedinjenim
Ameri~kim Dr`avama, da bi nakon zavr{etka hladnog rata postali globalna pojava.
Mckenzie ovim dvema paradigmama pro{iruje opseg studija izvo|enja, ukazuju}i
na pojavu polja globalnog izvo|enja kao novog polja mo}i. 
U odnosu na tri paradigme izvo|enja on defini{e tri distinktivna izazova mo}i iz-
vo|enja:
1. „izazov efikasnosti, sposobnost kulturalnog performansa da o~uva ili transfor-

mi{e socijalne strukture
2. izazov efikasnosti, maksimalizacija organizacionog inputa i autputa; i
1. izazov efektivnosti, optimizacija tehnolo{kih funkcija“13

U ovako globalno shva}enom stratumu performativnih mo}i nalazi se i samoorga-
nizacija. Ona se nalazi na paradoksalnom mestu izazova koji nala`e transformaciju
dominantnim normama i socijalnoj kontroli, i izazova koji nala`u potencijalno vi-
soko normativno organizaciono ili birokratsko izvo|enje i tehnolo{ko izvo|enje.
Samoorganizacija je u konstantnoj opasnosti od strane brojnih mutacionih norma-
tivnih sila, ali u isto vreme ona ima potencijale da stvori druge modele. Ti modeli
su ustvari ono Dva o kome sam pisala na po~etku teksta. 
Samoorganizacija je potencijalni queer element, kriti~ka magla prostora izvo|enja,
koja monstruira i destratifikuje stratume mo}i izvo|enja. 
Kako pi{e Mckenzie, krah je mo`da neizbe`an za osloba|anje inovativnih procesa,
ali ne treba odlaziti sa mesta nesre}e ve} u}i i pro}i kroz njega. Na ovaj na~in on
relativizuje kriterijume uspe{nosti delovanja samoorganizacije, hrabre}i nove i no-
ve poku{aje koji bez obzira na ishod gotovo nikada, ako postoji upornost, ne osta-
ju bez krajnjeg „pozitivnog“ efekta.  
Iako se samoorganizacija ne odnosi samo na potencijalno subverzivne modele or-
ganizovanja ona, u odnosu na polje delovanja umetni~ke prakse u savremenom tre-
nutku u zemljama biv{eg isto~nog bloka, nosi takav potencijal. Moglo bi se speku-
lisati da se javlja kao imperativ Samoorganizuj se ili...!
Mogu}e je zamisliti razli~ite varijante kojima bi se ova re~enica mogla zavr{iti. Za
kraj teksta zavr{i}u je u duhu Hakima Beja:

Samoorganizuj se ili „budi `rtva velike prevare“!  

Ali... OPREZ!

12 Geoff Cox, Joasia Krysa
& Anya Lewin, Cox, Geoff
(ed.), Introduction to „The
(digital) Culture Industry“,
Economising Culture: On
the (Digital) Culture Indu-
stry, Autonomedia, 2005,
www.databrowser.net/01/
DB01introduction.pdf, 19.
09. 2006, 01:39

13 Jon Mckenzie, Hackti-
vism and Machinic Perfor-
mance, www.performance-
paradigm.net/issue1/PDF/
McKenzie.pdf, 12. 09. 2006,
11:58
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Abstract

As a base for thinking trough the theme of symposium a Self-organisation I will use the na-
me and the main ideas of performance group Subhuman. To explain the relationship betwe-
en ideology of liberal capitalism and ideas of globalization towards countries of the second
world I will use the examples of personal artistic practices in Serbia and Bulgaria from the
end of 1990s. Two main models I will use in this work a model of self-organization of ar-
tist as an individual in Serbia and self-organization of artists with similar needs in non-go-
vernment sector in Bulgaria.  
www.subhumantheatre.com



Dragana Alfirevi}: Mislim da je veoma va`no biti danas jako svestan gde se nala-
zi{, biti svestan konteksta. Sve te silne aplikacije, i svi ti procesi selekcije nekad de-
luju vrlo surovo, ali nekad, na neki na~in, mislim da su va`ni zato {to te teraju da
se pita{ gde sam ja sada. Da sam svoj rad sme{ta{ u kontekst, i da ima{ neku vrstu
odgovornosti prema svom radu. Da ne ka`em socijalne odgovornosti, po{to to me-
ni samoj zvuci glupo, ali prosto odgovornosti. Da pove`e{ svoj umetni~ki rad sa
okolinom i sa tim gde `ivi{ i gde stvara{. To je nekada jako surovo i nekada je ve-
liki pritisak, ja to isto ose}am, ali je to stvarno dobra prilika da se upozna{ sa svim
{to stvarno sa te druge strane postoji. [ta stvarno postoji, kakva je ta druga strana
koja nam omogu}ava ili ne omogu}ava uslove za rad. I na toj drugoj strani je ne-
ko, to poku{avam da ka`em.

Ana Vujanovi}: Meni to nije mnogo uzbudljivo. Taj spoj umetnika menad`era. Ni-
je mi ba{ posebno zanimljivo da se pozicioniram kroz aplikacije, {to je neminov-
nost jer je ina~e stvarno nemogu}e ne{to raditi. Ali mi je na neki na~in izazovno to
{to u nekom smislu onda ti ne samo da ima{ odgovornost nego ima{ mogu}nost da
interveni{e{. Ako ti ima{ menad`era odvojeno od tebe zna~i da on sam kreira si-
stem. I onda ti u okviru njega stvara{, po protokolima i procedurama koje ti je si-
stem propisao. A ti ovako, bar potencijalno, bar utopijski, ima{ mogu}nost da in-
terveni{e{. Ipak se neki umetnici uklju~uju i u procese kreiranja grantova. Ili mo-
`da ima{ mogu}nost da pregovara{ sa fanderima, ako ima{ kompetencije da se ba-
vi{ menad`mentom. Sada govorim na nekoj najop{tijoj razini, ne ka`em da sam ja
ba{ ~esto u takvoj poziciji da to mogu, ali mislim da to otvara mogu}nost da to mo-
`e{. A bez te mogu}nosti, dok je podela rada tako ~ista, postoji menad`er i posto-
ji umetnik, i onda umetnik nikada ne}e dose}i mogu}nost da mo`e da menja i in-
terveni{e, i da se ne{to pita.
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Subhuman: hibridna tvorevina umetnik/ica-menad`er/ka
Transkript delova diskusije nakon izlaganja Ane Vilenice
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Emina Vi{ni}: Umjetnost zapravo danas ima va`nu socijalnu ulogu, i tako se i vidi.
Smje{no je danas gledati umjetnost izvan apsolutno svih socijalnih kretanja. Me|u-
tim, problem je mo`da ba{ to {to zapravo nema dovoljno umjetnika koji su tamo
da uti~u kako se grant sheme kreiraju. Od umjetnosti se o~ekuje ona direktna pro-
mjena, i ono direktno djelovanje u smislu direktne politi~ne, doslovne akcije. On-
da ka`u: radite sa djecom, edukacija, a zapravo ne postoji prostor gdje }e{ ti, onu
dugoro~nu socijalnu promjenu koja funkcionora najprije na razini simboli~nog,
mo}i provesti. U principu kada do|e do kriterija tu postoji veliki problem, jer se
te{ko mogu uzimati ovi unutar umjetni~ki ktiteriji, ve} ovi socijalni, zapravo bazi~-
ni, banalni, radi}e{ sa djecom a popodne }e{ u istoj toj dvorani raditi svoju pred-
stavu za koju zapravo nisi dobio novac. 

Vlatko Ili} (Ani Vilenici): Pomenula si u jednom trenutku da samoorganizacija zna-
~i uklapanje, i samoorganizacija mo`e biti u cilju pre`ivljavanja, ali mislim da je va-
`nije da samoorganizaciju posmatramo kao otvaranje prostora a ne samo kao stva-
ranje mogu}nosti da se uklopi, i da neko deluje uprkos domaninatnim instutucija-
ma. Mo`da samoorganizacija stvarno otvara jedan drugi prostor, prostor koji ima
mogu}nost da deluje i opstaje uporedno sa dominantnim institucijama kulture. Mi-
slim da je to pogotovu va`no za lokalni kontekst gde su te institucije kulture jedi-
ne koje postoje na tr`i{tu, i kroz koje prolazi novac. 

Iva Neni}: Samo bih htela da dodam da ne treba u tom celom procesu prevideti je-
dan tihi glas koji diriguje celu pri~i. A to je dr`avni ideolo{ki {kolski aparat, koji
izuzima zapravo celu pri~u o samoorganizaciji, i koji na tradicionalni na~in posta-
vlja, ~ini mi se, odnos umetnika – menad`era, i uop{te institucije i tr`i{ta, i umet-
ni~ke produkcije.

Ana Vilenica: Generalno se sla`em, ali ima i drugih primera. Studiram na grupi za
Scenski dizajn na interdisciplinarnim studijama Univerziteta umetnosti. U odnosu
na semestralni projekat koji smo radili ove godine, ispostavilo se da je umetni~ka
ideja bila ta koja je bila zapostavljena. U centru pa`nje na{le su se: produkcijski
plan, swot analize, ciljne grupe, i sve drugo {to je neophodno uraditi da bi se na-
pisao jedan projekat. Meni je ta mera problemati~na.

Vlatko Ili}: Ali kada govorimo da li postoji mogu}nost rada u institucijama i mo-
gu}nost samoorganizacije, mislim da mogu}nost samoorganizacije jo{ uvek u lokal-
nom kontekstu ne postoji, kao izbor, ve} da se ta mogu}nost tek sada, u zadnjih
nekoliko godina, kreira. Da je mo`da to neki uhodaniji model, onda bi mogao vi-
{e da se problematizuje.

Dragana Alfirevi}: @ivimo u doba neke vrste shared knowledgea. Meni se li~no ve-
oma svi|a rad u grupi, u kojoj postoje jasne pozicije i zadu`enja, me|utim u kojoj
je mogu}e deliti stvari. Ja, koja se bavim plesom ili pokretom ili pozori{tem, ja `e-
lim da znam kako funkcioni{e live prenos kada se kamera uklju~i, {ta to svetli, ja
`elim mnoge stvari da saznam. Ja to ne mogu da odvojim od svog umetni~kog ra-
da, ja tako|e ne mogu da odvojim pisanje aplikacija od umetni~kog rada vi{e. 

Ana Vilenica: U pravu si, ni ja to vi{e ne mogu da to zamislim.



– Kada je prvog januara 1994. u Meksiku po~eo da se sprovodi Severno-ameri~ki
sporazum o slobodnom tr`i{tu (North American Free Trade Agreement, NAFTA),
u meksi~koj javnosti se pojavljuje pokret koji }e imati najzna~ajniji uticaj na anti-
globalisti~ku borbu. Za{to danas govorimo o „prvoj deceniji“ digitalnog Zapati-
zma kada je pro{lo vi{e od dvanaest godina od tog ~uvenog datuma? 
– Dok je tada{nja vlada Sjedinjenih Meksi~kih Dr`ava veli~ala ovaj dan, smatraju-
}i ga trenutkom u kome je stvorena mogu}nost za ulazak u Prvi svet, stanovni{tvo
ruralnih oblasti iz najsiroma{nije meksi~ke dr`ave pokazalo je svoje neslaganje sa
takvim stavom. Iako je izgledalo da se bore protiv vlade Meksika, Zapatisti~ka voj-
ska nacionalnog oslobo|enja (Ejército Zapatista de Liberación Nacional, EZLN) se
borila protiv velikih finansijskih mo}nika. U znak protesta, misteriozna vojska za-
uzela je sedam gradova meksi~ke oblasti ^iapas. Zahvaljuju}i toj pobuni, ova pro-
vincija Meksika na{la se u naslovima najva`nijih vesti {irom sveta i, na par dana,
usmerila je pa`nju svetske javnosti ka problemima siroma{nih ljudi iz „nerazvije-
nih“ oblasti koji su nastajali usled, za njih, pogubnih efekata nadolaze}e globaliza-
cije. Od tog trenutka Internet postaje najzna~ajnije sredstvo za {irenje informacija
i organizovanje podr{ke Zapatistima na internacionalnom nivou.1 Kada je posle
{est godina borbe smenjen predsednik Ernesto Zedillo (2000), na njegovo mesto
dolazi Vicente Fox Quesada (2001), {to je bila prva pobeda opozicionog kandida-
ta u Meksiku nakon sedamdeset godina diktatorskih vladavina. Nakon osvajanja
ove „pobede“, Zapatisti se retko pojavljuju u medijima. To dvogodi{nje }utanje Za-
patisti~kog pokreta okon~ano je tokom 2003, kada je Subcomandante Marcos, go-
vore}i u ime ponovo nezadovoljnog naroda, izneo brojne zamerke u vezi sa poli-
ti~kom situacijom ruralne populacije, izve{tavaju}i o radu grupa otpora u raznim
oblastima, o stanju u ^iapasu i promenenama u organizaciji Zapatista.2 Od tada je
Vojska Zapatisti~kog nacionalnog oslobo|enja nastavila sa svojim ne-nasilnim ak-
cijama, koje sprovode i danas. Dakle, u pitanju je period 1994-2001/2003-2006,
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1 Oliver Froehling, „The
Cyberspace „War of Ink And
Internet“ in Chiapas, Mexi-
co“, http://www.stolaf. edu/
people/booth/TheNew/Chi-
apas.html 

2 http://www.whywar.
com/encyclopedia/people/
zaatista/

Prva decenija Digitalnog Zapatizma: fikcionalni rezime ili fakcionalni apstrakt?

The First Decade of the Digital Zapatismo: Fictional Summary or Factual
Abstract? 

Miljana Peri} feat. Ana Markovi}



{to je ukupno deset godina. Ako ne bismo posmatrali stvari sa ovakvom precizno-
{}u, onda bismo mogli da govorimo i o sto godina Zapatizma, budu}i da je Emili-
ano Zapata vodio pobunjenike Meksika od 1910, itd. Samo {to se u tom slu~aju ne
bi radilo o elektronskom vidu Zapatizma, ali izgleda da to mnogima nije ni va`no.
Ne ka`em da je deset i sto godina isto, ali... mit o Zapati `ivi. A tu je glavno pita-
nje: da li se dr`imo istorijskih ~injenica ili pri~amo pri~e. Za {ta si ti? 
– Za pri~e!/Za istoriju! 

– „Nova la` nam je servirana kao istorija. La` o potpunom porazu nade, la` o ne-
stanku dostojanstva, la` o izumiranju humanosti“3 – rekao je Subcomandante Mar-
cos. 
– Super! Zna~i – ipak smo za pri~u. Dosta je bilo istorije. ¡Ya Basta! A ko je Sub-
comandante Marcos? 
– Uloga generisanja predstava o Zapatistima i njihovom vo|i, odnosno o njihovom
karakteristi~nom identitetu bila je klju~na od samog po~etka njihove rEvolucije. S
jedne strane, cirkulisanje slika i poruka na Internetu, osim {to vodi ka populariza-
ciji, predstavlja i borbu za reprezentaciju i prisustvo u sajberprostoru. S druge stra-
ne, Zapatistima je bio potreban vo|a koji bi ih zastupao, ~iji bi izgled bio prepo-
znatljiv kako bi se lako doveo u vezu sa pokretom. Subcomandante Marcos je od
po~etka pokazivao {arm koji je privla~io medije, Net-surfere i publiku {irom sve-
ta.4 Odnosno, ne on, jer se ni do danas ne zna ko je on zapravo, ve} njegov „lik“,
odeven u gerilsku uniformu, uz crnu ski-masku koju uvek nosi preko lica. Njegov
civilni identitet je nepoznat, ali ba{ zbog toga bilo ko mo`e preuzeti njegovu uni-
formu, izgled ili ulogu vo|e. Ne samo za Marcosa, ve} za sve Zapatiste no{enje ma-
ske simbolizuje glas koji se zaklanja da bi se ~uo, lice koje se krije da bi bilo vi|e-
no. Ina~e, potenciranje odre|enih „identiteta“ zna~ajno je za dru{tvene pokrete
uop{te, dok u slu~aju Zapatisti~kog pokreta ovakvo pozivanje na poistove}ivanje
sa ne-identitetom  predstavlja i poziv za svakoga da postane Zapatista. Me|utim,
upravo zahvaljuju}i biranju specifi~nih elemenata pri kreiranju lika Subcomandan-
te Marcosa, kao i takti~kom re`iranju press-konferencija, intervjua i fotografskih
materijala, pojedinim teoreti~arima izgledalo je da se rat Zapatista odigrava kao
nekakva predstava.5 Tome je doprinelo i mno{tveno ispoljavanje podr{ke ovoj bor-
bi od strane haktivista i umetnika raznih profila. Me|u prvima, to su ~inili Guil-
lermo Gómez-Peña kroz svoje performanse i teatralizacije Zapatisti~kih akcija i
pravljenje maski, kao i pripadnici meksi~ke grupa X-Ploit koji su upali na sajt mi-
nistra finansija i zamenili njegovu fotografiju sa likom Emiliana Zapate. Web-sajto-
vi predsednika Meksika, Grupe finansijera bankara ili Meksi~ke banke, bili su pu-
no puta napadani od strane brojnih krakera i haktivista, me|u kojima je najpozna-
tija (h)aktivnost njujor{ke umetni~ko-haktivisti~ke grupe Elektronski teatar uzne-
miravanja (Electronic Disturbance Theater). 
– Fikcionalni identitet, elektronski identitet, ne-identitet... Sve je to veoma uzne-

miravaju}e. 
– Smatra se da je Zapatisti~ka vojska nacionalnog oslobo|enja (EZLN) ^iapasa za-
slu`na za katalizaciju otpora u slobodno-tr`i{noj eri globalizacije. Njihov model de-
stabilizovanja dr`ave „odozdo“ inspirisao je dru{tvene pokrete {irom sveta. Stvara-
ju}i autonomni politi~ki prostor, slali su svoje borbene poruke {irom Meksika i
istovremeno pozivali ceo svet i svakoga u njemu da postane Zapatista, nagove{ta-
vaju}i budu}u „post-identitetsku politiku“.6 Ali, upravo ovakvo odbijanje da defi-
ni{u svoja na~ela, {to bi bilo u skladu sa na~inom determinisanja istoriji poznatih
ideolo{kih modela, privuklo je brojne pristalice i/ili znatno {iru publiku nego {to je
to bilo koji ideolo{ki model do tada uspeo. Zapatisti, svesni ove ~injenice, odlaga-
li su predstavljanje bilo kakvog manifesta {to du`e je to bilo mogu}e, ironi~no iz-
javljuju}i da su, zapravo, „potpuno neorganizovani“, uvek kada bi neko od njih
zahtevao da defini{u svoju politiku.7 Naravno, anarhisti~ki stavovi nisu ne{to {to
im je strano. To }e postati o~igledno, na primer, u slu~aju artivisti~ke prakse po-
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3 Subcomandante Marcos u
pozivnici za Interkontinen-
talno okupljanje protiv neo-
liberalizma 30. 01. 1996.
(Jen Couch, „Why we love
the Zapatistas“, 
http://www. milkbar.com.au/
globalhistory/zapatistas.htm)

4 Rino G. Avellaneda, It’s
the Image! It’s the Image!:
Subcomandante Marcos and
the Internet, http://polyglot.
lss.wisc.edu/mpi/wor-
kshop98/papers/avellane-
da.htm 

5 Isto 

6 Amory Starr, Global Re-
volt: A guide to the move-
ments against globalization,
Zed Books, London – New
York, 2005, 24.

7 Y. Le Bot, Subcomandante
Marcos: El sueno zapatista,
Plaza and Janes, Mexico
City, 1997 (prema O. Froe-
hling, The Cyberspace „War
of Ink And Internet in Chia-
pas, Mexico“, 
http://www.stolaf.edu/
people/booth/The New/
Chiapas.html) 



menute grupe nazvane Elektronski teatar uznemiravanja, koja je svoje Internet-per-
formanse zasnovala na konceptu Toroove gra|anske neposlu{nosti, ali u skladu sa
savremenim kontekstom, sada kroz formu elektronske gra|anske neposlu{nosti. 
– Osim kori{}enja elektronskih tehni~kih pomagala, novo je bilo i to da je centra-
lizovano ure|enje gerilske vojske bilo transformisano u decentralizovane aktivno-
sti. Internacionalni Zapatisti Interneta podra`avali su organizacione forme rizo-
mati~no povezanih zajednica u ^iapasu, ili je istorijski redosled obrnut, s obzirom
da je Internet ve} sam po sebi anti-centralizovana struktura? 
– Sajber-Zapatisti su svuda, ali njih ne kontroli{u Zapatisti iz ^iapasa, niti obrnu-
to. S druge strane, „dokazi o direktnom prisustvu Zapatisti~ke vojske nacionalnog
oslobo|enja na Internetu ne postoje“.8 Internet samo(-)slu`i njihovim istomi{ljeni-
cima koji tu generi{u i koordini{u svoje akcije, {ire informacije, preusmeravaju ko-
munikaciju, uz puno e-mailova. Ve}ina teorijskih tekstova o upotrebi Interneta ne
govori samo o analizama i mogu}im interpretacijama Zapatisti~kih akcija, ve} o
promociji Interneta kroz o~iglednu poruku, da ako „~ak i gerila uro|enika iz La-
kandonskih {uma koristi Internet, zar ne bi trebalo i ti?“9

– S jedne strane, pokazano je u kolikoj meri Internet mo`e uticati na `ivote ljudi
koji su u fizi~kom prostoru prili~no udaljeni i koji se u njemu, verovatno, nikada
ne}e sresti. S druge strane, ne smemo zaboraviti da je tamo gde se sajberprostor
sre}e sa drugim tokovima realnosti ono u ~emu le`i njegov potencijal za ostvare-
nje dru{tvene promene. 
– Mo} Interneta nalazi se u njegovom mno{tvu mogu}nosti za ostvarivanje povezi-
vanja i cirkulisanja. Virtualno organizovanje je i pre 1994. bilo kori{}eno u hakti-
visti~koj Severno-Ameri~koj borbi protiv NAFTA-e, na mre`ama kao {to su Peace-
net, Labornet, Econet. I upravo su te mre`e pronosile prve vesti o Zapatisti~koj po-
buni i njihove prve poruke. Ono {to je bilo novo je ukazivanje na podjednak zna-
~aj i lokalne i globalne borbe. Zapatisti podr`avaju mogu}nost koegzistencije je-
dinstva i raznolikosti, jednog i mno{tva, zala`u se za tzv. specifizam i politike raz-
li~itosti. 
– Gradimo nevidljive mostove izme|u pro{losti i budu}nosti, Juga i Severa, me-
morije i identiteta, nerazvijenog i hi-tech sveta, umetnosti i politike. I tako dola-
zi do interakcija izme|u velikih sila i lokalnih zajednica koje poku{avaju da izjed-
na~e „globalno“ sa ekonomskom globalizacijom i „lokalno“ sa manje-vi{e reaktiv-
nim formacijama. Guillermo Gómez-Peña }e u svojim knjigama ozna~iti ovu situ-
aciju kao „Etno-tehno“ koncept „Novog svetskog dovratka“.10

– Kad ve} pominje{ knjige, samo-da-napomenem da, kao {to to ~esto biva slu~aj,
fikcija i ~injenice nisu ba{ u najboljoj korelaciji. Odnosno, mo`da bi, ipak, trebalo
da navedemo i samo-organizacijske pristupe u Zapatisti~koj praksi, s obzirom da je
to tema simpozijuma na kome pri~amo ovu pri~u?! 
– Za mene je pojam Zapatizma sinonim za samo-organizaciju. Ali, evo, nabroja}u
nekoliko odli~nih metoda: 

– slobodno udru`ivanje i uzajamno pomaganje kao solidarnost, a ne zato-
{to-se-mora, 

– anti-hijerarhijska, decentralizovana, rizomati~na strukturiranost, 
– „uradi sam/a“ kao pristup i mi{ljenju i delanju,  
– samo-(ne-)determinisanje, tj. ne usvajati instant-identitete, ve} uzimati

prazan, nulti, ne-identitet pa onda sa njim raditi, 
– boriti se za autonomne zone (u slu~aju realnih Zapatista, to je postignuto

kroz uspostavljanje kontrole nad le~enjem, obrazovanjem, ekonomijom,
politikom, kroz o~uvanje lokalnih jezika i mikro-kulturalnih tradicija, i
omogu}avanje slobodnog protoka informacija; naravno, to je mogu}e, za
sada, samo-u-okviru samih-autonomnih zona), 
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8 O. Froehling, „The Cyber-
space „War of Ink And Inter-
net“ in Chiapas, Mexico,
1997,
http://www.stolaf. edu/peo-
ple/booth/TheNew/ Chia-
pas.html 

9 Isto 

10 Originalni naslovi ove
dve knjige su Ethno-Techno
i The New World Border.
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– kori{}enje postoje}ih takti~kih medija i osmi{ljavanje novih, 
– isticanje zna~aja duga~kih i opse`nih dijaloga, polemika i diskusija u ko-

jima uvek treba da u~estvuje mno{tvo Zapatista, kako bi do{li do novih
metoda za {to uspe{nije delovanje njihove/na{e samo-organizacije. 

– Uz to, (elektronski) Zapatizam nam je pokazao da nije dovoljno boriti se samo
protiv ne~ega, ve} i za ono za {ta jesmo. Na to je ukazano kroz mnogobrojne prak-
se savremenih kontra-kultura, obele`avanje i konstruisanje novih zona, bilo da se
to odnosi na sticanje virtuelnih prostora ili nezavisnih medija, istovremeno uz na-
stavljanje politi~ke borbe na na~in na koji to Zapatisti ~ine, suprotstavljaju}i se ve-
}inskoj kulturi, a razvijaju}i svoju. Ovakvo razvijanje mno{tva mogu}nosti za pru-
`anje otpora, te`nja za alternativama i izra`avanje kreativnosti i optimizma, samo
su neki od razloga zbog kojih bi trebalo da razmislimo o onome {to svi Zapatisti
poru~uju svetu: „Na{a borba je tvoja“.11

– Dakle, „ovo je bilo ukratko i samo u osnovnim crtama zbog toga {to sve to tre-
ba da prevedemo na jo{ mnogo jezika.“12 Da li ima{ neku poruku za kraj prvog
dela ove takti~ki koordinisane diskusije? 
– Da, imam. Viva Zapata! 

Abstract

By using technological possibilities of the Internet for finding new forms of social protest,
Digital Zapatistic practice of the mid 1990s has produced a very influential model for rea-
lization of contemporary cultural-artistic Šh¹activism. In the official history, Zapatistas are
considered to be the first movement of information guerrilla, and their struggle represents
the first historical example of the net war. For the Zapatista Army of National Liberation
(EZLN) mass media ceased to be just strategic mediators for information manipulations
from ruling central power, but they have become tactical weapons for wired aggressive-pro-
gressive „struggle from bellow“. Although their rEvolution started at the local community
of Chiapas (Mexico), and although its primary aim was to realize concrete local goals, Za-
patistic movement has become transnational in short time and the medium of Internet has
become the most important mean of the global struggle against globalization. As a particu-
lar example of this kind of cultural struggle stands out the artistic practice of the Electronic
Disturbance Theatre (EDT). The basic aim of the electronic performances by EDT is to draw
attention as much as possible and to direct it toward a particular situation, causing a discus-
sion about possible ways for resolving the actual problems. Through realization of their
electronic-theatrical-disturbing actions, it has been showed how a wide public support can
provide a transformation of sudden acts of (until that moment) „terrorism“ into an active
presentation of „presence“. For that reason, one of the basic tactics of the EDT and Zapa-
tistic self-organization in general is generating, taking-over and realization of particular
identities, through which Šh¹actors are able to protest against the impersonality that has
been imposed on us by the ruling globalistic order. Hence, it is not necessary/enough for us
to know whether an individual identity is real or abstract, or whether a particular text is fic-
tional, factual or fictional-factual any more. It is important to be tactical. 

