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IzloZenosti, drugo poglavlje dugoro¢nog, suradni-
Ckog projekta WEIYTH - Gdje se sve tek treba do-
goditi odvija se u Banja Luci, Mostaru i Sarajevu,
kroz izloZbu, seminare, radionice i seriju novih
produkcija. Projekt smo zapocele suradnjom s
timom kustosica i kustosa (u kojem su bili Anselm
Franke, Ana Janevski, Vit Havranek & Zbynek
Baladran, Erden Kosova, Nina Montmann, Jel-

ena Vesi¢), a koja je rezultirala izloZbom Mozes li
govoriti o tome? - Da, mogu u Banja Luci 2009. go-
dine. Potaknuta temeljnim konceptom projekta
WEIYTH koji propituje pitanje zajednice i imag-
inacije buduénosti, proslogodisnja je suradnja
kroz umjetnicke i kustoske pozicije predstavljene
na izlozbi otvorila niz podtema koje su odredile i
usmjerile daljnji razvoj projekta: pitanje suradnje,
suuce$nistva, artikulacije traume, pitanje egzila

i povratka, politike sjeéanja, politike jezika, poli-
tizacije umjetnosti naspram kulturalizacije poli-
tike.

Ta su pitanja ove godine postala temeljem zacetka
novih suradnji, kroz okupljanje grupa i gener-
iranje novih, privremenih zajednica umjetnika,
teoreticara/ki, studenata/ica i kustosa/ica te po-
taknule stvaranje novih vokabulara i konstelacija
koji zajedno Cine IzloZenosti, drugo poglavlje pro-
jekta. Poput prvog, i ono je, prije svega, zasnovano
na insistiranju postavljanja pitanja: “Mozes li gov-
oriti o tome?*, pri cemu potvrdan odgovor upucuje
prvenstveno na prihvacanje odgovornosti kroz
artikulaciju i propitivanje pozicije svih u¢esnica/ka
u odnosu na drustveni i politicki kontekst u kojem
se odvija Citav projekat, kao i u odnosu na same
pojedine teme koje se kroz njega problematiziraju.
Projekat okuplja umjetnike, filmske i kazali$ne
redatelje, i intelektualce koji u svom radu prob-
lematiziraju neke od brojnih aspekata traume ras-
pada Jugoslavije: rat, genocid, rasap socijalistickog

I BAGO & ANTONIA MAJACA IZLOZENOSTI
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Exposures, the second chapter of the long-term, col-
laborative project WEIYTH — Where Everything Is Yet
to Happen takes place in Banja Luka, Mostar and Sa-
rajevo in the form of an exhibition, as well as a se-
ries of seminars, workshops, and new productions.
The project was initiated by our collaboration with
a team of invited co-curators (Anselm Franke, Ana
Janevski, Vit Havranek & Zbynék Baladrdn, Erden
Kosova, Nina Montmann and Jelena Vesi¢), which
resulted in the exhibition Can you speak of this? - Yes,
I Can in Banja Luka in 2009. Incited by WEIYTH's
underlying concept of rethinking of the notions of
community and future, the artistic and curatorial
propositions delineated in the first chapter opened
up a set of topics, designating the course of the
further development of the project: the issues of
collaboration, complicity, articulation of trauma,
exile and return, politics of language, politics of
memory, culturalisation of politics and the politici-
sation of art.

These topics became a base for initiating new
collaborations, gathering groups and temporary
communities of artists, theoreticians, activists,
students and curators, and generating new vo-
cabularies that together form Exposures, the sec-
ond chapter of the project. Like the first one, it
keeps insisting on the question: “Can you speak of
this?*, where an affirmative answer points first of
all to an acceptance of responsibility to articulate
and question one's own position in relation to the
historical, social and political context the project
is set in, as well as in relation to particular topics it
addresses. The project gathers artists, film-makers
and intellectuals who in their practice deal with
the many aspects of the trauma of the break-up of
Yugoslavia: war, genocide, dissolution of the social-
ist economic and political system, transition into

BAGO & ANTONIA MAJACA



ekonomskog i politickog sistema, tranziciju u ‘divlji
kapitalizam", uniStenu ekonomiju, perpetuiranje
rata ‘drugim sredstvima', kao i utjecaj koji ovi
rascjepi i katastrofe imaju na najmlade generacije,
odrasle u strahu i zazoru prema etno-konfesional-
nom Drugom.

Prihvatiti poziv na sudionistvo u kustoskom, umje-
tni¢kom, teorijskom i transformativnom traZenju,
i poziv uputiti drugima, znacilo je emancipirati
sam proces traZenja, istovremeno prisvajajuci
izloZenost stanju radikalne neizvjesnosti. Znacilo
je, za sve ukljuCene u proces - organizatore, kus-
tosice, sve pozvane autore/ice i brojne ucesnike i
ucesnice radionica, seminara i razgovora - pristati
na stanje, i akciju, beskompromisne izloZenosti:
izloZenosti raskolu izmedu oéekivane reprezenta-
tivnosti projekta koji se naziva bijenalom i odluke
da se istraZi upravo kako jedan takav projekt moZze
subvertirati imperativ spektakularnosti i reprezen-
tativnosti; gdje je ‘umjetnost’ kao materijalni re-
zultat tek od sporedne vaznosti u odnosu na pro-
cese politicke subjektivizacije i artikulacije odnosa
izmedu svih koji su, i koji ¢e biti, ukljuceni u pro-
ces; izloZenosti, prije svega, jednih drugima.

—ib & am
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‘wild capitalism", destroyed economy, perpetuation
of war by other means', as well as the influence of
these dissolutions and disasters on the youngest
generations, informed by fear and abjection toward
the ethno-confessional Other.

Accepting the invitation to participate in this
long-term curatorial, artistic, theoretical and
transformational quest, and addressing the invita-
tion to others, has emancipated the very process of
searching while embracing the exposure to a state
of radical uncertainty. For all involved in the pro-
cess - organizers, curators, participants, guests and
the public - it has meant accepting the state (and
action) of exposure without compromise - expo-
sure also to the gap between the public's expecta-
tions formed by dubbing the project a ‘biennial'
and the decision to question exactly how such a
project can subvert the imperative of spectacle and
representation; where ‘art' as material product is
secondary to the processes of political subjectivisa-
tion and the articulation of relations between all
who have been, and who will yet become, involved
in the process; exposure, most relevantly, to each
other.

—ib & am
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IZLOZBA, BANJA LUKA
30.10.-30.11.2010.

Fabrika “Rudi Cajavec", Salon Muzeja
savremene umjetnosti RS, javni prostor

DOGADANJA U OKVIRU PROJEKTA
(MOSTAR I SARAJEVO)

14.10. 2010.,18 h
Lala Ra$Ci¢, Prokleta brana, izvedba i razgovor,
SCCA, Sarajevo

15.-16.10. 2010.
Istrazivacki arhiv Nogomet metafora Zivota?

31.10. 2010.
11.00-14.00
Jelena Petrovié (Grupa Spomenik) i Stanislav

Tomi, Istorija sadasnjice, javno ¢itanje

15.00-18.00

Jasmina Husanovi¢ (Grupa Spomenik), Protiv
smrti politickog subjekta. O kulturnoj produkciji
i emancipativnoj politici, radionica i javna

(Abart, Mostar), razgovor i prezentacija
arhiva, OKC AbraSevi¢, Mostar

DOGADANJA U OKVIRU PROJEKTA
(BANJA LUKA: FABRIKA “RUDI CAJAVEC")

21.-22.10. 2010.
Vahida Ramujkié, Istorije u raspravi, radionica

Damir Arsenijevié (Grupa Spomenik), Vrijeme

diskusija

18.00
Margareta Kern, GUESTure/GOSTIkulacija,
predavanje

20.00

Radna grupa “Cetiri lica Omarske"

(Mirjana Dragosavljevié, Srdan Hercigonja,
Vladimir Miladinovié¢, Marija Ratkovié, Dejan
Vasié, Jovanka Vojinovié, Zoran Vuckovac

je da se upoznamo onakvi kakvi stvarno jesmo,

i Milica Tomi¢), javni radni sastanak

poetska seansa

30.10.2010.
17.00
Lala Ra$Ci¢, Prokleta brana, performans

18.30
Nicole Hewitt, Spisi/Jasmina, performans

19.00
Branimir Stojanovié (Grupa Spomenik),
predstavljanje novina Matemi reasocijacije

21.00
Otvorenije izloZbe: Spaport o Spaportu,
uvod organizatora

01.11.-07.11.2010.

STEALTH.unlimited (Ana DZokié i Marc
Neelen), Uzeti zajednicku stvar u svoje ruke,
istrazivacki arhiv i otvoreni razgovori

01.11.2010., 17.00

Sandra Dukié i Boris Glamocanin, Ljubija
ubija, prezentacija projekta, Salon Muzeja
savremene umjetnosti




Programme

EXHIBITION, BANJA LUKA

30.10.-30.11.2010

“Rudi Cajavec" Factory, Salon of the Museum
of Contemporary Art of RS, Public Space

EVENTS (MOSTAR AND SARAJEVO)

31.10. 2010

14.10. 2010, 6 pm
Lala Ra$¢i¢, Damned Dam, performance and
discussion, SCCA, Sarajevo

15.-16.10. 2010
Research archive Football — A Metaphor for Life?

11 am-2 pm
Jelena Petrovié (Grupa Spomenik) & Stanislav
Tomi¢, History of the Present, public reading

3-6 pm
Jasmina Husanovié (Grupa Spomenik), Against
the Death of the Political Subject. On Cultural

(Abart, Mostar), discussion and presentation
of the archive, OKC Abrasevic, Mostar

EVENTS (BANJA LUKA: “"RUDI CAJAVEC"

Production and Emancipatory Politics, public
discussion

6 pm
Margareta Kern, GUESTure, lecture

FACTORY)

21.-22.10. 2010
Vahida Ramujkié, Disputed Histories, workshop

Damir Arsenijevié (Grupa Spomenik), It's Time

7 pm

Working Group “Four Faces of Omarska"
(Mirjana Dragosavljevié, Srdan Hercigonia,
Vladimir Miladinovié, Marija Ratkovié, Dejan
Vasié, Jovanka Vojinovié, Zoran Vuckovac and

We Got to Know Each Other As We Really Are,

Milica Tomic), public meeting of the work

poetry session

30.10.2010
5 pm
Lala Ra$¢i¢, Damned Dam, performance

6.30 pm
Nicole Hewitt, Documents/Jasmina, perfor-
mance

7 pm
Branimir Stojanovi¢ (Grupa Spomenik), pre-
sentation of the Mathemes of Reassociation

9 pm
Exhibition opening: Spaport on Spaport,
introduction by the organizers

group

01.11.-07.11.2010

STEALTH.unlimited (Ana DZoki¢ & Marc
Neelen), Taking Common Matters Into One’s Own
Hands, workshop and research archive

01.11. 2010, 5 pm

Sandra Dukié & Boris Glamo¢anin, Ljubija
Kills, presentation of the project, Salon of the
Museum of Contemporary Art of RS
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Projekt Gdje se sve tek treba dogoditi / Where Every-
thing Is Yet To Happen (WEIYTH) Instituta za trajan-
je, mjesto i varijable (DeLVe), u svom dugoro¢nom

i modularnom formatu problematizira urgentna
pitanja zajednice i imaginacije buduénosti. Njegov
naslov sadrzi reference na trajanje, mjesto i vari-
jable ocekivanog dogadaja. Ti “nesigurni” parame-
tri smjesteni su u procjepu izmedu proslosti koja ne

nudi dogadaj kojemu bismo se obvezali na vjernost i
buduénosti od koje se “oCekuje” upravo to - “¢udo”
dogadaja.

Projekt Gdje se sve tek treba dogoditi zapocele smo u
Banja Luci, suradnjom s timom suradnica i surad-
nika - Anselmom Franke, Anom Janevski, Vitom
Havranekom & Zbynekom Baladranom, ErdenomKo-
sova, Ninom Montmann i Jelenom Vesi¢. Ta je surad-
nja rezultirala izloZbom “MoZe$ li govoriti o tome?

|

-Da, mogu” - u listopadu 2009, koja je prisvajanjem

1_"MoZes li govoriti o tome? -Da, mogu", referirala se na esej Giorgia Agambena “0 Potencijalnosti* koji zapocinje para-
frazom uvoda u poemu Rekvijem Ane Ahmatove. U njemu pjesnikinja opisuje kako joj je, dok je stajala u redu ispred lenjin-
gradskog zatvora tijekom Staljinovih Cistki, Cekajudi vijesti o svom zarobljenom sinu, pristupila nepoznata Zena i upitala
je moze li “opisati“ $to se oko njih dogada. Na zahtjev da se artikulira uZas koji ih u tome trenutku okruZuje, pjesnikinja
odgovara - Da, mogu. Kako Agamben naglaava, “Mogu" ovdje ne znaci uvjerenje u posjedovanje odredenih sposobnosti
koje garantiraju uspjesno opisivanje neopisivog, ve¢ jedno radikalno prihvacanje iskustva potencijalnosti, koje je, unato¢
nesigurnosti u odredenu sposobnost, “apsolutno obvezujuée®.

IVANA BAGO & ANTONIA MAJACA

Nicoline van Harskamp:
Testiranje kolektiva, 2008,

s izloZbe “MoZes li govoriti

o tome? -Da, mogu" / Testing
the Collective, 2008, from the
exhibition “Can You Speak of

This? -Yes, I can", Banja Luka,

2009.
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Chto Delat?/What is to be

done?, Partisan Songspiel:
Beogradska prica, 2009 / Partisan

Songspiel: Belgrade Story, 2009,
s izloZbe “MoZe3 li govoriti o
tome? -Da, mogu" / from the

exhibition “Can You Speak of
This? -Yes, I can", Banja Luka,

2009.

EXPOSURES

The Where Everything Is Yet To Happen (WEIYTH) proj-
ect of the Institute for Duration, Location and Vari-
ables (DeLVe) takes up, in its long-term and modular
format, pressing issues of community and the imag-
ination of the future. Its title contains reference to
the duration, location and variables of an expected
event. These uncertain parameters are located in
the gap between the past that offers no event ca-
pable of eliciting a promise of fidelity and a future
from which precisely that is “expected” - a miracle
of an event.

We started Where Everything Is Yet To Happen in Ban-
ja Luka, in collaboration with a team of associates
- Anselm Franke, Ana Janevski, Vit Havranek and
Zbynek Baladran, Erden Kosova, Nina Montmann
and Jelena Vesi¢. The outcome of this joint work
was the exhibition “Can you speak
of this? - Yes, I can” - in October
2009, which, by taking up this ques-
tion and the explicitly positive an-
swer to it, above all activated the
space of potentiality, in which the
possibility of “speech® is estab-
lished, along with a re-examination
of factors that impair this possi-
bility. Above all, the fundamental
question was posed: what can art
and critical intellectual and theo-
retical practice speak of and what must they speak
of in complex, divided and traumatised social and
political environments?

Answers to this question in the context of the first

1_“Can you speak of this? - Yes, I can" refers to the essay of Giorgio Agamben “On Potentiality" that starts with a para-
phrase of the introduction to the poem Requiem of Ana Akhmatova. The poet recounts how, while she was standing in
queue in front of the Leningrad jail during the Stalin purges, waiting for news of her imprisoned son, she was approached
by an unknown woman who asked her if she could “describe" what was going on around her. At the request to articulate
the horror that surrounded them at that time, the poet replied - Yes, I can. As Agamben points out, I can here does not
mean the conviction of the possession of any particular capacities that guarantee a successful description of the inde-
scribable, rather a radical acceptance of the experience of potentiality that, in spite of the uncertainty in a certain ability,
is nevertheless “absolutely binding".

IVANA BAGO & ANTONIA MAJACA



ovog pitanjakaoieksplicitno potvrdnogodgovorana
njega, aktivirala prostor potencijalnosti u kojem se
uspostavlja moguénost za “go-
vor”, ali i preispitivanje fakto-
ra koji utje¢u na nemoguénost
da se govori. Prije svega, post-
avljeno je temeljno pitanje: o
Cemu umjetnost i kriticka in-
telektualna i teorijska praksa
mogu, a zatim i moraju, govoriti
u kompleksnim, podijeljenim i
traumatiziranim drustvenim i
politickim sredinama?

Odgovori na ovo pitanje u kontekstu prvog poglav-

lja WEIYTH-a proizasli su iz svojevrsnog kustoskog — sieesctminimoin
“suulesnistva“, ¢ime su se nasa inicijalna polazi§ta s e e
dodatno razvijala, bivala podcrtavanaili dovedenau =~ ===
pitanje, ali i kreirala nove smjerove daljnjem razvoju

cijelokupnog projekta, koji je i sam u neprekidnom

stanju postajanja.

1zlozba “Mozes li govoriti o tome? - Da, mogu” pred-
stavljala je tako razradu nekih od tema koje su se
ukazivale postupno - pitanja suucesnistva, suradn-
je, solidarnosti, artikulacije traume, politika jezika,
politika sjecanja, egzila i povratka, te politizaciije
umjetnosti naspram kulturalizacije politike.

Ta su pitanja ove godine postala temeljem zacetka
novih suradnji - kroz okupljanje i generiranje novih,
privremenih zajednica teoreticara, aktivista, stude-
nata/tica, umjetnika/ca i kustosica te potaknula st-
varanje novih vokabulara i konstelacija koji zajedno
Cine IzloZenosti, drugo poglavlje projekta.

Poput prvog, i ono je, prije svega, zasnovano na in-
zistiranju postavljanja pitanja: “MoZe$ li govoriti o
tome?”, pri Cemu potvrdan odgovor ovdje upucuje

BAGO & ANTONIA MAJACA IZLOZENOSTI



B chapter of WEIYTH derived from a kind of curato-
rial “complicity* that led to further development of
our initial points of departure, that were being re-
affirmed or called into question, and also resulting
in new lines for further development of the whole
project, which is itself in some incessant state of be-
coming.

The exhibition “Can you speak of this? - Yes, I can”
wiewr s doieewerss — thus constituted the working out of some of the

Eyal Weizman, 665: Manje zlo /

li govoriti o tome? -Da, mogu"

[romtheednibiioncanves  tOPICS that had materialized gradually - questions

paduiistar— of complicity, collaboration, solidarity, the articu-
lation of trauma, politics of language, politics of
memory, exile and return and the politicisation of
art as against the culturalisation of politics.

These questions this year became the basis for the
conception of new collaborations - through the
gathering and generation of new ad hoc communi-
ties of theorists, activists, students, artists and cura-
tors, inciting the creation of new vocabularies and
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prvenstveno na spremnost na kontinuirano propi-
tivanje pozicije svih nas (sudionica/ka) u odnosu
na drustveni i politicki kontekst, kao i u odnosu na
pojedine teme koje se kroz njega problematizira-
ju radikalno se izlazuéi
kompliciranim pitanjima
usmjerenimajednih drugi-
ma ali i izlaganju sredini u
kojoj radimo. Vjerujemo
medutim, da je upravo
ovakav poziv na ‘izlaganje’
-izloZenost prije svega kao
djelovanje, a ne puko stan-
je, jedini prihvatljiv model
na koji kriti¢ka suvremena
umjetnicka i intelektualna
praksa smije participirati i
moze djelovati u kontek-
stu poput Banja Luke, Re-
publike Srpske i Bosne i Hercegovine danas.