11 J. Couch, Why we love
the Zapatistas,
http://www.milkbar.com.au/
globalhistory/zapatistas.htm 

12 A. Starr, Global Revolt: A
guide to the movements aga-
inst globalization, Zed Bo-
oks, London – New York,
2005, 44.



Ana Vujanovi}: Da li znate konkretno kako se organizuje potapanje web siteova?
Zato {to sam videla, valjda, da je ba{ u okviru izbora za predsednika u~estvovalo
osam hiljada ljudi na atakovanju sitea koji je bio blokiran jedno dva-tri dana, ili ~ak
pet dana. Zanima me kako je konkretno bilo organizovano i koordinirano osam hi-
ljada ljudi ako su samoorganizovani, u odnosu na moje iskustvo ... dajte mi recep-
te. (svi: smeh)

Miljana Peri}: Ne znam ta~ne cifre, ali znam otprilike kako je to na po~etku ura-
|eno. S tim {to smo u ovom radu mi nekako izbacile FloodNet i Elektronski teatar
uznemiravanja, samo smo ih pomenule ali im nismo dale poseban zna~aj. Mo`da
zato {to ne smatramo da je to ba{ „pravi“ model samoorganizacije nismo to ovde
uo{te ni obra|ivale, jer ne zna~i da je svako ko uzme ime Zapatista jedan od njih.
Ali mogu da odgovorim na pitanje. Da li svi ovde znaju ko su ljudi koji su generi-
sali FloodNet? Elektronski teatar uznemiravanja je grupa od 4–5 ~lanova, umetni-
ka, programera, haktivista koji su vezani za New York, od kojih su neki renomira-
ni umetnici, tj. imaju odre|en status u svetu umetnosti, nisu anonimci, imaju svo-
ju duga~ku biografiju nastupanja, izvo|enja, performansa, teorijskih radova – ne
svi ~lanovi podjednako ali manje-vi{e svi. Oni su se u jednom periodu bavili time,
ili se mo`da bave time i dan-danas, odnosno, sa ovim „mo`da“ ho}u da ka`em da
stalno vi|am njihova imena na Internetu, ~itam njihove izve{taje o novim akcijama
na Internetu, i ponekad se zapitam da li su to ba{ „oni“ ili neko ko se slu`i „njima“
– na Internetu (a ovo se, zapravo, odnosi i na samu umetni~ku grupu i na e-Zapa-
tiste uop{te). Dakle, ta grupa je 1998. osmislila FloodNet, tako {to je generisala
malu Java-aplikaciju koja se postavlja na odre|eni sajt, ali samo da bi svi oni koji
`ele da u~estvuju mogli da je downloaduju. Zatim se po{alje obave{tenje kada (npr.
po isto~no evropskom vremenu od 5 do 6, tog i tog datuma), gde (data je adresa
sajta koji se napada) i kako }e se vr{iti akcija, i to putem slanja e-mailova ljudima
koji mo`da imaju veze s tim, koji dalje {alju te poruke, kroz mail-liste, blogove,
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Obi~ni i/ili virtuelni Zapatisti?
Transkript delova diskusije nakon izlaganja Miljane Peri} i Ane Markovi}



indymedijske mre`e, i kada se prvi put takva akcija sprovodi verovatno bude 20
ljudi uklju~eno, pa drugi put bude 50, tre}i put 60, ~etvrti 100, i tako se to pola-
ko {iri. Kada je prvi put realizovana jedna takva akcija nije odjednom ceo svet bio
na nogama, i nisu svi radili potapanje ciljanih sajtova. A funkcioni{e vrlo jednostav-
no. Pre Elektronskog teatra uznemiravanja i njihovog FloodNeta, akcije su se bazi-
rale na tome da svi koji `ele da u~estvuju prate link (iz obave{tenja) do ciljanog saj-
ta i zatim pritiskaju refresh koliko puta ho}e, najbolje {to vi{e, da bi se ponovo u~i-
tavala zadata stranica. Time se onda, naravno, kada pristupi 100 ljudi a kamoli to-
liko hiljada, usporava odziv sajta i „sistem pada“ (bar trenutno). Ono {to je reali-
zovanje FloodNeta omogu}ilo jeste automatizovanje te radnje: dovoljno je da sva-
ki u~esnik jednom pristupi ciljanom sajtu prate}i uputstva iz obave{tenja i da, za-
tim, ostane nekoliko sati ili ceo dan priklju~en na Internet, a dalje reloadovanje vr-
{i virtuelna ma{ina. S tim {to taj software ima „feedback“ koji omogu}ava da se va-
ma koji se tako priklju~ite, u~itava stranica sve br`e i br`e srazmerno porastu bro-
ja novih u~esnika, ali je onima koji ne u~estvuju u toj akciji, nego, ne znaju}i ni{ta
o njoj, poku{avaju da pristupe iz normalnog, nepromenjenog pretra`iva~a, njima je
totalno zablokiran pristup. Oni ne mogu uop{te da pristupe stranici, kao kada se
bilo koji „pad sistema“ desi. Takav je prosto rezultat. S tim {to ovo haktivisti~ka
akcija nije crackovanje, sajt se ne uni{tava. U ve}ini slu~ajeva kada je akcija vezana
za ovu grupu umetnika, samo se uspori rad sajta, i ciljana stranica nije dostupna re-
cimo par sati, ili dan-dva. I to je sve. S tim {to smo u radu, s obzirom na ovu temu
samoorganizacije, prebacile te`i{te na obi~ne ljude, tj. ne sve ljude nego obi~ne Za-
patiste, koji mo`da nemaju kompjutere, a mo`da nemaju ni struju, na one, mo`da,
„prave“ Zapatiste {to `ive po selima i koji se bore, i od kojih je potekla i ta borba
i potreba za tom borbom. To je i bila poruka, da su oni ti koji nemaju kompjutere
i nemaju skoro ni{ta sa tim i da ne znamo, barem ja, da li stvarno Subcomandante
Marcos kreira te poruke i {alje ih, ili to neko u njegovo ime sedi u svojoj fotelji,
ima svoj laptop, ili dva, ili tri, i pi{e i kreira i distribuira po Internetu sva{ta. Ali
zapravo, prava, to jest, ne „prava“ borba nego efekti te borbe bi trebalo da se ma-
lo po malo odra`avaju na one ljude koji su je izvorno zapo~eli. A ovi umetnici ko-
ji to „kao“ rade i koji mogu da napi{u posle u svom CV-iju: „Da, mi smo organi-
zovali performans tog i tog datuma 1998. ili 2006. godine, i bilo je osam ili osam-
deset hiljada ljudi...“ ili ne znam ve} koliko, nekako mi oni nisu ba{ „pravi“ pri-
mer, ve} se ~ini kao da koriste sve to za svoje napredovanje u ve} obezbe|enim
umetni~ko-dru{tvenim, dakle, javnim pozicijama. Jedan od glavnih organizatora
FloodNet akcija je profesor Njujor{kog univerziteta, koji putuje svuda po svetu,
u~estvuje na simpozijumima, i ima odli~ne radove, i umetni~ke i teorijske, i sve je
to lepo, ali nije on taj koji je u prvom redu onih koji sprovode tu samoorganizaci-
ju kako smo je nas dve ovde ozna~ile, odnosno poistovetile je sa Zapatizmom, kao
sinonim: Zapatizam = samoorganizacija. 

Ana Vujanovi}: Da li je to onda va{a podteza, ili nastavak va{eg razmi{ljanja, ili
mojih razmi{ljanja, da li sve to onda govori o tome da na tom razvijenom, (za sa-
da zapadnom a verovatno }e uskoro biti globalno) zapadnom tr`i{tu kulture ustva-
ri samoorganizacija lako, ili manje lako, mo`e da postane jo{ jedan umetni~ki stil?
Ili roba koja mo`e da se prodaje, ne{to {to }e se u~iti u {kolama, deo pozitivnog
znanja, ili pozitivna vrednost na tr`i{tu. Ako Electronic disturbance theatre na taj
na~in koristi Zapatiste kao {to ste sad otprilike rekle. Ili je to moja interpretacija?
Da li je to neka vrsta opasnosti, je li va{a misao u tome, ili?

Miljana Peri}: Ne, ne, to je jedan deo, ustvari jedan deli} misli, koja nije ni crna ni
bela. Naravno da ako mi imamo mogu}nost da ovde, u Goethe institutu, pri~amo
o tome, ili u Beogradu uop{te, da je to daleko od nekakve borbe za goli `ivot. Ali
stvar jeste u tome {to su Zapatisti spremni na odre|eni kompromis, zna~i da im je
borba bitna, i lokalna i globalna, bitan je i taj gest jednog profesora Njujor{kog uni-
verziteta, koji }e dati podr{ku. Iako posle ide dalje za svojim poslovima, prihvata
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razne silne stipendije (npr. od Rockefeller fondacije). To je samo jedan deo koji ma-
lo po malo poma`e i jednoj i drugoj „strani“ da ostvari neke svoje ciljeve. Narav-
no, mo`da vi{e ide njemu u ovom slu~aju. Ali taj mali deli}, da se oni opet pomi-
nju, mo`e da pru`i radost, nekakav optimizam. Poenta i samog ovog termina, po-
{to stalno govorimo o rEvoluciji, jeste da nije, opet, sve ili crno ili belo. Nije opet
samo u pitanju: idemo brzo revolucijom, ili samo polako, progresivno, razvijanjem
anti-samoorganizacije nekakvom evolucijom, nego daj-{ta-da{. I jedno i drugo, da
se koristi sve {to izgleda mogu}e. 

Marta Popivoda: Ja sam htela da te pitam da li si prona{la neke podatke koliko re-
alno Zapatisti imaju svest o tome {ta se de{ava na Internetu, i da li znaju za taj glo-
balni digitalni pokret? Da li se to ustvari ikako odra`ava na njihov `ivot? 

Miljana Peri}: Odra`ava se, evo, konkretno: od 2003. godine su se izdvojili kao
autonomna oblast, u okviru Sjedinjenih Meksi~kih Dr`ava. Dr`ava Chiapas je naj-
siroma{nija, ve}insko je ruralno stanovni{tvo, ali oni su osnovali nekakve instituci-
je, imaju svoju autonomnu vladu. To mo`da nije legitimno za Mexico City, koji ne-
}e re}i: „Da, to je nova republika, evo im papira sa pe~atom!“, ali oni imaju kon-
kretne rezultate. Oni sada `ele da ostanu u svojim selima, da `ive tu, da razvijaju
svoju kulturu, da pri~aju na svom jeziku (Meksiko zvani~no ima 62 jezika koji se
govore, koji su `ivi). I deca koja su 1994. godine, tokom prve elektronske Zapati-
sti~ke rEvolucije, imala 6 i 10 godina danas imaju 18 i 22 godine. Neko od 22 go-
dine, ko je tada bio de~ak sada postaje, govori kao Subcomandante Marcos. Oni
podi`u decu i pri~aju im o tome, to je odgovor. 



Brali smo ih pre nego {to bi sazrele. Ubrzavanjem razvoja i po-
o{travanjem marketinga i mehanizama prilago|avanja bilo je
izgubljeno odre|eno razdoblje rasta. Autenti~ne potkulture tra-
`e stagnaciju i vreme, a stagnacija vi{e ne postoji. Do`ivele su
geografsku sudbinu staja}ih voda. Autonomne zone zaista nude
odre|enu izdvojenost od monokulture, ali istovremeno ne pose-
duju sposobnost prilago|avanja, bar ne na isti na~in. Ne znamo
za{to je tako.

(Vilijem Gibson: Sve zabave sutra{njice)

Usvajanje samoorganizacije kao referentnog okvira za ~itanje popularne kulture je
neizvestan teorijski ~in: koji subkulturni pokreti zaista nastupaju subverzivno u od-
nosu na dominantnu ideologiju, kako tuma~iti one prakse koje su se iz inicijalnih
alternativnih oblika umre`avanja utopile u globalni medijski kontekst, „izneveriv-
{i“ prvobitni simboli~ki inventar pristajanjem na u~e{}e u dr`avnim ideolo{kim
aparatima? Naposletku, da li je u globalizovanom i ideolo{ki heterogenom polju
popularne kulture danas uop{te mogu}e realizovati subverzivni zalog nekada{njih
subkulturnih umetni~kih pravaca i `anrova, u trenutku kada su njihove paradigme
decentrirane u razli~itim lokalnim varijantama, i istovremeno ugro`ene inflacijom
komodifikovanih formi koje preuzimaju „lju{ture“ alternativnih modela u igri pra-
znih ozna~itelja industrije zabave?
Postavljena pitanja za cilj imaju da pozovu na jedno pa`ljivo tuma~enje savremenih
modela popularne kulture, utoliko {to su oznake „alternativno“, „progresivno“,
„nezavisno/indi“ (indie – `argonska skra}enica od „independent“) danas naj~e{}e
tr`i{ne i marketin{ke kategorije, koje slu`e da se sakrije delatna krilatica ideologi-
je – komodifikovani muzi~ki proizvod obilato opremljen zvu~nim, vizuelnim i tek-
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Preko/unutar granica ideolo{kog: popularna muzi~ka kultura izme|u alternativnih
i zvani~nih modela organizacije 

Beyond/within the limits of ideological: popular musical culture between
alternative and official modes of organization

Iva Neni}



stualnim referencama na idealtipsku sliku subkulture. U kontekstu postindustrij-
skog tehnolo{kog dru{tva, „hladnog univerzuma digitalnog“ koji dijagnostifikuje
Bodrijar, predstave o transformativnom potencijalu kontrakultura mladih zvu~e
sentimentalno, dok muzike sa „etni~kim“ prefiksom lako pronalaze svoje mesto u
masovnoj industriji zvuka ili opstaju tek kao reziduum pro{losti. Opiranje hegemo-
niji u popularnoj kulturi danas se odvija u svetu pluralnih, rasutih ideologija koji
iziskuje specifi~ne taktike pozivanja na neposlu{nost i intervencije u dru{tvenu re-
alnost. Za tekst popularne kulture vi{e nije dovoljno da glasno izri~e osudu dogmi
i stereotipija dominantne ideologije, za koju je diskurs razlike imaginarna predsta-
va kojom se skrivaju stvarni dru{tveni odnosi, retori~ko sredstvo koje prikriva isti-
nu komodifikacije i nejednake distribucije mo}i izme|u centra i margine dru{tva.  

Samoorganizacija – popularne muzi~ke prakse

Razmena kulturnih formi izme|u subkulturnih konteksta samoorganizacije i insti-
tucionalnog okvira medija, produkcijskih ku}a i drugih specijalizovanih ustanova
nije jednozna~na, iako je prete`no usmerena ka komercijalizaciji odre|enih `anro-
va i njihovoj resemantizaciji u smeru popularnih ljubavnih i zabavnih sadr`aja. Ova
dijalektika ~esto ra|a neo~ekivane efekte na same subkulturne mre`e koje zauzvrat
iznova interveni{u u postoje}e ideolo{ke matrice. Samoorganizaciju stoga treba po-
tra`iti u popularnim muzi~kim kulturama ili njihovim segmentima koji, mimo una-
pred pripremljenih institucionalnih re{enja, aktivno u~estvuju u dijalogu o zna~e-
njima i identitetima savremenog dru{tva. U jednom sasvim specifi~nom smislu, to
su oni muzi~ki `anrovi i njima svojstveni oblici neposrednog udru`ivanja koji se su-
protstavljaju homogenizaciji i sui generis suo~avaju sa izazovom ideologije, bilo da
je re~ o ispitivanju mogu}nosti muzike da  se suprotstavi industriji masovne kultu-
re, ili bavljenju  traumati~nim „skrivenim“ mestima dru{tvene realnosti.
Muzi~ke prakse1 ove vrste naj~e{}e se okupljaju oko pojma razlike. Muzika kao
„tehnologija izvo|enja subjekta“2 mo`e zastupati marginalizovane subjekte uzima-
ju}i u obzir rasne, etni~ke, rodne i druge identitete koje dominantna ideologija ~i-
ni nevidljivim. Ova tri mogu}a modela ukratko }u predstaviti na primerima afroa-
meri~kog hip hop-a, riot grrrls muzi~kog pokreta i globalnog muzi~kog poli`anra
i kulture world music.
Popularna muzika afroameri~kih crnih manjina donela je niz odgovora na prikri-
venu nejednakost socijalnih hijerarhija koje po~ivaju na rasnim podelama. Crna~ki
hip-hop je u po~etku kultura geta, okupljanja po lokalnim klubovima i neformal-
nih „bitki MC-jeva“, odre|ena afirmacijom sopstvenog rasnog identiteta i opira-
njem represiji bela~ke kulture,. Ubrzo je hip-hop sredstvima muzi~ke industrije
preplavio globalno tr`i{te na kojem dominiraju komercijalne forme ovog `anra, ali
je njegovo prisustvo u transnacionalnom muzi~kom prostoru tako|e omogu}ilo na-
stanak zasebnih etni~kih i lokalnih scena sa sna`nim kriti~kim potencijalom. Soci-
olo{kinja Antonjina Kloskovska isti~e kako je afroameri~ka popularna muzika
„prolazila kroz ogromne mehanizme komercijalizovanog sistema zabavne umetno-
sti, ali dopiru}i do omladinskih grupa koje su se spontano i stihijski stvarale na
osnovu zajedni~kih muzi~kih interesovanja i do`ivljaja, vra}ala se u izvesnom smi-
slu svom izvori{tu“.3 Po~etkom devedesetih, u istom periodu kada hip-hop prodi-
re u globalne medije, nastaju Riot grrrl zajednice u kojima je muzika centralno me-
sto borbe za zna~enje i umno`avanje `enskih identiteta. U samom zvuku, vizuel-
nom predstavljanju i elementima scenskog nastupa, riot grrrls grupe pomalo para-
doksalno internalizuju simboli~ke slike „mu{ke“ rok i pank kulture poput nesputa-
ne agresivnosti i odbacivanja etabliranih vrednosti mainstream kulture kojima je
zasut svet popularne muzike, i koje su deo prijem~ivog komunikacijskog koda za
mladu urbanu publiku. Sa druge strane, funkcionisanje feministi~kih riot grrrl gru-
pa se u velikoj meri zasniva na „zine“ ~asopisima i Internetu, neformalnim mesti-
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1 Izraz „praksa“ koristim u
zna~enju koje je ovom ter-
minu pripisao Luj Altiser:
„materijalne delatnosti koje
su ure|ene materijalnim ri-
tualima, a koji su, sa svoje
strane, odre|eni materijal-
nim ideolo{kim aparatom“.
Louis Althusser,  „Ideologija
i dr`avni ideolo{ki aparati“,
Marksizam u svetu (~asopis
prevoda iz strane periodike i
knjiga) br. 7–8, NIRO „Ko-
munist“, Beograd, 1979,
77–119, 107.

2 Mi{ko [uvakovi}, „Vi{ak
vrednosti: muzikologija i
etnomuzikologija u polju
diskursa o world music“,
Novi zvuk br. 24, SOKOJ –
MIC, Beograd, 2004, 36.

3 Antonjina Kloskovska, So-
ciologija kulture, ^igoja
{tampa, Beograd, 2001, 235.



ma na kojima je „ose}aj procesa i interakcije, pre nego krajnji produkt, najva`niji
za razumevanje zna~enja riot grrrl“4. Sredinom 1990ih, ovaj subkulturni pokret je
potisnut delovanjem ideolo{kih mehanizama koji su pitanje `enskog identiteta pre-
okrenuli u {arenilo `enskih tinejd`erskih ~asopisa i all-girl pop sastava: „mnoge
(~lanice) pokreta su smatrale da su mediji u potpunosti marginalizovali njihovu po-
ruku, i da su politi~ki radikalni aspekti riot grrrl prisvojile Spice girls i njima sli~-
ne, forsiraju}i ne-politi~ku ’girl power’ poruku“.5 Osvajanje popularnog modela
`enskog identiteta danas se odvija izme|u invazivnih medijskih predstava „all-girl“
udru`ivanja i agresivnih, jakih glasova riot grrrl kulture koji svoj prostor pronala-
ze u alternativnim glasilima, u okviru specijalizovanih de{avanja poput festivala, te-
matskih skupova i konferencija.  U oba diskursa – medijski favorizovanom all girl
i subkulturnom riot grrrls, centralno je pitanje po`eljnih shvatanja `enske mo}i, i
njihov sukob se, barem deklarativno, ti~e postmodernih, jakih `enskih subjekata.
Nude}i razli~ite odgovore obavijene oko iste obrtne ta~ke, obe kulturne prakse –
jedna sa „vrha“ a druga „odozdo“ – uspostavljaju aktuelan i jedinstven diskurs po-
imanja `enskosti (femininity), koji u `i`ekovskom klju~u predstavlja „teren na ko-
jem se odvija borba za hegemoniju“6.
Naposletku, `anr i globalna kultura zvuka world music koji okuplja van-evropske,
etni~ke i tradicionalne muzike, u relativno kratkom periodu postojanja (od kraja
1980ih) uspostavio je `ivu razmenu izme|u neformalnih subkulturnih mre`a i in-
stitucija globalne industrije. Iako se nastanak world music-a vezuje za konkretan
datum i povod – 1987. godinu, kada je u Londonu na sastanku jedanaest produk-
cijskih ku}a usvojen ovaj termin kao marketin{ka odrednica za ne-zapadnu tradici-
onalnu i popularnu muziku, sam `anr je i danas u velikom delu odre|en dinami-
kom malih lokalnih scena, kao i transkulturnim i trans`anrovskim migracijama sa-
mih muzi~ara. Danas se world music mre`e prote`u od gigantskih me|unarodnih
doga|aja kakav je festival WOMAD (World of Music, Arts and Dance, nastao
1982. godine) do brojnih malih lokalnih festivala i asocijacija koje slede sasvim raz-
li~ite ideologije, u rasponu od multikulturalnosti do o~uvanja etni~kih tradicija i
muzi~kog purizma. Ukoliko je zapadna muzi~ka industrija prvobitno ne{tedimice
prisvajala i tro{ila egzoti~nu muzi~ku Drugost, u poslednjih deset godina procesi
akulturacije teku u vi{e smerova izme|u vanevropskih kultura i Zapada, i vr{i se
stalna razmena me|u odeljenim etni~kim tradicijama, popularnom, umetni~kom i
narodnom muzikom. Isprepletenost marginalnog i dominantnog naj~e{}e je prekri-
vena retorikom multikulturalizma koju u njenom trivijalnom vidu preuzima ma-
sovna industrija kulture, ili je pak re~ o inicijativama pojedinaca/grupa da ponude
model popularne kulture osetljiv za pitanje razlike. World music je kulturalna prak-
sa koja pru`a mno{tvo mogu}ih odgovora na izazov savremenosti, jer nastaje u
„o~iglednoj praksi izvo|enja politi~ki determinisane globalizuju}e realnosti“.7 Ula-
zak world music-a u kulture izvan anglosaksonskog i zapadnoevropskog podru~ja
obele`ila je tenzija izme|u tr`i{nih zahteva i rada pojedinaca i grupa koji su vari-
jante ovog `anra oblikovali prema potrebama i mogu}nostima lokalnih konteksta.
Posledice ovih lokalnih izvedbi raspravlja}u na primeru srpskog world music-a,
`anra formiranog na prelasku iz postsocijalisti~kog u tranzicijsko dru{tvo u kojem
se nasle|eno i problemati~no pitanje etniciteta su~eljava sa neoliberalnom ideolo-
gijom multikulturalnosti.

Problemati~ne lokalizacije globalnog: srpski world music 

Prve naznake o world music-u u Srbiji javljaju se u poslednjoj deceniji 20. veka,
kroz nastanak pravca etno-d`eza, ali i rad grupa koje se priklanjaju ideologiji new
age-a poput Hazara ~iji je kredo „izgradnja ’nove balkanske muzike’ koja mo`e da
se izjedna~i sa world music kulturom“8. Krajem devedesetih otpo~inje novi talas in-
teresovanja za world music ili „etno“, i u to vreme nastaju danas poznati i medij-
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4 Sheila Whiteley, Women
and popular music, Rou-
tledge, London and New
York, 2000, 209.

5 http://en.wikipedia.org/
wiki/Riot_grrrl#Zines_and
_Self_Publishing

6 Slavoj @i`ek, „Introduction
– The Spectre of Ideology“,
Mapping Ideology (ed. by S.
@i`ek), Verso, London and
New York, 1994, 1–33, 23.

7 Op.cit.3, 39.

8http://www.autentik.net/ja
godina/world_music_asocij
acija_srbije/education.html



ski promovisani sastavi i izvo|a~i poput Balkanike, Biljane Krsti} i Bistrik orkestra
i drugih. Ne}u ulaziti u raspravu o oblicima `anrovskih fuzija i adekvatnosti kom-
poziciono-aran`erskih postupaka, niti u pojmovne razlike izme|u etno pop-a, etna
i world music-a; umesto toga, zadr`a}u se na analizi i raspravi ideolo{kih dispari-
teta uspostavljenih izme|u malih subkulturnih mre`a i tretmana world music-a u
medijima koji su za ovaj `anr spremno ocenili da je ideolo{ki podoban novoj kul-
turnoj i politi~koj klimi Srbije.
Za razliku od globalnog world music-a okrenutog o~uvanju i prezentaciji regional-
nih, malo poznatih i za Zapad egzoti~nih muzi~kih idioma, razvoj world music-a
na tlu Srbije obele`en je ponovnim pronala`enjem „zaboravljenog“ nasle|a, srp-
skog muzi~kog folklora i muzike Balkana. Jedna od prvih lokalnih inicijativa za
promociju world music `anra je festival Etnomus project, ~iji je nastanak 1997. go-
dine inicirao i osnivanje nevladine organizacije World music asocijacija Srbije. Po-
put uzora iz zapadnih kultura, programska orijentacija Etnomus project festivala
okrenuta je tradicionalnoj muzici, etno d`ezu, rekonstrukcijama muzi~ke pro{losti
i raznovrsnim oblicima `anrovskih ukr{tanja. 

„Etnomus project nije ve{ta~ka tvorevina kao kulturne manifestacije koje su
nastale na inicijativu razli~itih dr`avnih ili op{tinskih organa vlasti. Takve ma-
nifestacije po pravilu dosta ko{taju, ~esto su optere}ene najrazli~itijim intere-
sima ljudi na vlasti (od prijateljskih poziva umetnika do korupcije), i {to je naj-
va`nije nemaju ljude u organizaciji sa entuzijazmom i velikom ljubavlju za ono
{to rade. Zato su takva kulturna de{avanja u razvijenom svetu odavno osu|e-
na na neuspeh. Nasuprot tome, kulturne inicijative koje pokre}u nevladine or-
ganizacije, entuzijasti pa ~ak i sami umetnici, opstaju, prosperiraju i sna`no
afirmi{u kulturne segmente koje predstavljaju“.9

Programska politika festivala je nakon 1997. godine uvrstila zna~ajan broj stranih
izvo|a~a kao i medijski marginalizovanih lokalnih sastava. World music asocijacija
Srbije je realizovala niz predavanja, tribina i publikacija, koje nisu zainteresovale
stru~nu javnost i akademske institucije. Zapravo, {ire zanimanje za world music po-
ti~u muzi~ka izdanja etno pop sastava koji koketiraju sa tradicionalnom muzikom,
poput Balkan 2000 (Sanja Ili} i Balkanika), ili kompilacije pod nazivom Serbia So-
unds Global medijske ku}e B92 koje namenski grade mozai~nu, poli`anrovsku i
multikulturalnu sliku world music scene Srbije. Prodor world music-a u javnu me-
dijsku sferu i nau~ni i teorijski diskurs institucija10 preusmerio je fokus sa mikro-
kulturne dinamike srastanja malih, izolovanih muzi~kih scena Srbije ka komercijal-
nim obradama tradicionalne muzike i pop muzici koja evocira tradicionalan zvuk.
Subkulturne inicijative poput Etnomus project i beogradskog festivala nove muzi-
ke Ring Ring odolevaju mainstream zahtevima popularne muzi~ke kulture, koja je
termin world music iskoristila za ideolo{ki podobnu i pitku savremenu verziju „na-
cionalnog muzi~kog bi}a“. Popularnost etno `anrova koju plasiraju izdava~ke ku-
}e i mediji poput RTS-a nije samo odgovor tr`i{ta na potrebe doma}e publike, u
kojima se sre}no spajaju savremene tendencije ka etni~kom zvuku i povratak mu-
zi~koj ba{tini Balkana. Kao „instrumenti konstruisanja dru{tva“11 termini etno i
world music se u Srbiji koriste na fundamentalno razli~ite na~ine: akteri „odozdo“
prepoznaju i zastupaju interese izvo|a~a i grupa srodnih fleksibilnoj ideologiji glo-
balnog world music-a, dok dr`avni ideolo{ki aparati muziku-kao-robu podre|uju
zahtevima vladaju}e ideologije. Ipak, zavodljivi medijski „etno-{ik“ proizvodi raz-
li~ite interpelacijske efekte na subjekte, koji se nu`no ne moraju povinovati zahte-
vima dominantne ideologije za banalnom rekonstrukcijom muzi~ke pro{losti i nje-
nom kontekstualizacijom u „etno“, izum diskursa „novog etniciteta“. Rad mladih
grupa okrenutih tradicionalnoj muzici ili eksperimentalnim vidovima `anrovskih
fuzija sliva se ka alternativnim kontekstima u kojima world music mo`e kona~no
da za`ivi ne kao obe}anje ve} kao dinami~na muzi~ka scena i kultura. Institucio-
nalno-medijska ideologija tranzicijskog perioda kao bri`no i politi~ki korektno ba-
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9 Ibid

10 Prvo stru~no izdanje ~iji
je deo posve}en world mu-
sic-u u Srbiji je ~asopis No-
vi zvuk broj 24, objavljen
2004. godine u Beogradu.
Temat od ~etiri rada u ovoj
publikaciji usledio je nakon
tribine sa temom Balkan:
od tradicionalne narodne
muzike do World music-a,
koju je 2003. godine inici-
rao rektorat Univerziteta
umetnosti u Beogradu. No-
vi zvuk broj 24, SOKOJ –
MIC, Beograd, 2004.

11 Op. cit. 3, 39.
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vljenje nacionalnim identitetom za samoorganizuju}e platforme i doga|aje world
music scene ne mora biti prepreka ve} startna prednost, jer previ|a nu`nost stvar-
ne implementacije multikulturalne politike u javnu sferu. Koriste}i „protivre~nosti
dr`avnih ideolo{kih aparata“ i idu}i ka daljem i ~vr{}em integrisanju postoje}ih ini-
cijativa i izolovanih pojava, world music mo`e da se artikuli{e kao relativno neza-
vistan i pluralan prostor za supstancijalan rad na kulturnom identitetu kroz muzi-
ku. Ovaj rad je subverzivan u toj meri u kojoj uspeva da sprovede svoj predmet –
tradicionalnu muziku i muziku zasnovanu na tradiciji – izme|u plitke nacionalne
retorike i pogona industrije popularne muzike. Iz ideologije ni{ta, pa ni muzika, ne
mo`e iza}i, ali je mogu}e i neophodno namre{kati njenu glatku, naizgled neproble-
mati~nu povr{inu decentriranjem logike centra mo}i, postupcima kontrahegemo-
nijskog grupisanja, oneobi~avanja i kontekstualizacije postoje}ih i nastupaju}ih ide-
olo{kih modela. Bejtsonov (Gregory Bateson) pojam {izmogeneze kao kumulativne
interakcije su{tinski razli~itih ali i komplementarnih radnji ~ije rastu}e suprotnosti
mogu dovesti do „dostizanja novih oblika samosvesti o sopstvenom polo`aju“ Sti-
ven Feld (Steven Feld) uvodi u interpretaciju kontrasta izme|u tradicije/autenti~-
nosti i hibridizacije u svetskom world music-u.12 Sli~no tome, {izmogeneza se teo-
rijski mo`e izvesti kao stanje novonastaju}ih praksi srpskog world music `anra, u
kojem se parovi poput lokalnog/globalnog, hegemonog/potla~enog, etni~kog/uni-
verzalnog, tr`i{nog/umetni~kog i drugih, stalno repozicioniraju u dijalektici dr`av-
nih institucija i marginalnih zona kulture, i gde i za jedne i za druge popri{te ide-
olo{ke bitke ostaje otvoreno i neizvesno u trenutku kada je jo{ uvek obele`eno pre-
dominantno lokalnim predznacima. 

Abstract

I propose a concept of self-organization in popular culture as a body of phenomena that
operates outside of top-bottom institutional context and actively pursue alternative spots of
ideological discourse. After initial period of establishment, subcultural practices are usually
caught up in institutional networks of some kind, and hence are transformed, commerciali-
zed or simply weakened in terms of original aims and values. Media, governmental and cul-
tural institutions strive to take control of alternative forms of popular culture whose aspects
at the time can be exploited for the purpose of contemporary societal ideology. In that way,
institutions are althusserian ’ideological state apparatuses’ that „function by ideology“ and
provide a rich space for ideological clashes. Althusser considers that the first step in revolu-
tionary change (’freedom’ of society) is to be gained by overruling of state apparatuses, „eit-
her by the utilization of their contradictions or by conquering combat positions in them in
struggle“. In Althusser’s view, self-organization is just the means to gain necessary instituti-
onal power, an element that is vital but also finite in the course of history. Opposed stance
holds that entering of alternative cultural practices in institutional context produces/aggra-
vates collapse of their critical potential. Instead of judging which position is true, I’ll try to
demonstrate how splitting of a popular artistic practice between institutional and sub-cultu-
ral (’self-organizational’) context actually might sharpen and enrich the number of ideolo-
gical positions at stake. For that purpose, I’ll draw on example of recent world music gen-
re in Serbia whose non-institutional aspects, at the very beginning ideologically divided bet-
ween „global“ and „national“ issues, afterwards were taken and further contested by major
media institutions resulting in new microcultural dynamics at both sides.

12 Steven Feld, „Od {izofo-
nije do {izmogeneze: world
music i world beat kao dis-
kursi i prakse komodifikaci-
je“, Re~ br. 65/II, B92, Beo-
grad, 2002, 361–390, 368.



Jelena Kne`evi}: Pominjala si odnos izme|u vladaju}e ideologije i muzike. Mene
zanima, u na{em lokalnom kontekstu, da li misli{ da zaista postoji neko ko ozbilj-
no promi{lja o tome, o pozicioniranju muzike u vladaju}em re`imu?

Iva Neni}: Kulturna politika nije nepostoje}a, postoje institucije koje se time bave.
One se vi{e bave formalnim aspektima, organizaciono-tehnolo{ko-ekonomskim, ali
se njima zapravo prikriva realnost ideologije koja je na delu, o kojoj se uop{te ne
govori, a koja upravlja svim tim. I ne vidim neki veliki pomak u poslednjih pet go-
dina, osim u koketiranju sa prili~no slabim kontekstom multikulturalnosti. 

Ana Vujanovi}: Ako govorimo o periodu od poslednjih pet, {est godina, kako se
onda tebi ~ini: da li je takva integracija takozvane (ili ne-takozvane) etno muzike u
ovda{nji novi `anr world musica, da li je to deo nacionalne kulturne politike ili je
to u stvari strategija menad`era koji su prepoznali na~in da se muzika proda, po-
{to je to ionako marketin{ki brend?

Iva Neni}: Da, mislim da je re~ o nacionalnoj kulturnoj politici koja je latentno vo-
|ena ideolo{kim zahtevima preoblikovanja sopstvenog etniciteta, {to onda mena-
d`eri samo prepoznaju i implementiraju. Jeste, re~ je definitivno o top bottom stra-
tegiji samo se ona ne prikazuje kao takva. Mislim da bi bilo naivno sve pripisati lo-
gici tr`i{ta i brendiranju world musica kao globalnog `anra u lokalnom kontekstu,
ve} je na delu ba{ zanimljiv proces u kojem se ne{to {to je globalno i {to ima vrlo
pluralnu i heterogenu ideologiju onda druga~ije pozicionira u lokalnom kontekstu,
a odli~no se nakalemilo na na{e traumati~no mesto – na{ etnicitet, na{u borbu sa
pro{lo{}u. 

Bojan \or|ev: Gde je u stvari ta granica slavljenja manjinskih identiteta i diverzi-
teta kroz muziku i nekog nacionalnog nastupa, vrlo etni~ki osve{}enog, nacionali-
sti~kog, itd.?
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World music sounds?
Transkript delova diskusije nakon izlaganja Ive Neni}
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Iva Neni}: Ne znam koliko sam to istakla u radu, sam world music je dosta nezgo-
dan termin. To je „ki{obran `anr“ pod kojim se marketin{ki okupljaju i tradicional-
ne muzike i etno-pop. Vrlo razli~ite stvari. Kao {to je rekla Miljana – nije ni crno
ni belo. Trenutno se u globalnoj stru~noj javnosti vodi velika debata oko toga na
koji na~in world music zapravo poma`e komodifikaciju i na koji na~in izvodi te
marginalne jezike, i tu nema jednog odgovora. To zavisi od prakse do prakse. U ce-
lom procesu u`asno je va`na upravo pozicija kritike i teorijskog diskura, jer on mo-
`e zaista da potpomogne ili omalova`i odre|eni muzi~ki oblik, te ljude od kojih je
muzika otrgnuta u jednom trenutku kao roba i oti{la dalje. To je stalna neizvesna
borba, a u lokalnim predznacima dobija sasvim razli~itu dinamiku i u tom smislu
Srbija nije usamljen slu~aj.

Bojan \or|ev: Da, svi ti pojedina~ni `anrovi, odnosno sve te pojedina~ne, parti-
kularne pojave u svetu imaju u svojoj lokalnoj sredini mo`da sasvim dijametralno
razli~ite ideolo{ke potpore, i potpuno razli~it zna~aj. Dok su negde izrazito eman-
cipatorske i progresivne negde su ne{to sasvim suprotno, i tako dalje. To je zani-
mljivo, kada se sve to skupi zajedno da li je to samo zvuk ’egzotike’ ili tu ima jo{ i
nekog razmi{ljanja o tome {ta ta muzika ustvari u svom lokalnom kontekstu iz ko-
jeg je istrgnuta zna~i?

Iva Neni}: Sama muzika mo`e da proizvede vi{ak zna~enja, i Steven Feld to nazi-
va korakom od {izofonije do {izmogeneze: {izofonija kao prvobitno okupljanje a
{izmogeneza kao situacija jukstapunktiranja svih tih krajnje opre~nih ideolo{kih tr-
venja koja onda imaju razli~ite efekte. Upravo te efekte moramo pratiti. Nije do-
voljno da se zadovoljimo time {to mo`emo ~uti muziku iz Afrike i razumeti je,
upravo se moramo baviti efektima koji iz toga proizilaze. Onim vrlo aktivnim zna-
~enjima, vrlo lepljivim i negde va`nim modelima identiteta koja muzika nudi, koji
jesu sna`ni, koji jesu artukulacioni u odnosu na stvarnost, koji jesu instrument, ko-
ji jesu simptom dru{tva.

Emina Vi{ni}: Ja sam zapravo malo zbunjena. Ti si krenula iz hip hop kao jednog
primera pop kulture koji kre}e iz neke samoorganizirane vrlo lokalne kvartovske
ameri~ke sredine, preko riot grrrl, sa cjelom povjesti kako se to dogodilo, a onda
si do{la do world musica. Ja razumijem pri~u oko samoorganizacije prve dvije stva-
ri, ali zapravo mi negdje izmi~e ba{ taj vid samoorganiziranja world music-a. Ja ne
poznajem dovoljno taj `anr, i nije mi jasno koliko je on bitan ili egzemplaran za
ovu temu samoorganiziranja jer ga ja prvenstveno vidim kao ne{to tr`i{no i odo-
zgora, ali to je mo`da samo zato {to ja nemam dovoljno informacija.

Iva Neni}: On jeste i to. On jeste ne{to {to je tr`i{no i odozgore, ali taj drugi deo,
za mene va`niji, jesu male lokalne scene gde world music nastaje. O njegovom zna-
~enju se tu pregovara, upravo danas. Mimo imperativa industrije koji ide odozgo.
Ono {to je mene konkretno zanimalo jeste dijalektika institucije i malih scena, ba{
ovde u Srbiji. Zato {to u tome u~estvujem i kao teoreti~arka i kao izvo|a~ica, i
imam uvid u to. Uzela sam upravo primer tog festivala koji je jasno istakao svoju
programsku politiku kao samoorganizovanu, i tako funkcioni{e, i institucija koje
opet svojim interpelacijama, svojim ideolo{kim pozivima privla~e mlade grupe ko-
je onda ponovo ulaze u alternativne kontekste. Time sam zapravo htela da ka`em
da stvar nije jednozna~na, da institucija nije mesto koje se nu`no mora zaobi}i ve}
se mogu vr{iti gerilski upadi u strukture institucije. To je ono {to Althusser daje kao
imperativ borbe za osvajanje vlasti, kori{}enje antagonizama institucije ili osvajanje
mesta u njima. Ne mislim da je to jedini mogu}i model, ali mislim da je u nekom
smislu i dobar. Nadam se da je sad jasnije.



Na primeru Studentskog parlamenta Univerziteta umetnosti, i njegovih aktivnosti
u periodu nakon dono{enja novog Zakona o visokom obrazovanju ({kolska
2005/2006 godina) samoorganizovanje posmatram ne kao model, ve} kao strategi-
ju u cilju reartikulicije dominantnih procedura rada u mikrokontekstu jedne obra-
zovno umetni~ke institucije. Problematizuju}i dvojnu poziciju novo formiranog or-
gana univerziteta, organa kojem zakon (odozgo) otvara prostor, ali koji nastaje i de-
luje kao rezultat studentske inicijative (odozdo) razmatram mogu}nosti samoorga-
nizacije, kao i njenu izvodljivost. Izlaganje nije prezentacija/promocija rada Stu-
dentskog parlamenta ve} ponovno mi{ljenje mogu}nosti rada u/sa hijerahizovanim
institucijama u cilju repozicioniranja centara mo}i unutar nje.

^lanovi i ~lanice Studentskog parlamenta: Vojislav Kla~ar, Vlatko Ili}, Milena @i-
vadinovi}, Lazar Dimitrijevi}, An|ela Grabe`, Boris Bogdanovi}, Davor Tati}, Bi-
ljana Sre}kovi}, Jelena Arnautovi}, Ana Nedeljkovi}, Jadranko Bari{i}, Snje`ana
Torbica, Marijana An|eli}, Biljana \okanovi}, Ivana Stojadinovi}, Jelena Kne`evi},
Marko Gruba~, Vojislav Be}ir, Ana Simani}. 

Transkript izlaganja

Vlatko Ili}: Ovim izlaganjem `eleo sam da razmotrim mi{ljenje samoorganizacije
ne kao mi{ljenje odre|enog modela, ve} kao prakse, ili, kako Ana Markovi} i Mi-
ljana Peri} to nazivaju u svom apstraktu, taktike, ili kako }u ja poku{ati da razvi-
jem dalje – mi{ljenje strategije, intervenisanja u dominantne modele, u ovom slu-
~aju obrazovnih procesa. Ukratko }u vam ispri~ati ne{to o ovogodi{njem Student-
skom parlamentu, a zatim }u se konkretnije usmeriti na odre|ene poteze, odluke,
i na~in rada u toku ove godine. Pro{log septembra, 2005. godine, done{en je nov
Zakon o visokom obrazovanju u Srbiji, i tada je i zvani~no, po zakonu, konstitui-
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SPUU 2005/2006.
Strategije studenata/kinja u cilju njihovog repozicioniranja unutar procesa kreiranja

polja visokog obrazovanja

SPUU 2005/2006
Students’ strategies for their re-positioning within the processes constitutive for
the field of higher education

Vlatko Ili}



san Studentski parlament Univerziteta umetnosti. Ta inicijativa na univerzitetu po-
krenuta je i ranije, ali je pro{log septembra njoj zakonski dat prostor. Zato i uzi-
mam za primer i razmatram pojavu i delovanje Studentskog parlamenta, jer on ima
tu zanimljivu poziciju ne~ega {to se pojavljuje i odozgo, samim tim {to mu zakon
otvara prostor, ali ustvari ’realno’ nastaje i deluje pre svega kao studentska inicija-
tiva, to jest odozdo. Specifi~nost pozicije i delovanja Studentskog parlamenta ovde
koristim za mi{ljenje samoorganizacije kao strategije. Ono {to novi zakon donosi,
poznat i kao bolonjski zakon, su mnoge nove odrednice, ali za polje studentskog
organizovanja najzna~ajnije je upravo restruktuiranje univerziteta, u okviru ~ega je
studentski parlament jedan od njegova ~etiri ravnopravna organa. Studentski par-
lament biran je od strane studenata i studentkinja, i jedna od njegovih osnovnih
uloga je da bira i razre{ava predstavnike odnosno predstavnice studenata i student-
kinja u drugim telima, kako na nivou univerziteta tako i na nivou ~etiri fakulteta.
Tako novi zakon otvara prostor studentskom parlamentu, ali je njegovo dalje ure-
|enje ostavljeno statutima, koji su tada tek u pripremi, ili mo`da Zakonu o stu-
dentskom organizovanju, koji jo{ uvek nije done{en. Usled realnih prilika na uni-
verzitetima u Srbiji, studentskih parlamenata jo{ uvek nema, i Studentski parla-
ment Univerziteta umetnosti jeste prvi univerzitetski parlament konstituisan, jo{
uvek, od dono{enja novog zakona. Na univerzitetu je ova inicijativa postojala i ra-
nije (postoji student prorektor/studentkinja prorektorka i studenti prodekani/stu-
dentkinje prodekanke na univerzitetu i na fakultetima), iako ne postoji strogo pro-
tivljenje njegovom stvaranju, ipak zna~ajno je da organizovanje parlamenta nije po-
krenuto od strane nastavnog osoblja. Grupa studenata i studentkinja koja je i rani-
je delovala, pro{irila se, i konstituisala parlament, i ve} od novembra pro{le godi-
ne po~ela aktivno da ga dalje razvija. 
Ono {to je sada va`no je da proteklu {kolsku godinu posmatramo pre svega u kon-
tekstu, to je godina kada su dono{eni najvi{i akti univerziteta, statut univerziteta i
statuti ~etiri fakulteta unutar njega. Tako da pro{la {kolska godina jeste obele`ena
pre svega procesom reformisanja visokog obrazovanja, i jedan od ciljeva koji smo
odmah postavili nakon konstituisanja bio je da {to aktivnije uklju~imo studen-
te/studentkinje u te procese, u toj vakuum godini. Znalo se da }e nakon dono{enja
statuta studenti i studentkinje biti uklju~eni, jer u Savetu jednu {estinu ~lanova/~la-
nica ~ine predstavnici/predstavnice studenata i studentkinja, u Senatu je to do 20
posto, kako je ve} to zakon propisao. Znali smo da }e to tako i biti kada se done-
se statut, ali u ovoj godini kada su se statuti pisali, na{ cilj bio je da ve} u same pro-
cese reformisanja uklju~imo studente i studentkinje, to jest da ve} u same procese
reformisanja studente i studentkinje u~inimo vidljivim, i da interveni{emo u najve-
}oj mogu}oj meri. U na{im aktivnostima tokom godine koristile smo odre|ene
prakse samoorganizovanja u cilju aktiviranja studenata i studentkinja, radi njiho-
vog uklju~ivanja i {to efektnijeg delovanja.
Prva od njih bila je podela nadle`nosti i du`nosti. Studentski parlament broji 21
~lana to jest ~lanicu, a jedna od odredbi koju smo doneli na{im Pravilnikom o ra-
du jeste da postoje jo{ 3 mesta otvorena za predstavnike odnosno predstavnice ma-
njinskih grupa na univerzitetu, i ove godine imali smo i jednu predstavnicu Udru-
`enja studenata sa hendikepom. To je 22 ljudi, i prva stvar koju smo uradili bila je
upravo podela obaveza i stalno simultano delovanje na/u {to vi{e polja. Tako me-
|u ~lanovima i ~lanicama Studentskog parlamenta bili su: student prorektor, koji
je zatim osnovao svoj tim saradnika i saradnica, zatim predsednik studentskog par-
lamenta, zamenica predsednika, studenti prodekani i studentkinja prodekanka, a
osnovali smo i osam Resora sa posebnim nadle`nostima, tako da su svi koordina-
tori odnosno koordinatorke Resora ~lanovi odnosno ~lanice parlamenta. Ideja je
bila da se delovanje parlamenta {to vi{e decentralizuje, i da se nadle`nosti i du`no-
sti {to vi{e podele unutar parlamenta. Druga strategija bila je, a one su sve nekako
povezane, da ta struktura operi{e kao mre`a, i samim tim da se {iri. Studenti i stu-
dentkinje, koji nisu ~lanovi/~lanice parlamenta, pozvani su da se uklju~e u rad Sa-
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veta i ve}a, u rad statutarnih komisija, kao i rad Resora. Cilj je bio da se ideja stu-
dentskog organizovanja i aktiviranja studenata i studentkinja, od pasivnih primala-
ca znanja do aktivnih u~esnika kreiranja obrazovnog polja, {to vi{e pro{iri. Slede-
}i potez, koji nam je sve to omogu}avao i koji je materijalizovao ~itavu zami{ljenu
strukturu i njeno delovanje, bio je osnivanje i kori{}enje yahoo mailing lista. Ona
nam je omogu}avala, kako smo mi to neformalno nazivali, me|usobnu kontrolu.
Ustvari, ideja je bila da svi ~lanovi i ~lanice konstantno {alju izve{taje jedni drugi-
ma. To nije bilo pitanje kontrole, ali jeste bilo pitanje transparentnosti delovanja,
kao i protoka i dostupnosti razli~itim informacijama, i odr`avanja kontinuiranog
rada i aktivnosti. Slede}a va`na aktivnost parlamenta bila je samo-edukacija ~lano-
va i ~lanica Studentskog parlamenta, u okviru koje su organizovani treninzi o Za-
konu o visokom obrazovanju i Prednacrtu zakona o studentskom organizovanju, a
kasnije i treninzi na fakultetima za ostale studente i studentkinje. Kroz prakse sa-
moorganizacije poku{ali smo da aktiviramo studente i studentkinje, da ih uklju~i-
mo u rad svih tela univerziteta i fakulteta, i tako repozicioniramo centre mo}i. 
Moj interes je bio da kroz ovo izlaganje posmatram samoorganizovanje kao mogu-
}u prasku u jednom mikrokontekstu u jednom odre|enom vremenskom periodu i
sa odre|enim ciljem, i da postavim pitanje da li samoorganizaciju treba misliti kao
model, ili da li je treba koristiti kao taktiku. Nisam `eleo da razmatram uspe{nost
ili neuspe{nost toga, jer uvek i treba posmatrati oba aspekta. Naravno da je dola-
zilo do razli~itih problema, jer nisu svi ~lanovi i ~lanice bili podjednako aktivni, pa
je ~esto manja grupa bila ta koja je pokretala, inicirala doga|aje, i koja je pokriva-
la vi{e obaveza nego {to joj je po prvobitnoj zamisli odre|eno. Ali mislim da na{a
namera uklju~ivanja {to ve}eg broja studenata i studentkinja, kao i njihovo izjed-
na~avanje sa nastavnim osobljem u procesu reformisanja, jeste postigla dobre re-
zultate. 

Abstract

Using the example of Students’ Parliament at the University of Arts, and its activities during
the period after the new Law on High Education was brought (2005/2006 school year) I am
analyzing the self-organization, not as a model, but as a strategy for re-articulating domi-
nant work procedures in a micro-context of one educational and art institution. Through
questioning a double-side position of this newly formed university body, the body for which
the space was created by law (from above) but which was actually created and acted as a re-
sult of students’ initiative (from bellow), I am dealing with possible application of self-orga-
nization, as well as with its sustainability. This lecture is not a presentation/promotion of the
Students’ Parliament but it is rather re-thinking of work with(in) hierarchical institutions
and the possible re-positioning of power-centers within them.



Samoupravni Obrazovni Sistem u umetnosti je edukativni projekat TkH-centra ko-
ji }emo razmatrati kao samoorganizovani sistem koji koristi procedure open sour-
cea, i preispituje koncepte produkcije i menad`menta znanja i njihova o/po/dupi-
ranja savremenom kapitalisti~kom dru{tvu iz kojeg su emergirali. Projekat obuhva-
ta konceptualizaciju, a zatim i aktualizaciju novih procedura u (samo)edukaciji. Za-
sniva se na poku{aju sprovo|enja reza izme|u u~enja za kasnije pla}eno radno vre-
me (obrazovne institucije) i crackovanja kodova takvog obrazovanja, odnosno slo-
bodnog preuzimanja metodologija rada i njihovog implemetiranja u sopstvene pro-
cedure, nasuprot informaciji kao tr`i{noj jedinici. Smatramo da je ovo ulaganje u
prakse „generalnog intelekta“ i, upravo, u samu sposobnost u~enja, kako Paolo
Virno defini{e generalni intelekt i time referira na potencijalnost mno{tva. Ponudi-
}emo model za istra`ivanje i anga`ovanje znanja koji ide preko aktuelnih vlasni~-
kih odnosa, znanja koje ne}e stati na mesto proizvoda i zatvoriti svoj kôd.
Realizacija projekta je zapo~eta. U toku je istraziva~ka faza, i uskoro }e po~eti da
se objavljuju tekstovi na internet adresi www.tkh-generator.net kao u~e{}e ~asopi-
sa TkH u Documenta 12 publishing programu. Tokom leta 2007. bi}e organizova-
na {kola TkH Summer Re:public, kao programski i organizacioni model SOSa. U
jesen 2007, bi}e objavljen broj ~asopisa TkH o ovoj temi, tako|e u okviru Docu-
menta platforme.
Key words: open source procedure (kao najefikasniji kriti~ki re`im upravljanja zna-
nja), rizomska struktura, produkcija i menad`ment znanja, samoorganizacija, post-
pedagogija.

Transkript izlaganja

Marta Popivoda: Ja }u izlagati o jednom projektu TkH-centra na kojem trenutno
radimo. To je projekat Samoupravni Obrazovni Sistem u umetnosti, odnosno
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Samoupravni Obrazovni Sistem u umetnosti; poku{aj crackovanja kodova rada

Self-managed Educational System in Art; An attempt of cracking codes of work

Marta Popivoda, Jelena Kne`evi}



S.O.S., a to su inicijali projekta u lokalnim jezi~kim okvirima. Ovo izlaganje }e bi-
ti usmereno pre svega na polaznu konceptualizaciju ovog edukativnog projekta. 
Projekat }e se realizovati kroz ~etiri faze: istra`ivanje, izdavanje publikacije/a i let-
nja {kola, odnosno radionice. Trenutno je u toku istra`iva~ka faza, i to je sam po-
~etak projekta. Grupa autora koji sara|uju u okviru TkH-centra okupila se oko
ovog projekta i napravila osnovnu koncepciju – a to je da postoji jedan dugoro~ni
istra`iva~ki projekat u okviru kojeg }e se konceptualizovati, promisliti i, nadamo
se, napraviti alati za neki novi samoorganizovani edukativni model, odnosno pro-
tokol za samoobrazovanje. Kasnije, nakon ove faze, planirano je da se objavi „ud`-
benik“, tj. knjiga sa odabranim tekstovima i koncepcijama koje }e proizi}i iz istra-
`ivanja, zatim online izdanja teorijskih tekstova, organizacionih {ema i algoritama,
kao i transkripti rasprava i diskusija. Ovaj projekat je i organizacione prirode, pa
je plan da se u zavr{noj fazi istra`ivanja oformi „eksperimentalno odeljenje“, od-
nosno da se okupi grupa ljudi sa umetni~kih i humanisti~kih fakulteta i, na osno-
vu svojih interesovanja, radi dalje istra`ivanje, a pre svega testiranje osmi{ljenih
protokola samoorganizacije u oblasti edukacije i umetnosti. 
Izdava~ki segment }e se realizovati kao u~e{}e TkH-centra odnosno ~asopisa u iz-
lo`bi Dokumenta 12 u Kaselu, a segment radionica i javnih ~asova je planiran da
se realizuje u okviru regionalne platforme za izvo|a~ake umetnosti THe FaMa, te-
stiranje osmi{ljenog modela sprove{}e se u okviru letnje {kole sa nazivom TkH
Summer Re: public, sa podnaslovom slavljenje i problematizacija 56 godina od
autonomne zone U`ice. Odabrali smo U`ice, kako bi se izbegao Beograd kao cen-
tar svih de{avanja u Srbiji, odnosno poku{ali smo da sprovedemo proces decentra-
lizacije i realizaciju radionica premestimo u mesto koje je u jednom trenutku, dva
meseca tokom II svetskog rata bilo autonomna zona. To je plan, za sada.
Istra`iva~ka faza je osmi{ljena kao du`i period rada na razmatranju i proizvodnji
mogu}ih koncepata samoedukacije, koji bi se kasnije u okviru projekta i realizova-
li u vidu prakti~nog modela organizacione strukture rada. Projekat razmatramo
kao samoorganizovani sistem u oblasti umetnosti i obrazovanja. Po~etna koncepci-
ja se zasniva na distinkciji koju pravimo izme|u obrazovanja i samoobrazovanja.
Poku{a}emo da materijalizujemo konceptualni rez izme|u obrazovanja unutar in-
stitucija, koje je pre svega usmereno tako da kasnije vodi ka realizaciji i iskori{}a-
vanju u okviru pla}enog radnog vremena, i produkcije znanja van institucija, ~iji je
potencijal u tome {to je (nastaje i koristi se) van tih vlasni~kih odnosno ekonom-
skih odnosa. Ovakva procedura stvaranja alternativnog modela produkcije znanja
bi bila ulaganje u „prakse generalnog intelekta“ i samu sposobnost u~enja, kako Pa-
olo Virno defini{e generalni intelekt i time referira na potencijalnost mno{tva. Po-
nudi}emo model za istra`ivanje i anga`ovanje znanja koje ide preko aktuelnih vla-
sni~kih odnosa u vezi edukacija-proizvodnja. Zato je ta distinkcija bitna; jer je cilj
znanje koje ne}e stati na mesto proizvoda na tr`i{tu i zatvoriti svoj kôd. Kako sto-
ji i u naslovu, poku{aj krekovanja kodova rada odnosno samoobrazovanja je poku-
{aj, mogu}nost da se napravi i ponudi alternativa u oblasti edukacije analogna ono-
me {to je izvedeno u slu~aju slobodonog softwarea. 
Procedure open sourcea, odnosno uop{te kompjuterska i hakerska terminologija
kao {to su kôd, zatvaranje koda i krekovanje, koristimo ba{ zato {to procedure
open sourcea inicijalno pripadaju toj oblasti. A u poslednje vreme su kao strategije
rada prepoznate i od strane umetnika i teoreti~ara, i implementiraju se u oblasti
umetnosti i obrazovanja, a u slu~aju S.O.S. projekta obrazovanja u umetnosti. To
smo videli i ju~e, na jednoj od prezentacija (prezentacija PAFa, Open source wor-
kshop), gde se govorilo o poku{aju implementiranja open source procedura u izvo-
|a~ke umetnosti. Open source procedure smatram najefikasnijim re`imom me-
nad`menta znanja. On nam omogu}ava istra`iva~ko oru|e za prepoznavanje, pre-
uzimanje i doradu odnosno pobolj{anje ve} postoje}ih metodologija rada. Te pro-
cedure su suprotne procedurama karakteristi~nim za dru{tvene sisteme zasnovane
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na pozitivnom znanju (po Christianu Fuchsu), gde se znanjem operi{e kao robom
(koja se prenosi, usvaja, akumulira, prodaje, napla}uje, itd.), odnosno gde se zna-
nje svodi na informaciju, umesto na koncepcije. Strategija open sourcea nam omo-
gu}ava to da sama praksa rada, u ovom slu~aju u~enja, bude dostupna za redistri-
buciju, a ne da se redistribuira ono {to je njen prozivod, finalni produkt obrazova-
nja. Smatram da se ovim mo`e prekinuti lanac vlasni~kih odnosa i tr`i{nih zakoni-
tosti koje vladaju u savremenom informati~kom dru{tvu, i poku{ati da se nove kon-
cepcije „rada“ znanja bar na trenutak i u izuzetnim (relativno autonomnim) okol-
nostima otrgnu od protoka kapitala. 
Ono {to bi trebalo da bude zavr{na faza S.O.S. projekta je TkH Summer Re:public,
kao privremeno autonomna zona u obrazovanom sistemu umetnosti. Na{a koncep-
cija te faze je da ne postoji unapred predvi|ena programska agenda, niti hijerarhi-
zovana struktura u obrazovnom sistemu, ve} saradnici koji se uklju~e u projekat i
poha|aju i organizuju radionice, sami biraju predava~e i teme koje bi hteli da pro-
u~avaju. [kola bi na taj na~in bila doslovno rizomski strukturirana, i sve odluke,
kao i same mogu}nosti izbora predava~a, tema i rasporeda, bile bi inicirane „odo-
zdo“, {to zna~i od strane samih polaznika = organizatora radionica. Za sada smo
do{li do toga da napravimo i neku vrstu formule, odnosno algoritma, putem kojeg
bi se saradnicama na ovom projektu ponudila baza podataka klju~nih re~i iz savre-
mene kulture, teorije, umetnosti i humanisti~kih nauka. Oni bi dalje tom algori-
tamskom procedurom definisali konkretne teme, a kada se one defini{u, razgova-
ralo bi se o tome koji bi predava~i bili odgovaraju}i, a sa njima bi se dalje prego-
varalo. 
Veliko je pitanje kako }e sve ovo prakti~no funkcionisati. Da li }e takav model edu-
kacije zaista za`iveti? Da li }e se ljudi aktivirati, ako ne postoji prakti~na upotre-
bljivost/korist od takve vrste – nespecijalisti~kog – obrazovanja, ali ni hijerarhizo-
vana struktura u kojoj „se zna“ sva~ije mesto i funkcija? Ja sam se zalagala za to da
postoji algoritam kako polaznici ne bi funckionisali samo u okviru koji ve} imaju i
donose sa sobom. Mo`da nije lo{e da im se ponude neke nove (nadindividualne,
strukturalne) opcije, da krenu dalje, preko tih okvira, a sa novim procedurama ko-
je se implementiraju u proces edukacije. 