Bosna i Hercegovina, petnaest godina nakon us-
postave ‘daytonskog mira’ i dalje je u ratu u kojem
politicke elite dnevno-politickom praksom beskru-
pulozno manipuliraju trima etnijima forsirajudi
osje¢aj medusobne ugroZenosti. Recentnase povijest
svakodnevno nanovo ispisuje, a ratna je proslost dio
svakodnevice, prisutna u svim sferama drustvenog
Zivota. Rat se nastavlja drugim sredstvima unato¢
prividnoj ‘normalizaciji’ ve¢ i samom cinjenicom
da su neki od najokrutnijih ratnih zlo¢inaca jos uvi-
jek na slobodi $to za neke predstavlja svakodnevnu
noénu moru a za druge razlog za slavlje, faktor
drustvene kohezije i stvar nacionalnog ponosa. Zrtve
‘svih strana' instrumentaliziraju se u svrhu dnevne
politike, u toj eksploataciji i karnevalizaciji nanovo
postaju Zrtve, a perpetuiranje samo-viktimizacije
kroz rad pojedinih organizacija Zrtava traumati¢no
iskustvo “ne koristi kao poticaj za formiranje novih
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Libia Castro, Olafur Olafsson,

Tvoja zemlja ne postoji, Banja
Luka 2009 / Your country does not

exist, Banja Luka 2009, s izloZbe

“Mozes li govoriti o tome? -Da,

mogu" / from the exhibition
“Can You Speak of This? -Yes, I

can"“, Banja Luka, 2009.
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EY hablt of killing chi
st twlst'{thelr necks.

Dragan Nikoli¢, Nacionalni Park
/ National Park, 2006, s izlozbe
“Mozes li govoriti o tome? -Da,
mogu" / from the exhibition
“Can You Speak of This? -Yes, I
can", Banja Luka, 2009.

EXPOSURES

constellations that together form Exposures, the sec-
ond chapter of the project.

Like the first, this too is primarily grounded in the
insistence on the posing of the question: “Can you
speak of this?", with the positive answer suggesting
primarily the readiness for continued interrogation
of the position of us all (the participants) vis-a-vis
the social and political context, and in relation to
individual topics that become problematised by
radically exposing ourselves to complex questions
directed at each other and by the exposure to the
environment in which we work. We believe how-
ever that this invitation to ‘exposure’, understood
above all as activity and not as condition, is the only
acceptable model on which critical contemporary
artistic and intellectual practice can participate and
can act in a context such as that of Banja Luka, Re-
publika Srpska and Bosnia and Herzegovina today.

Fifteen years after the Dayton Peace Accords, Bosnia
and Herzegovina is still at war, a war in which the

pohtlcal elites by their everyday political practice

unscrupulously mampulate the three
ethnic groups, instilling in them a
feeling of reciprocal menace. Recent
history is being rewritten on a daily
basis, and the wartime past is part of
the quotidian, present in all spheres
of social life. The war is continued
with other means, in spite of the os-
tensible ‘normalisation’, by the very
fact that some of the cruellest war
criminals are still at large, which is for
some a continuing nightmare and for others a rea-
son for celebration, a factor for social cohesion and
a matter of national pride. Casualties on all sides are
instrumentalised for party political purposes and in
this exploitation, this carnivalisation, become vic-
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drustvenih i politickih vrijednosti, ve¢ ostaje u
sluzbi vladajuéih politika i odrzavanja agresivnog,
svadalackog i ucijenjivackog ambijenta“. >

Trauma se s jedne strane - pravnim tijelima beskom-
promisno i beS¢utno administriraa s druge profanira
i kontaminira dnevnom politikom, dok se, istovre-
meno, stvarno suocavanje ne dogada i dok se kom-
pleksni uzroci i posljedice ne istrazuju i ne iznose
na vidjelo u vidu argumentirane i osvjestene javne
rasprave. Rat se nastavlja prije svega stoga sto nikad
nije niti prekinut i stoga $to je mir na kojem pociva
danasnja Bosna i Hercegovina sazdan na fragilnim
osnovama - izmedu ostalog i na davanju politicke
legitimnosti projektu stasalom na onome $to se par-
adoksalno i eufemisticki na-
ziva - ‘etnicko Ciséenje’.

Postkomunisticka i post-
ratna drustva poput ovih u
kojima Zivimo u biv$oj Jugo-
slaviji, savrSeni su rasadnici
korupcije i klijentelizma u
kojima se i ratno profiter-
stvo (u svom najSirem smis-
lu) legitimira u procesima
nekontrolirane i groteskne
neo-liberalizacije. U takvim
je dinamikama radnisStvo
do krajnjih granica obe-
spravljeno, srednji  sloj
gotovo posve izumruo, a
op¢a razina obrazovanosti i
politicke participacije kon-
tinuirano erodira. U svemu tome, politicke elite i
korumpirani krupni kapital vjesto love u mutnom,
manipulirajuéi nacionalnim i nacionalistickim agen-

2 Belma Becirbasi¢: Trgovanje emocijom Zrtve, BH Dani, br. 697, 22.10. 2010.
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tims all over again, while the perpetuation of self-
victimisation through the work of some of the vic-
tims’ organisations, does “not use [the traumatic
experience] as a stimulus for the formation of new
social and political values, but subserves the ruling
politics and the maintenance of an atmosphere of
aggression, extortion and combativeness*. >

On the one hand, the trauma is uncompromisingly
and pitilessly administered by the legal bodies and
on the other, is contaminated and profaned by the
politics of the day, while, at the same time, no real
confrontation occurs, and the complex causes and
consequences are not explored and are not brought
into the light of day in the form of a well-argued and
insightful public debate. The war is continued
above all because it has never been stopped and
because the peace on which the current Bosnia
and Herzegovina is based is built on fragile foun-
dations - among other things on giving political
legitimacy to a project that developed on what
is paradoxically and euphemistically known as
y ‘ethnic cleansing'.

Post-communist and post-war societies like
those in which we live in the former Yugosla-
via are perfect nurseries for the corruption and
clientelism in which wartime profiteering (in
its broadest possible sense) is legitimised in the
processes of uncontrolled and grotesque neo-
liberalism. In such dynamics the working class
is ultimately disenfranchised, the middle class
is all but extinct and the general level of educa-
tion and political participation is continuously
eroded. In all this the political elites and corrupted
big capital adroitly fish in the dark, manipulating
national and nationalist agendas, exploiting a trau-

2 Belma Becirbai¢: “Trgovanje emocijom Zrtve* [Trading on the emotion of the victim], BH Dani, no. 697, 22.10. 2010.
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dama, eksploatirajuéi traumatizirano drustvo koje
na aparatima prezivljava u uvjetima posvemasnjeg
socijalnog, politickog i ekonomskog kaosa.

U postratnom prostoru gdje se
‘normalizacija’ dogodila ‘pre-
brzo®, procesuirana ‘vanjskom
rukom® onoga S$to se naziva
‘medunarodna zajednica’, ova
su, duboko podijeljena drustva,
iscrpljena krvoproli¢ima, logo-
rima, masovnim grobnicama,
jos uvijek  traumatizirana,
pozurila - bez svijesti o trenut-
ku u kojem se nalaze, i bez op-
erativne moguénosti da utjecu |
na uvjete pod kojima su oblici
novih ‘drZavnosti® formirane - Zivjeti ‘normalno’,
prilagodavajuéi se zakonima novog ekonomskog i
drustvenog poretka.

Danas je medutim jasno da nakupljena i neadekvat-
no adresirana kolektivna trauma mora eruptirati,
te da je stanje umjetnog mira prepletenog nacio-
nalnom mrznjom, osjeajem ugroZenosti, izdatosti
i nepravde neodrzivo stanje te da se o traumama
proslosti nuzno mora zapoceti Siroka i otvorena jav-
na rasprava na svim razinama drustva.

Nakon zavrsetka prvog poglavlja projekta koje je
posluzilo kao svojevrsna kutija s alatom ali i sredst-
vo barem pribliZne ‘dijagnoze’, bile smo odlu¢ne da
¢emo se, ako prihvatimo da i sljedeée poglavlje ima
svoje ishodiSte u Banja Luci, nuzZno morati aktivno
ukljuciti u poticanje i eksponiranje ovakvog javnog
zagovaranja potrebe da se o proslosti otvoreno go-
vori i s njome suocava. U tome smislu bilo je vazno
razviti metodologiju koja nesto $to bi u svom forma-
tu trebala biti reprezentativna izlozba suvremene
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Sandra Duki¢, Boris
Glamodanin, Ljubija ubija,

razgovor / Ljubija kills, razgovor

/ discussion.

Photo: T
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matised society that is maintained on life support
machinery in conditions of overriding social, politi-
cal and economic chaos.

In the post-war space where ‘normalisation’ took
place ‘too fast’, processed by the external arm of
what is called the ‘international community", these
deeply divided societies, exhausted with the blood
spilling, the camps, the mass graves, still trauma-
tised, hastened - without any awareness of the mo-
ment in which they were placed, without an opera-
tional capacity to affect the conditions under which
the forms of the new ‘statehood" were formed - to
live ‘normally’, adapting to the laws of the new eco-
nomic and social system.

Today however it is clear that the accumulated and
inadequately addressed collective trauma can erupt
and that the state of artificial peace shot through
with ethnic hatreds, senses of threat, betrayal and
injustice is an untenable state and that a wide and
open public debate about the traumas of the past
has to be initiated, at all levels of society.

After the close of the first chapter of the
project, which served as a kind of toolbox
as well as a means for achieving at least
an approximate ‘diagnosis', we were de-
| termined that we would, if we accepted
that the next chapter would have its
origin in Banja Luka, try to get actively
involved in fostering and putting for-
ward this kind of public advocacy of the
s need to talk about the past openly and
come to terms with it. From this point
of view it was important to develop a methodology
that would transform something that in its format
ought to be a showcase exhibition of contemporary
art into an ongoing public debate and the place for
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umjetnosti pretvori u kontinuiranu javnu raspravu i
mjesto proizvodnje novih politickih subjektivizacija
i novih zajednica.

Prihvatiti nas poziv na sudionisStvo u ovom proce-
su znacilo je prije svega pristati na sudjelovanje u
transformativnom trazenju. Poziv uputiti drugima,
znacilo je emancipirati sam proces traganja, neiz-
vjesnosti ishoda, ali i kontinuiranim zajednickim
angazmanom stvarati uvijete za osnaZivanje
postojecih savezniStava i stvaranje novih uzajam-
nosti, otvorenosti za sudruznistvo, za zajednicko
uCenje u “ucionici teskih pitanja“ (Jasmina
Husanovi¢), bez rezultata koji se mogu obuhvatiti
jednim pogledom i s lako¢om definirati.

Odlukom davanja prednosti ovoj vrsti ‘izlaganja', na-
suprot spektakularizaciji, reprezentaciji i izlaganju
artefakata prigrlile smo josjednom ‘bezrezultatnost'
i nedovrsenost, nastojeci konstituirati polje govora
i kriticke refleksije u kojoj su sve unaprijed zadane
uloge destabilizirane i dovedene pod pitanje, u ko-
joj su svi ukljuceni jednako tako istrazivaci, kreatori
sadrzaja, kustosi, sudionici, ucenici i publika. Nas-
tojale smo pritom u projekt ukljuciti one pojedince
i grupe u BiH i u regiji koje smo prepoznale kao
klju¢ne protagoniste kritickog djelovanja u odnosu
na pitanja koja projekt postavlja. Medutim, proces
medusobnog prepoznavanja nije niposto iSao jed-
nosmjerno, ustaljenom kustoskom matricom conno-
iseurskog ‘selektiranja’ postoje¢eg materijala, ve¢ su
u nekim slu¢ajevima sudionici prepoznali sam pro-
jekt kao mjesto na kojem Zele testirati svoje ideje,
za neke od kojih je WEIYTH tek pocetna ili jedna od
stanica u razvoju projekta. Prije svega, nastojale smo
osnaziti one ideje i metodologije za koje smo vje-
rovale da bi se obogatile izlaganjem nekim drugim,
paralelnim procedurama i za koje bi ovo poglavlje
WEIYTH- a moglo posluziti kao vazna stanica, mjesto
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the production of new political subjectivites and
new communities.

To accept our invitation to take part in this pro-
cess meant above all to consent to take part in a
transformative quest. To send the invitation to
others meant to emancipate the actual process of
searching, the uncertainty of the outcome and also,
through the continued joint commitment, to cre-
ate the conditions for empowering the existing al-
liances and to create new mutualities, openness to
camaraderie and joint learning in the “classroom of
difficult questions™ (Jasmina Husanovi¢), without
results that can be comprehended at a glance and
be easily defined.

With the decision to privilege this kind of ‘expo-
sure' against spectacularisation, representation and
the exhibition of artefacts, we once again embraced
‘resultlessness’ and incompleteness, endeavouring
to constitute a field of speech and critical reflection
in which all the roles set in advance are destabilised
and brought into question, in which all are involved
equally as researchers, creators of contents, cura-
tors, participants, learners and audience members.
We endeavoured at the same time to include in the
project those individuals and groups in Bosnia and
Herzegovina and in the region whom we have iden-
tified as key protagonists of critical activity with re-
spect to the issues that the project has posed. How-
ever, the process of mutual recognition has not at all
been one-directional as in the established curatorial
pattern of a connoisseur’s ‘selection’ of existing ma-
terial. Instead of that, in some cases the participants
have themselves identified the project as a place in
which they wish to test out their own ideas for some
of which WEIYTH is just the first stage or one of the
stages in the development of their project. Above
all, we have attempted to empower those ideas and
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Vahida Ramujkid, Istorije u raspravi,
radionica / Disputed Histories, workshop.

Photo: T
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radikalizacije pristupa, mjesto javnog zagovaranja,
mjesto testiranja, mjesto na kojem nitko nece stra-
hovati upustajuéi se u neizvjesno, ¢ak i riskantno
‘izlaganje".

Za sve ukljucene u ovaj proces - organizatore, kusto-
sice, sve pozvane autore i autorice i brojne ucesnike
i uCesnice - znacilo je to pristati na stanje beskom-
promisne izloZenosti: izmedu ostalog - izloZenosti
prekarnim financijskim i produkcijskim okolnos-
tima, izloZenosti raskolu izmedu ocekivane repr-
ezentativnosti projekta i odluke da se subvertira
imperativ reprezentativnosti te konacno i prije
svega - izloZenosti u kojoj je ‘Umjetnost” kao ma-
terijalni rezultat tek od sporedne vaZnosti u odno-
su na procese subjektivizacije i artikulacije odnosa
izmedu svih koji su, i koji ¢e biti - ukljuCeni u pro-
ces; izlozenosti, prije svega - jednih drugima.

ooo

Drugo ‘poglavlje‘ zapocelo je uspostavljanjem surad-
nje s tri umjetnicka/intelektualna/kustoska kolek-
tiva: Grupom Spomenik, tandemom STEALTH.un-
limited, te organizacijom Abart iz Mostara, odnosno
kustosicama Anjom Bogojevié i Amilom Puzié. Te su
suradnje oznacile nastavak nekih od tema otvorenih
prvim poglavljem, istovremeno ih osnazujuéi kao
klju¢ne oslonce i ishodista za daljnji razvoj projekta
i njegove metodologije, kao i uspostavljanje novih
suradnji. Ukratko, rijec je o tri problemske osnovice,
odnosno o tri podskupa temeljnog pitanja/odgovora
MoZes li govoriti o tome? - Da, mogu - koji se svi spajaju
u traumatskoj tocki raspada Jugoslavije.

Prvo je pitanje artikulacije ratne traume, genocida,
kolektivne i individualne krivnje i odgovornosti,
koje Grupa Spomenik, kao jedinstvena platforma
u regiji, kontinuirano preispituje ve¢ niz godina,
zagovarajuéi emancipativnu politiku sjeéanja koju
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methodologies that we believed would be enriched
by exposure to some other, parallel procedures, and
for which this chapter of WEIYTH could serve as an
important stop on the way, a place for the radicalisa-
tion of methodologies, a place for public advocacy, a
place for testing, a place in which nobody need fear
to embark on the uncertain, and even risk-laden
‘exposure’.

For all involved in the process - the organisers, the
curators, all the invited artists and the many partici-
pants - this has meant agreeing to a state of uncom-
promising exposure; among other things, exposure
to precarious circumstances of funding and produc-
tion, exposure to the gap between the expected rep-
resentativeness of the project and the decision to
subvert the imperative of representativeness and fi-
nally to the exposure in which Art as material result
is of only a minor importance as compared to the
processes of subjectivisation and articulation of re-
lations between all those who are or will be involved
in the process; exposure, above all, to each other.

ooo

Chapter Two started with the establishment of col-
laboration with three artistic/intellectual/curato-
rial collectives: Grupa Spomenik, the STEALTH.un-
limited duo and the organisation Abart of Mostar,
i.e. curators Anja Bogojevi¢ and Amila Puzié. These
collaborations marked the continuation of some of
the topics initiated in the first chapter, at the same
time reinforcing them as key resources and points
of departure for the further developement of the
project and its methodology, as well as the estab-
lishment of new collaborations. In brief, three prob-
lem bases were included, three subgroups of the ba-
sic question and answer: Can you speak of this? - Yes, I
can! - which are all linked in the traumatic point of
the collapse of Yugoslavia.
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je mogucle sazeti postulatom' “Tamo gde je bio geno-
cid, bi¢e politicki subjekt Suradnja s Grupom
Spomenik temelji se i na prepoznavanju
jedinstvene metodologije djelovanja, pri
Cemu “grupa” ne predstavlja fiksni iden-
titet i kolektiv, nego prije svega plat-
formu cija svaka nova transformacija
nosi potencijal okupljanja i osnaZivanja
razli¢itih sudionika/ca i suradnika/ca,
nerijetko generirajuéi i emancipirajuc’i
nove platforme. U ovom slucaju prlmJ er
takvog dJelovanJa je Radna grupa “Cetiri
lica Omarske” (Mirjana Dragosavljevi(,
Srdan Hercigonja, Sandro Hergi¢, Vladi-
mir Miladinovi¢, Marija Ratkovié, Dejan
Vasi¢,Jovanka Vojinovié,Zoran Vuckovac
i Milica Tomi¢), koja se konstituira kao
zaseban projekt/platforma, temeljenana
djelovanju Milice Tomi¢ u okviru Grupe
Spomenik. Ovakvo, antihermeti¢no kon-
stituiranje “grupnog” djelovanja, koje
generira ne tek nove projekte, nego i
nove udruZene subjekte, korespondira UPravo s g spomenivonument
temeljnim pitanjem koje projekt WEIYTH postav- ~— cowitememen
lja: na koji nacin je mogudce razmisljati o poimanju  easecisiornewspaper

i konstituiranju zajednice, mimo esencijalistickih =
modela identifikacije i pripadnosti, ve¢ radije u  feen

skladu s filozofskim promisljanjima zajednice koja

bitak definiraju prije svega kao “bivanje sa", singu-

larno-pluralno bivanje - radikalnu izlozZenost jednih

drugima (Jean - Luc Nancy), ili “whatever singular-

ity" Giorgia Agambena?