Jelena Kne`evi}: Ja }u se nadovezati na Martu, pa bih zajedno sa vama vi{e u~e-
stvovala u diskusiji. Edukativni sistem uop{te ne prati promene, pa je zapravo cela
edukacija, odnosno to {to se nama prenosi, zasnovano na informaciji kao takvoj, a
to uop{te vi{e nije poenta jer je informacija izgubila svaki zna~aj, u smislu {to mo-
`emo do}i do bilo koje informacije u svakom trenutku. Sada, poenta je {ta zapra-
vo raditi sa tim informacijama. Samo treba odustati od na~ina predavanja kojim se
serviraju informacije, i pre}i na predavanje koje }e biti usmereno na to {ta raditi sa
gomilom informacija. Drugo pitanje je realizacija samoorganizacije, to jest organi-
zacija samoorganizacije. To je vrlo problemati~no, kako organizovati samoorgani-
zaciju. Kad neko ne{to inicira, to ne zna~i da bi trebalo da ostavi drugoj osobi da
se samoorganizuje, a da se ni{ta ne radi po tom pitanju. Mislim da ja onda treba da
imam jedan vi{i stepen organizacije, da ja treba dublo, ili troduplo da se potrudim
da bi neko mogao da se samoorganizuje. Ili, konkretno na ovom primeru letnje
{kole, najlak{e je da se napravi letnja {kola, da se daju teme, to je vrlo lako. Ali sa
na{e strane se zahteva jedan vi{i stepen organizacije, jedan u`asno slo`en i muko-
trpan proces. Samoorganizacija ne podrazumeva neorganizaciju nego organizaciju
koja mo`da tek treba da se razvije. Treba predvideti, ispitati sve varijante, sve mo-
gu}nosti. Ina~e imamo jednu varijantu koju ponudimo, i onda imamo eventualno
plan A i plan B, ukoliko se desi da ne{to iz tehni~kih razloga ne uspe. Ako pusti-
mo ljude da se samoorganizuju moramo da predvidimo hiljadu i jednu varijantu,
kako sve to povezati i kako sve uskladiti. 
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Abstract

Self-managed Educational System in art is educational project of TkH center, which will be
considered here as a self-organized system, which uses open source procedures and reinve-
stigate concepts of production and management of knowledge and their resistance to or
support of contemporary capitalistic society from which they emerged. The project compri-
se conceptualization and actualization of new procedures within (self)education. It’s based
on the attempt of making the cut between learning for later paid labor-time (educational in-
stitutions) and cracking codes of such an education, i.e. freely taking over the methodolo-
gies of work and their implementation in our own procedures, against information as a mar-
ket unit. We consider this as an investment in practices of „general intellect“ and just in the
ability to learn, as Paolo Virno defines general intellect referring to potentiality of the mul-
titude. We will propose a model for investigation and engagement of knowledge beyond ac-
tual proprietary relations, knowledge that will not stand on the position of the commodity
and close its code.
Realization of the project already started. The researching phase is just running, and publis-
hing of the texts will start soon on the following Internet address www.tkh-generator.net,
as a participation of TkH journal in Documenta 12 publishing program. During the summer
2007, TkH will organize TkH summer Re: public school, as a programmatic and organiza-
tional model of SmES. Also, in the autumn 2007 one edition of TkH journal will be dedi-
cated to this subject, within Documenta platform.
Key words: open source procedures (as the most efficient critical regime of knowledge ma-
nagement), rhizomatic structure, production/management of knowledge, self-organization,
post-pedagogy.



Ana Vujanovi}: Mislim da je jako va`no to {to je Jelena na kraju rekla, jer ustvari
cela pri~a o samoorganizaciji u teoriji se vezuje za teorije kompleksnih sistema, {to
zna~i da uop{te nije u pitanju ni anarhija ni neorganizacija niti dezorganizacija, ne-
go upravo organizacija veoma kompleksnih sistema. I to {to govori{ da treba pred-
videti ovo ili ono, taj aspekt nepredvidljivosti je za samoorganizaciju u`asno va`an,
i u teorijama samoorganizacije, iz raznih oblasti. Ustvari, poenta je da se samoor-
ganizacija nu`no, upravo zbog svoje kompleksne strukture, zasniva na kontigenci-
ji. Ona ukida mogu}nost potpune predvidljivosti. Ne}u da umaram sa svim tim re-
lacijama unutar samoorganizacionih sistema koje se neprekidno uslo`njavaju. Po-
stoji neka vrsta hijerahije, u smislu generisanja informacija i uslo`njavanja procesa
organizacije na sve vi{em i vi{em nivou koji stalno uklju~uje sve one ni`e, upravo
zato {to ne postoji distribucijska logika rada. Samoorganizacioni sistemi su uvek
generativni sistemi, i to jeste njihov najve}i potencijal. To je vezano za predvidlji-
vost i ovaj vi{i nivo organizacije, to se potpuno sla`em. Zanima me, konkretno, ve-
zano za Vlatkovo izlaganje, koliko je ovaj Zakon o visokom obrazovanju predvi-
deo strukturu studentskog parlameta, a koliko je bila va{a zamisao kako to treba
da izgleda?

Vlatko Ili}: Zakon o visokom obrazovanju predvideo je postojanje studentskog
parlamenta, da on bira i razre{ava predstavnike i da mandat ~lanova i ~lanica tra-
je godinu dana, da u Senatu ima do 20%, a u Savetu jedna {estina studenata i stu-
dentkinja, ali pitanje samog ure|enja ostavljeno je otvoreno.

Marta Popivoda: Kada ka`ete da ste vi ponudili odre|eni model, koliko ste se ba-
vili time da ponudite model ili ste ga samo preuzeli. Po{to je studentski parlament
vrlo hijerarhizovan organ unutar univerziteta, koliko ste razmi{ljali koji }ete mo-
del ponuditi. Zanima me, da li ste razgovarali o tome i da li ste imali vi{e modela,
pa ste se odlu~ili za ovaj ili se „samo po sebi“ desilo to {to ste u velikoj meri pre-
uzeli klasi~no dr`avnu strukturu.
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Samoorganizovanje: DA, NE?
Transkript delova diskusije nakon izlaganja Vlatka Ili}a i izlaganja Marte

Popivode i Jelene Kne`evi}



Vlatko Ili}: Studentski parlament kao organ univerziteta jeste preuzeo strukturu
koju univerzitet ima, ali je upravo ovim stvaranjem  novih funkcija, stvaranjem
funkcija za ~itav organ, kao i tom idejom simultanog i transparentnog delovanja, i
tog stalnog protoka informacija, i stalnim izve{tajima, napravljena takva struktura
u kojoj svako svakog mo`e da pozove na odgovornost, i hijerarhija je razvijena ko-
liko je to bilo mogu}e. Nije va`no ako neko ima ve}i legitimitet od nekog drugog,
ve} da bude razli~it.

Marta Popivoda: Ali jeste, student prorektor/studentkinja prorektorka je predstav-
nik studenata, i ipak niste rekli mi ne `elimo da imamo studenta prorektora/stu-
dentkinju prorektorku, mi `elimo da imamo 21 ~lana to jest ~lanicu koji ravno-
pravno odlu~uju i u zavisnosti od kompetencije u odre|enim oblastima se pojavlju-
ju na ve}ima i u~estvuju u odlu~ivanju.

Vlatko Ili}: Moja ideja nije ni bila da ka`em kako studentski parlament predstavlja
model samoorganizacije, ve} da se koristi praksama samoorganizovanja. I umesto
da se stalno {alju isti ljudi u ista tela, to smo podelili na {to ve}i broj studenata i
studentkinja, kako bi {to ve}i broj njih bio uklju~en, kako bi se minimalno pona-
vljali siti ljudi. Nije pitanje modela, jer je parlament ve} u okviru jedne takve insti-
tucije, ve} je pitanje delovanja.

Bojan \or|ev: Imam jedno kratko pitanje ba{ vezano za ovo, kakve veze ima stu-
dent prorektor sa studentskim parlamentom, i da li predsednik studentskog parla-
menta i student prorektor imaju istu te`inu u odlu~ivanju, to jest da li su oni ravno-
pravni predstavnici studentskog tela, da li je to jedna osoba, kako to funckioni{e?

Vlatko Ili}: To je dobar primer delovanja. Ba{ zato {to je ova godina bila vakuum
godina, i postajala je mogu}nost da se razli~ite prakse gotovo nametnu, ono {to
smo i uradili je spre~avanje mogu}nosti da jedna osoba bude ’najvi{i’ predstavnik
studenata i studentkinja, mi smo tu ulogu ustvari podelili, i to podelili {to vi{e. Ide-
ja je, da bar u startu postoji predsednik studentskog parlamenta, odnosno predsed-
nica, i student prorektor ili studentkinja prorektorka. Ne postoji mogu}nost da
jedno od njih dvoje bude ovla{}eniji da zastupa interese studenata i studentkinja.

Jelena Kne`evi}: Vi{e smo se borili da Studentski parlament oja~amo, u odnosu na
spolja{nju sredinu. Mislim da je sada ostavljeno da se Studentski parlament unutar
sebe organizuje. Ove godine smo vi{e nastojali da izborimo poziciju Studentskog
parlamenta kao takvog, a sada mislim da je odli~an trenutak da se menja struktu-
ra, da se pre|e sa te piramidalne klasi~ne hijerarhije na neku vrstu samoorganiza-
cije. A o nekom ozbiljnijem promi{ljanju cele strukture,  bile su tu odli~ne pojed-
na~ne inicijative, ali to je bilo vrlo parcijalno. Moj utisak je da toga nije bilo. 

Emina Vi{ni}: Mislim da }e to zapravo biti nemogu}ni proces, mjenjati tu struktu-
ru na na~in da ona ide vi{e ka samoorganizaciji jer ona zapravo ponavlja ove kla-
si~ne parlamentarne strukture, od politi~kog prema univerzitetima i javnim insti-
tucijama. Budu}i da se radi o predstavni~kom tjelu prvenstveno, zna~i radi se o re-
prezentaciji. Kad govorimo o studentskom samoorganiziranju, ili bilo kojem dru-
gom gra|anskom samoorganiziranju, zapravo govorimo o civilnom dru{tvu i jedna
od ~isto teorijski, pa se sad to razli~ito interpretira, karakteristika je da je ono ne-
reprezentativno, nego da predstavlja neki udru`eni interes koji je upravo u demo-
kratskim dru{tvima potreban radi sprje~avanja dominacije volje ve}ine, da bi mo-
gla postojat volja manjine. To je neki sistem. Ja mislim da taj tipa tjela, kao {to su
studentski parlamenti, }e zapravo uvjek morati ponavljati, jer institucija ne mo`e
drugi tip strukture naprosto probaviti. Me|utim ono {to je pitanje, meni zanimlji-
vo, je kako }e se ta praksa dalje naslije|ivati? Jer o~ito je model taj i tu se mogu ra-
diti manje preinake al u biti on ostaje isti. Meni se ~ini ova va{a praksa me|usob-
nog informiranja, mailing liste, da je to neko mogu}e jezgra koje to mo`e nastavit,
mislim da }e se sad stvorit model koji }e se poslije naslije|ivat. Mene zanima koja
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je mogu}nost naslije|ivanja, preno{enja daljeg transfera bilo u ovom istom vreme-
nu pa na druge fakultete bilo naprosto generacijskog upravo tih praksi.

Marta Popivoda: Mislim da je dobro {to je napravljena vidljivost studentskog par-
lamenta ove godine, izme|u ostalog i ja sam prisustvovala jednom od treninga. Tre-
ba insistirati na tome da ukoliko je nemogu}e uvoditi nove protokole, da se proce-
dure unutar strukture menjaju. 

Ana Vujanovi}: Mislim da smo u me|uvremenu nekako skliznuli, da smo jednu
stvar ispustili, odnosno da smo promenili fokus. Kao da je sad odjednom postalo
u`asno pozitivno da je ne{to samoorganizacija pa se sad ve} pitamo, ovo nije ili ovo
jeste. A ustvari samoorganizacija uop{te ne isklju~uje hijerarhiju, uop{te ne isklju-
~uje ponavljanje istog modela. S obzirom da je Vlatko konkretno odgovorio da za-
kon uop{te nije odredio strukturu tog parlamenta, taj parlament jeste samoorgani-
zovan od studenata koji su se okupili. Ja ~ak mislim da je njima ostavljena velika
mogu}nost samoorganizacije i da su je oni iskoristili, a onda je pitanje kako je to
unutra organizovano. Ne znam da li je sad to lo{e {to radim, da taj termin „samo-
organizacija“ ispraznim od tog utopisti~kog potencijala i ka`em da to jeste na~in
organizacije koja nam pru`a mogu}nost da delujemo druga~ije, ali je uop{te ne
podrazumeva.

Emina Vi{ni}: Ne mislim da se radi o dobrim i lo{im, ili crnim i bjelim pozicijama,
ali mislim da negdje, barem koliko smo ovdje govorili, impliciramo da govorimo o
samoorganizaciji kao tipu slobode ili bar nezavisnosti i nefunkcioniranja unutar
onoga {to je institucionalizirano u neke oblike organizacije koji definitivno nisu sa-
moorganizacija.

Ana Vujanovi}: Mo`da je samoorganizacija dosta jasan simptom za to kako svi mi
ve} `ivimo, tako {to smo internalizovali protokole i procedure institucija u okviru
kojih `ivimo, da onda ~ak i kada se samoorganizujemo ponavljamo taj model iako
je onda to manje ili vi{e na{ slobodan izbor da tako uradimo.

Dragana Alfirevi}: Za mene samoorganizacija samo mo`e da funkcioni{e na tim za-
ista mikro nivoima, da se nas troje na|emo, da imamo ideju, da mo`da u tim ne-
kim koncentri~nim krugovima {irimo delovanje. Ne mo`emo da o~ekujemo da sa-
da svi studenti koji postoje, da se svi samoorganizuju, mislim da je to zaista mno-
go idealisti~no o~ekivanje. Na neki na~in mislim da je to proces samoedukacije na
vrlo bazi~nom nivou, da je to udaranje glavom o zid milion puta dok ne shvati{ na
kraju: aha, mo`da ja treba da ne u~estvujem uop{te u ovome ili treba da se pop-
nem na vi{i nivo svesti. To je jako sexy, open source, mi smo ga uvezli, i to zvu~i
the best ali to je na prakti~nom nivou potpuno nemogu}e, jer se ne zna gde moj za-
datak po~inje, gde tvoj prestaje, gde tvoj po~inje, i kako taj lanac proizvodnje, mo-
dela, umetni~kog dela, kako on uop{te funckioni{e. A drugo {to sam htela da ka-
`em jeste da to {to zakon daje mogu}nost da se neko samoorganizuje meni stvarno
deluje kao da mu{karac daje `eni pravo na jednakost, sad smo kao mi `ene i treba
da izborimo pravo na jednakost od mu{karaca i mu{karac ka`e: aha, ok, danas sam
odlu~io da vam dam to pravo. To mi je problemati~no.



132

BELE[KE



BELE[KE

133



134

BELE[KE



BELE[KE

135



136

BELE[KE

S
am

o
o

rg
an

iz
ac

ija
:

st
u

d
en

ts
ka

 s
es

ija



Tekstovi sa sesija za lokalne studente i postdiplomce

Papers from Sessions for Local Students and Post-graduates 
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Blok aRtivizam sad sastavljen je od tekstova izlaganja sa sesije za studente i postdi-
plomce beogradskih fakulteta, koji su u~estvovali u teorijskom simpozijumu u
okviru 39. BITEFa. Sesija za studente i postdiplomce odr`ana je u prostorijama
Rektorata Univerziteta umetnosti u Beogradu, 26. septembra 2005. godine.
Tema simpozijuma postavljena je kao polazi{te i provokacija za promi{ljanje i pro-
blematizaciju umetni~kih praksi u lokalnom ali i {irem kontekstu umetnosti. Pita-
nje koje urednici simpozijuma pri`eljkuju i postavljaju /bez znaka pitanja/ temom
aRtivizam sad: bajka ili stvarnost referira na o~ekivanja (od) savremene umetno-
sti da direktno interveni{e u „dru{tvenu stvarnost“. Mo`da je ovo bio poku{aj da
se u lokalnom kontekstu – pa makar to bio i strogo ograni~en kontekst teatra, BI-
TEF festivala, teorijskog simpozijuma i, na kraju, same sesije za studente i postdi-
plomce – pokrene pitanje na kojoj se ta~ki sudaraju, spajaju i razilaze aktivisti~ka
i umetni~ka praksa, odnosno u kom kontekstu se one artikuli{u i aktualizuju kao
aRtivizam. Upravo kontekst sesije za studente i postdiplomce smatram najsmisle-
nijim za aktualizaciju ovog koncepta. Preko njega su u razli~itim izlaganjima i di-
skusiji po~ele refleksije i prepoznavanja postoje}ih aRtivisti~kih praksi, kao i pro-
jekcije mogu}ih praksi i njihovo preno{enje na teritoriju virtuelnog prostora i „ge-
rilskih“ taktika elektronske gra|anske neposlu{nosti. Mo`da }e upravo u~esnici i
posmatra~i ove sesije, bar slu~ajno, napraviti taj „gerilski“ ~in, i izneti postoje}e
i/ili podsta}i nove artikulacije i taktike aRtivizama iz, po definiciji, hermeti~nog
konteksta teorijskih simpozijuma. Time bi se omogu}ila kontaminacija teritorije
aktuelne politike i ekonomije, koja u postoje}oj konstelaciji umetnosti u dru{tvu,
ipak, uvek izmi~e. 
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Internacionalni teorijski simpozijum BITEF 39:  aRtivizam sad: sesija za studente
postdiplomce

International Theoretical Symposium Bitef 39: aRtivism now: session for under-
and post-graduate students

Marta Popivoda 
(moderatorka sesije)



Raspored i u~esnici sesije:

Vlatko Ili} (student Fakulteta dramskih umetnosti / student of The Faculty of Dra-
matic Arts): 

Art(ivizam) sad: bajka ili stvarnost / Art(ivism) Now: Fiction or Reality

Jovana Mihajlovi} (studentkinja Fakulteta politi~kih nauka / student of The Faculty
of Polical Sciences):

Tanka granica izme|u umetnosti i propagande / The Thin Borderline Between Art
and Propaganda

Marta Popivoda (studentkinja Fakulteta dramskih umetnosti / student of The Fa-
culty of Dramatic Arts):

Amazonka ILI `ivot! – podmetnuta odluka (rasprava o `enskim aRtivisti~kim takti-
kama) / Amazon OR Life! – A Foist Decision (a discussion on female aRtivistic tac-
tics)

Iva Neni} (studentkinja postdiplomskih studija Fakulteta muzi~ke umetnosti / post-
graduate student at The Faculty of Music):

Politika identiteta u srpskom hip-hopu / Politics of Identity in Serbian Hip-Hop

Marko Stamenkovi} (student postdiplomskih Interdisciplinarnih studija Universi-
teta umetnosti / postgraduate student at The Interdisciplinary Studies of The Uni-
versity of Arts):

Agenti promene: Profesionalna konfiguracija kuratora savremene umetnosti kao no-
vog politi~kog subjekta / Agents of Change: Professional Configuration of a Con-
temporary Art Curator as a New Political Subject

Miljana Peri} feat. Marija Krtolica (studentkinja postdiplomskih Interdisciplinar-
nih studija Univerziteta umetnosti / postgraduate student at The Interdisciplinary
Studies of The University of Arts): 

Jam session: Realna intervencija u beogradsku plesnu bajku 3 / Jam Session: Real
Intervention into Belgrade’s Dance Fiction 3
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Top Web Results for „artivism“
No entry found for artivism.
Did you mean atavism?
Suggestions:
atavism
activism
Atticism
nativism
atavisms
autism
atavism’s
atavisms’
No entry was found in the dictionary. Would you like to search the Web for arti-
vism?

For better results, try our search tips. 

Tema simpozijuma predla`e artivizam kao ve} uspostavljen termin. Izlaganje ili di-
skusija o artivizmu na potezu/relaciji bajka-stvarnost pretpostavlja, bar na~elno,
slaganje/konsenzus o njegovoj mogu}oj definiciji, jednoj ili vi{e njih. Ipak, defini-
cija artivizma izmi~e. Na online dictionary siteovima je nema (http://dictionary.re-
ference.com/, http://dictionary.cambridge.org/), a nastavimo li istra`ivanje nailazi-
mo na kulturalno razli~ite reference. Postavimo li po~etnu tezu tako da se termin
artivizam tek upisuje (a ne da je ve} upisan) na umetni~ku/politi~ku/dru{tvenu je-
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Art(ivizam) sad: bajka ili stvarnost

Art(ivism) Now: Fiction or Reality

Vlatko Ili}

Get the FREE Dictionary.com Toolbar for your browser now! 
From the makers of Dictionary.com



zi~ku mapu, na{u pa`nju (pre)usmeravamo na sam ~in konstruisanja ovog pojma,
to jest konstruisanja njegovog ozna~enog. Sama tema simpozijuma tako pre pred-
la`e artivizam kao spremnog ozna~itelja, a nama postavlja pitanje mogu}ih ozna~i-
teljskih praksi. Kako, {ta i kada ne{to smatramo artivizmom?
Jedna definicija artivizma, dostupna preko interneta glasi: noun. – activism thro-
ugh art, or the use of art as a tool for social commentary and political change. (ime-
nica – aktivizam kroz umetnost, ili kori{}enje umetnosti u svrhu dru{tvenog komen-
tara i politi~ke promene).
http://www.vanderbiltorbis.com/vnews/display.v/ART/2005/04/20/ 4264c88b8b743
Moja namera je da kroz izlaganje, koriste}i gore navedenu definiciju artivizma (pre
svega kao operativnu, problemati~nu, mogu}u, a ne kao kona~nu) (pre)ispitam tri
primera pozori{ne umetni~ke prakse u Srbiji u cilju problematizovanja procesa
ozna~avanja nekog umetni~kog dela kao artivisti~kog ili ne. Pozori{ni diskurs ko-
ristim, iako je izvesno da se isti princip mo`e primeniti na razli~ite umetni~ke di-
scipline, zbog karakteristike medija koji zahteva publiku kao svoj konstitutivni ele-
ment, {to mogu}i aktivizam, dru{tveni komentar i tendenciju ka politi~koj prome-
ni ~ini, verujem, transparentnijim. Dalje, probijanjem kroz analizu naredna tri raz-
li~ita rada `elim da poka`em kako se artivizam mo`e, ili bi trebalo, koristiti pre
svega kao operativni termin, a ne kategoriju, u cilju kriti~kog gledanja/~itanja sva-
kog umetni~kog dela.

Boalovo aktivisti~ko pozori{te

U drugoj polovini 20. veka, brazilski pozori{ni stvaralac Augusto Boal na interna-
cionalnu pozori{nu mapu (pre svega: Ju`na Amerika – Evropa – Severna Amerika)
uvodi pojam i prakse „pozori{ta potla~enih“ (Theatre of the Oppressed, ili TO).
Pod ovim obuhvataju}im nazivom, Boal razvija i nudi nekoliko modela delovanja
kroz/u pozori{te/u (forum pozori{te, nevidljivo pozori{te, pozori{te slika itd.), ~iji
je cilj dru{tvena i politi~ka promena. Ose ovih formi su intervencija u javni pro-
stor, diskusije, kao i drugi mehanizmi u cilju aktiviranja publike (Boal umesto pa-
sivnog/e posmatra~a/ice spectator `eli spect-actors, posmatra~a/icu-izvo|a~a/icu).
Na primer: forum pozori{te se zasniva na izvo|enju scene u kojoj protagonista ne
uspeva da postigne ono {ta `eli ili {to mu je potrebno. Gledaoci su pozvani da pre-
kinu scenu u bilo kom trenutku kada osete da su on ili ona pogre{no postupili, i
pri tom nju ili njega zamenjuju na sceni, izvode}i ono {to smatraju alternativnom
mogu}no{}u. Tako, oni ’probaju’ (rehears) dru{tvenu promenu1. 
Osovina Boalovog pozori{ta je upravo potencijal ~ina izvo|enja dru{tvenih uloga i
uspostavljenih odnosa, to jest mogu}nost njihove reartikulacije. Tako je njegov rad,
kao i rad njegovih sledbenika, ubrzo prihva}en kao aktivisti~ki, i u delovanju raz-
li~itih nevladinih organizacija nailazi na {iroku i ~estu primenu.2

2005. godine imao sam priliku da i sam u~estvujem u osmi{ljavanju i izvo|enju ne-
vidljivog pozori{ta u Beogradu, u okviru seminara Uvod u dru{tveni aktivizam in-
ternacionalne asocijacije Together on Need Grouned Actions (lokalni partner: Me-
|unarodni kulturni centar, Beograd). Nevidljivo pozori{te se izvodi kao ’realan’
doga|aj u javnom prostoru za slu~ajnu publiku koja ga nikako ne sme videti kao
pozori{ni. Grupa bira temu, ~iji je osnov relacija tla~itelj/ka – potla~en/a (oppressor
– oppressed), i izvodi je kao konfliktnu situaciju uz komentare ostalih u~esnika/ica
u cilju otvaranja `ari{nih mesta u dru{tvu i pokretanja javnih diskusija sa fokusom
na problematiku takve/te relacije. Sli~no ovome:

Š...¹ npr. dok u samoposluzi ~ekam u redu da platim ra~un, ulazi mlad mu{ka-
rac koji glasno po~inje da ispituje kupce koje su veroispovesti i da vre|a sve
koji nisu npr. pravoslavni; ostali kupci /pa me|u njima i ja/ i prodavci su is-
provocirani i po~inju da u~estvuju u doga|aju Š...¹3
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1 Playing Boal; Theatre,
Therapy, Activism, Mady
Schutzman, Jan Cohen-
Cruz (eds.), Routledge,
London, 1994.

2 U prilog ozna~avanja Boa-
love pozori{ne prakse kao
aktivisti~ke ide i njegovo
delovanju pod represivnim
politi~kim sistemima u Ju-
`noj Americi u drugoj polo-
vini 20. veka. 1971. godi-
ne, Boal je zatvoren i mu-
~en, nakon ~ega emigrira u
Argentinu. 1976. godine,
proteran je u Evropu, gde
`ivi i radi do 1986, kada se
vra}a u Brazil i osniva Cen-
tar za pozori{te potla~enih
u Rio de @eneiru.

3 Ana Vujanovi}, Razaraju}i
ozna~itelji/e performansa,
SKC, Beograd, 2004, str. 26.
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U Beogradu je izvedena scena agresije mu{karca nad `enom unutar heteroseksual-
nog para, drugi u~esnici, ’posmatra~i’ zadu`eni za pokretanje diskusije sa ’publi-
kom’, zauzeli su razli~ite pozicije, od osu|ivanja i intervencije do ismejavanja ili ig-
norisanja. Ipak, publiku je bilo gotovo nemogu}e isprovocirati, {to ostavlja dovolj-
no prostora za mogu}e zaklju~ke, ali pre svega pokazuje da se ovakav oblik nasilja
vezuje za privatnu sferu, i kao takav je nepodlo`an (javnoj, dru{tvenoj) intervenciji.  
Boalove pozori{ne tehnike pokre}e upravo ideja mogu}nosti dru{tvene promene, i
kao takve one su ve} okarakterisane i primenjuju se kao aktivisti~ke, i to sa ekspli-
citno definisanim ciljem politi~kih promena. Tako, njegovo nevidljivo pozori{te
postaje gotovo {kolski primer artivisti~ke prakse.
Ponovno promi{ljanje (rethinking) slede}ih radova predstavlja ve}i zadatak.

ARTivizam hibridnog projekta4

Mogu}e ozna~avanje projekta kakav je OPERRRRA (je `enskog roda) zahteva temelj-
nije mi{ljenje pre svega konteksta u kojem ovaj rad nastaje/deluje. OPERRRRA… je
izvedena u nedovr{enoj zgradi Biolo{kog fakulteta, Botani~ka ba{ta „Jevremovac“
u Beogradu, u okviru letnjeg beogradskog festivala BELEF 2005. godine. Autori
okupljeni oko ovog projekta bili su Bojan \or|ev (koncepcija i re`ija), Jennifer
Walshe, Anja \or|evi}, Goran Kapetanovi} (kompozitor/ke), Sini{a Ili} (storibor-
dovi, live video i prostorna intervencija), Ana Vujanovi} (dramaturgija), Marta Po-
pivoda (re`ija video materijala), Jelena Novak i Ivana Stamatovi} (muzikolo{kinje
projekta, prolozi), kao i brojni drugi izvo|a~i (instrumentalisti/kinje, vokalisti/ki-
nje, ekipa tehni~ke realizacije, organizotori/ke itd).
OPERRRRU… ~ine prolozi i tri ~ina, to jest tri razli~ite kompozicije razli~itih auto-
ra/ki. Tokom prologa, koji kontekstualizuju rad i najavljuju de/re/konstrukciju ope-
re u Srbiji, publika se kre}e kroz prostor nedovr{ene zgrade, dok izvo|enje kom-
pozicija prati iz auditorijuma. Sva tri ~ina/izvo|enja odigravaju se iza ’scene’, dok
se za pogled publike ’izvode’ tri simultane video projekcije. Vizuelni materijal je
agresivno i naizgled haoti~no kola`iran od: `ivog prenosa muzi~ko-peva~kog izvo-
|enja, u`ivo izvedenog vizuelnog rada, zatim od pripremljenih video materijala, fo-
tografija, tekstova. Referi{u}i na istoriju opere i umetnosti, savremenu teoriju
umetnosti i medija, i pop kulturu, autorski tim ovog interdisciplinarnog projekta
preispituje granice izabranog medija. OPERRRRA… klizi u/po/na sopstvenim mar-
ginama; neuhvatljiva je.
Kako, i da li, ovakav teorijsko i umetni~ko autoreferentni rad ~itamo kao artivisti~ki? 
Prvi korak je sagledavanje njene intervencije u lokalni teorijsko-umetni~ki diskurs.
Odbacivanjem mimezisa, narativne strukture, autoriteta autorstva, OPERRRRA…
nudi ne samo druga~iji model izvo|enja, ve} i gledanja, {to jeste komentar na do-
minantu umetni~ku paradigmu (otvoreno umesto zatvorenog dela, aktivno umesto
pasivnog gledanja). Kako je umetnost dru{tvena institucija, jer u dru{tvu nastaje i
deluje, komentar svakako jeste dru{tveni. Dalje, insistiranjem na `enskom subjektu
(`enski glas) ugro`ava se krutost pozicija i funkcija rodnih uloga, a samim tim i iz-
vesnost konstruktivnih identitetskih praksi. Pitanje stabilnosti identiteta, njegovo
problematizovanje, naru{avanje koncepta njegove nepromenjivosti (pre)ispituje
npr. rodne, nacionalne, etni~ke identitete, i samim tim nosi potencijal politi~ke
promene. Na kraju, izvo|enje ovog projekta primer je i vaninstitucionalnog umet-
ni~kog doga|anja, animiranje disfunkcionalnih ’izgubljenih’ prostora, namenjenih
edukaciji, post-ratnog tranzicijskog dru{tva, a sa druge strane, on svojom realizaci-
jom dokazuje da je u Srbiji danas mogu}e uspe{no izvesti kompleksnu tehni~ku
produkciju. I zbog svega toga, da, OPERRRRU… mo`emo ~itati kao artivisti~ku.
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4 Sam reditelj ovog dela,
Bojan \or|ev, ga u tekstu
programske knji`ice naziva
hibridnim projektom „koji
nastaje na marginama ope-
re, pozori{ta, ~ak i televizi-
je, u jednoj marginalnoj
evropskoj kulturi kakva je
srpska“.
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Politi~nost pozori{ta institucija

Dva u~estala problemati~na stava vezana su za lokalna institucionalna pozori{ta, to
jest za dominantnu mimeti~ku pozori{nu paradigmu.5 Simptomati~no delo, dr`av-
nih i gradskih pozori{nih institucija, zasniva se na principima aristotelovskog po-
zori{ta, pre svega mimezisu, i kao takvo upada u zamku ~itanja da:
1. se njegova intervencija u dru{tveno-kulturni kôd zasniva samo na eksplicitnoj

poruci
2. je politi~no/politi~ko samo ukoliko je u njegov narativ uklju~ena (dnevno) poli-

ti~ka tematika. 

Ona Šumetnost¹, prema Althusseru, pripada podru~ju poluautonomnih ideolo-
{kih aparatusa kojima dru{tvo sprovodi i ostvaruje hegemoniju svojih paradig-
matskih ideolo{kih (a time i ekonomsko-politi~kih) matrica nad pojedincima.6

Svaka umetnost je dru{tvena ozna~iteljska praksa7, i kao takva ona, bez obzira na
svoju formu, ili u slu~aju pozori{ta i na svoj narativ, interveni{e u dru{tvo. Tako se
odgovornost mimeti~kog pozori{ta otkriva kao daleko ve}a, jer, naizgled neinten-
cionalno, ono nudi mogu}i model ure|ene mikroceline, a samim tim mogu}ih
identiteta, odnosa, situacija i ishoda.

Dalje, ~ak i sam izbor mimeti~kog je politi~ko pitanje.

U doba renesanse jo{ su bili suprotstavljeni  jedno novoplatonsko shva}anje
umjetnosti, orijentirano na pesni~ku mahnitost, i jedno aristotelovsko, orijen-
tirano na ratio i pravila. Aristotelovska je linije pobijedila i dobila mo} da de-
finira kazali{ne ideje novoga vijeka, pogotovu klasicizma. Š...¹ Osnovne estet-
ske i dramatur{ke koncepcije te tradicije mogu se de{ifrirati kao definicije i
ogra|ivanja recepcije, kao poku{aj struktuiranja na~ina fantaziranja, mi{ljenja
i osje}anja u kazali{tu.8

U svakom slu~aju, mo`emo zaklju~iti da bavljenje mimeti~kim pozori{tem ne samo
da nije ’bezbedno’, ve} neizbe`no (do)nosi potencijal politi~ke promene.
Vode}i se ovim smernicama, kao primer }u iskoristiti predstavu Ze~iji nasip (tekst i
re`ija: Sini{a Kova~evi}, Velika scena Narodnog pozori{ta u Beogradu) u cilju ozna-
~avanja i ovog dela kao artivisti~kog. Po tradicionalnom dramskom jezi~kom diskur-
su, ovu predstavu mo`emo opisati ako: pri~u o ’obi~nom’ ~oveku, koji ne sopstve-
nom krivicom, strada usled politi~kih sukoba lokalne leve i desne politi~ke opcije u
okupiranoj Srbiji tokom II svetskog rata. Ova predstava nije artivisti~ka (misli: ak-
tivisti~ka, dru{tveni komentar, politi~ka promena) isklju~ivo preko svog narativa
(mada bi se i njime moglo baviti), ve} i zato {to (neki od mogu}ih primera):
1. prostoru javne diskusije (komunikacijska razmena na relaciji scena – publika)

nudi temu sukoba rojalista i partizana kao referentnu/relevantnu danas i ovde
2. kroz protagonistu i njegovu `enu (koja nekako uvek nije protagonistkinja) nudi

model rodnih odnosa u porodi~nim okvirima (npr. scena nasilja nad `enom sko-
ro je `anr scena – ’scena iz `ivota’ patrijarhalne sredine, i kao takva nije central-
na za pri~u, niti je problematizovana)

3. lik homoseksualca, nema~kog vojnika, ozna~en je kao (a) stranac u lokalnom
kontekstu, (b) pervertni (c) sadista. 

Mimeti~ko pozori{te (svojom ogranskom celovito{}u, uzro~no-posledi~nom struk-
turom, po~etkom, sredinom i krajem) kolektivno je iskustvo kreiranja mogu}eg
modela reda, u kojem je npr. nasilje mu`a nad `enom ’`anr scena’, homoseksualac
je strani pervertni sadista itd.
Mo`emo zaklju~iti da je i ova, kao i svaka (druga) predstava zasnovana na mime-
zisu tako|e artivisti~ko delo.    
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5 Izuzmemo li na po~etku
stav da bi umetnost trebalo
da bude lepa, to jest da je u
funkciji ulep{avanja dru-
{tvene ’realnosti’, to jest da
nastaje i deluje izvan  te ’re-
alnosti’. Ovakav stav je pot-
puno neodr`iv/neodbranjiv,
tako da ovom prilikom in-
tencionalno odbacujem nje-
govo razmatranje.     

6 Ana Vujanovi}, Razaraju}i
ozna~itelji/e performansa,
str. 117.

7 Za temeljnu argumentaci-
ju ovog stava vidi Ana Vuja-
novi}, Razaraju}i ozna~ite-
lji/e performansa, naro~ito
poglavlje 3.3 Umetnost,
dru{tvo/tekst.

8 Hans-Thies Lehmann, Post-
dramsko kazali{te, CDU, Za-
greb – TkH, Beograd, 2004,
str. 261–262
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Apoliti~nost umetni~kog dela?

Ako nevidljivo pozori{te Augusta Boala, zatim jednu festivalsku produkciju inter-
disciplinarnog, teorijskog i umetni~ki autoreferencijalnog dela, kao i simptomati~-
nu predstavu lokalnog beogradskog pozori{nog diskursa mo`emo nazvati artivi-
sti~kom, jer sve one deluju u kontekstu u kojem nastaju, pitanje koje se postavlja
je: postoji li delo koje to nije? 
Ako problematizovanjem konteksta, forme ili prosto ~itanjem dela na razli~ite na-
~ine mo`emo svako ozna~iti kao artivisti~ko, na odre|eni na~in ili u odre|enom
stupnju, da li bi artivizam trebalo da postane sinonim za umetni~ku praksu uop{te?
Ili, da li ozna~avanjem odre|enih dela kao artivisti~kih konstrui{emo taj pojam, a
samim tim i njegovu ’drugost’ – neartivisti~ku umetnost, onu koja je apoliti~na, ko-
ja ne deluje kao dru{tveni komentar? Ili, koja ne nosi politi~ku promenu? Mo`da je
za ovo pitanje klju~no javno izlaganje cilja dela, to jest najava dela kao aktivisti~-
kog, politi~nog? Ali, isto tako, zar svako delo ne krije nameru, to jest zar nije po-
liti~no ~ak i ukoliko mu to nije namera? Verujem da je to najzna~ajnije pitanje na
koje nas pojam artivizma upu}uje. 
I dalje, mo`da artivizam treba koristiti kao sredstvo (raz)otkrivanja ideolo{kih apa-
rata koje svako delo sadr`i, pre nego kao umetni~ku kategoriju.

Results

artivism was not found in the Cambridge Advanced Learner’s Dictionary
Did you spell it correctly? Here are some alternatives:

• aardvark 
• aardvarks 
• artefact 
• artefacts 
• artful 
• artfully 
• artfulness 
• artifact 
• artifact 
• artifacts 
• artifacts 
• artifice 
• artifices 
• artificial 
• artificial 
• artificial 
• artificial 
• artificiality artificially 
• artyfarty
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Abstract

The theme of symposium suggests artivism as an already clarified term. However, the defi-
nitions of artivism cannot be found in online dictionaries (http://dictionary.reference.com/,
http://dictionary.cambridge.org/), so, for a starting thesis we could say that the term artivism
has recently being enrolling into artistic/political/social language map, which (re)directs our
attention to the act of constructing this term, or rather on constructing its signified. There-
fore, the topic of symposium rather suggests artivism as an all set signifier.
Definition of artivism that can be found online is: noun. – activism through art, or the use
of art as a tool for social commentary and political change.
http://www.vanderbiltorbis.com/vnews/display.v/ART/2005/04/20/4264c88b8b743
Using this definition as a working one, I will (re)question three cases from theatrical prac-
tice in Serbia in order to query the process of signifying an artistic piece as artivistic or not.
I will use the theatrical discourse, although it is certain that this method could be applied in
diverse artistic disciplines, because of its characteristic medium which needs an audience as
its constitutive element, which possible activism, social commentary and tendency towards
political change makes, I believe, more transparent.
Through analyzing Invisible Theatre of Augusto Boal, a festival production of one interdi-
sciplinary, theoretical, and auto-referential artistic piece, and one standard production from
local-Belgrade theatrical discourse, my aim is to show how each artistic practice, in various
ways, operates within its context and therefore to each one could be refer to as the artivi-
stic one. The question arising is – is there one that is not?
If, by (re)questioning, or just by (re)reading a piece in different ways, we could signify each
piece as artivistic, in particular way or on a particular level, will the artivism become a syn-
onym for art in general? Or, do we by signifying some pieces as artivistic, construct this term
together with its ’otherness’ – non artivistic art, the one that is apolitical, that does not fun-
ction as a social commentary? Maybe the key to this question lies in the public expression
of an author’s intention, or public expression of a piece as activistic, political? But on the
other hand, does not each piece consider intention, with its political potential? I believe that
is the most significant question that artivism brings out. Furthermore, maybe artivism sho-
uld be used as a tool to (re)discovering ideological mechanisms that each piece consists of,
rather then as an artistic category.
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[ta je umetnost?

Teorijska premisa

Ovaj rad polazi od premise da je umetnost, kao artificijelna pojavnost kulture, u
nu`noj korelaciji sa dru{tvom u kojem se nalazi. Umetnost mo`emo posmatrati kao
proizvod i kreatora kulture, a kulturu kao proizvod i kreatora dru{tva.
Umetnost stvaraju ljudi radi sebe i radi drugih. Oni ne `ive i ne mogu `iveti izolo-
vano u odnosu na dru{tvo u kom obitavaju. Ono nu`no uti~e na njih, i svaka jedin-
ka sebi svojstveno reaguje na njega. Tako i umetnik ne mo`e stvarati umetnost izo-
lovano u odnosu na dru{tvo u kom se nalazi.
S druge strane, stvaralac ima legitimno pravo da ignori{e okru`enje u kom se nala-
zi, ali i to je vid reakcije na okru`enje.

Subjektivna premisa 

Tako|e, rad je zasnovan na ube|enju autorke da svako umetni~ko delo, da bi bilo
dostojno tog naziva, mora ispunjavati dva osnovna uslova. Da bude „umetni~ko“,
odnosno da zadovoljava estetski kriterijum, koje god vrednovanje da se primeni. I
da bude delo – da „dela“, odnosno proizvodi li~ni efekat na konzumenta. Dakle,
da pojasnim sopstveni stav – Lepo nije dovoljno.
Naravno, lako se da pretpostaviti da ima onih koji bi ovaj stav doveli u pitanje ar-
gumentacijom da je umetnik ima pravo da stvara svoju umetnost, svoje delo, sa-
mo poradi sopstvenog u`itka. Umesto li~nog odgovora vi{e vredi citirati mi{ljenje
Georga Orwella upravo na temu l’art-pour-l’art vs politi~ki anga`ovane umetno-
sti. Stav koji se i dalje mo`e smatrati vrlo aktuelnim, polazi od toga da `ive}i u
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Tanka granica izme|u umetnosti i propagande

The Thin Borderline Between Art and Propaganda

Jovana Mihajlovi}



svetu u kom nam je ne samo `ivot ve} celokupan sistem vrednosti stalno ugro`en,
ne mo`emo (i ne smemo) se distancirati od takvog sveta. „Ne mo`ete biti ~isto
estetski zainteresovani za bolest od koje umirete; ne mo`ete misliti bez strasti o
~oveku koji samo {to vam nije prerezao grlo... Literatura (kao i celokupna umet-
nost – op. au.) je morala postati politi~ka, jer bi bilo {ta drugo iziskivalo misaonu
neiskrenost.“1

Ovaj rad prvenstveno analizira umetni~ka dela koja proizvode dru{tveno-politi~ki
efekat.
Me|utim, svaki umetni~ki aktivizam, pa i odsustvo istog, nu`no izra`ava mi{ljenje
autora i promovi{e odre|eni stav, ideju, {alje poruku. Upravo poku{aj uticaja na
publiku i {iru javnost, ~ini dodirnu ta~ku umetnosti i propagande. 

[ta je propaganda?

Jedina od mogu}ih definicija ka`e da je to sistematsko, planirano, svesno, obliko-
vanje i {irenje poruka, sa ciljem da se izazove odre|eno pona{anje publike, posred-
stvom uticanja na uverenja, a u skladu sa ciljem propagandista2.
Jedan od prvih primera propagande shva}enog u savremenom kontekstu, a zasi-
gurno prvi primer propagandnog filma je ~uvena trilogija Leni Riefenstahl: Sieg des
Glaubens (Pobeda volje) 1933, Triumph des Willens (Trijumf volje) 1935, Tag der
Freiheit – Unsere Wehrmacht (Dan slobode – Na{a vojska) 1935. Ovi filmovi sadr`e
tipi~no dokumentarne sekvence (govori Hitlera i ostalih visokih partijskih lidera,

uli~ne procesije itd.), ali nas trenutno vi{e interesuju njihovi kvazi dokumentarni i
~isto artificijelni delovi. Kroz dugi kadar sletanja kroz oblake aviona u kom se na-
lazi Hitler na polja u okolini Nürnemberga, stvara se utisak dolaska spasioca sa ne-
ba. Ili kroz simulirano spontane parole koje kli~u zdravi i jedri partijski omladinci
promovi{e se nacisti~ka estetika plodne lepote, ali i feti{izam hrabrosti, osloba|a-
nja kroz pripadanje kolektivu i negacija intelektualizma.
Propaganda shva}ena kao {irenje poruka pripada sferi komunikacije, a umetnost je
upravo vid simboli~ke komunikacije, putem vizuelnih i auditivnih asocijacija. Za-
jedni~ka ta~ka im je upotreba simbola radi ideja.
Treba ista}i da propaganda ne mora nu`no podrazumevati la`, naprotiv. Kontekst
i koncept je jako bitan, jer kreira zna~enje.
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Leni Reifenstahl tokom snimanja filma Triumph des
Willens na sletu Nacionalsocijalisti~ke patije u Nirnbergu

Kadar iz filma / Stadion u okviru kompleksa projektovanog
isklju~ivo za proslavu Reichsparteitage (Dani partije) –

arhitekta Albert Speer

1 George Orwell, „The Fro-
ntiers of Art and Propagan-
da“; prvo izdanje: Listener,
(emitovano na BBC Overse-
as Service 30. april 1941),
London, May 29, 1941;
ponovno objavljeno u: The
Collected Essays, Journa-
lism and Letters of George
Orwell, London, 1968.

2 Snje`ana Milivojevi}, „Pro-
paganda“, u Enciklopedija
politi~ke kulture, Beograd,
1933.



Tako da se ista intencija mo`e sagledati i kao umetni~ki aktivizam (pozitivno) i kao
propaganda (negativno). Pomenimo ponovo George Orwella i njegova najpoznati-
ja dela 1984 i @ivotinjska farma. Prvi roman predstavlja fantasti~nu projekciju na
ivici realnosti (ili realisti~ku projekciju na ivici fantastike), a drugi svojevrsnu „an-
dersenovsku“ alegoriju, totalitarnog sistema kog se autor najvi{e pribojavao. Savre-
mena kritika ova dela ocenjuje kao poziv za spas individualne slobode i liberalnih
i demokratskih vrednosti, me|utim Orwellovi radovi se, do odre|ene mere legi-
timno, mogu razumevati i kao prvobitno antifa{isti~ki, a zatim antikomunisti~ki
propagandni pamfleti.3

Publika po pravilu donosi presudu o tome {ta je pod a) umetnost pod b) propagan-
da ({tiklirati po naho|enju), zavisno od svojih li~nih uverenja, zavisno da li se ra-
di „protivni~kom“ ili „na{em“ taboru.

Da li je objektivna procena uop{te mogu}a?

Jedan od na~ina utvr|ivanja granica je voditi se logikom novca. Ko je platio stvara-
nje nekog konkretnog dela? Ukoliko je to neki interesni centar, bila to dr`ava, me-
|unarodna organizacija, institucija, partija, bogati tajkun/mecena (kako vam drago),
mo`emo zaklju~iti da tako „naru~eno“ delo mora slu`iti svrsi svog finansijera.
Primer koji se gotovo sam name}e je ~itav muzej posleratnog slikarstva (sa prostora
biv{e SFRJ) posve}enog narodnooslobodila~koj borbi, komunisti~koj revoluciji te
njenom nosiocu Josipu Brozu Titu. Ova dela, naru~ivana za razli~ite prigode i pro-
store, odr`avala su u profesionalnom i finansijskom `ivotu ~itave generacije slikara.
Ovako uspostavljenu dihotomiju naru{ava ona grupa autora koja svoje radove stva-
ra anticipiraju}i ukus i namere politi~ke elite. 
Autorka smatra adekvatnijim razgrani~enje koje se mo`e posti}i odgovorom na sle-
de}a pitanja: Da li umetni~ko delo postavlja kriti~ko pitanje pred dru{tvo? I dalje,
kakav odgovor daje na postavljeno pitanje.

Prepoznatljiva su suptilno propagandna dela koja direktno upu}uju na odre|enu
dru{tvenu snagu bila to dr`ava, politi~ka partija, revolucionarni pokret. Takva de-
la odlikuje duh didakti~nosti, gde stvaralac ima nameru da publiku „pou~i“ i jasno
podvu~e „naravou~enije“ svog rada. 
U posleratnoj Americi filmska industrija je postala jedno od glavnih sredstava an-
tisovjetske propagande. Vlada je sprovodila zna~ajan pritisak na uticajne pojedin-
ce i kompanije Hollywooda, zahtevaju}i od njih da doka`u svoju odanost demo-
kratskim vrednostima i ameri~kom na~inu `ivota, {to je dovelo do ogromne proli-
feracije filmova na ovu temu. 
Od filmova ra|enih u produkciji samog Ministarstva odbrane (Department of De-
fense) (prvi poznatiji Communist Blueprint for Conquest, The Communist Weapon
of Allure i Communist Target Youth iz 1955/6) do najuspe{nijih proizvoda industri-
je zabave kao {to je serijal o James Bondu, svi imaju zajedni~ki didakti~ku crtu.
Ovakav pristup podrazumeva tipizirane dru{tvene uloge, formalizovan zaplet koji
prati zadate putanje, programski optimizam sa kojim se zavr{ava film, ~ak i kada
prikazuje kataklizmi~ni scenario pobede neprijatelja, kao svetla ta~ka ostaje „na{a“
ideja vodilja.
Cilj ovakve suptilne propagande je dati gotova re{enja na problem koji se krajnje
simplifikuje. Stvoriti pre~icu do „sopstvenog“ mi{ljenja. 

Umetni~ko poigravanje propagandom

Za potrebe su~eljavanja i upore|ivanja umetnosti i propagande i njihovih odgova-
raju}ih strategija, posebno bi bilo interesantno ista}i jedan specifi~an primer svoje-
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3 Ovakav stav dobija na
zna~aju kada se tek posle
Orwellove smrti otkrilo da
je u posleratnom periodu
radio kao dou{nik MI6, bri-
tanske obave{tajne slu`be, i
denuncirao svoje „sumnji-
ve“ kolege.
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vrsne umetni~ke anti-propagande iliti umetni~kog „forsiranja“ propagande u po-
stupku umetni~ke grupe Neue Slowenische Kunst – NSK (Nova Slovena~ka Umet-
nost) i posebno dizajnerske grupe u okviru nje Novi Kolektivizam – NK. Od svog
nastanka 1984 umesto da otvoreno iznosi kritiku tada dominantne socijalisti~ke
ideologije u biv{oj Jugoslaviji, NSK je izgradio strategiju repeticije prepoznatljivih
simbola ne samo socijalisti~ke ve} i ostalih totalitarnih ideologija. Kroz postupak
koji je Slavoj @i`ek uspe{no nazvao „over-identification“4 NSK je uspeo da se na
prvi pogled prika`e vi{e totalitarnim od sistema koji je subverzivno podrivao. 
Najbolji primer insistiranja na tipiziranoj propagandnoj komunikaciji kojim posti-
`e efekat razobli~avanja te ideologije je ~uveni „poster skandal“ iz 1987. Tada je
NK u~estvovao na konkursu za dizajnersko re{enje plakata za Dan mladosti, glav-
ni godi{nji doga|aj proslavljanja vrednosti i simbola SFR Jugoslavije. Njihov rad je
zapravo bio redizajnirani nacisti~ki plakat Richarda Kleina iz 1936. Po merilima re-
`ima, prominentni `iri dodeliv{i prvu nagradu ocenio je da rad „izra`ava najvi{e
ideale jugoslovenske dr`ave“5.
Paradoksalno, dr`ava koja je sama sebe smatrala antifa{isti~kom je blago promenje-
ne klasi~ne fa{isti~ke simbole prepoznala kao sebi bliske. Ovo je jedan od, mo`da,
retkih primera da je umetnost „zloupotrebila“ propagandu, a ne vice versa, {to je
obi~no slu~aj. 

Na kraju, vratimo se pitanju koje nam mo`e pomo}i da napravimo razliku izme|u
umetnosti i propagande, a to je da li umetni~ko delo postavlja kriti~ko pitanje pred
dru{tvo? Odnosno, da li tera konzumenta kulture, da promisli o tome {to „konzu-
mira“. Ukoliko umetnik ostavlja prostora publici da nad zapitano{}u koju je iza-
zvao i principima koje je pred nju izneo sama donese sud i mi{ljenje, mo`emo re}i
da smo na tragu aktivisti~ke umetnosti.
Ipak, ta granica izme|u postavljanja pitanja i (ne)davanja odgovora je ~ini se tan-
kom, gotovo prozirnom.
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4 Slavoj @i`ek, „Why are La-
ibach and NSK not Fa-
scists?“, u M’ARS V/3.4,
1993, str. 4.

5 Iz The Economist, London,
3/14/1987, str. 49, i Profil,
Vienna, 4/13/1987, str. 56;
citirano u: Pedro Ramet,
„Yugoslavia 1987: Stirrings
from Below,” The South
Slav Journal, vol. 10, no. 3
(37), 1987, str. 25; prema:
Irwin: Retroprincip 1983-
2003, Inke Arns (ur.), 2003.
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Abstract

The underlying assumption of this paper is the premise that art, as artificial phenomenon of
culture, inevitably correlates with the society in which it exists. Also, the paper is founded
on the personal conviction of the author that every work of art, for being worth of that title,
needs to fulfil two preconditions. To be “artistic”, that is to satisfy aesthetic criteria,
whichever evaluation is applied. And to be a work – or to work, meaning to produce per-
sonal effect on the consumer. This paper primary analyses works of art that are producing
socio-political effect.
However, every artistic activism, as well as lack of it, necessarily expresses opinion of the
author and promotes significant standpoint, idea, sends a message. The very attempt to
influence the public and wither publicity makes the spot of connection between art and
propaganda. 
Propaganda often finds in art, as a type of symbolic communication, a useful tool for achiev-
ing its goal – that is to influence on people’s convictions so one could produce wanted
behaviour.
The same intention can be perceived as both artistic activism (positive) and propaganda
(negative). The public often casts this distinction depending on its personal opinion,
depending weather it is matter of “opponent’s” or “our” camp.
Is objective estimation possible at all? One of the ways for defining the border is setting a
difference between the works of art that have been ordered and financed by state or some
other authority, and the works that evolved from artist’s own conception and need. The
dichotomy settled in this way is disturbed by the specific group of authors who create its
works by anticipating taste and intentions of the political elite.
The author finds more appropriate the division, which can be achieved by answering fol-
lowing questions: Does the work of art set a critical question before society? Does that work
give the answer, which directly refers to particular social force (state, political party, revo-
lutionary movement)? Or does the artist leave to public to create its own judgment and
opinion over the question he raised and the principles he promoted?
The border is still thin, almost see-through.
The paper is illustrated with examples: George Orwell, Leni Riefenstahl, portraits of Tito,
American films from the beginning of the Cold War, Neue Slowenische Kunst (New
Collectivism and Laibach)…
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U okviru ovog izlaganja bavi}u se dvema mogu}im aRtivisti~kim ili pro-aktivisti~-
kim taktikama `enskog subjekta u umetnosti na primeru iz savremenog lokalnog
kulturnog konteksta. Kulturni centar Deve iz Beograda u maju 2005. godine orga-
nizuje „~isto `ensku“ izlo`bu1 na temu Amazonke, rekonstrukcija mita u Galeriji
Studentskog kulturnog centra. Pozicija organizatora/kustosa je emancipatorska i
proizilazi iz feministi~kih i pro-feministi~kih stavova o podr{ci i promociji `enskog
subjekta, naro~ito autorskog subjekta u polju umetnosti. Upravo ova pozicija za
mene predstavlja kriti~nu ta~ku aRtivizma u lokalnom kontekstu umetnosti i po-
stavlja pitanje da li je problematizacija ove pozicije u datom kontekstu dozvoljena,
odnosno da li je ona i dalje aRtivizam ili njegovo osporavanje? Kroz analizu teme
izlo`be (mit o `enama ratnicama – Amazonkama) kao aktivisti~ke prakse u umet-
nosti, postavi}u je kao simptom mehanizma sprovo|enja `ene kroz svet umetnosti
ukoliko (pre)uzme i ostane u okvirima ove taktike, a ne problematizuje je kao po-
ziciju `enskog subjekta umetnosti i sagleda njegove granice.

...Mit nastao u mra~noj pro{losti, kada su sukobi bili kobni i neizbe`ni, sigur-
no da je odigrao va`nu ulogu. Me|utim, kada vi{e nije pretila svakodnevna
opasnost od spolja{njeg neprijatelja i kada su ljudi postali prosve}eniji, pri~a o
Amazonkama prestaje da bude zastra{uju}a, ali nastavlja da `ivi: pesnici i
umetnici sada nekim sablasnim detaljima daju neka nova zna~enja i prilago|a-
vaju njen sadr`aj ovim boljim vremenima. Zaboravljaju}i na svirepost Ama-
zonki, oni pi{u novi kraj i veli~aju kult lepote zasnovan na savr{enom ljud-
skom telu, ujedno sna`nom i gracioznom, gde se nadme}u device i matrone
koje izazivaju divljenje, ali i sa`aljenje mu{karaca.2

Ovaj citat iz knjige Amazonke napisane 1910. – sa temom mita o `enama ratnica-
ma i poku{ajem objektivne istorijske rekonstrukcije tog mita – poslu`i}e mi ovde
kao polazi{te za raspravu sli~nog mitotvorskog mehanizma koji deluje u savreme-
noj kulturi. 