Grupa Spomenik (Damir Arsenijevié, Jasmina
Husanovié, Jelena Petrovi¢, Branimir Stojanovié i
Milica Tomi¢) u okviru projekta ureduje i predstav-
lja novine Matemi reasocijacije, jedan od rezultata

3 Matem, Grupa Spomenik (Damir Arsenijevi¢, Ana Bezi¢, Jasmina Husanovi¢, Pavle Levi, Branimir Stojanovié, Milica
Tomi¢), samizdat, 2010.
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First is the question of the articulation of the war-
time trauma, genocide, collective and individual
guilt and responsibility that Grupa Spomenik [Mon-
ument Group], a unique platform in the region,
has been re-examining continually for a number
of years, arguing for an emancipatory politics of
remembrance that is possible to sum up with the
postulate: “Where there was genocide there will be
a political subject” *. The collaboration with Grupa
Spomenik is also based on the identification of a
unique methodology of work, in which “the group*
does not constitute any fixed identity or collec-
tive, rather a platform, every new transformation
of which bears the potential to gather and empow-
er different participants and associates, quite of-
ten generating and emancipating new platforms.
Such example is the Working Group “Four Faces
of Omarska" (Mirjana Dragosavljevié, Srdan Her-
cigonja, Sandro Hergié, Vladimir Miladinovi¢, Mari-
ja Ratkovié, Dejan Vasié, Jovanka Vojinovié, Zoran
Vuckovac and Milica Tomié), which has been consti-
tuted as a separate project or platform founded on
the work of Milica Tomi¢ within
the context of Grupa Spomenik.
B This kind of anti-hermetic con-
= stitution of “group* action that
generates not just new projects
but also new associated sub-
@ jects corresponds exactly with
f the fundamental question that
WEIYTH sets up: in what way is
it possible to consider the con-
ception and constitution of a
B community, beyond essentialist

models of identification and belonging, but rather
in line with philosophical conceptualisations of

3 Matem, Grupa Spomenik (Damir Arsenijevié, Ana Bezi¢, Jasmina Husanovi¢, Pavle Levi, Branimir Stojanovi¢, Milica

Tomi(), samizdat, 2010.
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dugotrajnog rada na traganju za emancipativnim
vokabularom kojim se u umjetnickoj i intelektual-
noj praksi moze govoriti o genocidu i onome $to os-
taje nakon njega, odnosno pi- |

tanjem na koji je nacin, nakon
genocida, uopée mogude djelo-
vati u kontekstu umjetnosti i
kriticke prakse. Pojedinacne
intervencije c¢lanova Grupe
Spomenik predstavljaju ‘ek-
stenzije' novina, a odvijaju se u
formi Citalackih grupa, radion-
ica, javnih c1tanJa i razgovora.
Radna grupa “Cetiri lica Omar-
ske* (Mirjana Dragosavljevit,
Srdan Hercigonja, Sandro
Hergi¢, Vladimir Miladinovi¢,
Marija Ratkovié, Dejan Vasi¢, Jovanka VQ]IHOVIC
Zoran Vuckovac i Milica Tomié) - bavedi se s &etiri

Javni radni sastanak Radne
grupe “Cetiri lica Omarske"

‘Zivota' rudnickog kompleksa Omarska (rudnik uso- ~ Lrublicuorking mestingof

Working Group “Four Faces of

cijalizmu, logor smrti za vrijeme rata u BiH, lokacija  onarsa-
snimanja filma/spektakla Sveti Georgije ubija aZzdahu, ey
te ponovno rudnik u vlasni$tvu jedne od najbogati-

jih svjetskih multinacionalnih kompanija Mittal) -

na odreden nacin ‘okuplja’ i aktivira sve tematske
smjernice u kojima se i projekt WEIYTH: IzloZenosti
prepoznaje: susret s osobnom i kolektivnom rat-

nom traumom, tranzicijskom traumom i pitanjem
kulturne reprezentacije u kontekstu neoliberalizma

koji briSe individualne i kolektivne traume i pov-

ijesti, istovremeno ih ostavljajuéi nerazrjeSenima.

U programe i radionice Grupe Spomenik, kao i ¢itav
projekt, takoder se aktivno ukljucuje i studentska

grupa Jezik, mo¢, ideologija s Filozofskog fakulteta

u Banja Luci, koju vodi Danijela Majstorovié.

Platforma srodna Grupi Spomenik, koja djeluje u
podrudju dokumentarnog i aktivistickog filma je
FACTUM - dokumentarni filmski projekt, koja u
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Radna grupa “Cetiri lica

Omarske", s postava izlozbe /

Working Group “Four faces of

Omarska"“, exhibition view.

Photo TJ
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community that define being as above all “being
with*, being singular-plural, a radical exposure to
each other (Jean-Luc Nancy), or the “whatever sin-
gularity* of Giorgio Agamben?

Within the framework of the project, Grupa Spome-
nik (Damir Arsenijevié, Jasmina Husanovié, Jelena
Petrovi¢, Branimir Stojanovi¢ and Milica Tomié)
presents the newspaper Matemi reasocijacije (Math-
emes of Reassociation), one of the results of long-last-
ing work on asearch for an emancipatory vocabulary
with which it is possible in artistic and intellectual
practice to talk of genocide and what remains after
it, or question in what way it is at all possible to work
in the context of artistic and critical practice after
genocide. Individual interventions of members of
Grupa Spomenik present ‘extensions’ of the news-
paper, and take place in the form of reading groups,

workshops pubhc readmgs and talks. The Work-
ing Group “Four Faces of Omarska“

(Mirjana Dragosavljevi¢, Srdan
Hercigonja, Sandro Hergi¢, Vladi-
mir Miladinovié¢, Marija Ratkovi¢,
Dejan Vasi¢, Jovanka Vojinovi¢,
Zoran Vuckovac and Milica Tomi¢),
dealing with the four lives of the
mining complex of Omarska (a
mine during socialism, a death
_ camp during the time of the Bosnia
and Herzegovina war, a location for
the shooting of the film/spectacle St George Slays the
Dragon, and once again a mine, owned by one of the
world’s richest multinational companies, Mittal),
in a certain way ‘gathers" and activates all the the-
matic guidelines within which the project WEIYTH:
Exposures can be identified: an encounter with the
personal and collective war trauma, the transitional
personal and collective trauma and the question of
cultural representation in the context of neo-liber-
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hrvatskom kontekstu pionirski i kontinuirano ak-
tualizira “zabranjene" i potiskivane teme: zlocine
i etniCko CisCenje kao rezultat ratne akcije Oluja,
zloCine uratnom logoruLorau Splitu, aliibrojnadru-
ga pitanja koja problematiziraju hrvatsko drustvo u
tranziciji. U suradnji s osnivacem i voditeljem FAC-
TUM-a, Nenadom Puhovskim, naizlozbi su predstav-
ljena tri filmska naslova: Oluja nad krajinom BoZidara
KneZeviéa - film koji je uzburkao hrvatsku javnost
prvim otvorenim tematiziranjem ratnih zlolina
hrvatske vojske, ne samo u umjetnickom, veé i main-
stream medijskom prostoru; Graham i ja, film Nenada

Puhovskog o britanskom gradaninu koji se, u znak
protesta, zapalio ispred britanskog parlamenta,

Factum | BoZidar KneZevié,
Oluja nad Krajinom, 2001.,

s postava izlozbe / Storm over
screening view.

Photo: T

kako bi zagovarao promjenu stava britanske vlade
prema ratu na prostoru bivSe Jugoslavije; te film
Decko kojem se Zurilo Biljane Cakié¢ Veselié, osobnoj

i intimnoj prici redateljice koja, sa svojom obitelji,
traga za tijelom brata, koji je ‘nestao’ za vrijeme rata
u Hrvatskoj.

Upravo je tijelo, odnosno le§, u sredidtu rada Cas
anatomije Igora BoSnjaka. Preuzimanjem Rembrand-
tove slike Cas anatomije i referirajuéi se na istoimeni
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Factum | Biljana Caki¢ Veseli¢,

Decko kojem se Zurilo, isjecak iz
filma / The Boy Who Rushed, film

still, 2001.

Photo: Factum archive
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alism that erases the individual and collective trau-
mas and histories, while at the same time leaving
them unresolved. The programmes and workshops
of Grupa Spomenik, as well as the entire project,
is joined by the active participation of the student
group Jezik, mo¢, ideologija [Language, Power, Ide-
ology] of the Banja Luka Faculty of Humanities, led
by Danijela Majstorovic.

A platform similar to Grupa Spomenik, which
works in the area of documentary and activist
film is FACTUM - documentary film project,
which in the Croatian context is a pioneer in
the re-opening of ‘forbidden" and suppressed
issues - the crimes and ethnic cleansing that
was a result of the Oluja/Storm military ac-
tion during the war, the crimes in the wartime
camp Lora in Split, as well as many other is-
sues that problematise the Croatian society in tran-
sition. In collaboration with the FACTUM founder
and leader Nenad Puhovski, the exhibition shows
three film titles: Storm over Krajina / Oluja nad Kraji-
nom by Bozidar KneZevi¢ - a film that put the Croa-
tian public in a tizzy with its first overt handling of
the war crimes of the Croatian Army in not merely
the art but also the mainstream media space; Gra-
ham and I, a film of Nenad Puhovski about a British
citizen who set fire to himself in front of the Houses
of Commons in London to protest against the at-
titude of the British government to the war in the
former Yugoslavia; and the film The Boy Who Rushed
/ Decko kojem se Zurilo of Biljana Cakié Veselié, a per-
sonal and intimate story of the director, who, with
her family, is searching for the body of her brother,
who ‘disappeared' during the war in Croatia.

It is exactly the body, or cadaver, that is at the cen-
tre of Anatomy Lesson of Igor Bo$njak. Appropriat-
ing Rembrandt’s painting and gesturing outward
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polemicki tekst Danila Ki$a, BoSnjak kreira metaforu
drustveno-politi¢ke stvarnosti Bosne i Hercegovine.
Likovi dr. Tulpa i znatiZeljnih promatraca zamijen-
jeni su likom Josipa Broza Tita i
aktualnih politickih lidera Bosne
i Hercegovine i regije, koji, nag-
nuti nad mrtvo tijelo, izgovaraju
dnevno-politickefloskuleuskladu
s ispraznim programima vlastitih
stranki i pripadajuéih etno-na-
cionalnih interesa, referirajudi
se, medu ostalim, na spremnost
‘medunarodne zajednice’ da, kao
i uvijek, pripomogne na putu
‘stabilizacije i pridruZivanja“.
Nasuprot programiranim natu-
canjima ‘politickih elita® post-
avljen je anonimni les - nijemo,
secirano tijelo koje istovremeno predstavlja Zivote v

onih koji su za ove politi¢ke projekte Zrtvovani u — EjeEseesms
ratu, ali i svih koji su preZivjeli rat, da bi se danas  si.oo
svakodnevno nosili s vlastitim, jednako nijemim i
drustveno-ekonomski obespravljenim i poniZenim,

‘golim Zivotima'.

U projektu 20.000 - Trauma jednog zlo¢ina Lana
Cmajéanin i Igor Grubié postavljaju pitanje odnosa
zlocina, traume i zakona u slucaju Zena koje su Zrtve
programskog i masovnog silovanja tijekom rata, kao
‘pomocénog' oruzja u nasilnom patrijarhalnom rat-
nom obrascu osvajanja, osvete i ponizenja, ¢iju po-
zornicu simbolicki predstavlja zensko tijelo. Preko
20.000 silovanih Zena tijekom rata u Bosni i Herce-
govini suofeno je s traumama i stigmatizacijom o
kojima se tek rijetke usuduju govoriti u javnosti, $to
ne olak$ava ¢injenica da se u nasim drustvima nasilje
nad Zenama opCenito Cesto interpretira kao ‘zaslu-
ga' samih Zena ?rtava nasilja. Zene silovane u ratu u
BiH su zatim dodatno viktimizirane kroz zakonsko
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to the polemical piece of writing of the same name
by Danilo Kis, Bo$njak creates a metaphor of the so-
cial and political reality in Bosnia and Herzegovina.
The figures of Dr Tulp and the curious lookers-on
are replaced with the figure of Josip Broz Tito and
the current political leaders of Bosnia and Herze-
govina and the region who, bent over the cadaver,
pronounce the party political catchwords in line
with the vapid programmes of their own parties
and the pertaining ethnic/national interests, re-
ferring among other things to the readiness of the
‘international community to, as always, help on the
way to ‘stabilisation and association'. As against the
programmed smatterings of the political elites lies
the anonymous corpse - the mute, dissected body
that at the same time represents the lives of those
who were sacrificed during the war for these politi-
cal projects and those who survived the war so as to
have to cope every day with their own equally mute
and socially and economically disenfranchised and
humiliated ‘bare lives".

In their project 20,000 - Trauma of a Crime, Lana
Cmajéanin and Igor Grubié raise the question of the
relation between crime, trauma and law in the case
of women who were the victims of programmed
mass rapes during the war, an ‘auxiliary" weapon in
the violent patriarchal pattern of conquest, revenge
and humiliation, the stage of which is symbolically
represented by the female body. Over 20,000 wom-
en raped during the war in Bosnia and Herzegovina
are faced with the traumas and stigmatisation that
only few of them dare to discuss in public, also due
to the the fact that in our societies violence against
women in general is often interpreted as the ‘fault’
of the female victims of violence themselves. The
women raped in the war in Bosnia and Herzegov-
ina are then additionally victimised through legal
and institutional violence: although they were, (and
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i institucionalno nasilje: iako im je, i to tek nedav-
no, priznat status Zrtava rata, rascjep izmedu dvaju
entitetskih zakonskih regulativa (Federacije BiH i
RS-a) onemogucuje im da status ostvaren u jednom
entitetu imaju i u drugom. Projekt Lane Cmaj¢anin
i Igora Grubiéa zamiSljen je kao dugoro¢na akcija
koja koristi prije svega javni i medijski prostor, a
IzloZenosti predstavljaju njenu inicijalnu fazu.

U istraZivackom radu Spisi/Jasmina, Cija se inicijalna
faza takoder predstavlja u sklopu programa izlozbe,
Nicole Hewitt bavi se odnosom zlo¢ina i zakona,

uzimajuéi za predmet istraZivanja Haski tribunal,
odnosno njegove mehanizme djelovanja, prije sve-
ga mehanizme iskaza/svjedoCenja i tehnologija
njegove dokumentacije, transkripta i prijevoda,
kao i problema u prevodenju. Pogadajuéi u rascjep
izmedu emocionalne nesavladivosti i neiskazivosti
traumatskog dogadaja i hladnog administriranja

Nicole Hewitt, Spisi/Jasmina,
performans / Documents /
Jasmina, performance, Banja
Luka, 2010.

Photo: TJ

‘pravde’ putem sudskih procedura i instanci, Nicole
Hewitt razotkriva traumatsku strukturu samog pro-
cesa ‘prevodenja’ traume u iskazima svjedoka, kao
i samog Haskog tribunala kao instance ovlastene
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Lana Cmaj¢anin & Igor Grubié:

20.000 - Trauma jednog zlocina,
postav / 20,000 - Trauma of a

Crime, exhibition view.

Photo: St
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only recently) acknowledged with the status of vic-
tims of the war, the split between the body of laws of
the two entities (the Federation of Bosnia and Her-
zegovina and the Re-
publika Srpska) makes
it impossible to have a
status acquired in one
entity recognised in
the other. The project
of Lana Cmaj¢anin and
Igor Grubi is imagined
as a long-term action
that above all uses the
public and media space,
with Exposures being its
initial phase.

In the research piece
Documents/Jasmina, the initial phase of which is also
presented as part of the exhibition programme, Ni-
cole Hewitt deals with the relation of crime and law,
taking the Hague Tribunal (ICTY) as her research
subject, particularly its mechanisms of work, above
all the procedures of statement taking, testimony
giving and the technology of their documentation,
the transcripts and translations, as well as the prob-
lems in translation. Delving into the cleft between
the emotional insuperability and unutterability of
the traumatic event and the cold administration of
Yjustice' through judicial procedures and instances,
Nicole Hewitt uncovers the traumatic structure of
the actual process of ‘translating’ the trauma in
the witness statements, and of the ICTY itself as
the instance authorised to carry out authoritarian
and universally valid ‘international translation' and
narrative of the war traumas in the Balkans and the
corresponding distribution of justice. In her perfor-
mance, Hewitt sidesteps the core of the traumatic
experience, here presented by an encounter with
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za proizvodnju autoritarnog i opéevaZeéeg ‘medu-
narodnog prijevoda’ i narativa o ratnim traumama
na Balkanu, te njima odgovaraju¢u distribuciju
pravde. U svom performansu, Hewitt zaobilazi jez-
gro traumatskog iskustva, koje ovdje predstavlja
susret s Haskim tribunalom, a posredno i rathom
prosloséu - kao i s inherentnim nasiljem zakona -
te se posvecuje opsesivnom forenzickom nabrajanju
samih mehanizama administracije zlocina, do najsit-
nijih detalja poput proiz-
vodne marke videokasete
koja ¢e biti upotrebljena
za dokumentaciju iskaza.

U filmu Kazneni slucaj
40/61: Odjek Andrea Gey-
er inscenira jedno od
sudenja koje je obiljeZilo
20. stolje¢e: sudenje
Adolfu Eichmannu u Je-
ruzalemu 1961. godine.
Prema Shoshani Felman,
ovo sudenje predstavlja
povijesnu prekretnicu u
strukturi sudenja rat-
nim zlo¢inima, odnosno prekretnicu u onome $to
ona naziva “pravnim nesvjesnim": sudnica postaje
“teatar pravde®, u kojoj se po prvi put otvara pros-
tor za individualni iskaz Zrtve. Upravo je spektaku-
larizacija individualne traume kroz svjedocenje ono
Sto je Hannah Arendt kritizirala u svom izvjeséu s
ovog sudenja, medutim Felman smatra da je ovaj
upliv intimnog i privatnog u javno imao transfor-
mativnu funkciju, ¢ija je posljedica da sud ne uzima
u obzir tek suhe fakte i pravne paragrafe, ve¢ je sam
uhvaden u prepoznavanju vlastitog nesvjesnog, koje
ga dugorocno transformira. Andrea Geyer sudenje
Eichmannu uzima zapravo kao matricu. Sluzedéi se
transkriptima sa sudenja te ve¢ spomenutim teks-
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Andrea Geyer: Kazneni sluéaj
40/61: Odjek, s izlozbe / Criminal
case 40/61: Reverb, projekcija /
screening view.

Photo: TJ
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the ICTY in The Hague and indirectly with the war-
time past - as well as with the inherent violence of
the law - and dedicates herself to an obsessive list-
ing of the actual mechanisms of administering the
crimes, to the smallest details, like the production
numbers of the video cassettes used for the docu-
mentation of statements.

In the film Criminal Case 40/61: Reverb, Andrea Geyer
stages one of the trials that marked the 20th centu-
ry, the trial of Adolf Eichmann in Jerusalem in 1961.
According to Shoshana Felman, this trial was a his-
torical turning point in the structure of the process-
ing of war crimes, or a turning point in what she
calls the “legal unconscious“: the court becomes a
“theatre of justice®, in which for the first time the
space is opened up for the individual statement of
the victim. It was the spectacularisation of the indi-
vidual trauma through testimony that Hannah Ar-
endt criticised in her report from the trial; however
Felman finds that this influence of the intimate and
the private on the public had a transformative func-
tion, the consequence of which was that the court
did not take into consideration merely the dry facts
and legal paragraphs, but was caught up in the rec-
ognition of its own unconscious, which in the long
run transformed it. Andrea Geyer takes the trial of
Eichmann as a template. Making use of the tran-
scripts of the trial and the already mentioned piece
of Hannah Arendt - Eichmann in Jerusalem — A Report
on the Banality of Evil, she puts up front the archetyp-
al figures and the universal plot of every courtroom
drama: accused, defence, judge, prosecution, report
and public, and each of these figures in the film is
embodied by the same actress.