153

1 Na izlo`bi su u~estvovale
samo `ene – autorke/umet-
nice, njih 8.

2 G.K. Roteri, Amazonke, De-
ve, Beograd, 2004, str. 22.
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Amazonka ILI @ivot! – podmetnuta odluka /  rasprava o `enskim aRtivisti~kim
taktikama

Amazon OR Life! – A Foist Decision / A discussion on female aRtivistic tactics

Marta Popivoda



Radi toga, izve{}u dve taktike: dve polazne pozicije i dve linije produkcije mita o
Amazonkama. I, kao {to napominje i gore navedeni citat, po mom mi{ljenju u tom
mehanizmu postoji logi~ki konsekventan, ali ugro`avaju}i sled transfigurisanja mi-
ta, na koji }u raspravom ukazati i upozoriti.
Prva pozicija i linija odnosi se na re-aktiviranje i kori{}enje mita o Amazonkama
kao modela emancipacije `ena u savremenom dru{tvu, u okviru feministi~kih i rod-
nih teorija i aktivizama. Druga pozicija i linija je re-produkovanje i kori{}enje mi-
ta ili, preciznije, provla~enje ovog mita kroz popularnu kulturu.
Figura Amazonke, moglo bi se pretpostaviti, re-aktivira se i uvodi u savremeni dru-
{tveni diskurs inicijalno da bi se podstakla emancipacija `ene kao jedinstvenog, sa-
mostalnog subjekta, koji ne nastaje u odnosu na mu{ki subjekt. 
S jedne strane, smatram da takav gest nije bez zna~aja u lokalnoj kulturi, gde mno-
gi problemi odnosa polova i rodova jo{ nisu re{eni ili ~ak ni ozbiljno razmotreni:
mizoginija u javnom diskursu (masmediji, pop kultura, ali i akademski kontekst) i
svakodnevnom govoru (fraze, psovke, uzre~ice), mali broj `ena – autorki/umetnica
na doma}oj sceni, veliki procenat mu{karaca na visokim politi~kim funkcijama (go-
tovo celo vo|stvo srpske Vlade; liste poslani~kih kandidata) itd. Ipak, moj stav o
ovakvom pristupu re{avanju tog problema kakav je ponudio Kulturni centar Deve
je raspravlja~ki, jer samo jedan korak nakon tog emancipatorskog uvo|enja figure
Amazonke, nastaju brojni (~esto previ|eni) problemi. 
Zbog toga je rad koji sam u saradnji sa teoreti~arkom umetnosti Anom Vujanovi}
radila u okviru ove izlo`be imao raspravlja~ku nameru. Video instalacija Amazon-
ka bez tela; slika i posledice je rad sme{ten u kontekst emancipatorske izlo`be na
ovu temu, i u okviru takvog konteksta zauzima raspravlja~ku poziciju koja se rea-
lizuje preko dva nivoa (dve slike i dva ekrana) od kojih se sastoji instalacija:
1. simulacija tipi~nog bioskopskog trailera koji promovi{e figuru Amazonke (mo}ne

`ene koja ’preuzima stvar u svoje ruke’) i konstrui{e je kao medijsku protezu koja
~eka/tra`i/projektuje svoje (realno, svakodnevno) telo – trailer se emituje, uz glasan
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Amazonka bez tela – slika i posledica, foto simulacija, 2005.



zvuk kojim je ozvu~ena cela izlo`ba, preko video bima na velikom zidu ispred Ga-
lerije (tzv. Cirkus) i ta slika je ono {to publika prvo uo~ava kada ulazi u Galeriju;

2. dokumentarni snimak portreta raznovrsnih `ena, snimljenih na pijaci, na ulici,
u stanu, radnom prostoru itd. – snimak je crno-beli, bez tona i emituje se preko
televizora; u video instalaciji je televizijski ekran postavljen ta~no naspram vi-
deo bim projekcije, odnosno dokumentarni portreti `ena se suo~avaju sa atrak-
tivnim masmedijski konstruisanim sadr`ajem (trailerom) koji im je namenjen.

Ovo ’hladno’ suo~avanje masmedijskih i svakodnevnih tela `ene proizvodi uznemi-
ruju}e zna~enje koje problematizuje mit kao mehanizam istorijske i kulturolo{ke
rekonstrukcije.
Portreti `ena kao recipijenti sadr`aja trailera kao individue i kao grupa u~estvuju u
podmetnutom medijskom mitu. Identifikacija sa medijskom, ekranskom figurom
Amazonke posredstvom pogleda3, stvara iluziju da je promena mogu}a. I upravo
tom iluzijom da je i za NJU pojedina~no promena dostupna i na dohvat ruke, ONA
gubi ono {to nikada i nije imala4 – mogu}nost za promenu na taj na~in (identifika-
cijom sa figurom Amazonke). Jer, borba za promenu je zapravo ovim mehanizmom
unapred izgubljena, jer Amazonka se ne mo`e uspostaviti kao kriti~ka, subverziv-
na ili opasna/prete}a taktika savremenog `enskog subjekta, jer je kao takva ona ve}
asimilovana kao roba na tr`i{tu masmedijske kulture.
Naziv rada Amazonka bez tela je parafraza naslova @i`ekove knjige Organ witho-
ut Body5 i direktno je povezan sa osnovnim konceptom video instalacije. Amazon-
ka bez tela je Amazonka kao Falus (Falus je u @i`ekovom naslovu taj ’organ’, sim-
boli~ki organ, koji ne pripada realnom telu, mada mu se podme}e). Ona je simbo-
li~ka struktura mo}i koja nema realna tela u svakodnevici, ve} je dru{tvena prote-
za koja ~eka da preuzme meso. 
I upravo na taj na~in, Amazonka – iako iz konteksta feministi~kog ~itanja ima ve}
pomenutu emancipatorsku mo} – kao figura deluje i u {irem dru{tvenom kontek-
stu, a to je patrijarhalni sistem koji je prevazilazi i dvostruko upotrebljava. Ona kao
figura emancipacije zadovoljava `enu koja `eli da joj promena bude mogu}a ili ba-
rem ubedljivo simulirana. Ali istovremeno, ona kao figura mo}nog, savr{enog me-
dijskog tela `ene, zadovoljava mu{karca – i izdizajnirana je tako da ga zadovolji i
postane jo{ jedan po`eljan, konzumacijski proizvod na tr`i{tu.
Pitanje koje mene pre svega zanima u ovom dvostrukom mehanizmu je: Kada Ama-
zonka postaje konzumacijski proizvod? Odgovor koji mi se ~ini najpreciznijim je
slede}i. U strukturi dvostrukog mehanizma delovanja figure Amazonke u savreme-
noj kulturi postoji jedan logi~ki, pre nego hronolo{ki, sled: emancipacija-transfor-
macija u seksualni objekt. Dakle, tek posle procesa emancipacije i uvo|enja ’uspe-
{ne `ene’ kao prihvatljivog i prihva}enog kulturnog koda, Amazonka postaje pret-
nja za patrijarhalni poredak i on je zbog toga pokorava, pretvaraju}i je u po`eljni
seksualni objekt i reprodukuju}i je kao masmedijski proizvod za laku upotrebu. Ta-
ko, iako uvo|enje figure Amazonke treba odmah kritikovati pre svega u razvijeni-
jim kulturama i dru{tvima (recimo, zapadnoevropskim), gde je emancipacija `en-
skog subjekta donekle izvr{ena, sa doma}im kontekstom treba biti oprezniji – jer u
njemu tek predstoji proces emancipacije. Ipak, smatram da je i kod nas neophod-
no izvesti ovu vrstu kritike figure Amazonke, kao „unapred re{avanje problema“
koji nas nu`no o~ekuje. Jer, {ta i ovde ~eka Amazonku kada se uspostavi kao uo~-
ljiva i relevantna figura na umetni~koj, kulturnoj i dru{tvenoj sceni? – Bi}e samle-
vena, razorena kao figura. Njena potencijalna subverzivnost }e biti otupljena, pre-
tvaranjem u robu na tr`i{tu, kao jo{ jedan pornografski sadr`aj.
Kao dokaz da ovo upozorenje nije zasnovano na mojim predrasudama, evo rezultata
WWW pretrage o sadr`ajima filmova na temu Amazonke:

– An epic from the dark ages about the legendary lost tribe of warrior women! 
– The girls fly into danger... 
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3 Laura Mulvey, „Vizuelno
zadovoljstvo i narativni
film“, @enske studije br. 8/9,
Beograd, 1997. U ovom tek-
stu Laura Mulvey preko La-
canove faze ogledala razra-
|uje sistem identifikacije pu-
tem pogleda u ekran/ogleda-
lo. „Zrcalna faza se pojavlju-
je kada fizi~ke ambicije dete-
ta prema{uju njegove motor-
ne sposobnosti, {to za u~inak
ima njegovo prepoznavanje
samog sebe koje je pra}eno
rado{}u zato {to ono zami-
{lja da je zrcalna slika  pot-
punija i savr{enija od onoga
{to ono isku{ava kao vlastito
telo“. Upravo, ovaj trenutak
klju~an za konstituciju ega,
kada je prepoznavanje preto-
vareno pogre{nim prepozna-
vanjem, prepoznata slika
shva}ena je kao reflektovano
vlastito telo (kao nadmo}ni-
je) i omogu}ava budu}e ge-
neriranje identifikacije sa
drugima. Upravo ovaj trenu-
tak (pra}en rado{}u) prepo-
znavanja `ene u medijskom
telu Amazonke ~ini njenu
pobunu nemogu}om i nedej-
stvenom jer zapravo to je sa-
mo trenutak, u kome posma-
tra ekran i to je samo trenu-
tak koji je za NJU ve} pripre-
mljen/predvi|en.

4 Ana Vujanovi}, „Halo,
Amazonko… pa… halo
Amazonko…“, iz teksta za
katalog izlo`be Amazonke,
Deve, Beograd, 2005.

5 Slavoj @i`ek, Organ wit-
hout Body – Deleuze and
Consequences, Routledge,
New York, 2004.
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– A secret cult of beautiful, large-breasted female warriors plots to take over the
world by killing off important male politicians. 

– A group of archaeologists asks Tarzan to help them find an ancient city in a hid-
den valley of women... 

– Two musclemen come up against a tribe of Amazon women. 
– Hell hath no fury like 10,000 women! 
– A Thousand Tempting Beauties... They Fought Like Ten Thousand Unchained Ti-

gers!
– Women Warriors as Sensuous as they are Savage. Women Rulers as Passionate as

they are Powerful. 
– Three sisters, all raised as boys, have trouble fitting into male-dominated society. 
– A lady doctor and three nurses fight off a number of men attackers, in a confu-

se plot about pills who have strange effects on women’s self-determination and
sexual behaviour. 

– This is the Lost Tribe of White Women Savages! Each a Beauty... Each a Deadly
Trap for the Men They Make Their Love Slaves! 

– A party of explorers in the Amazon jungle are captured by a tribe of women, and
learn that they are to be used as the tribe’s „love slaves.“ 

– Her power was more than any man could handle. 
– A sailor escapes a mutiny on his ship and finds himself stranded on a jungle

island-with a tribe of gorgeous Amazon women.

Zato bih na kraju htela da ponudim alternativu, jedan druga~iji model artivisti~kog
delovanja `enskog subjekta (u umetnosti) koji nije emancipatorski a, koji }e, mo-
`da, izbe}i ove zamke masmedijskog dru{tva, odnosno ne}e biti tako o~ekivan ele-
ment zadate dru{tvene strukture sa ve} podeljenim ulogama i ne}e tako lako u~e-
stvovati na njegovom tr`i{tu u okviru (mu{kog) sveta umetnosti. Smatram da se
mo`e krenuti od stava da je svaki kolektivan identitet (pa makar to bio i emanci-
puju}i identitet `ene umetnice kao Amazonke) opresivan za individuu („U realno-
sti, Amazonka nije ni{ta drugo do „interpelacijski mamac“; naro~ito u singula-
ru.“6). Odnosno, da glavni problem sa figurom Amazonke jeste taj da ne postoji
Amazonka u jednini / da ne postoji `ena umetnica u jednini, ona uvek podrazume-
va ostatak plemena `ena umetnica, postoji samo kao kolektivni dru{tveni subjekt
’MI’. A to MI je jedna pripremljena uloga, koja tra`i telo ’samostalne, uspe{ne,
emancipovane `ene’ ili „`ene umetnice“ i redukuje ga na ulogu. Upravo zato, figu-
ra Amazonke i jeste nedejstvuju}a za individualni subjekt, ne govori ni{ta o nje-
mu/njoj, ne naoru`ava ga/je ni~im do ve} pripremljenom ulogom kolektivnog iden-
titeta, koja je ura~unata u postoje}u dru{tvenu strukturu. Stoga predla`em neku vr-
stu taktike „post-identiteta“, taktike razaranja svakog subjekta ~iji identitet redu-
kuje i okamenjuje pojedina~no, partikularno, slu~ajno, nestabilno, dvosmisleno,
queer, dakle neku vrstu taktike uspostavljanja `enskih subjekata umetnosti koji su
pro{li kroz teorije i prakse identiteta i idu preko njih – odnosno ostaju otvoreni za
pojedina~nost individue, koja se ne mo`e svesti ni na jednu (kolektivnu) dru{tvenu
ulogu7.
Zato predla`em taktiku preuzimanja svih kompetencija od (mu{kog) subjekta u
svetu umetnosti, a jedna od klju~nih kompetencija jeste problematizacija samog
identiteta. U tom smislu, predla`em i zamenu identiteta „`ene umetnice“ (pod
ovim podrazumevam delovanje u okviru ve}-pretpostavljenog i kompetencija upra-
vo tog malog sektora sveta umetnosti koji se naziva „`ensko pismo“) „neutralnim“
subjektom umetnosti koji granice svog delovanja i kompetencije {iri na ~itav svet
umetnosti.
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6 Ana Vujanovi}, „Halo, Ama-
zonko… pa… halo Amazon-
ko…“

7 Erving Gofman, Kako se
predstavljamo u svakodnev-
nom `ivotu, Geopoetika,
Beograd, 2000. Dru{tvena
uloga je, po Goffmanu,
„sveukupna aktivnost datog
u~esnika u datoj prilici, ko-
ja na bilo koji na~in slu`i da
bi se uticalo na bilo kog
drugog u~esnika“. Ovde je
zna~ajno napomenuti da su
uloge pripremljene pre ne-
go {to ih pojedinci izvedu,
{to zna~i da je taj poku{aj
promene unapred asimilo-
van.
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Abstract

What I am interested in – within the frame of aRtivism now – is a discussion of the myth-
building mechanisms of Amazons figure as female gender role in contemporary culture. 
The paper deals with a concrete example: exhibition Amazons; Re-construction of the myth
that took place in Belgrade in 2005. In my opinion, the myth-mechanism of Amazon today
consists of logically consequent but endangering order of transfiguration of the myth. First
stream of the mechanism re-activates the myth as a model of emancipation of women in
actual society, within feminist and gender theories and activism. The figure of Amazon is
initially introduced in contemporary social discourse to urge emancipation of woman as an
independent subject, which doesn’t arise in relation to male subject. The second stream is
re-production of the myth through popular culture. She as a figure of emancipation satisfies
woman, which desires the transformation could be possible or at least well simulated for
her. But, simultaneously, she as a figure of powerful and perfect media female body satisfies
man, and she is designed to do so. 
The question that interested me here is: When/How Amazon becomes market commodity?
The answer or explanation that I find the most precise and critical is the following one. In
the structure of activity mechanism of the Amazon figure in contemporary culture there is
a logical rather then a chronological order: 
emancipation  → transformation in sexual object. 
This means that just after the process of emancipation and introducing a powerful and inde-
pendent “business woman” as an acceptable cultural code of gender roles, Amazon becomes
an irritating threat for patriarchal social order and it conquers her, transforming her into a
mass-media product for easy consuming.
In wider sense, what I find important here is the question of social functioning of aRtivistic
practices that are realized through institutional system, which is the system of already-yet
established social order and its pre-scribed protocols of realization. Thus, it is a kind of
warning that asks for constant paying attention to the (media) materiality of aRtivistic pro-
cedures and activities. 
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Karakteristike hip-hop kulture i rep muzike

Hip-hop postaje globalni fenomen u devedesetim godinama 20. veka, kada se iz
ameri~ke kulture posredstvom medija {iri u druge kulture zvuka. Rep muzika je u
tom periodu pro{la kroz „intenzivan proces transformisanja, komodifikacije i glo-
balizacije sredstvima muzi~ke industrije“1: glas razlike crne Amerike potisnuli su
komercijalni projekti ~ija su muzi~ka i tekstualna semantika bliske standardima
pop muzike, i u duhu ljubavno-erotskih ili {aljivih tema, vizuelno potkrepljenih
simbolima glamura i mo}i izvo|a~a. @anrovi kao {to su pimp (podvoda~ki) i parti
(party) rep danas zauzimaju ve}i prostor na globalnoj sceni, dok kriti~kih osvrta na
dru{tvene probleme kroz muziku ima znatno manje nego krajem osamdesetih go-
dina 20. veka, kada je hip-hop kultura do`ivela svoju prvu ekspanziju. Iz metodo-
lo{kih razloga, neophodno je razlikovati hip-hop kulturu i hip-hop muziku pozna-
tu kao rep, gde prvi pojam pored muzike kao najva`nijeg elementa identiteta pri-
padnika kulture, uklju~uje i druge obrasce pona{anja – breakdancing, grafite, stil
obla~enja i sl. S druge strane, muzi~ki `anr rep-a tako|e poseduje jasno utvr|ene
karakteristike, kao {to su figura DJa i MCja, tehnike proizvodnje zvuka poznate
kao scratching i layering i „borbe MCjeva“ (javna takmi~enja u slobodnoj improvi-
zaciji stihova ili freestylingu). Ono {to, me|utim, razlikuje hip-hop od drugih po-
pularnih muzi~kih kultura nisu samo formalni elementi identiteta njenih pripadni-
ka, ve} sam na~in formiranja identiteta, koji je u ve}oj meri zasnovan na „samom
zvuku muzike, nego {to je to slu~aj sa mnogim drugim (popularnim) kulturama za-
snovanim na rok zvuku“.2 Formalni i semanti~ki elementi organizacije zvu~nog to-
ka i izvo|enja – tekst, upotreba citata (muzi~kih i tekstualnih), improvizacija, vo-
kalni tembr izvo|a~a, naslojavanje zvuka i sl. – obezbe|uju {iri prostor za delova-
nje ideologije kroz specifi~no sadejstvo auditivnih i vizuelnih elemenata, u odnosu
na druge fenomene popularne muzike koji se slu`e konvencionalnijim sredstvima.
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1 Adam Krims, Rap Music
and the Poetics of Identity,
Cambridge University Press,
Cambridge, 2000, str. 2.

2 Ibid., str. 3.
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Politika identiteta u srpskom hip-hopu na primeru grupe Beogradski sindikat

The Politics of Identity in Serbian Hip-Hop: the case of Belgrade Syndicate

Iva Neni}



Ve}ina nezapadnih hip-hop scena uglavnom u potpunosti preuzima formalne ele-
mente hip-hopa i repa. Isto se odnosi i na generalne crte poetike `anra, koje uklju-
~uju kriti~ki pogled na dru{tvenu stvarnost i zastupanje kulturnog identiteta geta,
za koje u hip-hop `argonu postoji termin represent – javno predstavljanje (ogla{a-
vanje) lokalnih vrednosti i zna~enja, u rasponu od propagiranja identiteta stanov-
nika predgra|a, do podela na {ire oblasti3. Hip-hop i rep muzika su danas deo in-
dustrije masovne kulture i kao takvi se granaju u vi{e `anrova, od kojih se samo ne-
ki – reality i gangsta rap, zasnivaju na kritici dru{tva i politi~kom anga`manu. Na-
cionalne kulture koje se uklju~uju u {iroko polje hip-hopa uglavnom preuzimaju
postoje}u klasifikaciju `anrova rep muzike. U zavisnosti od konteksta, izvesni
aspekti hip-hop kulture postaju dominantni, a neretko nastaju i nove forme muzi~-
kog crossovera, u kojima se spajaju elementi rep muzike sa ve} postoje}im muzi~-
kim formama i `anrovima lokalne scene. 
Na~in na koji se hip-hop kontekstualizuje u okviru jedne kulture odre|en je slo`e-
nom mre`om zna~enja koja se formira u susretu poetike rep muzike sa lokalnom
istorijom, ideologijama i dru{tvenim sistemom vrednosti. Forme koje nastaju kao
plod tog susreta su, u izvesnom smislu, hibridne: me|utim, ne treba prevideti da
„rep poseduje sopstvenu istorijsku lokaciju u ne~emu {to je, u vreme nastanka i pr-
vobitnog {irenja, obele`ilo ovaj `anr odre|enim kulturnim identitetom, koji nika-
da nije u potpunosti izgubljen“4. Topoi kao {to su geto, bunt i otpor sistemu, ozna-
~itelji u globalnom hip-hopu, bivaju prezna~eni u dijalektici lokalnog i globalnog.
Ovaj proces je povratne prirode: kao {to je muzikolog Adam Krims pokazao na pri-
meru uticaja muzi~ke kulture Jamajke na ameri~ki rep, globalna poetika hip-hopa
obele`ena je stalnim tenzijama izme|u lokalnog i globalnog. Simboli~ke predstave
u hip-hopu prolaze kroz procese aproprijacije i transformacije, u kojima se diskur-
si rase i etniciteta, originalno potekli iz afroameri~ke kulture koriste da pripoveda-
ju nove istorije i artikuli{u nova zna~enja.

Beogradski sindikat kao paradigma lokalne hip-hop kulture

Raspad SFRJ i nastanak nacionalnih dr`ava na Balkanu sna`no je uticao na razvoj
muzi~kih scena u 1990im godinama, i pru`io pogodno tle za nastanak `anrova u
kojima je ponovno pronala`enje i propagiranje nacionalne kulture igralo va`nu
ulogu. U popularnom shvatanju, odre|eni `anrovi poput turbo folka predstavljali
su paradigmu govora nacionalizma i desne retorike, dok su rokenrol i drugi `anro-
vi tzv. underground scene pru`ali otpor kulturnoj politici tada aktuelnog re`ima.
Teoreti~ari koji su se bavili popularnom muzikom ovog perioda naj~e{}e su neupit-
no preuzimali opisanu shemu, i svrstavali muzi~ke kulture na osi nacionalnog/glo-
balnog i levog/desnog. Me|utim, takva dijalektika nudi pojednostavljenu sliku in-
terakcije izme|u muzi~kog i politi~kog: primeri koji pripadaju istim `anrovima
zvuka ~esto su ideolo{ki suprotstavljeni, a elementi nacionalnog i globalnog su
spregnuti u razli~ite svrhe, i u okviru posebnih ideologija muzike. Hip-hop kultu-
ra i `anr rep muzike u Srbiji su primer ove specifi~ne dijalektike izme|u popular-
ne muzi~ke kulture i ideologije, oblikovane u kontekstu poznog post-socijalizma i
demokratizacije srpskog dru{tva po~ev od 2000. godine.
Srpski hip-hop je u toku 1990ih, u kontekstu tada{nje kulturne politike i delova-
nja medija, zajedno sa drugim `anrovima popularne muzike deo tzv. underground
scene. Statusu hip-hopa doprinela je i distribucija piratskih diskova koja je ugrozi-
la prodaju legalnih izdanja, onemogu}iv{i razvoj tada novog pravca rep muzike.
Pored pojave izvo|a~a bli`ih dance muzici, kao i onih ~ije pesme pripadaju `anru
pimp repa, ve}ina srpskih hip-hop grupa pripada kategoriji reality rap. Identitet
pripadnika hip-hop kulture odre|en je predstavom geta, koja se u srpskom lokal-
nom kontekstu odnosi na dve stvari:
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3 U ameri~kom hip-hopu,
to je podela na „isto~nu“ i
„zapadnu“ Obalu.

4 Op. cit.1, 156.
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1. geto kao gradska ~etvrt koju nastanjuju pripadnici srednje klase sa sve{}u o pri-
padnosti svom „kraju“ i

2. Srbija kao geto. 

Prizor getoizirane Srbije je ~est u hip-hopu, po~ev od karakteristi~nih grafita po-
put Slobodane, hvala ti za geto, sa potpisom Reperi, do stihova pesama5 i vizuelnih
elemenata (ikonografije spotova i filmova). 
Grupa Beogradski sindikat nastala je 1999. godine, ujedinjenjem dva hip-hop sasta-
va (Red zmaja i Tumz), kojima se docnije pridru`io MC Flex. Trenutak nastanka
grupe i objavljivanja singla Govedina koji je izazvao razli~ite reakcije u kulturnoj i
politi~koj javnosti, vezani su za savremenu istoriju Srbije: Sindikat je formiran ne-
koliko dana uo~i akcije NATOa na Jugoslaviju, a Govedina je emitovana neposred-
no pred predsedni~ke izbore 2002. Tekst ove pesme, koji eksplicitno i u prvom li-
cu nabraja tada aktuelne li~nosti i doga|aje na srpskoj politi~koj sceni, izazvao je
razli~ite reakcije u javnosti. Neki mediji su odmah emitovali spot (B92), dok su
drugi (TV Pink) bojkotovali grupu. Zapadni mediji su tako|e posvetili prostor ko-
mentaru pesme, uglavnom je tuma~e}i kao „slavljenje politi~kih sloboda, posebno
slobode govora, u obliku grubog podsmevanja upu}enog politi~arima glasom ’obi~-
nog ~oveka’“6. Sli~ni komentari pojavili su se i u srpskim medijima, gde su domi-
nirali poku{aji da se odredi politi~ka orijentacija grupe ~iji su ~lanovi izjavili da
„nemaju ambiciju da se bave politikom“7. 
Eksplicitne metafore i kritike dru{tvenog trenutka koje je ponudio tekst Govedine,
kao i prate}i spot koji je snimljen bez karakteristi~ne ikonografije hip-hop-a i u vi-
du pozadine na kojem se ni`u re~i pesme, ipak svedo~e o tome da je namera gru-
pe bila da usmeri pa`nju na politi~ku poruku. Sam naziv pesme – Govedina, meta-
fora je politi~ke i kulturne elite post-Milo{evi}evske Srbije ~ije pona{anje grupa
kritikuje (Sve te silne promene/svode se na obmane). Tekstovi Sindikata preuzima-
ju politi~ku retoriku, me{aju}i je sa `argonom hip-hopa i beogradskih ~etvrti, ~ime
zapravo apeluju na mnjenje i „zdrav razum“: njihova ambicija nije da „govore po-
liti~arima {ta treba da rade“, ve} da im stave do znanja kako „mi smatramo da su
apsurdni i da se moraju uozbiljiti“. Ve}ina komentara pesme je u `elji da locira po-
liti~ku orijentaciju i namere grupe previdela da su ovakvi javni nastupi u kojima se
bespogovorno kritikuje dru{tvo pre svega deo globalne poetike hip-hopa, i da kao
takvi ne odstupaju od zakonitosti `anra, osim u konkretnim sadr`ajima i ~injenica-
ma koje su predmet kritike. Differentia specifica srpskog hip-hop-a, stoga, nije u
stepenu i vrsti kritike koja se upu}uje odre|enim dru{tvenim diskursima, ve} u na-
~inu na koji se povezuju teme getoizacije, istorije, nacije i tla, i kroz koje se artiku-
li{e subkulturni identitet karakteristi~an za srpski hip-hop.
Reprezentativne strategije hip-hopa, u slu~aju Beogradskog sindikata, polaze od pa-
rodije politi~ke retorike, ali i upotrebljavaju uzorke nacionalne istorije i mitova.
Sam naziv grupe – Sindikat, kao i vizuelni simbol petokrake koji grupa koristi na
omotima kompakt diskova, upu}uju na rad sa nasle|em komunisti~kog perioda. Sa
druge strane, alternativno ime koji grupa koristi – Red zmaja, konotira hip-hop
predstavu street-fightera iz geta, ali je to i prevod imena Societatis draconistrarum
– vite{kog reda nastao u 14. veku sa ciljem odbrane od Turaka, kao i slika iz srp-
skog folklora u kojoj su najbolji junaci pripadnici nebeske vojske zmajeva koja {ti-

ti srpski narod. Na slici je prikazan logo Sindikata,
na~injen po uzoru na grb nekada{nje SFRJ, sa datu-
mom osnivanja grupe i mikrofonima umesto baklji.
U kontekstu postsocijalizma i teku}e demokratiza-
cije srpskog dru{tva, recikliranje simbola komuni-
sti~kog perioda u vizuelnim elementima identiteta
Beogradskog sindikata predstavlja ~in korekture i
ponovnog i{~itavanja lokalne istorije i tradicije. Ta-
ko Sindikat, nasuprot brojnim „sindikatima“ iz vre-
mena komunizma, nudi „pravu alternativnu politi~ku
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5 Npr. pesma repera Mar~e-
la sa refrenom “Srbija, ku}a
na promaji”, ili pesma Sin-
dikata pod naslovom “Duga
je ulica”, sa stihovima “Sti-
`e razglednica iz Srbije / sa
letovanja iz pakla”.