Flaka Haliti, in the video installation Our Death, Oth-
er's Dinner deals with the spectacularisation of trau-
ma and crime. The video of the Kosovo music band



tom Hannah Arendt Eichmann u Jeruzalemu - izvjestaj
o banalnosti zla, ona u prvi plan postavlja arhetip-
ske likove i univerzalni zaplet svake sudske drame:
optuZenog, branitelja, suca, tuZitelja, izvjestitelja
i publiku/javnost, a svaki od ovih likova u filmu
utjelovljuje ista glumica.

Flaka Haliti se u video instalaciji Nasa smrt, njihova
veCera bavi spektakularizacijom traume i zlo¢ina.
Video spotu kosovske grupe Jericho za pjesmu koja
ukazuje na problem nestalih i ujedno prikazuje por-
trete nestalih muskaraca za vrijeme rata, umjet-
nica kontraponira audio zapis rasprave koju vode
obitelji nestalih osoba. Video spot je povod raspra-
vi, medutim sudionici postavljaju puno Sire i kom-
pleksnije pitanje: tko sve profitira od tude traume
i na koji na¢in? Od politi¢ara koji Zrtve koriste za
dobivanje izbornih poena, do drzavnih aparata koji
ih koriste kako bi dobili novce od medunarodne
pomodi koju onda nikada ne isplac¢uju onima kojima
je namijenjena, te na koncu do kulturnih manifest-
acija poput ovoga video spota u kojem empatija sa
zrtvama postaje i instrument afirmacije jedne rock
grupe a onda i njenog uveéanog financijskog prof-
ita. Pitanje odnosa umjetnosti i kulture - koje se
dakako referira i na sam rad autorice, ali i umjet-
nost koja se bavi ‘patnjama drugih® opcenito - nije
jednoznacno postavljeno. Unato¢ tome §to jest iz-
vor osobnog profita, pjesma i video rad za sudionike
rasprave ipak predstavljaju znacajan oblik javnog
tematiziranja pitanja nestalih osoba, kao i vrstu
utjehe za obitelji nestalih.

Spektakularizacijom i medijalizacijom zlo¢ina bavi
se i Radenko Milak u seriji slika A $ta ste jos vidjeli?
-Nisam mogao vidjeti sve! Odgovor na postavljeno pi-
tanje rijeCi su Rona Haviva, americkog fotoreport-
era Cija je fotografija Arkanovog vojnika koji bru-
talno nogom udara Zenu koja leZi na trotoaru, na
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Jericho for a song that takes up the problem of the
disappeared and at the same time shows portraits
of men who went missing during
the war is counterpointed with an
audio recording of the discussion
conducted between the artist and
the families of the disappeared.
The video is the occasion for the
debate, but the participants pose
much broader and more complex
questions: who is profiting from
other people’s traumas, and how?
From the politicians who use the
victims to get points at the elec-

My eyes are getting sore tions to the government depart-

Flaka Haliti, Nasa smrt, njihova

velera, s izloZbe / Our Death,
Other's Dinner, exhibition view.

Photo: TJ
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ments that use them to get cash
from international aid that they never then pay out
to those for whom it was meant and finally to cul-
tural events like this video spot in which empathy
for the victims is turned into an instrument for a
rock group to bolster its image and then boost its
earnings. The question of the relation of art and cul-
ture - which of course also reflects on the role of the
artist herself, as well as the art that deals with the
‘sufferings of others® in general - is not placed un-
ambiguously. In spite of the fact that it is a source of
personal profit, participants in the debate find the
song and the music video nevertheless to be an im-
portant way of public thematisation of the issue of
missing persons, as well as a kind of consolation for
their families.

The work of Radenko Milak in the series of paint-
ings What else did you see? - I couldn’t see everything!
also deals with spectacularisation and medialisation
of crime. The answer to the posed question are the
words of Ron Haviv, the American photographic re-
porter whose photograph of the Arkan solider bru-
tally kicking a woman lying on the pavement at the

A BAGO & ANTONIA MAJACA



samom pocetku rata u Bjeljini, obisla svijet i jedan
je od najpoznatijih simbola medijskog posredovanja
rata u BiH. Autor se dotiCe nacina na koji je uopce
moguce dokumentirati i posredovati rat i zloCin, te
kako se medijski posredovanim prikazima manipu-
lira kao oruZjem za nastavak rata drugim sredst- — feousismas o
vima izmedu suprotstavljenih strana, jednoznano i /smivia
i kolektivno reduciranih na uloge Zrtvi i zlo€inaca, e

kroz radikaliziranu dihotomiju koja onemoguéava

istinski susret s rathom traumom i ulogama i pozici-
jama svakog pojedinca u odnosu g

na nju. Milakova serija slika, po-
taknuta projektom IzloZenosti,
¢in je opsesivnog ponavljanja
istog motiva s fotografije Rona
Haviva, kao svojevrsnog preispi-
tivanja i nadilaZenja rascjepa
izmedu posredovanja zlo¢ina i
traume putem masovnih medija
i intimnog, osobnog doZivljaja
rata i pokuSaja osobne artiku-
lacije njegovog znacenja. Ona je
nevidljiva u samim slikama kao |
krajnjem proizvodu rada, te ¢in |

suocavanja s ratnom traumom
ostaje intimno i transformativno iskustvo samog
autora.

Photo: TJ

Rad Bojane TamindZije Tu. Ovdje. Tamo. preispitivan-
je prisutnosti u nuznosti i izolaciji kao klju¢nu tocku
susreta mapira upravo onu izmedu kolektivne i os-
obne odgovornosti. Nasilje identifikacije s drzavno-
nacionalnim kolektivitetom u ime kojega se zlo¢ini
vrse, trpe, procesuiraju, i za koje se trazi kolektiv-
na osuda/oprost nasilje je koje stvara kompleksnu
i traumatsku dinamiku kolektivne i individualne
odgovornosti. Vrlo Cesto je proklamiranje kolek-
tivne odgovornosti, kako smatra Hannah Arendt
u slucaju ‘lakoée’ s kojom su, primjerice, njemacki
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very beginning of the war in Bjeljina went round the
world and is one of the best known symbols of the
media transmission of the war in Bosnia and Herze-
govina. The author re-examines how it is possible
at all to document and mediate war and crime, and
how the media-conveyed representations are ma-
nipulated as weapons in the continuation of the war
by other means between the opposing sides, simplis-
tically and collectively reduced to roles of victims
and criminals, through the radicalised dichotomy
that makes impossible any genuine encounter with
the trauma of war and the roles and positions of
each individual with respect to it. Milak’s series of
paintings, encouraged by the Exposures project, is an
act of obsessive repetition of the same motif from a
photograph of Ron Haviv, a kind of re-examination
and surmounting of the gap between the crime and
trauma as conveyed via the mass media and an in-
timate, personal experience of war and the attempt
at personal articulation of its meaning. It is invis-
ible in the actual paintings as the final product of
the work; the act of facing the war trauma remains
the intimate and transformative experience of the
author himself.

The key point of encounter, in the work of Bojana
TamindZija Here. There. Elsewhere. re-examination of
presence in necessity and isolation, is precisely that
which is between personal and collective responsi-
bility. The violence of identification with the state-
cum-national collective in the name of which the
crimes are committed, endured, persecuted, and
for which collective condemnation or forgiveness is
sought, is a violence that creates a complex and trau-
matic dynamic of collective and individual respon-
sibility. Very often, the proclamation of collective
guilt, as Hannah Arendt finds in the case of the ‘ease’
with which, for example, German citizens accepted
responsibility for the Holocaust, is just a way out
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gradani prihvatili odgovornost za Holokaust, tek %
opravdanje za nespremnost suocavanja sa, i pro-

cesuiranja pojedina¢nih zlocina
i pojedinacne krivnje. Istovre-
meno, pozicija Zrtve/zloCinca
nasljeduje se generacijama sa-
mom pripadnos¢u odredenom
kolektivitetu, prividnom lakoéom
koja svaki pokusaj stvaranja dis-
tance prema jedinstvenom na-
cionalnom biéu i ‘drzavotvornim’
vrijednostima komplicira kada
shvatimo da smo, preuzimajuéi kriticku pozici-
ju, zapali u istu zamku poistovjeéivanja i presutni o gt s
dogovor koji nalaZe da ipak najveli legitimitet ima — poetisisiatue

izloZbe/ Here. There. Elsewhere.

kriticki govor o zloCinima i nepravdama pocinjenih  reeamnaongipresncein
od strane ‘vlastite' nacije. TamindZija pod prekri- e
va tankom, bijelom tkaninom ispod koje se naziru
poznati prizori iz ve¢ spomenutog medijskog rata
slikama, dok se na zidu nalazi natpis Die Verantwor-
tung (odgovornost). Hodajuéi po bijeloj tkanini ‘nev-
inosti', ispod koje su prostrti ve¢ medijski istroseni
‘dokazni materijali, promatrac/ica se susrele s
vlastitom pozicijom u odnosu na pitanja kolektivne
i individualne identifikacije i odgovornosti.

Photo: TJ

Drugi ‘podskup’ pitanja projekta IzloZenosti proizlazi
iz reaktualizacije samoupravnog socijalizma kao
drustvenog, politickog i ekonomskog modela koje-
ga STEALTH.unlimited (Ana DZokié i Marc Neelen)
preispituju na temelju osobne i obiteljske povijes-
ti, odnosno Zivotnih pri¢a djeda i bake Ane DZoki¢
koji su, nakon Drugog svjetskog rata, u Jugoslaviji
pokrenuli niz poduzetnickih i samo-organiziranih
inicijativa: tvornicu Vitaminka u Banja Luci, Orlu-
jak, zadrugu za proizvodnju i preradu ljekovitog
bilja u Dubcu, Dragacevsku zadrugu Zena u Dubcu. Ar-
hivski materijali koji dokumentiraju ove inicijative
nisu tek zabiljeska iz proslosti, ve¢ prijedlog za
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STEALTH.unlimited, Uzeti
zajednicku stvar u svoje ruke,

s postava izlozbe / Taking
Common Matters Into One’s Own

Hands, exhibition view.

Photo: St
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for unreadiness to face up to and process individual
crimes and individual guilts. At the same time, the
position of victim/criminal is inherited for genera-
tions by the mere fact of belonging to a certain col-
lectivity. Any attempt to create a distance towards a
uniform national being and its ‘state-forming' val-
ues complicates itself when we understand that, by
taking up a critical position, we have fallen into the
same trap of identification and a tacit agreement
that the greatest legitimacy is granted to the critical
speech about crimes and injustices perpetrated by
‘one’s own' nation. TamindZija covers the floor with
a thin white cloth beneath which are discernable
familiar scenes from the already mentioned media
war with pictures, while on the wall is the sign Die
Verantwortung, responsibility. Walking on the white
cloth of ‘innocence’, underneath which is spread
the already media-depleted ‘evidentiary material’,
the observers encounter their own positions in re-
lation to the question of collective and individual
identification and responsibility.

A second ‘subgroup® of is-
sues in the Exposures proj-
ect derives from the reac-
tivation of self-managing
socialism as a social, po-
litical and economic mod-
el that STEALTH.unlim-
ited (Ana DZoki¢ and Marc
| Neelen) are testing out on
~ the basis of their personal
and family history, that is,
of the life stories of Ana’s
grandfather and grand-
= mother, who, after WWII
in Yugoslavia started up
a number of entrepre-
neurial and self-organised
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buduénost, primjer angaZiranog i emancipirajuceg
poduzetnistva kao moguéeg putokaza za hvatanje u
kostac s drustveno-ekonomskom situacijom regije,
pogodene agresivnom, Cesto i pljackaskom priva-
tizacijom i tranzicijom u neoliberalne modele ek-
spolatacije. Serijom otvorenih razgovora arhiv se,
intervencijama sudionika, aktivira i transformira,
rastvarajuéi potencijal imaginacije samo-orga-
niziranog i emancipativnog djelovanja u sadasnjosti
i buduénosti.

Istrazivacki projekt Margarete Kern Gosti bavi se
drugom stranom razdoblja socijalistickog samou-
pravljanja: ¢injenicom da su brojni gradani Jugo-
slavije, zbog teske ekonomske situacije, od 1960-ih
godina nadalje, bili primorani napustiti zemlju u
potrazi za poslom u inozemstvu. Narocito je fenom-
en masovnog odlaska radnika u zapadnu Njemacku,
gdje su Cinili prepoznatljivu zajednicu tzv. Gastar-
beitera, predstavljao tezak udarac za jugoslavenski
projekt samoupravnog socgahzma temeljenog na
antifaizmu, samom Cinjenicom da nje- =~ ™
govi gradani sre¢u odlaze traZiti u zemlji
koja reprezentira fasisticki projekt na te-
melju otpora prema kojem je jugoslaven-
sko drustvo stasalo. Multimedijalna in-
stalacija Gosti zasnovana je na osobnim
pri¢ama Zena i njihovim iskustvima rada
u Njemackoj, nostalgijom za domom i
bliznjima, ali i pozitivnim aspekatima
tog iskustva, poput emancipacije i osa-
mostaljivanja. Arhiv je nastao na osnovu
umjetnicinog viSemjesecnog istrazivanja,
koje jo$ uvijek traje, razgovora sa svje-
dokinjama, te znanstvenih studija i istraZivanja ove
teme.

Prokleta brana Lale Ra$Ci¢ oslanja se na bosansko-
hercegovacku tradiciju oralne knjizevnosti i epskog
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initiatives: the Vitaminka factory in Banja Luka; Or-
lujak, a cooperative for the production and process-
ing of medicinal herbs in Dubec;
Dragacevska Women’s Co-op in
Dubac. Archival materials that
document these initiatives are
not just notes from the past but
a proposal for the future, exam-
ples of a committed and emanci-
patory entrepreneurial activity
as a possible signpost for being
able to come to grips with the
present social and economic sit-
uation of the region, which has
been violated by the aggressive
and frequently rapinous priva-
ATt Unti tisation and transition to a neoliberal model. With
uebiinaisgenie g series of open conversations, the archive, through
moowsomnmisiomtne  the interventions of the participants, is activated
e and transformed, opening up a potential for the
imagination of a self-organised and emancipatory
activity now and in the future.

ETRHO HA MOLHO) PERip

APATAYEBCKA HAAA Mﬂh

}

Margareta Kern's research project Guests deals with
the other side of the period of socialist self-man-
agement: the fact that many citizens of Yugoslavia,
because of the difficult economic situation, were
driven from the 1960s on to leave the country in
search of work abroad. In particular, the phenom-
enon of the mass departure of working people for
West Germany, where they created part of the fa-
miliar and distinctive Gastarbeiter community, was a
heavy blow to the Yugoslav project of self-managing
socialism based on anti-fascism, by the mere fact
that its citizens were seeking happiness in a coun-
try that represented the fascist project, resistance
to which resulted in the very creation of the state
of Yugoslavia. The multimedia installation Guests is
based on the personal stories of women and their
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pripovijedanja, pri ¢emu umjetnica, na temelju
izucavanja tradicionalnih formi, pripovjeda suvre-
menu ljubavnu pricu s drustveno-politickim konot-
acijama. S obzirom na ¢injenicu da se novonastala,
postjugoslovenska drustva, temelje upravo ne na
nestanku, nego novom uspostavljanju “velikih nar-
ativa“, ili, po rije¢ima Kenana Efendi¢a, “epski post-
amentiranih etnonacionalizama®, rad Lale Ras3¢ié
moze se tumaciti i kao dekonstrukcija ideje velikih
narativa. Samim time on ukazuje i na pitanja:
koje su knjiZevne i umjetnicke strategije koje
se odupiru dominantnim narativnim poli-
tikama i strategijama te na koje nacine umjet-
nost moze kreativno preuzeti i interpretirati
tradicionalne, “epske” forme, mimo njihove
eksploatacije u svakodnevnom politickom
diskursu? Istovremeno Prokleta brana, repoz-
itorijem motiva i tema koji se pojavljuju u
pri¢i ukazuje na drustvenu patologiju postju-
goslavenskog prostora - romantizacije i kul-
tivacije katastrofe, odnosa kapitalizma i ko-
rupcije, odnosa uzroka i posljedice, pokusaja
protagonista da realiziraju Zivot u svakom
od mjesta na kojima se, tragajuéi za boljom
buduénoséu zateknu; posljedicne odnose
sadasnjosti 1 buduénosti, emancipacije i
pravde, istovremeno propitivajuli eskapizam
u fikciji, metaforu brane kao granice te bosan-
skog epa kao granicarskog epa.

Ljubija, mjestasce 12 km udaljeno od Prijedora u
proslosti se sastojala od dva dijela, Islam Ljubija
(Donja Ljubija) i Latin Ljubija (Gornja Ljubija ili Rud-
nik Ljubija), koja je bila jedan od najveéih rudnika
Zeljezne rude u bivsoj Jugoslaviji. U rano ljeto 1992.
etnicko nesrpsko stanovnistvo Ljubije masovno je
hapseno i odvoZeno u logore Keraterm i Omarska.
51 % kompleksa rudnika “Ljubija“ 2004. kupio je
od Republike Srpske “Mittal Steel Company”. Stav
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Lala Ra3¢ié:, Prokleta brana, iz

arhiva istraZivanja/ Damned
Dam, from the artist's research

archive.

EXPOSURES

experiences of work in Germany, nostalgia for home
and loved ones, but also the positive aspects of their
experience, such as emancipation and gaining inde-
pendence. The archive was created on the basis of
the artist’s several-month long research, still ongo-
ing, on conversations with witnesses and on schol-
arly studies of, and research into this topic.