6 http://www.bostonphoe
nix.com/boston/news_featu-
res/other_stories/multipa-
ge/documents/02537823.
htm

7 http://www.balkanmedia.
com/m2/doc/2600-1.shtml
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strategiju“8, ali istovremeno apeluje na posedovanje istinskog znanja o savremenom
nacionalnom identitetu. Primer koji re~ito svedo~i o odnosu prema nacionalnom je
pesma „Na bojnom polju/Vite{ka II“, ~iji zavr{ni stihovi glase: „Sveta zemlja se bra-
ni, bitka uvek dobija/Dvoglavi orao na {titu i brojanica oko vrata/Svetlost je u {titu,
krst vredniji od zlata/Da vidimo decu situ, da im damo svetlost umesto mraka/Od-
lazimo u mitu Serbona, Boga rata!“9 Ime Serbona u pesmi ozna~ava dvojako – na
prvom mestu, figuru iz navodnog srpskog (slovenskog) panteona, a potom i pred-
stavu o „odabranosti“ srpskog ratni~kog naroda. Prezna~enjem kroz simboli~ku ma-
tricu hip-hopa, „vitez“ postaje „reper“ Sindikata, a pripovedanje kosovskog boja –
pri~a o svakodnevnoj borbi pripadnika „srpskog geta“ sa problemima savremenog
dru{tva. Da je u pitanju afirmativan odnos prema tradiciji, potvr|uje i intervju gru-
pe, u kome njeni ~lanovi pominju ovu pesmu brane}i se od optu`bi kako su „fa{i-
sti“.10 Lokalna zna~enja se, uz to, susre}u i sa globalnim u zna~enjskoj ravni slike: u
popularnom shvatanju hip-hop kulture, mikrofon je „sredstvo borbe“, a nekada{nja
„baklja bratstva i jedinstva“ postaje „baklja hip-hopa“11.
Metafora „sindikata“ koju je ponudila grupa na~inila je prvi javni prodor u politi~-
ki prostor preko pesme sa prvog albuma pod naslovom „Dolazi sindikat“, koju je
Unija slobodnih sindikata iskoristila kao nezvani~nu himnu protesta odr`anog kra-
jem 2001. u Beogradu (dakle, pre objavljivanja singla Govedina). Tekst refrena glasi
„Znam da misli{ – gotovi smo, nema nas, ipak/ dolazi sindikat sada ja~i nego ikad“.
Pored toga {to predstavlja muzi~ku grupu i alternativni prostor za okupljanje repe-
ra, Sindikat se odnosi na specifi~nu – gerilsku zajednicu, ~iji ~lanovi pola`u pravo
na znanje o „nacionalnoj stvari“, i koji u formi muzike propagiraju tu stvar. Tu na
snagu stupa globalna kulturna predispozicija hip-hopa da kroz generalne crte mu-
zi~ke poetike reality `anrova otvori prostor za preuzimanje razli~itih diskursa mo-
}i: u kontekstu srpskog dru{tva, tema rasnog se menja pri~om o etni~kom identi-
tetu. Formula nostra res agitur se manifestno ispoljava kroz porugu upu}enu poli-
ti~kom establi{mentu: latentno, tu su prisutne kritike svih „pro-zapadnih“ eleme-
nata demokratskog dru{tva koje se u kulturi nacionalizma i {ovinizma do`ivljavaju
kao strani faktori neprimereni ~istom telu nacije – nevladinih organizacija, pripad-
nika gej populacije, stanovnika susednih dr`ava. Ovaj obrazac je prisutan i u nara-
tivnoj strukturi Govedine, koja otpo~inje nabrajanjem konfliktnih momenata iz jav-
nog `ivota (spornih doga|aja, afera) i imenovanjem politi~ara, da bi se tre}i, kul-
minatorni deo pesme zavr{io stihovima u kojima se jukstaponiraju „autenti~no srp-
ski“ i „tu|inski“ elementi: „Da se odrekne{ Gu~e, kajmaka i rad`e / a toleri{e{ Hr-
vate, Borku, gej parade / Ma jebe{ Levijeve dokumentarce / Nije me sramota {to
poreklom sam odavde“. 
Singl Govedina je, u jednom delu javnosti, pomogao stvaranje slike o Beogradskom
sindikatu kao progresivnoj i politi~ki anga`ovanoj grupi koja nastupa sa pozicija
nulte ta~ke ideologije. Kritika upu}ena „svima“ je interpretirana kao ekstremna in-
stanca politi~ke slobode, tekovina demokratskog dru{tva u kojoj pojedinac bez
stvarne politi~ke mo}i osvaja javni prostor i govori upravo u „ime svih“. Pored
ovog, za rep uobi~ajenog osvrta na aktuelnu dru{tvenu politiku, na prvom albumu
Sindikata nalaze se i pesme koje govore o „opasnim momcima“ i savremenim bo-
gata{ima (Divljina), ili odnosu sa `enama (Slatke male maloletnice). Ipak, pa`ljivo
preslu{avanje drugih pesama Sindikata otkriva vi{e od hip-hop ekskursa u teme po-
put zabave, bogatstva i `enskog tela. Va`na odrednica ove muzike je njeno pozitiv-
no odre|enje prema nacionalnom, koje se uspostavlja kroz prisvajanje i reinterpre-
taciju simbola i prizora iz srpske istorije i folklora. Tako pesma Na bojnom po-
lju/Vite{ka II preuzima model naracije karakteristi~an za srpsku epsku poeziju, i
opisuje kosovsku bitku uz upotrebu audio citata iz kultnog filma Boj na Kosovu.
Pesma po~inje semplom iz filma u kojem se nabrajaju ~lanovi dinastije Nemanji}a,
a nakon toga sledi opis same bitke. Vitez koji je istovremeno i narator, metafora je
~istokrvnog pripadnika srpske kulture, istog onog koji pripada „redu zmaja“ i „fa-
langama Sindikata“: ozna~itelj – figura buntovnika u globalnom hip-hopu, sti~e
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8 Na takve konotacije upu-
}uju i stihovi iz pesme „Do-
lazi Sindikat“ sa prvog al-
buma grupe: „Zato cela va-
siona sada slavi ovo ime /i
na prekom sudu sindikat
pominju kao primer / da sa-
mo je jedan smer postojao
ikad / postoji i danas – zove
se Sindikat!“

9 Bog „Serbon“ je navodna
hipostaza semitskog bo`an-
stva Baala, ali i junak staro-
gr~kog mita Herakle, Ahi-
lov predak.

10 „Ako iko zaista `eli da
poslu{a {ta Beogradski sin-
dikat ima da ka`e na temu
patriotizma i dubokog po-
{tovanja prema bitkama na-
{ih predaka, neka slobodno
natenane poslu{a pesmu Na
bojnom polju (Vite{ka 2),
koja se nalazi na na{em de-
bi albumu Bssst...ti{in~ina!”
Navedeno prema odgovoru
Beogradskog sindikata na
kritiku Nenada ^anka, ob-
javljenom u kolumni „Kul-
tura“ ~asopisa Vreme, br.
615, 17. 10. 2002. 
http://www.vreme.com/cms
/view.php?id=323823, 11.
10. 2005.

11 Ova semantika je preple-
tena i u tekstovima pesama:
„Al’ na sceni smo ponovo
da je branimo/ mikrofon u
ruci i vi~emo: D`eronimo!“,
kao i „Jer putanja znanja je
puna trnja puna granja/ mi-
krofon k’o skiptar svaku
prepreku sklanja“.
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novo ozna~eno u vidu ~uvanja krvi i tla. Ova lokalizacija globalnog se ne odvija
podjednako na svim semanti~kim nivoima pesme, ve} u najve}oj meri odre|uje
tekstualnu komponentu, dok je muzi~ka matrica, ukoliko se izuzme umetanje cita-
ta iz filma, u potpunosti saobrazna zvuku zapadne rep muzike.  
Prema etnomuzikolo{kinji Deborahi Wong, „rep je mesto gde telo i tlo (istorija, za-
jednica) mogu do}i u konflikt“.12 Poetika hip-hopa je u svom nastanku (u ameri~-
koj kulturi) odre|ena rasnim, rodnim i klasnim podelama, gde je Telo ozna~eno
kao crno i mu{ko, sa centralnom idejom o rasnoj segregaciji i buntu protiv domi-
nantnog kulturnog obrasca. U srpskoj hip-hop kulturi, to je telo belog/mu{kar-
ca/Srbina, koje se nalazi u ambivalentnoj poziciji izme|u globalnog i nacionalnog,
i gde glas i pokret formalno pripadaju globalnoj poetici hip-hopa, a zapravo mate-
rijalizuju identitet raspet izme|u univerzalnih matrica pop kulture i reinvencije
srpskog etniciteta. Mogu}e je govoriti i o performativnosti izvo|a~ke prakse hip-
hopa, posebno u slu~aju Beogradskog sindikata koji predstavlja virtuelnu zajednicu
uspostavljenu sredstvima muzike. Tu zami{ljenu zajednicu ~ine ~lanovi koji pose-
duju kompetenciju i odgovaraju}e kulturno iskustvo (`ivot u getu), sredstvo izraza
i podu~avanja (muziku) i poznavanje nacionalne stvari (istorije i lokalnih tradicija).
Kao paradigmatski model srpske hip-hop kulture, identitet pripadnika Sindikata
uspostavlja se sredstvima muzike i teksta, a onda i u~e{}em u javnim izvo|enjima,
koji skupa mogu biti tuma~eni kao performativ, ili ~in izricanja jednog identiteta u
specifi~noj lokalnoj izvedbi koncepta representinga, karakteristi~nog za hip-hop.
Istovremeno, ovo je i uspostavljanje hip-hop zajednice kao relevantnog aktera u
procesima pregovaranja o kulturnom identitetu kroz mimikriju i (kvazi)ironizaciju
politi~kog diskursa. Takav model identiteta, koji je istovremeno u stanju da pru`i
identifikaciju sa savremenom globalnom kulturom mladih i da se ve{to poigrava
topologijom nacionalizma, nije benigna izraslina popularne kulture zabave niti epi-
fenomen bez direktnih posledica na dru{tvenu stvarnost.13 Muzika, stoga da zaklju-
~imo, nije puka refleksija „dru{tvene stvarnosti“, ve} diskurs koji poseduje mo} da
„sna`no artikuli{e granice koje defini{u kolektivne identitete ili antagonizme koje
dele odre|ene dru{tvene grupe“.14 Strategije ovog diskursa u muzi~koj kulturi hip-
hopa bi}e raspravljane u poglavlju koje sledi. 

Mi smo patriote, nismo bolidi: identitet i ideologija u hip-hopu

Kao deo urbane popularne kulture i savremenih medija, hip-hop preuzima, prei-
spituje i reciklira postoje}e kulturne modele. Pojedini autori isti~u da je rep muzi-
ka bitno druga~ija od drugih popularnih muzi~kih `anrova u tome da ~in proizvod-
nje i preuzimanja simbola i predstava u hip-hop kulturi odlikuje pre svega ironiza-
cija i subverzija hegemonih diskursa (rasnog, klasnog, polnog). Drugim re~ima,
hip-hop kultura i rep muzika se posmatraju kao emancipatorske prakse, koje kroz
tehnike citata, kola`iranja i narativizacije politi~kih tema u duhu popularne kultu-
re otvaraju prostor za alternativne identitete suprotstavljene modelima dominant-
nog kulturnog obrasca.
Iako je ova tvrdnja delimice ta~na kada je re~ o afroameri~kom hip-hopu u kojem
je tema rasnog konflikta i segregacije zastupljena u velikoj meri, kao i u slu~aju od-
re|enih reality `anrova rep muzike, izvesna mesta globalne istorije hip-hopa ~esto
ukazuju na druga~ije oblike delovanja ideologije. Kao {to je Douglas Kellner poka-
zao kroz analizu filmova Spike Leeja i odre|enih primera ameri~ke rep muzike, ot-
por usmeren ka hegemonoj kulturi ~esto upravo uklju~uje one elemente koji su
predmet kritike, upravljaju}i ih prema Drugima (kulturne stereotipe o drugim ra-
sama/nacijama, rodnu diskriminaciju itd). U okviru hip-hop kulture, identiteti se
artikuli{u kroz dijalog sa hegemonim diskursima i slo`ene procese i{~itavanja isto-
rije i tradicije. Odnos koji alternativna kultura uspostavlja prema dominantnoj ide-
ologiji ne mo`e se poistovetiti sa modelom ’refleksija/negacija’ niti sa kulturnim
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12 Deborah Wong, „The
Asian American Body in
Performance“, u Music and
the Racial Imagination, Ro-
nald Radano, Philip Bohl-
man eds., The University of
Chicago Press, Chicago and
London, 2000, str. 57–94,
ovo na str. 78.

13 O tome svedo~i i izjava
biv{eg ministra unutra{njih
poslova Zorana @ivkovi}a,
koji je nakon objavljivanja
Govedine izrazio nameru da
poseti koncert grupe „da bi
saznao o ~emu se tu radi“.

14 Georgina Born, „Music
and Representation/Articu-
lation of Sociocultural Iden-
tities“, u Western Music and
Its Others, University of Ca-
lifornia Press, Berkeley/Los
Angeles/London, 2000, str.
31–37, ovo na str. 33.
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matricama afroameri~kog repa: danas je ovaj odnos odre|en kompleksnom dija-
lektikom u kojoj su dominantna i kontrakultura u stalnoj razmeni, i ispresecane
razli~itim glasovima (ne samo „crnim“, ve} i „`utim“, etni~kim, `enskim, gej/le-
zbejskim itd). Na to ukazuje i Deborah Wong kada, razmatraju}i identitet i telo u
kontekstu rep muzike Amerikanaca azijskog porekla, zaklju~uje da „hip-hop kultu-
ra prepoznaje koncept vlasni{tva, duguje rasnom autoritetu, ali ipak dozvoljava
prisvajanje/prevazila`enje ovih termina“15. Kritika u hip-hopu predstavlja potenci-
ju za nastanak alternativnih zajednica, ali i ne obezbe|uje a priori emancipaciju po-
tla~enih subjekata, ve} ~esto, kao {to je ve} re~eno, opcrtava nove konflikte koji su,
u krajnjoj instanci, uslovljeni diskursima patrijarhata i nacionalizma; centar mo}i
opstaje, a emancipacija se menja kontrahegemonijom16. U svetlu te ~injenice, mo-
gu}e je prihvatiti tezu Douglasa Kellnera kako je hip-hop kulturna praksa „negde
izme|u modernizma i postmodernizma“, kao i da „koristi i modernisti~ke i post-
modernisti~ke estetske strategije“17. Izvo|a~i lokalnih rep scena iz globalnog mo-
dela hip-hopa preuzimaju pre svega tehnolo{ko-konstruktivne elemente poetike
`anra (elektroniku, semplovanje, citate, scratching), i u tome su bliski postmoder-
nim tehnikama kola`iranja i odre|enim vidovima intertekstualnosti. Potencijali rep
muzike za radikalizaciju i subverziju hegemonih diskursa su karakteristi~ni za afro-
ameri~ku hip-hop kulturu u trenutku njenog nastanka i {irenja kroz medije krajem
1980ih i po~etkom 1990ih godina: globalizacija rep `anra, kao {to je ve} re~eno,
zadr`ava elemente kritike i kontrakulturnog identiteta (geto, sleng, formalne ele-
mente muziciranja, odevanja i pona{anja) pre svega kao prazne ozna~itelje koji, po
potrebi, mogu pozitivno konotirati hegemone sadr`aje. Jaki subjekti koje hip-hop
i rep uglavnom promovi{u – figura Mu{karca koji je rasno (i etni~ki) pozitivno od-
re|en, bli`i su kategorijama modernosti, nasuprot fragmentiranom, „mekom“
postmodernom subjektu: umesto dekonstrukcije granica, identiteti se i dalje formi-
raju u odnosu na Centar, samo sa druga~ijih ideolo{kih pozicija.
Poslednje je u velikoj meri karakteristi~no za srpski hip-hop/rep, kao i za Beograd-
ski sindikat kao paradigmatski model te muzi~ke kulture/`anra. Svako iole ozbilj-
nije tuma~enje ovog fenomena mora se suo~iti sa njegovim bazi~nim paradoksom
– propagiranjem nacionalnog identiteta i „reafirmacije autenti~no srpskih vredno-
sti“ u spoju sa urbanim i savremenim topoima globalnog hip-hopa. Ova invencija
specifi~nog hip-hop identiteta koji jednim delom po~iva u mitu nacionalnog, a dru-
gim u savremenoj popularnoj kulturi, strukturno je simetri~na istorijskom trenut-
ku izbijanja „privr`enosti etni~kom cilju“ u post-socijalisti~kim dr`avama Balkana,
koji Slavoj @i`ek tuma~i kao zahtev za „novim Gospodarem“. @i`ekova teza da je
dru{tveni model kapitalizma proizveo nu`nost „uspostavljanja stabilnog i jasno de-
finisanog dru{tvenog Tela, koje }e ograni~iti destruktivni potencijal kapitalizma is-
klju~ivanjem elemenata ’neumerenosti’“, odnosno – opsesivnom privr`eno{}u Na-
cionalnoj stvari, daje odgovor na „nemogu}u“ ~injenicu nastanka etni~kih tenzija
u kontekstu demokratizacije dr`ava Isto~ne Evrope18, ali i korisne smernice za in-
terpretaciju srpske hip-hop kulture. Homologija je jasna: umesto da iskoristi pro-
duktivne kriti~ke potencijale globalne poetike hip-hopa, i time otvori prostor za
nove identitete, srpski hip-hop ponovo priziva „avet nacionalnog“ prkose}i o~eki-
vanjima liberalnih intelektualaca i onih teoreti~ara kulture koji u savremenim po-
pularnim `anrovima bez dodira sa etni~kom (tradicionalnom, narodnom) muzikom
vide isklju~ivo pro-zapadne univerzalisti~ke tendencije. Ova muzi~ka kultura i `a-
nr se mogu podvesti pod @i`ekove formulacije kao pravi simptom „inherentne re-
akcije na univerzalizam Kapitala“19, odgovor na „uni{tavanje u`ivanja zatvorenih
etni~kih granica“20 kojim je odre|eno post-kapitalisti~ko tehnolo{ko dru{tvo. Ad
hoc tuma~enja koja praksi srpske rep muzike i Beogradskog sindikata pripisuju ba-
nalno perpetuiranje tvrdokornog nacionalizma iz 1990ih godina u Srbiji, ne uspe-
vaju da na pravi na~in odrede tip ideologije koji je na delu, i koji se materijalizuje
kroz muzi~ko-izvo|a~ke prakse hip-hopa. Op~injenost temama nacionalnog nije
motivisana potrebom grupe da svesno propagira desni~arske vrednosti ili „nasilne“
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15 Op. cit. str. 12, str. 85.

16 Ovde upotrebljavam Gram-
scijev koncept kontrahegemo-
nije, koji se odnosi na nasta-
nak alternativnih institucija i
praksi kroz ~ije delovanje }e
potla~eni segmenti dru{tva
(radni~ka klasa) mo}i da po-
nude druga~ije ideologije u
borbi za dru{tvenu prevlast.
Ovaj koncept, premda spro-
veden kroz alternativne prak-
se i ideolo{ke modele, i dalje
zadr`ava okosnicu hegemonije
(tj. opstajanje centra mo}i i re-
presivne dru{tvene strukture
oli~ene u samom postojanju i
delovanju institucija). Hip-
hop upo{ljava „kontrahege-
moniju“ kada predla`e grupi-
sanje i osvajanje konkretnih
oblika mo}i za rasne/etni~ke
zajednice, ali i kada simulira
institucionalne elemente do-
minantne kulture (tako, na
primer, grupa Public Enemy
na svojim nastupima koristi
vojni~ke uniforme, ima svoje
„ministre informisanja“, i
svog „stru~njaka za napad“).   

17 Daglas Kelner, Medijska
kultura, CLIO, Beograd,
2004, str. 319.

18 Slavoj @i`ek, Metastaze
u`ivanja, Biblioteka XX
vek, Beograd, 1996,  str. 27.

19 Ibid., str. 35.

20 Ibid., str. 31.
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aspekte hip-hop kulture, ve} je logi~na posledica same strukture ideologije, u kojoj
treba razlikovati „ideologiju kao diskurzivnu tvorevinu“ od „njene fantazmatske
potpore“21. Potonje, koje @i`ek jo{ naziva „tvrdim jezgrom koje odoleva simboli~-
noj preradi“, jeste temeljni aspekt koji opstaje u svakoj transformaciji dru{tva, i ~i-
ju refleksiju nalazimo u tekstovima, muzici i ikonografiji srpskog hip-hopa. To je
odnos prema Drugom koji je uvek-ve} Kradljivac na{eg u`ivanja. Kada ~lanovi Be-
ogradskog sindikata svoj komentar upravljen prema „tolerisanju gej parada“ tuma-
~e kao podrugivanje „la`nim merilima demokrati~nosti dru{tva u kome su funkci-
oneri partija na vlasti i dalje ’nedodirljivi’”22, oni simptomatski otelotvoruju tran-
sformaciju ideologije same. Fantazmatska kra|a u`ivanja na kojoj se temelji nacio-
nalna Stvar zaodeva se u novo ruho, kritiku (zlo)upotrebe aktuelnih tema prava
manjina nau{trb „pravih“ problema dru{tva koja preuzima retoriku savremenog li-
beralnog diskursa. O sli~nom mehanizmu govori i @i`ek, razlikuju}i savremeni
postmoderni i tradicionalni oblik rasizma. Poslednji je direktan i sirov, dok post-
moderni rasizam kao „rasizam podignut na kvadrat (...) lako mo`e da preuzme ob-
lik svoje suprotnosti, borbe protiv rasizma“.23 Sledstveno tome, postmoderni naci-
onalizam okupira isti prostor, simuliraju}i liberalni diskurs, dok je zapravo i dalje
temeljno odre|en Nacionalnom stvari. Dodamo li tome i simboli~ki repertoar hip-
hopa, koji se zasniva na specifi~nim topoima i diskurzivnim strategijama, kao re-
zultat nastaje hibridni identitet koji spaja „nemogu}e“: elemente univerzalnog i na-
cionalnog, imaginarne zajednice (geto u Srbiji) sa tehnokulturnim predstavama
„pravog“ srpskog patriotizma. 
Ovaj hibridni identitet koji nudi srpska hip-hop kultura nosi odlike postmoderni-
zma ne samo u smislu „estetskih strategija“ koje Douglas Kellner generalno sagleda-
va u afroameri~kom hip-hopu. Postmodernost ove kulturne prakse, uzrokovana so-
ciokulturnim kontekstom u kojem je nastala, kao i diskursom globalne hip-hop kul-
ture, odre|ena je i specifi~nim na~inom oblikovanja identiteta. Georgina Born raz-
likuje vi{e vrsta strukturnih artikulacija identiteta u muzici: ~isto imaginarnu iden-
tifikaciju bez konkretnih posledica na dru{tvenu stvarnost, reprodukciju postoje}ih
sociokulturnih identiteta, dok u tre}u vrstu ulaze muzi~ke reprezentacije koje su
„reinterpretirane i diskurzivno raspravljane, i kroz taj proces nanovo umetnute u so-
ciokulturne formacije koje se menjaju“.24 Problemati~no pitanje ideologije naciona-
lizma u srpskoj rep muzici u svetlu ove klasifikacije u prvi mah name}e ideju da je
u pitanju reprodukcija opsesivne privr`enosti Nacionalnoj stvari: da hip-hop sebi
svojstvenim jezikom obnavlja ksenofobi~ne i nacionalisti~ki obojene stereotipe koji
su odjekivali u Srbiji 1990ih. Me|utim, uzme li se u obzir @i`ekovo stanovi{te pre-
ma kojem je taj „zaostatak“ zapravo fantazam na kojem se zasniva Realno Nacije,
kao i to da se simboli~ka pripadnost srpskom etnicitetu gradi jezikom popularne
kulture i sa novim konotacijama (u kontekstu globalnih simbola hip-hopa), tada srp-
ski rep pripada tre}em tipu artikulacije identiteta. Sociokulturni prostor srpskog
hip-hopa, definisan sredstvima muzi~ke reprezentacije, predstavlja vi{e od „politiza-
cije muzike“ – potentno mesto rasprave novih zna~enja u kulturi kroz koji se proiz-
vodi hibridni i antagonisti~ki identitet „globalizovanog Srbina“ u 21. veku. 
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Abstract

Global hip-hop as subculture and musical genre is usually strongly rooted in western-based
models in the formal aspects (visual culture, MCing, DJing, genre system). However, cer-
tain hip-hop concepts such as representing may play productive role in establishing of local
hip-hop scenes, help propagate local identities and re-tell local histories. Important element
of this process is reality rap, hip-hop’s subgenre that harshly criticizes social reality. In the
case of Serbian hip-hop, the leading exponent of this type of rap is group Belgrade Syndicate
(BS) whose, MCs employ narratives that heavily attack current Serbian politics. On the
other hand, BS’s songs utilize popular myths of Serbian history (such as the Battle of
Kosovo). I shall discuss two songs that mark these (opposite) poles of BS’s musico-ideolog-
ical narrative: Govedina (Beef), a song that mocks the leading political figures in the coun-
try, and Na bojnom polju/vite{ka II (In the battlefield/Knight’s II) that mobilizes Kosovo
myth to create the image of an ’initiated member’– in this case, a true member of Serbian
nation and hip-hop riot culture. The interplay between elements of urban culture, national-
ism and global popular culture gives this music a special role in re-stating and negotiating
of cultural identity in the current socio-political context of Serbian society.
Keywords: Serbian hip-hop, national myth, ideology, popular culture
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„Univerzitet ne ~ine samo
nau~ne ideje 

nego i tela koja misle i dela-
ju.“ 1

Martin Jay 

Prolog/preludij 

Priliku da u~estvuju na nau~nom simpozijumu BITEFa
39, Marija Krtolica i Miljana Peri} su iskoristile za
poku{aj suo~avanja dva (ne)prili~no udaljena segmenta
beogradske kulturalne prakse: teorijske/univerzitetske i
izvo|a~ke/plesno-improvizatorske. Suo~avanju su bila
podvrgnuta (nepostoje}a, ali zami{ljena) plesno-
izvo|a~ka edukativna delatnost institucije Univerziteta
umetnosti i praksa plesnog jam sessiona u Beogradu.
Budu}i da su preuzele individualnu odgovornost za sve
svoje telesne pokrete koje su vr{ile u toku izvo|enja
rada „Jam session: Realna intervencija u beogradsku
plesnu bajku“, umesto akcije kao „kolektivnog ~ina“, u
prezentaciji rada su insistirale na li~nom aktu.2 To zna~i
da je po saop{tavanju ove odluke svaka od njih dve
svoje dalje izlaganje/improvizovanje ponudila zasebno,
izra`avaju}i se u prvom licu jednine. Takav izraz prisu-
tan je i u ovom radu, koji ne predstavlja samo prikaz navedenog su~eljavanja, ve}
i njegov nastavak. 
Nastup na simpozijumu ostavlja razne imaginarne tragove. ^itaju}i ovaj tekst Vi
pratite te tragove i postajete moj/a sau~esnik/ca u njihovom daljem ostavljanju,
u~estvuju}i u realizaciji rada „Jam session: Realna intervencija u beogradsku plesnu
bajku 3“.3 Pri tome je dozvoljeno uspostavljanje realnih i/ili zami{ljenih monologa,
dijaloga, polemika, rasprava, kao i drugih vidova ispoljavanja me|utekstualnih
kontakata, tj. odnosa izme|u Va{ih i mojih impro-plesnih aktivnosti/razmi{ljanja.
Takvim postupanjem `elim da intenziviram svoju odluku koja se odnosi na propo-
ziciju da tokom izvo|enja serije ovakvih radova poseban zna~aj treba pridavati ’ja-
mu-kao-ometanju’4. 

Improvizovani uvod 

Pri~a o (pred)istoriji plesnog jam sessiona, kao grupnoj improvizaciji pokretom u
u`em smislu,5 mo`e se zapo~eti referiranjem na improvizatorske radionice Ann
Halprin u Kaliforniji od 1955. (u kojima su u~estvovali Simone Forti, Yvonne
Rainer, Trisha Brown, Steve Paxton, Robert Morris, La Monte Young), a zatim i na
grupne izvedbe pripadnika Judson Theatrea po~etkom 1960ih. Me|u u~esnicima
ovih grupa se u periodu 1960–1973. javljaju zna~ajne kriti~ke reference prema
plesnoj tradiciji, ~iji je jedan od efekata bio zanemarivanje razlike izme|u trenira-
nog i netreniranog tela, tako da je ne samo bilo koji pokret ili bilo koje telo, ve} i
svaki metod bio dopu{ten. Nova je bila i pojava kori{}enja arhitektonskog dizajna
prostora u plesu i odno{enje prema telu ne vi{e kao instrumentu, ve} kao subjektu
i objektu rada.6

Pri daljem pra}enju istorijata razvoja plesnih improvizacija od posebnog zna~aja (za
ovaj rad) bilo je osmi{ljavanje tehnika i pristupa plesu koje je ponudio Steve
Paxton. Me|u njima je naro~ito va`an trenutak uspostavljanja prakse tzv. kontakt-
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1 Branislav Jakovljevi},
„Prostrelne rane diskursa:
premetanje performativa Ju-
dith Butler“, u D`udit Bat-
ler, Tela koja ne{to zna~e,
Samizdat B92, Beograd,
2001, str. 299. 