Damned Dam by Lala Rasci¢ draws on the Bosnia and
Herzegovinian tradition of oral literature
and epic narration, where the artist, on
the basis of the study of traditional forms,
narrates a contemporary love story with
social and political connotations. Because
the newly created post-Yugoslav societ-
ies are based not upon the disappearance
but precisely on the establishment of the
“grand narratives®, or in the words of Ke-
~ nan Efendi¢, “ethno-nationalisms on epic
\  pedestals“, Lala's work can be interpreted
as a deconstruction of the idea of big narra-
tives. This can be seen by the mere fact that
it also draws attention to the questions:
what are the literary and artistic strategies
that resist the dominant narrative politics
and strategies and in what ways can art
creatively take over and interpret the tra-
ditional epic forms notwithstanding their
being exploited in the party political dis-
course? At the same time, Damned Dam, through
the inventory of motifs and themes that show up in
the story, draws attention to the social pathology of
the post-Yugoslav space - the romanticisation and
cultivation of catastrophe, the relations of capital-
ism and corruption, cause-and-effect relations, the
attempts of protagonists to make a life in each of
the places in which, searching for a better life, they
happen to be; relations of the present and future,
emancipation and justice, at the same time testing
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sluzbene politike RS o logorima na podrudju Pri-
jedora nije se puno izmijenio od 1992. godine. Da-
nas se Ljubija bori za prezivljavanje, ona je mjesto
o kojem su donedavno na internetskoj stranici gra-
da svi tekstovi bili napisani u proslom vremenu,
u kome je vrijeme stalo, a danasnjica je slika obe-

spravljenosti, bijede, slika Zivota zaboravljenih srp-
skih izbjeglica iz drugih dijelova BiH te BoSnjaka  clamotunin.iinubies

Ljubija kills, s razgovora / from

Sandra Duki¢ & Boris

povratnika na prethodno etnicki o¢iséen teren. Lju- e ciscusion
bijski Srbi danas su gotovo podjednako zaboravljeni
i poniZeni kao i ljubijski Bosnjaci, smjeSteni na per-
iferiji svega Sto RS ima namjeru biti. Neoliberalna
agenda Mittal kompanije ¢ini se namece jedinu per-
spektivu koja ¢e neminovno pogodovati svima osim
stanovnistvu Ljubije a osobito njegovom nesrpskom
stanovnistu koje ne dobiva radna mjesta u kompan-
iju cija je polovica vlasniStva u rukama RS, a ¢ime
se u osnovi perpetuira proces etnickog Ciséenja.
U instalaciji i javnoj intervenciji Ljubija ubija San-
dra Duki¢ i Boris Glamocdanin upuéuju na Ljubiju
kao metaforu nacina kako drustvo proizvodi ljud-
ske Zivote kao neZeljeni otpad, kao ilustraciju pri-
tom vjesto koristedi i injenicu da ljubijska livnica

Photo: TJ
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out escapism in fiction, the metaphor of the dam as
border and the Bosnian epic as a borderer epic.

Ljubija, a small place 12 km from Prijedor, consisted
in the past of two parts, Islam Ljubija (Lower Ljubi-
ja) and Latin Ljubija (Upper or Mine Ljubija), which
was one of the biggest iron ore mines in the former
Yugoslavia. In early summer of 1992 the ethnic non-
Serb population of Ljubija was subject to mass ar-
rests and detention in the camps of Keraterm and
Omarska. Fifty one percent of the mine complex
of Ljubija was bought by Mittal Steel in 2004. The
' viewpoint of official RS politics about the camps
- in the Prijedor area has not much changed since
. 1992, when images of the tortured inmates went
- round the world. Today Ljubija is fighting for its
' survival; it is a town on whose official Internet
| site, until quite recently, the text was in the past
tense, in which time stood still, whereas today’s
. image is of disenfranchisement, poverty, the
picture of the lives of forgotten Serbian refugees
from other parts of Bosnia and Herzegovina and
of Bosniak returnees to a land that was previ-
ously ethnically cleansed. Ljubija Serbs are to-
day almost as forgotten and degraded as Ljubija
Bosniaks, located on the periphery of everything
that Republic of Srpska aims at being. The Mit-
tal neo-liberal agenda seems to impose the only
perspective that will ineluctably suit everyone,
except the population of Ljubija, especially its
non-Serbian population that has hard time getting
jobs in the mines (still owned by Republic of Srpska
to a large extent) which basically, perpetuates the
process of ethnic cleansing. In their installation and
public intervention Ljubija ubija / Ljubija Kills Sandra
Duki¢ and Boris Glamocanin use the town of Ljubija
as a metaphor for the manner in which society pro-
duces human lives as unwanted waste, which is il-
lustrated by using the fact that the Ljubija foundry
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proizvodi kanalizacijske Sahtove BiH. Jedan aspekt
projekta umjetnika dokumentira neke od prica koje
svjedoCe o bijedi ‘golog Zivota® stanovnika Ljubije,
dok javne intervencije za cilj imaju skretanje pozor-
nosti javnosti na te, i njima srodne price, s kojima
se mogu poistovijetiti i stanovnici brojnih drugih
mjesta u regiji. [stovremeno, umjetnici suraduju sa
zenskom zadrugom iz Ljubije, te koriste javnu vidlji-
vost projekta kako bi, za doprinos ljubijskoj zadruzi,
prodavali ‘suvenire', koje su umjetnici dizajnirali a
izradile ljubijske Zene.

Film Renate Poljak, simptomati¢nog naslova Velika
ocekivanja, prati transformacije urbanog krajolika -
rezultate masovne izgradnje i gradevinskog nasilja
na hrvatskoj obali tijekom zadnja dva desetljeca.
Istovremeno, umjetnica rekonstruira razvoj i trans-
formaciju tog nasilja u vlastitoj sredini, od ratnog
nasilja do nasilja divljeg kapitalizma kroz osobnu,
rodno osvje$éenu perspektivu. Cini to istraZujudi tri
generacije iste patrijarhalne obitelji u tradicional-
noj dalmatinskoj sredini. Cesto groteskna arhitek-
tura koju umjetnica promatra zapravo je prefigu-
racija erektivnog, Sovinistickog hrvatskog drustva
u kojemu se dominacija patrijarhalne nuklearne
strukture ogleda u akumulaciji nasilne intruzije u
prirodni i urbani okolis. Ovo dvostruko kodiranje
usmjerava narativ ispunjen ikonografijom tranzici-
jske arogancije, pohlepe i post-ratnih drustvenih
trauma. Jednako tako film se dotice novo uspostav-
liene ‘moralnosti® nove nacionalne drzave i neri-
jetko pervertiranih nacina kojima se u magli ratnog
i postratnog bogalenja ostvaruje projekt ‘normal-
izacije' i pripajanja kapitalistickom ‘progresivnom'
zapadu.Implementacijanekriti¢ki usvojenih modela
‘napretka’ u ovim zemljama, dvadesetak godina od
uspostave drzava-nacija ne stvara uvijete za istinsku
drustvenu transformaciju, drustvo suoeno s vlasti-
tom proslosti ve¢ zastaje na velikim ocekivanjima
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produces sewage manholes for Bosnia and Herze-
govina. One aspect of the project documents some
of the stories that tell of the misery of the bare life
of the inhabitants of Ljubija, while public interven-
tions are aimed at drawing the attention of the pub-
lic to those and similar stories that inhabitants of
other places in the region can identify with. At the
same time, the artists are working with the wom-
en’s co-op of Ljubija, and making use of the public
visibility of the project to market, as a contribution
to the co-op, ‘souvenirs® designed by the artists and
made by the Ljubija women.

The film of Renata Poljak, symptomatically called
Great Expectations, follows the transformations of an
urban landscape - the results of mass development
and the violence of the construction industry on
the Croatian coastline during the last two decades.
At the same time she reconstructs the development
and transformation of this violence in her own en-
vironment, from wartime violence to the violence
of unregulated capitalism through her personal and
gender-conscious perspective. She does this while
exploring three generations of the same patriarchal
family in a traditional Dalmatian setting. The often
grotesque architecture that the artist observes is
actually a prefiguration of the erective, chauvinist
society of Croatia, in which the domination of the
patriarchal nuclear structure is seen in the accu-
mulation of violent intrusions into the natural and
urban environment. This double encoding directs a
narrative filled with the iconography of transition-
al arrogance, greed and post-war social traumas.
Equally, the film touches on the newly established
morality of the new national state and the frequent-
ly perfected ways in which in the mist of war time
and post-war enrichment projects of normalisa-
tion and adherence to the capitalist and progres-
sive west are put into practice. The implementation
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Renata Pol' ak, Velika ocekivanja, _
iz videa / Great expectations, vided.
still, 2005. '







koja i dalje definiraju drustveni i individualni imagi-
narij.

Konacno, treéi segment projekta predstavlja zapra-
Vo najurgentnije pitanje, kojemu se pak ne daje ni
priblizno paznje koju zasluzuje: ‘tko® su, zapravo,
mlade generacije, rodene za vrijeme rata i raspa-
da Jugoslavije, i §to smo im ostavili u naslijede? U
medijima se najCesée izvjestava o pojedinacnim ek-
scesima, nasilju u skoli, mladima koji bezrezervno i
gotovo u znak inata preuzimaju ustaske simbole na
Thompsonovim koncertima, navijackim sukobima
koji, naroCito u BiH, zapravo predstavljaju jos jedan
oblik nastavka rata drugim sredstvima, dok nam
najrecentniji prizori ‘pobunjenih® mladih huligana
dolaze iz Beograda, u neredima izazvanim na dan
LGBT parade ponosa. Medutim, rijetko se postavlja
pitanje o dubljim, drustveno-politickim uzrocima i
posljedicama onoga $to se tek tako bezazleno i ‘neu-
tralno® naziva huliganstvom.

IstraZivacki projekt Nogomet metafora Zivota? kusto-
sica Anje Bogojevi¢ i Amile Puzié (Abart, Mostar)
uzima nogomet kao metaforu, ili prizmu kroz koju
je mogude, na primjeru Mostara, sagledati odnos
pripadnosti nogometnom klubu i pripadnosti dva-
ma razli¢itim dijelovima grada, odnosno dvama
razli¢itim etnickim identitetima. U podijeljenom
gradu poput Mostara, svaka nogometna utakmica
stanovnike grada iznova dovodi u predratno stanje,
u kojem se naglo povecavaju tenzije, a razina polici-
jskog osiguranja odrazava izvanredne okolnosti.
Uklju¢ivanjem studenata/ica sa zapadne i isto¢ne
‘obale’ Mostara, odnosno studenata/tica Sveucilista
i Univerziteta, projekt se odvio u vidu dvomjesecne
radionice i istraZivanja koji su rezultirali stvaranjem
arhiva novinskih ¢lanaka, intervjua s pripadnicima
dviju navijackih skupina - Ultras i Red Army, do-
kumentacije umjetnickih akcija poput protestnog
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Nogomet metafora Zivota? / Foot-

ball - A Metaphor for Life,

radionica / workshop, Mostar,

2010.
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of uncritically adopted models of progress in these
countries, twenty years since the establishment of
nation states, has not created the conditions for any
authentic social transformation, a society that has
come face to face with its own past, but has stopped
stationary on the great expectations that continue
to define the social and individual imaginary.

Finally, the third segment
of the project represents
the most urgent question
of all, to which nothing like
enough attention is given:
‘who" in fact are the younger
generations, born during the
wartime and the disintegra-
tion of Yugoslavia, and what
kind of legacy are we leaving
them? In the media one most
often reads reports about in-
dividual outrages, violence
in schools, the young who
Y unhesitatingly and practical-
- lyasasign of defiance adopt

~ Ustasha symbols at Thomp-
~ son's concerts, about football
. violence that, particularly in

Bosnia and Herzegovina, ac-
tually is another form of the continuation of war
with other means, while the most recent scenes of
revolting young hooligans come from Belgrade, in
disorders induced by the LGBT pride parade. How-
ever, seldom is the question asked as to the deeper,
social and political causes and consequences of what
is seemingly harmlessly and ‘neutrally* referred to
as hooliganism.

The research project Football - A metaphor for life?
by curators Anja Bogojevi¢ and Amila Puzié (Abart,
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paljenja nogometne lopte Marije Kolobari¢ i Josipa
Viskovica, tekstualnih osvrta samih istraZivaca/
ica i gostiju pozvanih da, zajedno s istraZivacima i
publikom, sudjeluju na zavr$nom javnom seminaru
i prezentaciji arhiva u Mostaru. Seminar je poka-
zao izniman interes publike za ovu temu, potvrdivsi
polaziSta projekta, i daju¢i mu osnovu za nastavak
istrazivackog rada o odnosima sportskih rituala i
nacinima na koje isti zorno iscrtavaju neuralgicne
tocke drustva i stvarajuli inicijalnu platformu za
uspostavu dijaloga i drugacijeg misljenja sporta u
bosanskohercegovackom drustvu danas.

Video rad Amela Ibrahimoviéa San Marino 2005 tako-
der se bavi navijackim ritualima, dokumentirajuéi
dvije skupine navijaa BH-nogometne reprezen-
tacije na njihovom nastupu u San Marinu 2005.
godine. RijeC je o navijacima koji su porijeklom iz
BiH ali Zive u skandinavskim zemljama, te redovito
prate internacionalne nastupe BiH reprezentacije.
lako navijaju za istu reprezentaciju, dvije
navijacke skupine imaju razlicite vizualne
identitete i pjevaju razli¢ite navijacke
pjesme. Video rad odrazava ne samo kom-
pleksne emigrantske identitete njegovih
protagonista i njihovog odnosa prema !
zemlji iz koje dolaze, veé postavlja i puno F
Sire pitanje znacCenja same reprezentaci- &
je, odnosno Bosne i Hercegovine, koje se
narocito aktualizira prikazivanjem rada u
BiH kontekstu. Sto drzava Bosna i Hercegovina pred-
stavlja njenim stanovnicima, podijeljenima izmedu
tri dominantne etnopolitike? Sto navijanje za repr-
ezentaciju BiH znaci u Republici Srpskoj, a Sto u Fed-
eraciji BiH, i unutar Federacije, za njena dva konsti-
tutivna naroda? Sto, nadalje, znaci za one koji se ne
poistovjecuju ni s jednom od tri etnopolitike i ¢iji su
identiteti znatno kompleksniji od jednostavne etno-
konfesionalne jednadzbe?

IVANA BAGO & ANTONIA MAJACA
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Amel Ibrahimovié, San Marino,

iz videa / video still, 2005.

EXPOSURES

Mostar) takes football as figure of speech, as a prism
through which it is possible, using the example of
Mostar, to see the relation between belonging to
a football club and belonging to the two different
parts of town, that is, the two different ethnic iden-
tities. In a divided town like Mostar, every game
once again puts the town's inhabitants on a pre-war
footing, in which tensions are suddenly increased,
and the level of police presence reflects the state
of emergency. By involving students from the west
and east ‘banks' of Mostar, of the two universities,
the project went on in the form of a two-month long
workshop and research that resulted in the creation
of archives of newspaper articles, interviews with
members of the two supporters' groups - the Ul-
tras and the Red Army, the documentation of art
actions like the protest burning of a soccer ball by
Marija Kolobari¢ and Josip Viskovi¢, essays by the
researchers and the guests invited, together with
researchers and public, to take part in the final pub-
lic seminar and presentation of the archive in
Mostar. The seminar showed just how inter-
ested the public was in this topic, bearing out
gl the premises of the project, and giving it the
B basis for the continuation of research about
the relations of sporting rituals and the ways
in which they tellingly plot the sore points of
society, but also providing a platform for a di-
alogue to rethink the role of sport in Bosnian-
Herzegovinian society today.

The video work of Amel Ibrahimovié, San Marino
2005, also deals with supporters' rituals, document-
ing two groups of Bosnia and Herzegovinian na-
tional team supporters at the appearance in San
Marino in 2005. The supporters were by descent
from Bosnia and Herzegovina but lived in the Scan-
dinavian countries, and regularly follow the inter-
national appearance of the Bosnia and Herzegovina
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Ova se pitanja jasno ocrtavaju u Cinjenici da BiH
jo$ uvijek nema sluzbeno prihvadeni tekst drzavne
himne. Dugotrajan proces pronalazenja najboljeg
rjeSenjazahimnuredovitoje zavrsavaobeskonacnim
raspravama i zaklju¢kom da nijedan prijedlog u do-
voljnoj mjeri ne zadovoljava i istice simbole sva tri
naroda, i da nijedan ne sadrzi dovoljno elemenata s
kojima bi se sva tri naroda poistovijetila.

Prijedlog Ivana Su3njara da se za himnu BiH
rearanzira glazba i usvoji tekst pjesme grupe Ekatar-
ina Velika Ovo je zemlja za nas pokusaj je osnaZivanja
upravo onog zajednickog i ponovnog postavljan-
ja pitanja kako je, i je li uopce
moguce, u kontekstu BiH jedno-
glasno reéi “mi", pozivanjem na
zajednicko nasljede popularne
kulture bivse zajednicke drZave
i njezinog emancipativnog po-
tencijala. Na izloZzbi je prijed-
log predstavljen video-doku-
mentacijom snimke izvedbe ove
pjesme u sarajevskoj Zetri, na
Yutelovom koncertu za mir, 1991.
godine. Ubrzo je uslijedio rat. Uz
dokumentaciju je predstavljen
prijedlog za himnu, te anketa u
kojoj posjetitelji izlozbe mogu iz-
raziti svoje misljenje i komentare na prijedlog. Pro-
jekt ukljucuje i prijedlog za organizaciju tri javna
pjevanja ove pjesme, u Mostaru, Banja Luci i Sara-
jevu, u kojima bi se pozvali stanovnici ovih grado-
va koji, pjevanjem pjesme, Zele podrzati i testirati
potencijal zajedniStva kojega simbolizira drzavna
himna. Nakon, snaznom porukom nabijene, izvedbe
ove pjesme u Zetri pred sam rat, njen tekst danas jo$
jednom zadobiva novo zna&enje. Cujem vrati se, ostani...

oprosti mi... bolno asocira na sve ratne traume, naku-
plienju mrznju i strah, etnicki o¢is¢ene gradove i terito-

IVANA BAGO & ANTONIA MAJACA

Ivan Sugnjar, Ovo je zemlja za nas,
s izlozbe, detalj / This is the Land
for Us, exhibition view, detail.
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team. Although they support the same team, the
two groups have different visual identities and dif-
ferent fan chants. The video expresses not only the
complex émigré identities of its protagonists and
their attitudes to the land of their birth but raises a
much broader question of the meaning of the actual
Bosnia and Herzegovina team, and of Bosnia and
Herzegovina itself, which is particularly brought
into focus by being shown in a Bosnia and Herze-
govina context. What does the state of Bosnia and
Herzegovina mean to its inhabitants, divided as it
is among three dominant ethno-politics? What does
the cheering for the Bosnia and Herzegovina team
mean in Republic of Srpska, what in the Federation,
and what within the Federation for its two constitu-
tive peoples? What, furthermore, does it mean for
those who do not identify themselves with any one
of the three ethno-politics and whose identities are
a lot more complex than that of a simple ethnic-
cum-confessional equation?

These questions are clearly brought out in the fact
that Bosnia and Herzegovina still does not have an
officially accepted wording for its national anthem.
The lengthy process of finding the best solution for
an anthem regularly ends up in endless debates and
the invariable conclusion is that no proposal satis-
factorily enough meets and puts forward the sym-
bols of all the three peoples, and that not one con-
tains enough elements with which all three nations
can identify. The proposal of Ivan Su§njar to base the
BH anthem on the rearranged music and the words
of the song by the band Ekaterina Velika [Catherine
the Great] Ovo je zemlja za nas [This is the land for us]
is an attempt at empowering the common and ask-
ing once again the question of whether it is possible
in the context of Bosnia and Herzegovina to unani-
mously say “we", by referring to a common heri-
tage of popular culture of the former state and its
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rije, i sve koji su bili primorani napustiti svoje domove.
Reference na djedju nevinost (Ovo je zemlja za nas...
za svu nasu djecu...pogledaj me o¢ima djetema) pon-
ovno nas vraca na pitanje generacijski naslijedene
traume i danasnje drustvo ¢ija buduénost pociva na
najmladim generacijama.

Rad vahide Ramujkié Istorije u raspravi
zbirka je osnovno- i srednjoskolskih
udZbenika povijesti sakupljenih u
zemljama bivse Jugoslavije. Rad koji
je i dalje u nastajanju preispituje
razliite povijesne narative koji su |
nastajali u zadnjih 20 godina, s foku-
som na interpretacije povijesti Jugo-
slavije, ratova 90-ih i nacionalne pov-
ijesti. U dvodnevnoj radionici koju je
umjetnica vodila sa srednjoskolcima u ",
Banja Luci, uCenici su zajednicki ana- B4
lizirali razlicite i suprotstavljene nar- B
ative, kreirajuéi skriptu koja okuplja 8
neuralgi¢na mjesta i povijesne trenut-
ke koji postaju bojno polje na kojem _
se suceljavaju razliCite interpretacije

i suprotstavljene istine. Rad postavlja fes
pitanja ne samo o kriterijima pisanja
povijesti i proizvodnje razli¢itih is- &
tina, ve¢ prije svega o nacinima na
koje edukacijski mehanizmi gener-
iraju kolektivni identitet i stavljaju ga
u odnos prema drugim kolektivnim
identitetima.

Vahida Ramujki¢, Istorije u

Predstava redatelja Boruta Separovia Generacija — rsmwisuome i

Histories, exhibition view.

91-95. Sat hrvatske povijesti, nastala na temelju ro-
mana Borisa DeZuloviéa Jebo sad hiljadu dinara, u
dramaturgiji Gorana Ferdeca i produkciji kazalista
ZeKaEm (Zagreb), intervencija je u uvrijeZene obr-
asce prenosSenja povijesnih narativa mladim gen-

Photo: TJ
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emancipatory potential. The proposal is presented
at the exhibition through the video documentation
of a live recording of the performance of this song
in Sarajevo’s Zetra, at the Yutel Peace Concert in
1991. Soon after came the war. The documentation
is accompanied by a proposal for the anthem, and
a questionnaire in which the visitors to the exhibi-
tion can express their opinion about, and comment
on, the proposal. The project includes a proposal
for the organisation of three publicly sung perfor-
mances of the song, in Mostar, Banja Luka and Sa-
rajevo, inviting the inhabitants of the cities who,
by singing the song, want to support and test out
the potential for a community that is symoblised
by the national anthem. After the performance of
this song in Zetra before the war broke out, charged
with powerful messages, its wording today takes on
new meanings. I hear come back..stay.. forgive me... to-
day has painful associations with all the traumas of
war, the agglomeration of hatred and fear, the eth-
nically cleansed cities and lands, and all who were
forced to leave their homes. References to childish
innocence (This is the land for us.. for all our children..
look at me with the eyes of a child) takes us back again
to the issue of the generation-inherited trauma and
the society of today the future of which rests upon
the youngest generations.

The work of Vahida Ramujkié Disputed Histories is
a collection of history books for primary and sec-
ondary school children collected in the lands of ex-
Yugoslavia. The work rests out the different histori-
cal narratives that were created in the last 20 years,
with the focus on the interpretation of the history
of Yugoslavia, the wars of the 90s and national his-
tory. In the two-day workshop that the artist had
with secondary school children in Banja Luka, the
children together analysed different and indeed
contradictory narratives, creating a script that
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eracijama. Pripadnike Armije BiH i HVO-a tijekom
rata u BiH, dvije skupina vojnika prerusenih ‘jedni
u druge' na tajnom zadatku, koji ¢ine osnovu fab-
ule romana, u predstavi utjelovljuju dvanaestorica
mladi¢a u dobi od 14 do 18 godina, dakle, generacija
mladi¢arodenihizmedu1991.11995., za vrijemerata,
izabranih putem javnog poziva na audiciju. Glumciu
predstavi ne odraduju tek unaprijed zadani scenarij;
proces rada ukljuivao je istrazivacko-radionicki
model, diskusije mladi¢a s redateljskom ekipom, gdje
su iznosili i preispitivali vlastite stavove i spoznaje o
recentnoj proslosti, kojoj nisu neposredni svjedoci,
nego su je dozivjeli posredno, putem obitelji, Skole
i medija. Na taj nacin predstava o ratu postaje pred-
stava o ‘generaciji 91-95, o drustveno-politic¢koj kli-
mi u odnosu na koju su formirali Zivotne stavove i
uvjerenja. Fikcionalno zasnovana matrica predstave
u jednom se trenutku prekida, kako bi se sami sudi-
onici predstavili imenima i prezimena, sklonostima i
interesima, uz obavezan ‘biografski‘ detalj - odli¢cna
ocjena iz povijesti. Na izloZbi je projekt predstavljen
izabranom dokumentacijom samog procesa rada
na predstavi, fotodokumentacijom, scenarijem, i
prilogom u produkciji Treéeg programa Hrvatskog
radija, autorice Agate Juniku, u kojem sudionici
predstave govore o svom iskustvu sudjelovanja u
projektu i nadinu na koji je ono transformiralo nji-
hove stavove prema drustvenoj stvarnosti, ali i sa-
mom poimanju kazaliSta. Generacija 91-95 dragocjen
je i jedinstven primjer emancipativnog potencijala
umjetnicke prakse, iako ga se uobicajeno ne kon-
tekstualizira unutar polja suvremene umjetnosti, a
jedan je od ciljeva projekta IzloZenosti upravo desta-
bilizacija granica izmedu pojedinih disciplina.

Uz druge projekte, koji na srodne nacine tragaju za
emancipativnim djelovanjem u polju umjetnosti,
IzloZenosti se rastvaraju prije svega kao tocka oku-
pljanja i medusobnog osnazivanja projekata koji

AAAAAAAAA & ANTONIA MAJACA
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brings together the sore points and historical mo-
ments that become a battlefield on which different
interpretations and opposed truths are marshalled.
The work poses questions not only about the cri-
teria for the writing of history and the production
of differing truths, but above all about the ways in
which the mechanisms of education generate a col-
lective identity and juxtapose it to other collective
identities.

The theatre piece of director Borut Separovié Gen-
eration 91-95. Croatian History Class based on the nov-
el of Boris Dezulovié Jebo sad hiljadu dinara [Fuck a
thousand dinars now], with an adaptation by Goran
Feréec and produced by the ZKM theatre in Zagreb
is an intervention into the settled patterns of trans-
ferring historical narratives to the younger gen-
erations. Members of the Bosnia and Herzegovina
Army and of the ‘Croatian Defense Army’ during the
Bosnia and Herzegovina war, two groups of soldiers
one disguised as the other on secret missions, which
is the basis of the novel's fabula, are presented by
twelve youngsters aged 14 to 18, that is, the genera-
tion of youngsters born between 1991 and 1995, i.e.,
during the war, chosen by open auditions. The ac-
tors in the show do not just work off a set script; the
process of the work included a research and work-
shop model, discussions among the youngsters and
the directorial crew, where they stated and ques-
tioned their own views and knowledge about the
recent past, which they had not witnessed directly,
but rather experienced indirectly, via their families,
schools and media. In this way a performance about
the war became a performance about the 91-95 gen-
eration, the social and political climate vis-a-vis
which they had formed their views on life and their
convictions. The fictionally based pattern of the
show is suddenly interrupted, the participants in-
troducing themselves with their names and family
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Borut Separovié, Goran Ferec: Gener-
acija 91-95, iz predstave / Generation 91-
95, documentation of the theater play.

Photo: Mara Brato$, ljubazno$éu /
courtesy of ZKM, Zagreb







se opiru imperativu statiCne reprezentacije, a Cija
je vizija usmjerena ka generiranju novih modela
zajedniCkog djelovanja i transformativnom ucinku
na sve koji postaju dijelom projekta, bilo kao autori,
sudionici, kustosi, organizatori i publika.

IVANA BAGO & ANTONIA MAJACA
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names, their likes and interests, with the obligatory
biographical detail of having had an “A in history*.
At the exhibition, the project is presented by select-
ed documentation of the actual process of the work
at the performance, photographic documentation, a
script and a story produced by Croatian Radio Third
Programme devised by Agata Juniku, in which the
participants of the show talk about their experience
of taking part in the project and the way in which it
transformed their views about the social reality, as
well as their attitudes to theatre. Generation 91-95 is
an invaluable and unique example of the emancipa-
tory potential of artistic practice, although it is not
usually contextualised in the field of contemporary
art - and one of the objectives of the Exposures proj-
ect is precisely the destabilisation of the borders be-
tween the individual disciplines.

Along with other projects, which in similar ways
search for an emancipatory practice in the field of
art, Exposures opens itself up above all as a point for
the gathering together and mutual empowerment
of projects that resist the imperative of static rep-
resentation and whose vision is directed to the gen-
eration of new models of joint action and the trans-
formative effect on all who become a part of the
project, whether as authors, participants, curators,
organisers or the publics.

— translated to English by Graham McMaster
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RE-LOKALIZACIJA PRIVREMENO NE-NAPUSTENOG Lo

(Povodom projekta IzloZenosti, Spaport, Banjaluka, 2010)

— Branislav Dimitrijevié

Bivsa tvornica “Rudi Cajavec", 2010. /

Ex “Rudi Cajavec" factory, 2010
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8 THE RE-LOCALISATION OF THE TEMPORARILY
UNABANDONED

(On the occasion of the Exposure Project, Spaport, Banjaluka, 2010)

— Branislav Dimitrijevié




Dugo je ve¢ aktuelna kritika galerijske “bele kocke*
kao ekskluzivnog i ekskluzionistickog prostora za
umetnost. Medutim, najcesée je glavni aspekt ove
kritike ‘nominalistic¢ki’. Umesto “bele kocke* do-
bili smo “umetnicke prostore*; umesto neutralnog,
urednog i u belo okrecenog prostora dobili smo pa-
tinirane i urusene industrijske objekte ili skladista;
umesto formalne i univerzalisticke modernisticke
institucionalizacije, dobili smo kompleks pseudo-
neformalnih i partikularizovanih institucionalizaci-
ja... Umetnost se ve¢ neko vreme moze pojaviti bilo
gde i svakako izazovni cilj za umetnicki sistem je da
to ‘bilo gde' sistematizuje i useli u nove ‘manastire’
umetnicke globalizacije. Radi se dakle o razume-
vanju kritike “bele kocke* iskljucivo kao kritike uni-
formnog izlaganja umetnosti, dakle samo kao pitan-
je prostora za izlaganje umetnosti a ne kao pitanje
promene njene sublimno-trzisne paradigme.

Otuda je i indikativno i stimulativno $to je kustoski
projekat Ivane Bago i Antonie Majae realizovan
za SPAPORT Bijenale u Banjaluci, i koji je povod za
pisanje ovog teksta, naslovljen IzloZenosti. Jer on po-
jam “izlaganja" nikako ne vidi u nominalnoj raspravi
o prirodi i kontekstu izloZenosti umetnosti, u pitan-

Nogomet metafora Zivota?, s izlozbe / Football - a metaphor for life?, exhibition view. Photo: TJ
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The criticism of the “white cube™ of the gallery as
an exclusive and exclusionist venue for art has been
on the books for a some time now. However, most
commonly the main aspect of this criticism has
been purely ‘nominalist’. Instead of “white cubes"
we have got “art spaces”, and in place of neutral,
well ordered and whitewashed spaces we have got
patinated and ruinous industrial structures or ware-
houses; instead of formal, universalising, modernist
institutionalisation, we have acquired a complex of
quasi-informal and particularised institutionalisa-
tions... For quite some time, art has been able to
show up ‘anywhere at all', and, absolutely, the ob-
jective of the art system is to systematise this ‘any-
where at all’ and to move it into new ‘cloisters’ of ar-
tistic globalisation. What we are dealing with, then,
is the understandng of the criticism of the “white
cube"” only as criticism of the uniform exhibiting of
art, only, that is, as a question of the venue for ex-
hibiting art, and not at all a question of any change
in its subliminal marketing paradigm.

It is both indicative and stimulating, then, that the
curatorial project of Ivana Bago and Antonia Majaca
produced for the Spaport Biennial in Banjaluka - and
which provided the occasion for the writing of this
article - is entitled Exposures. For it does not in any
way comprehend the concept of exposing/exhibiting
within the merely nominal debate about the nature
and the context of the ‘exhibition" of art, in the mat-
ter of the ‘tactics' of exposing/exhibiting objects to
subjects whom they are supposed in various ways to
seduce.~ On the contrary, it is a way of understand-
ing “exposure® in which the relations of subjects
and objects are mutual and reciprocal, and where it
is above all subjects that are exposed to each other -
i.e., what is exposed is the fact that neither subjects

1 Ideliberately use a term from the somewhat forgotten arsenal of the writing about the art of post-modernism of the
eighties, i.e. the discourse about the seductiveness of the object.
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ju ‘taktike' izlaganja objekata subjektima koji treba
da budu njima na razne nacine ‘zavedeni' *-. Napro-
tiv, radi se o poimanju “izloZenosti“ u kom su odnosi
objekata i subjekata uzajamni, reciprocni, i gde su
pre svega subjekti izloZeni jedan drugom - Sto ce
re¢i u kom je izloZeno to da ni subjekti ni objekti ne
stupaju u odnose bez nekog od mogucih “predikata“
(a prvi medu moguéima je ono prosto biti); bez neke
radnje, neke performativnosti odnosa izmedu sada
i ovde i u kom je taj performativni odnos ono $to
moze da postane izloZeno kao izloZenost. To sada-i-
ovde nije zapravo nista viSe nego ono S$to se zateklo
u uveliko likvidiranom poimanju “javne sfere®, ono
Sto je izgubilo svoju “volju” i preostaje nam samo
kao “kontingencija“. Ovo bivstvovanje-u-svetu ne
moze biti artikulisano pa ni pojmljivo ako to nije
pre svega bivstovanje u lokalnom u kom se moZe mis-
liti neko zajednicko, ali zajednicko koje ne odreduje
neko esencijalno “zajednicko bivstvovanje“ ve¢ ne-
esencijalno bivstvovanje-u-zajednickom *.

Delovanje u lokalnom (ali onakvom kakvo ono jeste
- i kao ovde/sada, i kao kontingencija) moze jedi-
no da artikuliSe veze i procepe izmedu osetilnog i
smisaonog, izmedu estetskog i politickog, ali ne
kroz stvaranje javnih estetskih objektata ili iskazi-
vanje lokalnih politickih stavova. U savremenoj um-
etnosti (onoj koja je na marginama ve¢ marginal-
nog sistema kulturnih vrednosti) akteri koji deluju
u lokalnom mogu da postanu upravo subjekti arti-
kulacije nekog zajednickog saznanja koje moze da
motiviSe neke “svrsishodne konfiguracije i u ok-
viru preko potrebnog drustvenog disenzusa. Iako je
savremena umetnost danas sve deklarativnije us-
merena na “politicko* ona svoju politi¢nost (koliko

1 Namerno koristim termin iz donekle zaboravljenog arsenala pisanja o umetnosti ,,postmodernizma“ osamdesetih, t.j.
diskursa o ,,zavodljivosti objekta“.

2 Za znacaj ovih pojmova filozofa Zan-Lika Nansija (Jean-Luc Nancy) za umetnost koja deluje u javnoj sferi i koja je

specifi¢na svojoj lokaciji, videti Miwon Kwon, One place after another - Site-specific art and locational identity, The MIT Press,
Cambridge, Mass., 2004.
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nor objects form relations without some of the pos-
sible “predicates” (and the first among the possible
is simply to be); without some action, some perfor-
mativity of relations between here and now and in
which this performative relationship is what can be
exhibited as exposure. This here-and-now is actually
nothing more than what was caught up in the large-
ly liquidated idea of the “public sphere*, something
that has lost its “will“, and remains to us only as
“contingency”. This being-in-the-world cannot be
articulated or even conceivable if it is not above all
being-in-the-local, which allows for the rethinking of
the common, but a common that is not determined
by some essential “common-being* but by a non-
essentialist being-in-common *.

Acting in the local (but as it actually is - both as here
and now and as contingency) can only articulate the
links and fissures between the sensory and the in-
tellectual, between the aesthetic and the political,
but not through the creation of public aesthetic ob-
jects or the statement of local political views. In con-
temporary art (which is at the margins of an already
marginal system of cultural values) the actors that
work in the local can actually become the subjects
of articulation of some common understanding that
might motivate certain “purposeful configurations*
and within the framework of a crucially necessary
social dissensus. Although contemporary art today is
increasingly, in theory at least, aimed at the “politi-
cal®, it can no longer articulate its political nature
(however much it might be motivated by the will
to emancipation) through the standardised model
of big exhibitions of contemporary art that are the
dominant form of public “performativity that,
even if in its ultimate consequences, is always me-

2 For the significance of these ideas of the philosopher Jean-Luc Nancy for art that acts in the public sphere and that
is specific to its location, see Miwon Kwon, One place after another - Site-specific art and locational identity, The MIT Press,
Cambridge, Mass., 2004
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god ona bila emancipatorski motivisana) ne moze
viSe artikulisati kroz standardizovani model velikih
izlozbi savremene umetnosti kao dominantnog ob-
lik javne “performativnosti“ koja je, makar samo u
svojim krajnjim konsekvencama, uvek posredovana
logikom spektakla kao ponudenog odnosa izmedu
umetnosti i sve brojnijih a nezainteresovanijih i
zasiCenijih posmatraca. Ono sto se u takvoj spek-
takularizaciji prvo obavlja jeste fetiSizacija umet-
nosti koja daleko prevazilazi ono §to je, u poredenju,
bio krajnje asketski format - fetiSizam objekta u
modernistickoj beloj kocki. Ako je, marksisticki
gledano, fetiSizam oblik lazne svesti o poreklu
izlozenog objekta, odnosno oblik maskiranja ili
prikrivanja realnih uslova i okolnosti proizvodnje
i rada, onda je ideja o “umetnosti koja je bilo gde*
zapravo oblik prikrivanja onoga $to jeste negde a ne
tek bilo gde, onoga Sto jeste zapravo aktuelni a ne
napusteni lokalitet, a u krajnjoj liniji i onoga Sto i
¢ini poimanje lokalnog. Podimo otuda, od teze da je
umetnost danas moguéa samo lokalno, odnosno da
je danas umetnicki rad mogu¢ samo, kako kaZe Ba-
diou, kao “situirana istraga o istini koju on lokalno
aktualizuje ili Cije je on konacan fragment.” >

Inicijativa o stvaranju SPAPORT bijenala u Banjaluci
mogla bi biti jo$ jedan pokusaj da se u nekoj ‘per-
ifernoj* sredini, koja jo$ nije stavljena ‘na mapu'
priredbi savremene umetnosti, inicira kako lokalno
tako i medunarodno interesovanje (Sto se naj$cescée
svodi samo na ovo drugo). Medutim, lokalna predis-
pozicija i medunarodna predstava o ovoj lokaciji je
ve( visoko simbolizovana: radi se o najve¢em gradu
u srpskom delu Bosne i Hercegovine koji je zbog
rata u Bosni devedesetih stekao posebno demonizo-
vanu medunarodnu reputaciju. Radi se o drustvenoj
sredini u kojoj tek zapocinje neizvestan psiholoski

3 Alain Badiou, Handbook of Inaesthetics, Stanford University Press, 2005, str. 12.
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diated by the logic of spectacle as the offered rela-
tion between art and the ever more numerous, but
uninterested and sated observers. What is first of
all done in this kind of spectacularisation is the fe-
tishisation of art that far exceeds what was, in com-
parison, an extremely ascetic format - the fetish-
ism of the object in the modernist white cube. If,
looked at from a Marxist point of view, fetishism is a
form of false consciousness about the origin of the
object exhibited, that is, a form of camouflaging or
concealing the real conditions and circumstances of
production and work, then the idea of “art that is
anywhere at all* is actually a form of concealment
of something that is actually somewhere and not just
anywhere, what is actually an ongoing and viable
and not an abandoned site, and ultimately of what
comprises the conception of the local. Let us start
off, then, from the thesis that art is today possible
only locally, or that today the artistic work is possi-
ble only, in the words of Badiou, as “a situated inqui-
ry about truth that it locally actualizes or of which
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it is a finite fragment”.