2 Milan Markovi}, „Nasil-
no otvaranje (razbijanje)
koda: Culture Jamming“,
Otvaranje koda (ili borba
za prostor), http://www.
freewebs.com/stanipaniko
lektiv/otvaranje%20koda.
htm#_2.2_culture_jam-
ming 

3 Upozorenje: (a) svako ko
~ita ovaj tekst postaje im-
pro-plesa~/impro-plesa~ica,
bilo da to radi glasno, tiho,
pomeraju}i se, ple{u}i, le`e-
}i na kau~u, ili na neki dru-
ga~iji na~in. Pri ~itanju tek-
sta potrebno je da nepresta-
no zami{ljate da ste upravo
tada/sada na jam sessionu,
kao i da u~estvujete u nje-
mu tako {to }ete nekako re-
agovati na nazna~ena us-
putna uputstva i/ili dopisi-
vati nova. Tako|e, (b) mo-
`ete poku{ati da ignori{ete
prethodne zahteve, a u to-
me }ete uspeti jedino u slu-
~aju da odmah prekinete sa
~itanjem. Razmislite: (a) ili
(b)? Ako je Va{ izbor (a),
programirajte svoj plejer sa
CDom „Meredith Monk:
Atlas“ na numere br. 5, 7 sa
CDa 2 i br. 4 sa CDa 1, ili
se odlu~ite za muziku/ti{inu
po sopstvenom izboru. Za-
tim nastavite sa plesno-~ita-
la~kom improvizacijom.
Ako je Va{ izbor (b), ili pro-
menite odluku i odlu~ite se
za (a) ili ? Šne spada u te-
matsko-problemsko-izvo-
|a~ki okvir ovog rada¹. 
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ne improvizacije. Kao i u mnogim drugim umetni~kim medijima u periodu oko/na-
kon 1968, pomak sa sadr`aja umetni~kog dela na njegov kontekst uslovio je i de-
terminisanje podru~ja tada{njeg savremenog plesa kao otvorenog koncepta. Tako
je vreme masovnih anti-ratnih i studentskih protesta u SAD doprinelo da se i kon-
taktna improvizacija, u trenutku svog uspostavljanja, kriti~ki odnosila ne samo pre-
ma dotada{njoj plesnoj umetnosti, ve} i prema polju aktuelne dru{tveno-politi~ke
prakse. Nastala je 1972. iz zajedni~kog eksperimenta studenata Oberlin koled`a,
koji su krenuli u potragu za idealom aktivne, refleksivne, harmoni~ne, spontane i
promenljive forme.7

Pri realizaciji kontaktnog improvizovanja, pokret i dodir su slu`ili za uspostavljanje
komunikacije, tj. ostvarivanje kontakta me|u telima improvizatora. Posle vi{e od
trideset godina, ova praksa je i dalje prisutna i veoma rasprostranjena kako u Sever-
noj Americi, gde je nastala, tako i {irom celog sveta,8 pa i kod nas. Prema dostup-
nim podacima, u Beogradu su plesne radionice na kojima su podu~avane razne teh-
nike, pristupi, stilovi i `anrovi savremenog plesa, me|u kojima i kontaktna impro-
vizacija, odr`avane naj~e{}e u Rexu, po~ev od 1996,9 ali i u drugim institucijama
(kao {to su DOB, SKC).10 Me|utim, iz ovakve prakse radionica, a „u nedostatku
razra|enog obrazovnog sistema za savremeni ples“, u Beogradu „stasavaju genera-
cije plesa~a i koreografa koji nose znanje kao telesno iskustvo ste~eno privremenim
(govorimo o 1–2 nedelje) izlaganjem disciplini nekog koreografa.“11 Upravo zbog
toga je od posebnog zna~aja podatak da je od decembra 2004. u beogradskom Re-
xu zapo~eta praksa redovnog odr`avanja plesnih jam sessiona koja je inicirana radi-
onicom plesa~a, koreografa i impro-izvo|a~a Boba Eisena (SAD), a ~iji organiza-
tor je beogradski plesa~ i koreograf Du{an Muri}.12 Na taj na~in je stvoren prostor
u kome edukativna praksa pomenutih kratkotrajnih plesnih radionica mo`e da „za-
`ivi“ i nakon njihovog zavr{etka, tako {to bi iskustvo odre|enog broja njihovih po-
laznika bilo primenjivano i razvijano kako me|u njima, tako i u (improvizovanom)
kontaktu sa telima i iskustvima drugih beogradskih (impro-)plesa~a. 

Studija nultog slu~aja: tematizacija jam sessiona koji se odr`avaju u Rexu 

Identifikovanje i opis jam sessiona koji su od decembra 2004. do sada odr`ani u
Rexu,13 u ovom radu }u ograni~iti na uo~avanje na~ina artikulacije pokreta kroz
tzv. oru|a/alate (tools) koje koriste impro-plesa~i i ukazivanje na mogu}e pristupe
izboru muzi~ke pratnje. 
U uop{tenom vidu, mo`e se re}i da se beogradski plesni jam session sastoji od po-
~etnog zagrevanja, eksperimentisanja sa telesnim pokretom i rada sa izabranim teh-
nikama/alatima. Mogu se uo~iti elementi Graham i Limon tehnika, elementi para-
baleta, contemporary release tehnike, improvizacije, joge, feldenkreis metode, bu-
toh ili nekih drugih pristupa. Ipak, me|u njima je najzastupljenija kontaktna im-
provizacija.

Praksa ’kontaktne improvizacije’ je bazirana na improvizovanju pokreta dva ili
vi{e plesa~a, sa ili bez fizi~kog kontakta. Pokreti mogu biti brzi i dinami~ni,
mekani i suptilni, itd. Mesto postignutog fizi~kog ili energetskog kontakta
usmerava naredni pokret. Prepu{taju}i se fizi~kom impulsu i ose}aju, plesa~i
razvijaju improvizovani ples sa elementima akrobatike, igranja sa ritmom, uvi-
janja tela, podizanja, padanja, lebdenja koje je ostvareno predavanjem i preu-
zimanjem telesne te`ine. „Cilj“ je uspostavljanje kontakta izme|u improviza-
tora, improvizatora sa podlogom, predmetima u okru`enju ili posmatra~ima.
Pogodna je za sve one koji vole da se bave telesnim pokretom i da ga istra`u-
ju, a mo`e biti podjednako pristupa~na i izazovna kako za one bez prethodnog
iskustva sa bilo kakvim plesnim kretnjama, tako i za profesionalne plesa~e.14

Izvo|enje mo`e biti sa i bez muzi~ke pratnje/podloge. Izbor muzike ili ti{ine je naj-
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4 Pojam ’jam(ming) kao
ometanje’ poti~e iz prakse
oda{iljanja radio-signala ra-
di ometanja emitovanja dru-
ge radio-stanice, bilo da bi
se onemogu}ila ~ujnost nje-
nog signala ili da bi bio „za-
menjen“ drugim sadr`ajem. 

5 [iri okvir bi mogao da uk-
lju~i razne ljudske aktivno-
sti po~ev od segmenata ple-
menskih ritualnih radnji/iz-
vo|enja pa sve do pojedinih
delova nekih sportskih tre-
ninga ili sli~nih motivisanih
pokreta grupe ljudi, a koji
ne moraju biti determinisa-
ni kroz neku od ’institucija’
plesa. 

6 Bojana Cveji}, „The Jud-
son Movement in Dan-
ce/Choreography“ (ruko-
pis) 

7 Ibid. 

8 Radi potkrepljenja ovog
podatka pogledati npr.
web-stranicu http://www.
contactimprov.net/#
Events, na kojoj se mogu
na}i na stotine obave{tenja
o odr`avanju razli~itih ma-
nifestacija na kojima se
praktikuje kontaktna im-
provizacija. Me|u tim do-
ga|anjima mnoga su ozna-
~ena i kao jam sessioni.

9 Najranije datirani prona-
|eni podaci glase: „Dance
workshop 7–11. septembar
1996, vodile Marija Krtoli-
ca i Kate Weare“ (http://
www.cyberrex.org/rexold/
pozoriste96.htm) ili „Radi-
onica savremenog pokreta
koju su vodile M. Krtolica i
K. Weare, imala je za cilj
upoznavanje polaznika sa
novijim pravcima i tehnika-
ma u modernoj igri – ’rele-
ase’ tehnika, kori{}enje
Hatha Yoge radi boljeg raz-
umevanja tela, improvizaci-
ja i kontakt improvizacija;
prikazivanje novih koreo-
grafskih radova i razmena
ideja i informisanje u obla-
sti moderne igre.“ (jun
1997) (http://www.cyber-
rex.org/rexold/marija.htm) 

10 Npr: „Galerija SKC i Ga-
lerija Cirkus, jun 2003.
„Otvorena {kola savreme-
nih scenskih pristupa: radi-
onica savremenog plesa“
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~e{}e prepu{ten svim u~esnicima, a u pojedinim slu~ajevima improvizovanje pokre-
tom se odvijalo uz impro-nastupe grupe muzi~ara/DJa. Veoma je va`no (za ovaj
rad) ukazati i na „pravilo“ da se u toku plesnog jam sessiona koji se izvodi u Rexu
ne sme glasno pri~ati.

Studija slu~aja br. 1, 2, 3: problematizacija jam sessiona
’Realna intervencija u beogradsku plesnu bajku 1, 2, 3’ 

„Ples je jedan od najinovativnijih savremenih izvo|a~kih oblika. 
Svojom hibridno{}u i propustno{}u, verovatno, predstavlja 

najadekvatniji umetni~ki oblik koji stalno zahteva 
odgovaraju}u teorijsku i kriti~ku refleksiju.“15

Branka Fi{er, Ana Perne 

Ohrabrena navedenim re~ima, a sa `eljom da zahvaljuju}i kriti~koj reartikulaciji
impro-plesne prakse beogradskog jam sessiona ovaj tekst prevazi|e svoj (dosada-
{nji) programski karakter, odlu~ila sam da u njega uvedem i na njemu primenim
odgovaraju}e teorijske diskurse. Pored toga, `elela sam da tokom/u radu ostvarim
i svojevrsnu performativnost, kroz koju bi plesni jam session (napokon!) stupio u
interaktivni odnos sa Teorijom. Time bi saznanje ovakve teorije-na-delu bilo zasno-
vano na neposrednom iskustvu impro-plesa, a na taj na~in bi bila uspostavljena i
primerena impro-plesno-izvo|a~ko-teorijska platforma. 
Za (samo) potencijalno polazi{te sam uzela tekstove iz ~etvrtog broja ~asopisa
TkH, zahvaljuju}i kojima je i na podru~ju Srbije uspostavljena think-dance teorij-
ska platforma. Uprkos tome {to „predstavlja platformu koju ~ine sopstvene neko-
herentnosti, i koja se uspostavlja upravo otvoreno{}u za beskona~ne izmene“16, pa-
radoksalno, ali i sasvim realno, ona nije mogla da bude primenjena kroz/na beo-
gradski plesni jam session. Kao pojava sli~na ’otporu prema teatralizaciji’ o kome
je pisao Marvin Carlson, javio se ’otpor prema teoriji impro-plesa’. Naime, ispo-
stavilo se da je ispod samo „deklarativne“ pri~e ve}ine beogradskih impro-plesa-
~a/ica o-njihovom-„savremenom“-plesu-i-pra}enju-„svetskih-tokova“ retko ko od
njih `eleo/mogao da iza|e iz za~aurenosti u modernisti~ki-nezavisan-autonomni-...
medij plesa kao umetni~ke discipline svedene na manipulaciju telesnim pokretom.
Smatraju}i da je teorija samo ne{to „ve{ta~ko“, nepotrebno i strano „prirodi“ ple-
sa, bez ikakve (iskazane) sumnje su zastupali stav koji se mo`e svesti na Benjami-
novu propoziciju: „O~igledno je da prevod, koliko god mogao biti dobar, ne zna-
~i nikada ni{ta originalu.“17 Zbog toga mi nije ostalo ni{ta drugo osim (a) da pro-
na|em bar jednog „pravog/u“ impro-plesa~a/icu sa druga~ijim stavom, ili (b) da sa-
ma postanem impro-izvo|a~ica, ili (c) da zamolim Vas da kao ~italac/teljka preu-
zmete tu ulogu, kako bi bili stvoreni uslovi za „uspostavljanje platforme za „misao
o impro-plesu“ u samom polju beogradskog impro-plesnog izvo|enja“18. U slu~aju
br. 1 izbor je bio (a), tako da je Marija Krtolica kroz svoje plesne improvizacije u
toku izlaganja dela ovog rada na simpozijumu BITEF 39. izgradila jedno polje ima-
ginarne teorije. Za slu~aj br. 2 i 3 izabrana je opcija (c), a predvi|eni prostor za im-
pro-teoriju je mogao i jo{ uvek mo`e biti popunjen dopisivanjem, video-snimcima,
fotografijama ili crte`ima impro-teorije ~italaca: 

__________________________________________________________
______________________________________________________________
______________________________________________________________
______________________________________________________________
______________________________________________________________
_____________________________________________________________
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voditelji: Bojana Mladeno-
vi} i Du{an Muri}. Istra`i-
vanje i razvijanje plesnih/te-
lesnih materijala kroz sa-
vremene plesne tehnike i
kontakt-improvizacije. Kre-
ativni materijali nastajali su
kao posledica otkrivanja
odnosa izme|u sopstvenog
tela i prostora, tela i vreme-
na (tajming, ritam i dinami-
ka) i tela u kontaktu sa te-
lom/telima ostalih u~esnika“.
(http://www.skc.org.yu/
program.php) 

11 Bojana Cveji}, „Status
koreografije u savremenom
plesu“ (predavanje), Pro To-
ols: Festival savremene ko-
reografije, CZKD, Beograd,
oktobar 2004. 

12 http://www.danas.co.yu
/20041208/kultura1.html #1 

13 http://rex.b92.net/decem
bar04.html 

14 http://www.contact-im-
prov.com/html/WhatIsCI.
html

15 Branka Fi{er, Ana Perne,
„Svrhovitost deskriptivnog
pristupa?“, TkH br. 4, Beo-
grad, 2002, str. 132. 

16 Maja Mirkovi}, „Pro To-
ols: Savremeni ples, danas,
Evropa (vidi pod: koreogra-
fija)“, TkH br. 9, Beograd,
2005, str. 113. 
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S obzirom da je impro-plesno-teorijski element u 1, 2. i 3. jam-setu bio prepu{ten
impro-plesa~ici i drugim u~esnicima, iskoristila sam tu priliku da kroz poja{njenje
izbora muzi~ke podloge obrazlo`im svoje simuliranje DJa u ovom radu. Dakle, mu-
zi~ke numere su odabrane zbog svog naziva. To su segmenti opere Atlas Meredith
Monkove: Istra`ivanje #5 – Predavanje – Procesija istra`iva~a (Explorer #5 – Les-
son – Explorers’ Procession) i [umska pitanja (Forest Questions) Šponavljam napo-
menu iz fusnote 3: u slu~aju da ste se umesto predlo`enih muzi~kih numera odlu-
~ili za muziku/ti{inu po sopstvenom izboru, ovo se mo`e odnositi i na Va{ izbor,
ukoliko ono {to slu{ate/ne-slu{ate ozna~ite nazivima koji su prethodno navedeni¹.
Nakon izvo|enja dela rada sa navedenom muzi~kom pratnjom, sledio je segment
koji je bio predvi|en za postavljanje pitanja u~esnika koja su upu}ivana inicijalnim
autorkama jam sessiona, ali i obrnuto – pitanja su otplesale/postavljale autorke, a
odgovore nudili/pre}utali ostali izvo|a~i. Taj segment rada je izvo|en uz muzi~ku
numeru: Budu}e istra`ivanje: Poziv (Future Quest: The Call). I za dovr{avanje rada
„Jam session: Realna intervencija u beogradsku plesnu bajku 3“ predvi|en je
jam-set za postavljanje pitanja i davanje odgovora, koji je po`eljno izvoditi na
podlozi isto ozna~ene muzike/ti{ine. 
Kada se ima u vidu da smo impro-plesa~ica i ja na simpozijumu, a ostali u~esnici u
toku ~itanja ovog teksta uspostavljali improvizovani kontakt i sa muzikom, odno-
sno njenim nazivima, mo`e se smatrati da je na takav na~in odr`ano impro – teo-
rijsko – izvo|a~ko predavanje i ispit u okviru (prostorija) Univerziteta umetnosti u
Beogradu. 

Stop. A sada, review ili fast forward? 

Review: Vra}anje u pro{lost ovog rada sa ciljem uspostavljanja govora i pisma o be-
ogradskom plesnom jam sessionu zahteva napu{tanje hegemonosti uobi~ajeno-uni-
verzalnog diskursa „novog rimskog vremena“ (improvizovani prevod eng. times
New Roman) i prelazak u bezbrojne antiesencijalisti~ke potencijalnosti na koje ~e-
sto ukazuje tekst {tampan u ~ikago-stilu i njegovim karakteristi~nim oblikom slova
(improvizovano ~itanje eng. a-real /arial/). Nakon interpoliranja ovakvih i sli~nih
igara re~i treba prona}i i odgovor na pitanje: ko je ili {ta je autor/ka u ovom radu?
Vi, ja ili neko drugi? Poku{aj da prona|e od-govor na sli~no pitanje, Foucault je
(vi{e puta, ba{ kao i ja!) zapo~injao uz napomenu da je odsutnost prvo mesto go-
vora, ili se to odsustvo odnosilo na po~etak pisma? Zbog toga, tokom realizacije
serije ovih radova bilo je neophodno da aktualizujem odsustvo i plesa i teorije. Na-
ime, u toku izvo|enja rada „Jam session: ...1“ odsustvo impro-plesa~ice obezbe|e-
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17 Guy Cools, „Ples: umet-
nost prevo|enja. Telo kao
’prenosilac’ identiteta“, TkH
br. 3, Beograd, 2002, str.
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18 Maja Mirkovi}, ibid, str.
113. 
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no je njenim izlaskom sa javne scene u
trenutku kada je trebalo da otple{e im-
pro-teoriju, prepu{taju}i to prazno me-
sto na raspolaganje svim tada prisut-
nim u~esnicima rada. Sli~an postupak
sproveden je i u radu „Jam session: ...2
i 3“, ali je sada osim plesa~ice odsutna
i impro-teoreti~arka, dok je prazan
prostor koji je bio predvi|en za uspo-
stavljanje impro-teorije prepu{ten svim
prisutnim ~itaocima/teljkama. Pored
toga, u prvi plan je postavljena praksa
kontaktne improvizacije, pozicionira-
ju}i jam session kao mesto ostvarivanja
kontakta sa bilo ~im drugim, osim
sa/izme|u plesa i teorije. Me|utim, iz-
gleda da je pravi problem s improviza-
cijama (pa bile one i kontaktne) to {to
komunikacije (izme|u plesa i govora i
pisma) u ovim Slu~ajevima – 1, 2, 3 –
nema, zato {to nema totalnog kontek-
sta koji bi omogu}io jedinstveno zna-
~enje. ŠVujanovi}, 139¹ 

Fast forward: Da bi se postigao totalni-
kontekst-koji-bi-omogu}io-jedinstve-
no-zna~enje potrebno je da zajedno sa
odsustvom impro-plesa~ice i impro-teoreti~arke „nestane“ i sam jam session. Zbog
toga slede}i korak iz-plesa-ka-pismu treba da bude: „Jam session: ’slepa ta~ka’ be-
ogradske plesne bajke 4“. Jer, tek uz pomo} potpunog odsustva jam sessiona bi}e
stvoreni i uslovi za govor o njemu, a zatim mo`e do}i i do uspostavljanja pri`eljki-
vane impro-teorije. 
(Po{to je pro{lost i budu}nost ovog rada razja{njena, vra}am se u beogradski ple-
sni areal-world) 

Improvizovani interludij: jedan obe}an/uba~en komentar 

Nemaju}i zasebnu institucionalnu utemeljenost, beogradski plesni jam session, sli~-
no culture jammingu o kome polemi{e Markovi} u Otvaranju koda, deluje unutar
sistema usvajaju}i njegove brojne „spolja{nje“, tj. kontekstualizuju}e karakteristike.
Time, pre svega, referiram na sistem(at)sku ne-uspostavljenost institucije savreme-
nog plesa u Beogradu, kao podru~ja koje bi trebalo da obuhvata obrazovni sistem,
plesne ku}e i ostale ustanove koje podr`avaju zasnivanje i razvoj plesa, i koje bi se
bavile usvajanjem novih plesnih paradigmi, borbom za medijsku prisutnost i razvi-
janjem mre`e plesnih festivala.19 Me|utim, po{to se istovremeno u jamovima pri-
hvataju i razvijaju ’oru|a’ (tools) razli~ita od onih koja se koriste u dr`avnim ple-
snim, tj. i dalje samo baletskim {kolama, „njegova praksa, ipak, ne doprinosi ja~a-
nju, ve} uru{avanju sistema – ukidanjem njegovih kodova, uspostavljanjem dijaloga
umesto monologa i pozivanjem na dalje ukidanje kodova“20. Na taj na~in, ne samo
{to tela impro-plesa~a/ica ukazuju na svet izvan sebe ve} se pokazalo da „to kreta-
nje izvan njihovih granica, kretanje same granice, su{tinski odre|uje ono {to ta tela
„jesu“.“21 Zbog toga, tek uspostavljanjem govora i pisma o jam sessionu, njegova
praksa mo`e da postane realna intervencija u/za beogradsku plesnu „bajku“. 
I sada, umesto da razre{i zate~ene probleme, ovaj rad je stvorio jo{ jedan. Naime,

171

aR
ti

vi
za

m
 s

ad
:

st
u

d
en

ts
ka

 s
es

ija
 

”
Jam session: 

REalna intervencija 
u 

beogradsku plesnu 
bajku 

2“ 

ISPIT

Da biste I Vi dobili status 
’improvizatora/improvizatorke pokreta’ 
(setite se predstave Yvonne Rainer/ove 

„Mozak je mi{i}“ ((The Mind is a Muscle)))
potrebNo Je samo da upitate sebe: 

da li je pro~itani tekst zaslu`io da postanE
deo akademskog govora/pisma?

1) Da, 
2) mo`da, 

3) {to da ne? 

BITEF 39. i 
Rektorat Univerziteta 

UMETNOSTI U BEOGRADU



nije ba{ jasno na {ta referira spominjana bajka? Da li se ta pomenuta plesna bajka
pri~a po beogradskoj plesnoj sceni ili se kre}e po mapi Univerziteta umetnosti ili,
mo`da, `ivi kroz svet jam sessiona? Ili se, ipak, svo troje nâlaze u istoj bajci, za-
hvaljuju}i njihovom zajedni~kom ’nemu{tom jeziku’ pokreta bez re~i i re~i bez po-
kreta?

Postludij/zaklju~ak kao ’~in odluke’ 

Uspostavljanje kriti~ke prakse beogradskih plesnih jam sessiona, pre svega, izisku-
je auto-refleksivno preispitivanje njegovih u~esnika. Budu}i da ovaj rad `eli da po-
nudi i karakteristi~ne osobine performativne izvedbe, neophodno je da svojim ~i-
njenjem i Vi koji ste se opredelili za ulogu slu{aoca/gledaoca/~itaoca u ovom tre-
nutku aktivno u~estvujete u konstituisanju i dovr{avanju sada{njeg jama. Da biste
i Vi dobili status ’improvizatora/improvizatorke pokreta’ (setite se predstave Yvon-
ne Rainer/ove Mozak je mi{i} (The Mind is a Muscle)) potrebno je samo da upita-
te sebe: da li je pro~itani tekst zaslu`io da postane deo akademskog govora/pisma? 
U slu~aju da je va{ odgovor potvrdan, mo`ete smatrati da su plesne improvizacije
u radu bile prisutne da bi ostvarile „aktualizacijski efekt“ (foreground effect), kao
jednu od programskih referenci simpozijuma BITEF 39. na kojem je prvi, sada pri-
kazivan rad izveden. Dakle, kori{}enjem estetskih, odn. improvizatorsko-plesnih
postupaka, odre|ena tematika iz verbalnog teksta, kao i sama pojava jam sessiona,
je „aktualizovana“, odnosno, stavljena u prvi plan.22 Na taj na~in je realizovan i
planirani prodor u aktuelnu politiku Univerziteta umetnosti u Beogradu, s obzirom
da, osim toga {to je koristio prostor ove institucije (i prvi i drugi rad je realizovan
u prostorijama Rektorata UU), ovaj ~in direktno uti~e na, bar, jednu studentkinju
UU. Time sam pokazala da je pri`eljkivana artivisti~ka praksa ne samo mogu}a, ve}
i ostvarena! 
Ukoliko je odgovor odre~an, i pored toga {to }u snositi konsekvence-disciplinskog-
postupka zbog ove (ne)prili~ne23 verbalne improvizacije, ipak ostaje podatak koji
}e biti pohranjen u arhivima, datotekama i ostaloj gra|i koja }e referirati na isto-
rijat univerzitetskog uspostavljanja institucije (savremenog) plesa kod nas: „U Rek-
toratu Univerziteta umetnosti u Beogradu, 24. septembra 2005. godine, otplesano
je predavanje o jam sessionima. Uz ovo plesno-improvizovano predavanje, kao
„prate}i“, tzv. aktualizacijski efekat, povremeno se javljao i {um nekakvog verbal-
nog teksta. Na taj na~in, svi prisutni su imali priliku da pro`ive ~udno iskustvo teo-
rije koja hoda, tr~i, ska~e, igra, ple{e, improvizuje...“ No, dosta! s me|usobnim
provokacijama izme|u ova dva identiteta: improvizovanog tela teoreti~arke u kon-
taktu sa plesnim telom improvizatorke. Ispred mene/nas je veliki zadatak: „Preve-
sti kulturni poduhvat sa podru~ja gerile, doga|aja i utopije u ne{to {to ima razvoj
i trajanje, tj. onoga {to je ozbiljnoj dr`avi neophodno da bi uspostavila kulturno
polje. Š... Jer, ¹ nisu (samo) ljudi ono {to scenu ~ini na polju kulture, ve} pre svega
sistem koji je zasniva i (p)odr`ava.“24 Stoga, (tekst o) jam session(u) ne zavr{avam
odlu~nim odgovorom na pitanje: Drugi jam session? „Tek smo po~eli!“25, ve} sa-
mo zaklju~ujem slede}om konstatacijom: 

Mogu}a/ne-iskori{}ena literatura: 
Bojana Cveji}, „Status koreografije u savremenom plesu“ (predavanje), Pro Tools: Festival savremene
koreografije, CZKD, Beograd, oktobar 2004. 

„Nove teorije plesa“ (temat), TkH br. 4, Beograd, 2002, str. 9–135. 

Mi{ko [uvakovi}, Paragrami tela/figure, CENPI, Beograd, 2001, naslovna strana 

Kori{}ena literatura:
Marvin Carlson, „Otpor prema teatralnosti“, TkH br. 5, Beograd, 2003, str. 135–142. 

172

aR
ti

vi
za

m
 s

ad
:

st
u

d
en

ts
ka

 s
es

ija



Guy Cools, „Ples: umetnost prevo|enja. Telo kao ’prenosilac’ identiteta“, TkH br. 3, Beograd, 2002, str.
118–121. 
Bojana Cveji}, „How can we rationalize ritualism, collectivism, the everyday and other ghosts from the
60s?: works by Living Theatre, The Performance Group, Eugenio Barba, Judson and Grand Union“ (ru-
kopis) 
Bojana Cveji}, „The Judson Movement in Dance/Choreography“ (rukopis) 
Milan Markovi}, „Nasilno otvaranje (razbijanje) koda: Culture Jamming“, Otvaranje koda,
http://www.freewebs. com/stanipanikolektiv/otvaranje%20koda. htm Š11. 09. 2005¹ 
Maja Mirkovi}, „Pro Tools: Savremeni ples, danas, Evropa (vidi pod: koreografija)“, TkH br. 9, Beograd,
2005, str. 112–113. 
Xavier Le Roy, Bojana Cveji}, (...), „Research and Laboratory: To end with judgment by way of clarifi-

cation...“, panel within the conference INVENTORY: Dance and Performance (Congress / Live Act / In-
tervention / Publication), Tanzquartier Wien, 2006. 
Jill Sigman, „Obi~ni ljudi: Trio A i kako ples ozna~ava“, TkH br. 4, Beograd, 2002, str. 82–87. 
Ana Vujanovi}, „Kriti~ki dnevnik slovena~kog plesnog bijenala Gibanica 05“, TkH br. 9, Beograd, 2005,
str. 139–143.
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19 Maja Mirkovi}, ibid. 

20 Milan Markovi}, „Nasilno
otvaranje (razbijanje) koda“

21 D`udit Batler, Tela koja
ne{to zna~e, str. 9.

22 Ana Vujanovi}, Mi{ko
[uvakovi}, Aldo Milohni},
„Programska koncepcija (za
me|unarodni simpozijum
„Artivizam sad: bajka ili
stvarnost“)“, BITEF 39 (ka-
talog), Beograd, 2005.  

23 Videti po~etak ovog tek-
sta da bi do`iveli „pravi“, tj.
`eljeni smisao ove odredni-
ce u novom (ups, gre{ka, iz-
vinjavam se zbog neskrom-
nih pretenzija)/starom kon-
tekstu. 

24 Maja Mirkovi}, „Pro To-
ols: Savremeni ples, danas,
Evropa (vidi pod: koreogra-
fija)“, str. 113. 

25 Milena i Jelena Bogavac,
„Manifestno protiv manife-
sta“, TkH br. 8: Druga scena
avangarde, Beograd, 2004,
str. 121.
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„JAM SESSION: 

REALNA INTERVENCIJA U BEOGRADSKU PLESNU BAJKU 3“ 

ZAKLJU^AK 

Da bi neko dobio status ’improvizatora/improvizatorke pokreta’ 
NIJE dovoljno da samo odgovori na pitanje: 

1) da, 

2) mo`da, 

3) [TO DA NE? 

I zaboravite na predstavu „Mozak je mi{i}“. 
Jer, ona tek treba da po~ne.



Abstract

The need for performing a jam session on a scientific symposium came out from a sympto-
matic choice of theorist’s position, according to which experience of looking/listening is not
enough for establishing a way of thinking, speaking and writing about the contemporary
dance improvisations. So, the space in the main building of the University of Arts in
Belgrade will become a territory only for a simulation, and not for a real gurrillas’-jump-
into-the-area-of-current-dance-university-politics, because it is directed towards the (until
now) non-existent dance-performing educational practice of this institution. Apart from the
performance of the jam session parallel with the reading a text about it, realisation of
attack-simulacrum will be organised also through offering a possibility to interested persons
that in written and spoken way, i.e. with moving their hands, lips and other parts of the
body try to pass exams which do not exist (for now). The aim of this artivism is to make a
contact and have a dialog with the University of Arts institution. This action will demon-
strate the praxis of ’contact improvisation’, which is one of the basic tools that are applied
in Belgrade’s jam sessions. Next to that tool, there will be shown a wide dance technical
base, which gets improvisationally development, through some elements that are character-
istic for technicality of Merce Cunningham (’60s), minimalistic dance, ’postmodern para-
ballet’, Cunningham (’70s), conceptual dance, etc. Following a situation in which the bor-
ders of this dance technics/tools do not limit the world of jam session, it will be mentioned
that in this improvisational hybrid performing area is allowed using of video-technology,
playing by DJ, drawing and children’s play. The performance of this work represents one
more step in the realisation of the wish that praxis like this in Real intervention on/for
Belgrade’s (university) dance scene becomes real. 
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