The initiative concerning the creation of the Spa-
port Biennial in Banjaluka might have been just an-
other attempt to elicit, in some ‘peripheral® milieu
that has not yet been placed ‘on the map® of events
of contemporary art, some local and international
interest (most often reduced just to the second).
However, the local predisposition and the interna-
tional representation of this location are already

Banja Luka, 2010, Photo: Protok Photo: ST

3 Alain Badiou, Handbook of Inaesthetics, Stanford University Press, 2005, p. 12.
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i politicki proces suoCenja s ratnim dogadajima i
zlo¢inima i u kojoj ovaj proces s jedne strane nalazi
naotvoren otporasdruge nazid ¢utanjaiprikrivanja
ove, za tamos$nju javnost, svakako ‘neprijatne teme".
Svaka forma ‘umetnicke neutralnosti' ili ‘autonomi-
je' tako je odmah suolena sa svojim posledicama,
odnosno sa svojom participacijom u ¢inu poricanja i
zaborava. S druge strane, ova specifi¢nost nije neka
razlicitost ili drugost, ona je simptom slozenog proc-
esa meduzavisnosti pre svega ekonomskih okolnos-
ti realnog sunovrata neo-liberalnog kapitalizma pa
samim tim i onih progresivnih tekovina ‘gradanskog
drustva’ ¢ija ocekivanja viSe ne moraju imati karak-
ter ‘obavezujuceg’.

Kao §to rekosmo, umetnost se danas svakako sve
viSe ‘bavi' politikom. Ali to bavljenje upravo nosi
nelagodnost ovog ‘bavljenja’, ili okupiranosti, uko-
liko se politika shvata kao spoljasnjost umetnosti,
kao nesto $to se ostvaruje izvan nje i mimo nje, u
odnosu na $ta se umetnik svojim bavljenjem post-
avlja ili kao kriticar, ili kao moralista, ili pak kao
izgnanik koji pokusava da se udalji od njenog ter-
ora. Izlozba IzloZenosti donosi pokusaj izmene per-
spektive u odnosu na ova pitanja i njihova gotovo
nerazmrsiva opterecenja. Kako bi se s jedne strane
izbegao ‘import’ umetnosti i ispunio zahtev ‘inter-
nacionalnosti‘ izloZbe, a s druge izbegla ‘revijalnost’
nekakvog popisa umetnickog stvaralastva ‘u lokalu'
kustoskinje IzloZenosti su se odlucile za najkompliko-
vaniju opciju, za ono $to tek moZe (i treba?) da se dogo-
di. - Glavni akcenat je otuda stavljen na istazivacki
proces koji nije povinovan postoje¢im umetnickim
institucionalnim okvirima ve¢ koji pokrece aktivno
sa-dejstvo sa neostvarenim potencijalom krhkih
lokalnih iniciativa, individualnih i kolektivnih (a ug-
lavnomizBiH i neposrednog okruzZenja), koje operisu

4 IzloZenosti su zapravo “drugo poglavlje" dvogodisnjeg projekta pod nazivom Gdje se sve tek treba dogoditi, Instituta za
trajanje, mjesto i varijable, kojeg su osnivacice Ivana Bago i Antonia Majaca.
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highly symbolised. This is the biggest town in the
Serbian part of Bosnia and Herzegovina, which be-
cause of the 90s war in Bosnia acquired a particu-
larly demonised international reputation. This is a
social setting in which the precarious psychological
and political process of facing up to the events of
the war and its crimes is only just beginning and in
which this process comes up against, on one hand,
open resistance, and on the other, a wall of silence
and concealment of this - to the local public cer-
tainly - ‘uncomfortable topic'. Every form of ‘artistic
neutrality® or ‘autonomy" is thus at once faced with
its own inherent consequences, that is, with its own
participation in the act of denial and oblivion. On
the other hand this specificity is not some diversity
or otherness, it is a symptom of a complex process
of interdependence of, primarily, the economic cir-
cumstances of the real downfall of neoliberal capi-
talism and hence of those progressive acquisitions
of “civil society' whose expectations no longer have
to have a ‘binding' character.

As we said, art is today increasingly ‘engaged’ with
politics. But this being engaged in fact bears the ap-
prehensiveness of this ‘engagement' or occupation,
if politics is understood as the externality of art, as
something that is produced outside and beyond
it, in relation to which artists in their engagement
set up as critics or moralists or as outcasts who are
attempting to get out from under its reign of ter-
ror. The exhibition Exposures involves an attempt
to change perspectives concerning these questions
and their well-nigh inextricable burdens. So as on
the one hand to avoid the ‘import® of art in order to
meet the demands for the ‘internationalism’ of the
exhibition and on the other hand to avoid a mere
‘review" that would include some kind of list of ‘lo-
cal’ artistic creativity, the curators of Exposures have
gone for the most complicated of the options, for
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u grani¢nim sferama umetnosti, politickog aktiviz-
ma, antropoloskih istrazivanja, i svih drugih oblika
predocavanja/izloZenosti ekonomskih, politi¢kih
i kulturnih okolnosti koje se ne mogu neposredno
reprezentovati tek nekim vizuelnim odgovorom ili
sublimatom. Tako je napusten uobicajeni ‘reaktivni'
princip ve¢ se re-aktuelizovala neposrednost iskust-
va koja dovodi u pitanje posrednost reprezentacije
i odvodi umetnicku praksu izvan tog polja, u nep-
oznata i neistrazena podrudja iskustvene refleksije,
odnosno neposredne ‘izloZenosti' aktera i predmeta
njihovih istrazivanja u polju onog jezika koji ne zna
za ‘umetnicku distancu’. Na taj nacin istraZivanje
je lokalno a implikacije su ‘izloZene'": aktuelizuju
se i ravnopravno posmatraju razlicite prakse koje
nadomestavaju nedostatak ili rutinsko prisustvo
savremene umetnosti u polju periferije koja u nasto-
janju da simulira ‘umetnicki Zivot® bezi od onoga $to
se dozivljava kao teska stega lokalne nepomicnosti i
besperspektivnosti.

Medutim, kako ovakav kustoski proces moze biti
ucinjen vidljivim? Na koji na¢in moZe biti ‘izloZen' u
joSuvek zamislivoj formiprezentacije u ‘izlozbenom*
prostoru? Svakako da “bela kocka” ovde ne pomaze
ali podjednako ne pomaze ni estetska ‘atraktivnost'
napustenih negalerijskih prostora u kojima umet-
nost treba da ‘skvotuje'. Sta moZe dakle biti prostor

| AUTOMATESKI TELEPILOT EI -B2

1) Margareta Kern: Gosti, s izlozbe / Guests, from the exhibition.

2) i 3) Stara tvornica Rudi Cajavec / Old Rudi Cajavec factory. Courtesy Bojana Barali¢
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what is yet to happen (or should happen?) *-. The main
accent hence is placed on the process of research
that is not compliant with existing artistic institu-
tional frameworks but that generates active co-op-
eration with the unrealised potential of the fragile
local initiatives, individual and collective (mainly
from Bosnia and Herzegovina and the immediate
surrounds), that operate in marginal spheres of art,
political activism, anthropological research and
all other forms of the representation/exposure of
economic, political and cultural circumstances that
cannot be directly represented with just a visual
response or sublimation. Thus the usual ‘reactive'
principle has been abandoned, and the immediacy
of experience re-actualised, calling into question
the mediated nature of representation and taking
artistic practice out of this field, into unknown and
unexplored areas of experiential reflection, that
is, of immediate ‘exposure’ of actors and objects
of their investigations in the field of that language
that knows no ‘artistic distance'. In this way the in-
quiry is local and its implications are ‘exposed": dif-
ferent practices are actualised and observed in full
equality, compensating for the failure or mere rou-
tine presence of contemporary art in the periphery
that, in the endeavour to simulate ‘artistic life, flees
from what is experienced as the heavy burden of lo-
cal immobility and the lack of any hope for the fu-
ture.

However, how can this kind of curatorial process be
made visible? In what way can it be ‘exposed" in a
still conceivable form of presentation in an ‘exhi-
bition' space? Certainly the “white cube” does not
help here, but in just the same way, there is no help
from the aesthetic ‘attractiveness' of abandoned
non-gallery venues in which art is supposed to start

4 Exposure is actually the second chapter of a two-year project entitled Where Everything Is Yet To Happen, of the Institute
for Duration, Location and Variable (DeLVe), the joint founders of which are Ivana Bago and Antonia Majaca.
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umetnosti u okviru periferijske tranzicije u kojoj ne
samo da dolazi do oCiglednog propadanja ‘namen-
skih prostora’ nego i do perverzne transformacije
njihove prvobitne namene u mnostvo privremenih
namena koji su simptomi ekonomskog i drustvenog
kolapsa, ne samo u okviru neposrednog lokaliteta
nego i generalnije, koji su na snazi u mnostvu lokaci-
ja tranzicijskog bankrota? Govorimo o ‘izloZenosti'
nekog potencijalnog politickog subjekta u umet-
nosti koji je optereéen obeshrabruju¢om ‘ekonomi-
jom stalne privremenosti'. Govorimo o lokaciji koja
se svrstava u ‘tranzicijsku® po svojoj predaji neu-
moljivoj logici kapitala ¢ijoj “prvobitnoj akumulaci-
ji* ve¢ godinama prisustvujemo i kojoj je svojstven
vulgarni diskontinuitet s realnim Zivotnim iskust-
vom viSedecenijskog socijalistickog drustvenog
uredenja.

U uzem smislu govorimo i o lokaciji s nasledenim
poimanjem umetnosti koje u najprogresivnijem
slucaju predstavlja poslednje uporiste nerazvijenog
i nedovrSenog modernizma. Govorimo i o, ovom
nasledu pripadajué¢im, kulturnim institucijama
koje ili rutinski nastavljaju, i do kraja petrifikuju
ovu nepomicnu nedovrsenost; ili koje pak ulaze u
agonijski sukob s ‘palankom’, njenim javnim mnen-
jem, medijima koji su i posledica i uzrok nerazvi-
jene javne sfere, s ¢itavom gradevinom ‘nacionalne
kulture® (predimenzioniranom koliko i tro§nom), a
konacno i sa samom neumoljivom logikom kapitala
u Cijoj prvobitnoj akumulaciji za umetnost nema
mesta ukoliko ona tvrdi za sebe da je viSe od robe,
viSe od dekoracije, i viSe od mita. Savremena umet-
nost kao da se u ovakvim okolnostima strukturalno
ni ne uklapa: njeno postojanje moze u najboljem
slucaju biti ‘odloZeno* za neko buduée vreme dok se
jednog danaiovde ne dogodi nesto Sto se i dalje zove
‘Zapad'. U gréevitom oslanjanju jedino na ideju o au-
tonomiji umetnosti, i to upravo na ideju autonomije
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up a ‘squat’. What then can be the space of art in the
framework of the peripheral transition in which not
only is there an obvious deterioration of ‘special-
purpose premises' but also a perverse transforma-
tion of their original purpose into a mass of tem-
porary purposes that are symptoms of economic
and social collapse, not only in the framework of
the immediate site, but more generally as well, in
a multitude of sites of the transitional bankruptcy?
We are speaking of the ‘exposure’ of some poten-
tial political subject in art that is burdened with a
discouraging ‘economy of constant temporariness'.
We are speaking of the location that is classified as
a space of ‘transition® by virtue of its surrender to
the implacable logic of capital whose ‘primary ac-
cumulation® we have been witnessing for years now,
one that is typified by a vulgar discontinuity with
the real life experience of the several-decades-long
socialist social system.

In a narrower sense we are talking about a location
with an inherited concept of art that in the most
progressive case represents the last stronghold of
undeveloped and incomplete modernism. We are
also talking of the cultural institutions pertaining
to this inheritance that either routinely perpetuate
or ultimate petrify this immobile incompletion; or
that get into some agonic conflict with the ‘prov-
ince’, with its public opinion, the media that are
both the cause and the result of the lack of develop-
ment of the public sphere, with the whole edifice
of ‘national culture® (as oversized as dilapidated)
and finally with the very implacable logic of capi-
tal in whose primary accumulation there is no place
for art if it says of itself it is more than commod-
ity, more than decoration, more than myth. In such
circumstances, contemporary art seems structur-
ally not to fit anywhere; its existence can in the best
case be ‘deferred’ to some future time until, one day,
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za koju “imanentnost drustvenog u umetnosti nije
imanentnost umetnosti u drustvu veé esencijalna
drustvena relacija same umetnosti“ >, pokusava se
odrzati osnovna forma egzistiranja umetnosti goto-
vo na ivici provalije naSeg sopstvenog nepoverenja
u njenu sposobnost da bude drustveno relevantna.

Vrlojevazno zarad preciznostireéidaosnovniantag-
onizam koji uspostavlja projekat kao $to je banjalucki
SPAPORT jeste antagonizam u odnosu na nasledeni
umetnicki sistem koji upravo pokazuje da prostor
umetnosti nije demontiran ve¢ i dalje nastanjen
odredenim ucahurenim idejama i konceptima. Pre
svega umetnicke Skole i druge umetnicke institucije
perpetuiraju pozno-modernisticke koncepte koji
¢ini jedinstven sistem u kom se umetnikom postaje
samo sa akademskom profesionalnom autorizaci-
jom i verifikacijom, i Sto simultano izaziva otpor i
povinovanje onih koji su se nuzno zatekli u okviru
takvog sistema. Otpor prema lokalnim umetnickim
autoritetima (posebno onima koji pripadaju ‘profe-
sorskom kadru‘) postaje osnovna motivacija ali i os-
novno ogranicenje postajanja umetnoscu. A situacija
se pre svega manifestuje u iskrivljenom poiman-
ju lokalnog. Naime, lokalno nije neko zajednicko
polje delovanja ve¢ uveliko zaposednuto (odnosno
nenapusteno) polje u kom vlada figura ‘lokalnog
umetnika’. Lokalni umetnik je sublimiran figurom
‘lokalne veli¢ine", ali kao veoma razocarane, neost-
varene, umorne i emotivne veliCine Cije razoCarenje,
neostvarenost, umor i emocije stoje kao nepomicna,
nedovrsena ali nenapustena strukturalna gromada.
Studenta lokalne veli¢ine otuda lokalno vise i ne
zanima. On zbog lokalnih autoriteta bezi dalje od
lokalnog za koje zna da ga vuce nazad, ka onom
istom razoCarenju, neostvarenosti, umoru i tugi.
Zivot je otuda uvek negde drugde a fantazam o njemu

5_T.W. Adorno, Aesthetic Theory, Routledge, London, 1984, str. 330.
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what is still called the ‘West" happens here too. In
the convulsive reliance only upon the idea of the
autonomy of art, actually upon the idea of an au-
tonomy for which “the immanence of society in art
is not the immance of art in society but the essential
social relation of art,” * there is an endeavour to re-
tain the basic form of the existence of art almost on
the brink of the abyss of our own lack of trust in its
ability to be socially relevant.

It is very important for the sake of preciseness to
say that the basic antagonism that is set up by a
project such as the Banjaluka Spaport is an antago-
nism vis-a-vis the inherited art system that actu-
ally shows the space of art has not been dismantled
and is still populated by certain cocooned ideas and
concepts. Artistic schools and other art institutions
above all perpetuate the late modernist concepts
that make up a unified system in which you can be-
come an artist only with the professional authorisa-
tion and verification of a tertiary institution, which
excites the simultaneous resistance and compliance
of those who happen to be in the framework of this
kind of system. Resistance to local artistic authori-
ties (especially those who belong to ‘the faculty’)
becomes the basic motivation and yet also the basic
restriction of becoming in art. The situation is mani-
fested above all in the distorted conception of the
local. The local is not some common field of action
but a very much occupied (or unabandoned) field in
which the figure of the ‘local artist® reigns. The lo-
cal artist is sublimated by the figure of ‘local great-
ness’, but a very disappointed, unfulfilled, weary
and emotional greatness whose disappointment,
lack of fulfilment, weariness and emotion stand as
an immobile, incomplete but unabandoned structur-
al mass. The local thus no longer interests students

5 _T.W. Adorno, Aesthetic Theory, Routledge, London, 1984, p. 330.
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se nalazi u slikama iz glossy art magazina koje uvek
izgledaju bolje i pametnije od radova lokalnih au-
toriteta i uopste od svega Sto ih u lokalu okruzuje.
Tako umetnost nema mesto artikulacije u lokalnom
ve¢ agonijski pokusava da nastani neki nepostojeci
prostor liSen antagonizama, neki prostor snovidenja
koji nema svoje uporiste u realnom i u njemu se po-
javljuje samo u formi halucinacije. Svako ko se nal-
azi unutar tog zacaranog kruga simultanosti otpora
i povinovanja ne moze da deluje lokalno, a samim
tim i nikako drugacije. Ova uslovljenost redefinise
periferiju preciznije kao predgrade, mesto stalne
privremenosti.

IzloZba IzloZenosti je mozda otuda jedna specifi¢na
propozicija jer je privremeno naselila prostor koji
nije napusteni ‘prostor umetnosti® ali koji takode
nije ni prostor nastanjenosti ili ispunjenosti. Radi
se o administrativnoj zgradi banjalucke firme
“Rudi Cajavec” koja je u ste¢aju i gde su neke pros-
torije u ovoj petospratnoj gradevini iz vremena
“socijalistickog modernizma* date u najam manjim
privatnim firmama koje se bave razli¢itim delatnos-
tima. Zanimljivo je da su to uglavnom delatnosti koje
su karakteristi¢no drustveno neproduktivne ‘tran-

Biv3a tvornica Rudi Cajavec / Ex Rudi Cajavec factory, Banja Luka, 2010. Photo: Protok
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of local greatness. Because of these local authorities,
they pull away from the local, which they known to
be pulling them back, to the same disappointment,
lack of fulfilment, weariness and sadness. Life is
hence always somewhere else, and a fantasy about it
can be found in pictures from the glossy art maga-
zines that always look better and smarter than the
works of local authorities and in general anything
that surrounds them in the local context. Thus art
has no place of articulation in the local but agoni-
cally attempts to populate some non-existent space
devoid of antagonisms, some place of dream visions
that has no foothold for itself in the real and appears
in it only in the shape of a hallucination. Anyone
inside this vicious circle of simultaneous resistance
and compliance cannot act locally, and ipso facto in
any other way either. This conditioning redefines
the periphery more precisely as suburb, a place of
constant temporariness.

The exhibition Exposures is perhaps hence a spe-
cific proposition, for it has temporarily colonised
a space that is not an abandoned ‘space of art' but
that is also not a space of inhabitation or fulfilment.
This is the administration building of the Banjaluka
firm “Rudi Cajavec” that went into administration,
where some of the rooms in this five-floor building
from the time of “socialist modernism* are leased
out to small privately owned firms engaged in vari-
ous activities. It is interesting that these are on the
whole activities that are characteristically socially
unproductive ‘transitional activities' that deal ex-
actly with individual aesthetic upgrading, i.e., the
aestheticisation of the distorted transitional body:
massage parlours, gyms, training and aerobics cen-
tres, and even a whole “Faculty of cosmetology and
aesthetics”! This is a space whose semi-defunct life
cannot be obviated or concealed so as to provide a
fitting site for art; it is on the contrary an extremely
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zicijske delatnosti‘ koje se upravo bave individual-
nim estetskim unapredivanjem, odnosno estetizaci-
jom narusenog tranzicionog tela: saloni za masazu,
teretane, fitnes i aerobik centri, pa ¢ak i Citav
“Fakultet kozmetologije i estetike“! Ovo je prostor
Ciji se poluugaseni Zivot ne moze ukloniti ili sakriti
da bi se u njega smestila umetnost: to je naprotiv je-
dan ekstremno nenapusteni prostor koji se ne moze
transformisati u prazan okvir umetnickog izlaganja.
Tako da se radi o prostoru u kom je antagonizam i
disenzus neminovan. O prostoru u kom se izlaganje
umetnosti ne moze doZiveti u nekim nepatvorenim
okolnostima ve¢ u neposrednoj koliziji sa simptom-
ima tranzicijskog iskustva. Radi se dakle o stecajnom
prostoru: ne o prostoru koji ostaje nakon katastro-
fe i kom umetnost treba da povrati simbolicku vi-
talnost, ve¢ upravo o prostoru u kom se katastrofa
neposredno odvija, sada i ovde. I u takvom prostoru
se ne mogu tek izloZiti “radovi” jer oni stalno ulaze
i izlaze iz polja vidljivosti, ne mogu se sistemati-
zovati, ne mogu se ocekivati, ne mogu se Cesto ni
pronadi. Ono Sto je ovde izloZeno ulazi sa svom svo-
jom fragilno$¢u u nezastiCenu neposrednost sve-
prisutnog mnostva.

Otuda ova izloZenost ne moZze biti onaj uobicajeni
marginalni aspekt dominantne i hiper-razvijene
kulture komercijalnog spektakla, ali ni ona koja u
svojoj navodnoj kritici spektakla i komercijalizma
ostaje u istim formalnim i medijskim okvirima es-
tetizovanog polja. Ovde svakako moramo da podemo
od pojmova koji su u poslednjih deset do dvadeset
godina u opticaju (relaciona umetnost, umetnost
participacije ili umetnost afirmacije) kao strateskih
odrednica u okviru kojih umetnost pokusava da
nacini re-invenciju svoje politike i postane politi¢na
ne kroz izraz svog bavljenja ve¢ upravo kroz izraz
invencije. Ovde tvrdimo, i ova izloZba to nedvosmis-
leno pokazuje, da je danas o politickim i kritickim

BRANISLAV DIMITRIJEVIC
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unabandoned space that cannot be transformed into
an empty frame for artistic exhibition. It is thus a
space in which antagonism and dissensus is inelucta-
ble. A space in which the exhibition of art cannot be
experienced in some unadulterated circumstances,
rather in immediate collisions with the symptoms
of transitional experience. This is a space of bank-
ruptcy, not a space that remains after a catastrophe,
to which art is supposed to return symbolic vital-
ity, rather a space in which a catastrophe is going
on before one's eyes, here and now. In such a space
one cannot simply exhibit ‘works', for they are con-
stantly coming and going from the field of vision,
they cannot be systematised, cannot be expected,
cannot often even be found. What is exhibited here
comes with all its fragility into the unprotected im-
mediacy of the omnipresent multitude.

Hence this exposure cannot be that common margin-
al aspect of dominant and hyper-developed culture
of commercial spectacle, or that which in its alleged
critique of spectacle and commercial stays within
the same formal and media frameworks of the aes-
theticised field. Here we certainly have to start off
from concepts that have been in circulation in the
last ten to twenty years, relational art, art of partici-
pation, art of affirmation: the strategic determinants
in the frame of which art is attempting to carry out
a re-invention of its politics and to become political
not through the expression of its engagement with
but rather through the expression of invention. Here
we claim, and this exhibition unambiguously con-
firms it, that today it is more possible to think of
political and critical potentials of art from the pe-
riphery or the suburb than from the centre, where
this very critical thinking has become institutional
ised and accordingly predictable to the level of be-
ing completely integrated into the system.
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potencijalima umetnosti pre moguée misliti iz per-
iferije/predgrada nego iz centra gde je i sama ova
kriticka misao postala institucionalna pa samim tim
i predvidljiva do stepena pune integracije u sistem.

Danas je sasvim neupitno da globalna relaciona/
participacijska umetnost moZe naci svoje mesto na
trZistu s nalepljenom etiketom s cenom. Stavise, ova
umetnost je postala i praksa usaglasena sa novim
merama kulturnih politika u ekonomski razvijenim
zemljama. Direktni efekti ovakve situacije, poseb-
no na njenog “periferijskog subjekta“, kao nus-
pojavu mogu prouzrokovati razoCaranu pasivnost,
formalizovanu repetitivnost kriticke lamentacije,
mit o gubitnistvu, a Cesto i samonametnuti utisak
inferiornosti: nekakvo boravljenje na kraju smisla
umetnosti, utuéenog konzervativnom retorikom
koja prizivajuéi ovaj kraj - zapravo omogucéava res-
tauraciju pred-politicke, ceremonijalne, naciona-
Ine kulture. U krajnjoj liniji radi se 0 nemoguénosti
da se prepozna gde se zapravo nalazi ‘korupcija
svesti’, nemogucnosti da se ona prepozna upravo u
beskonacnom zalu za ne¢im Cega nije ni bilo, Zalom
koji spre¢ava umetnost da bude politicna narocito
tamo gde ona ima olekivanu potrebu da se bavi
politikama koje joj rade o glavi. Ali, s druge strane,
upravo na ‘periferiji‘ i u ‘predgradu’ ovo moZe inici-
rati i veoma relevantan kriticki impuls u doba kada
ovakav impuls dozivljava svoju univerzalnu hiber-
naciju.

Kako je uopste moguce misliti procedure one um-
etnosti koja svoje nastajanje ne vezuje za postojeéu
‘korupciju svesti' i koja je svesna upravo korup-
cije same umetnosti, i koja kroz svoju praksu, kroz
Cinjenicu vlastite samo-invencije i samo-definicije

6 “Treba sa suprotstaviti svima onima koji samo hoce kraj, kohortama sagorelih i parazitirajucih poslednjih ljudi. Kraj
umetnosti, metafizike, reprezentacije, imitacije, transcendencije, rada, duha: dosta! Proglasimo odmah kraj svih krajeva i
mogucénost pocetka svega 3to jeste, svega 3to je bilo i $to ¢e biti." Alain Badiou, “Manifesto of Affirmationism",
www.lacan.com/frameXXIV5.htm
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Today it is beyond any question that global relation-
al/participatory art can find a place on the shelves
with a price tag stuck on it. Indeed, this art has be-
come a practice harmonised with the new measures
of cultural politics in economically more developed
countries. The direct effects of this kind of situa-
tion, particularly on its ‘peripheral subject’, as by-
product, can bring about a soured passivity, a form-
alised repetitiveness of critical lamentation, a myth
of defeat, and often of a self-imposed impression of
inferiority: of some kind of dwelling at the end of
the meaningfulness of art, down-hearted with the
conservative rhetoric that invoking this end *- actu-
ally enables the restoration of a pre-political, cer-
emonial, national culture. Ultimately it is all about
the impossibility of recognising where that ‘corrup-
tion of consciousness' lies, the impossibility of rec-
ognising it in the endless grief for something that
actually never was, a grief that prevents art from
being political particularly where it has an expected
need to deal with the same politics that is out to get

Stara tvornica Cajevec / 0ld Cajevec factory, Courtesy Bojana Barali¢

6_“We should oppose all those who only want the end, those cohorts of the burned-out and parasitical last men. The end
of art, of metaphysics, of representation, of imitation, of transcendence, of the oeuvre, of spirit: enough! Let us declare at
once the End of all the ends and the possible beginning of all that is, of all that was and will be“. Alain Badiou, “Manifesto
of Affirmationism", www.lacan.com/frameXXIV5.htm
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(koliko autonomno toliko i heteronomno), afirmise ne.
pitanje nelagode sopstvenog htenja? U nedostatku
neuhvatljive definicije posluzimo se trima karak-
teristikama koje na jednom mestu takticki izdvaja
teoretiCar savremene umetnosti Mika Hannula kada
govori 0 odnosu umetnosti i javne sfere, a i uopste
o politi¢nosti umetnosti. Bez obzira gde nastaje (a
sve viSe nastaje ne u centru ili na periferiji ve¢ u
okvirima mreZa periferija, u pluralu) ovu umetnost
karakteriSe to da 1) “nije primarno produkt koji teZi
primarno profitu®, da 2) “ne Zudi za konsenzusom*
i da 3) “povezuje suprotstavljena videnja i vrednosti
i stvara situaciju intelektualne i emotivne radosti*.
Kada su “i javna sfera i politika definitivno prepuni
svih vrsta komunikacije i materijala, od zvukova i
slogana do pokretnih slika, namece se pitanje Sta je
extra-vrednost, Sta je razlika, koju savremena umet-
nost moze da stvori i nesto time doprinese?* Ako
ova vrednost jeste u formama participacije, onda je
re¢ o participaciji koja nije tek prazni gest poziva
da se sudeluje u umetnikovoj orkestraciji, ve¢ “par-
ticipacija u produkciji znalenja unutar politizo-
vane javne sfere na nacin koji nam je najblizi“ ™. Radi
se dakle o radu ‘u lokalu', postupku koji nije samo
‘alternativan’ u smislu svoje ‘kriti¢nosti‘ u odnosu
na neku hegemoniju, ve¢ ‘alternativan' kao materi-
jalizacija, kao forma kojom kriticki otpor postaje
stvarna propozicija. Da li o tome moZemo govoriti?
Da, moZemo. =

7 _Mika Hannula, “The Blind Leading the Naked: The Politics of Small Gestures", Art, City and Politics in an Expanding World
- Writings from the 9th International Istanbul Biennial, Istanbul Kultiir Sanat Vakfi, Istanbul, 2005, str. 192-193.

8 Mozes li govoriti o tome? - Da, mogu naziv je “prvog poglavlja“ projekta Gdje se sve tek treba dogoditi.
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it. But on the other hand, precisely on the periph-
ery or in the suburb this can initiate a very relevant
critical impulse at a time when any such impulse is
going through a universal hibernation.

How is it at all possible to think up procedures of
the kind of art that does not connect its becoming
with the existing ‘corruption of consciousness' and
that is aware of the corruption of art itself, and that
through its practice, through the face of its own
self-invention and self-definition (just as much au-
tonomous as heteronomous) endorses the issue of
the awkwardness of its own desire? In the absence
of this elusive definition we will make use of three
characteristics that have been tactically picked out
by contemporary art theorist Mika Hannula, speak-
ing of the relation of art and the public sphere, and
in general of the political nature of art, irrespective
of where it is created (and increasingly it does not
occur either in the centre or on the periphery but in
the framework of the networks of peripheries, in the
plural). This art is characterised by its 1) not being “a
primary product that aspires primarily to profit*, 2)

STEALTH.unlimited, Uzeti zajednicku stvar u svoje ruke, s izloZbe / Taking Common Matters Into One's Own Hands, exhibition
view. Photo: St
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“it does not long for consensus* and 3) “it links op-
posed views and values and creates a situation of in-
tellectual and emotional joy“. When “both the pub-
lic sphere and politics are definitely full of all kinds
of communications and materials, from sounds and
slogans to moving images, the question arises as to
what is the added value, what is the difference that
contemporary art can create and accordingly make
its contribution?* If this value lies in the forms of
participation, then it is about a participation that is
not just the empty gesture of an invitation to take
part in the artist's orchestration, but “participation
in the production of meaning within the politicised
public sphere in the way that is closest to us. ™ It is
about the work ‘in the local’, about a procedure that
is not just ‘alternative’ in the sense of its ‘critical'
attitude to some hegemony, but ‘alternative' as ma-
terialisation, as form in which critical resistance be-
comes a real proposition. Can we speak of this? Yes,
we can. -

— translated to English by Graham McMaster

7_Mika Hannula, “The Blind Leading the Naked: The Politics of Small Gestures", Art, City and Politics in an Expanding World
- Writings from the 9th International Istanbul Biennial, Istanbul Kultiir Sanat Vakfi, Istanbul, 2005, pp. 192-193

8 "“Can you speak of this? - Yes, I can" is the title of the first chapter of the project Where Everything Is Yet To Happen.
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Grupa Spomenik / Monument Group

(Damir Arsenijevié, Jasmina Husanovié, Jelena Petrovi,

Branimir Stojanovié & Milica Tomi¢)

MATEMI REASOCIJACIJE

Novine, distribuciona instalacija, serija
intervencija
2008.-2010.

Zajednicka platforma Grupe Spomenik u
projektu Gdje se sve tek treba dogoditi, prije
svega je objavljivanje novine Matemi rea-
socijacije. Produkcija novina otpocela je u
okviru redakcije novina projekta “Matemi
reasocijacije" na Oktobarskom Salonu u
Beogradu 2008. godine. Tada je Grupa Spome-
nik izloZbeni prostor tretirala kao mesto
produkcije te na osnovu serije predavanja,
radionica i diskusija nastavila sa produkcijom
novina (2008.-2010.).

Novine Matemi reasocijacije se po
prvi put pojavljuju na izlozbi IzloZenosti u for-
mi distribucione instalacije (skulpture) dok
pojedinalne intervencije/radionice ¢lanova
Grupe Spomenik predstavljaju ekstenzije
novina u odnosu na kontekst izlaganja.

MATHEMES OF REASSOCIA-
TION

Newspaper, distributional installation, series
of interventions
2008-2010

The joint platform of Grupa Spomenik within
the project Where Everything Is Yet to Happen
consists primarily in publishing the newspa-
per Mathems of Reassociation. Its production
began within the project of the same name, in
the framework of the 2008 October Salon in
Belgrade. On that occasion, Grupa Spomenik
treated the exhibition space as a production
site and launched its newspaper on the basis
of a series of lectures, workshops, and discus-
sions (2008-2010).

Mathems of Reassociation newspaper
are presented for the first time at the Expo-
sures exhibition, in the form of a distributional
installation (sculpture), while individual inter-
ventions/workshops of the group’s members
are extensions of the newspaper, in relation to
the context of the exhibition.
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USMENE NOVINE MATEMI REASOCIJACIJE

MATHEMES OF REASSOCIATION ORAL

U oktobru 2008. godine u Beogradu na
izlozbi 49. Oktobarskog salona: “Umetnik-
gradanin/Umetnica-gradanka - Kontekstu-
alne umetnicke prakse” (kustoscie Bojane
Peji¢) Grupa Spomenik je izlagacki prostor
definisala kao produkcioni i pokrenula novin-
sku redakciju Matemi reasocijacije.

Novinska redakcija je predstavila
rad forenzi¢ara/ki Medunarodne komisije za
nestala lica (ICMP), kao i savremenu scenu
kriti¢ke teorije drustva iz Bosne i Herce-
govine u formi predavanja i diskusija. Na
taj nacin redakcija je radila na prikupljanju
materijala koji svedo¢i o mehanizmima
produkcije diskurizivnog objekta “genocid u
Srebrenici.

Analizom mehanizama admin-
istriranja genocida i ideoloskih aparata
ideologije pomirenja koji normalizuju i
depolitizuju traumu genocida, Grupa Spome-
nik detektuje strategije kojima se kroz ove
procese konstruiSe post-ratna i post-genocid-
na etnicka grupa. Citav proces reasocijacije
ubijenih u genocidu perpetuira politiku
terora nejednakosti i ponavlja ono $to je poli-
tika terora imala kao rezultat: etni¢ku podelu
i stalnu proizvodnju konstrukta - etnicke
grupe.

Novinska redakcija Matemi rea-
socijacije predstavila je spisateljice, pisce i
teoretiCare kulture iz Bosne i Hercegovine
koji kreiraju platforme demontiranja politike
terora nejednakosti tako $to svedoce o geno-
cidu kroz kritiku depolitiziraju¢ih mehani-
zama ideologije pomirenja i administriranja
traume genocida.

Nakon zavrsetka izloZbe reda-
kcija je nastavila sa radom pozivajuéi
filozofe, knjiZevnice, psihoanaliticare,
antropoloskinje, teoreticare/ke politike i
prava da svojim tekstualnim prilozima odgo-
vore na pitanje: “Kako misliti genocid?".

Dvije godine kasnije, 31. oktobra
2010. godine, u okviru izloZbe IzloZenosti kao
drugog poglavlja projekta “Gde se sve tek
treba dogoditi® Spaport bijenala u Banja
Luci, objavljena je, predstavljena, izloZena
i distribuirana novina/publikacija Matemi
reasocijacije.

NEWSPAPER

During the 49th October Salon, which took
place in October 2008, in Belgrade, under
the title: “Artist-citizen - Contextual Art
Practices* (curated by Bojana Peji¢), Grupa
Spomenik redefined the exhibition venue as
a production site, initiating the Mathemes of
reassociation newspaper office.

The project presented the work of
the forensic team of the International Com-
mission on Missing Persons (ICMP), as well as
lectures and discussions presenting the pro-
tagonists of the contemporary critical theory
scene from Bosnia and Herzegovina. The
purpose of the project was to gather material
that serves as testimony on the mechanisms
of production of the discursive object - “the
Srebrenica genocide".

Through an analysis of mechanisms
of administering genocide and of ideological
apparatuses shaping the ideology of recon-
ciliation that normalize and depoliticise the
trauma of genocide, Grupa Spomenik detects
the strategies that these processes use to
construct the post-war and post-genocide
ethnic group. The entire process of reassocia-
tion of persons murdered in genocide per-
petuates the politics of the terror of inequal-
ity and reasserts the results of the politics
of terror: ethnic division and the constant
production of the construct - ethnic group.

The newspaper office Mathemes of
reassociation presented writers, critics and
theoreticians from Bosnia-Herzegovina ac-
tive in creating platforms for the deconstruc-
tion of the politics of terror of inequality, by
witnessing on genocide through the critique
of the depoliticising mechanisms of the ideol-
ogy of reconciliation and administration of
the trauma of genocide.

Following the exhibition, the office
continued its work, by inviting philosophers,
writers, psychoanalytic theorists, anthropol-
ogists, theorists of law and politics, to answer
the question: “How to think genocide?*

Two years later, on October 31 2010,
in the framework of the exhibition Exposures,
the 2nd chapter of the Where Everything is Yet
to Happen project, Spaport Biennial, Banja
Luka, the Monument Group published, exhib-
ited and distributed the newspaper/publica-
tion Mathemes of Reassociation.



» Novina je pred publikom u Banja Luci pred-
stavljena predavanjem glavnog i odgovornog
urednika novine Branimira Stojanovia.

» Celokupni tiraZ novine Matemi reasocijacije
postavljen je u galerijskom prostoru u formi
distributivnog objekta - participativne
skulpture.

Usmene novine Matemi reasocijacije
kao zajednicka platforma Grupe Spomenik

» The public presentation of the newspaper in 124
Banja Luka took place in the form of a lecture
by the newspaper’s main editor Branimir
Stojanovié

» The entire print-run of the Mathemes of
Reassociation newspaper was presented in the
exhibition venue in the form of a distributive
object - a participatory sculpture.

Oral newspaper Mathemes of Reassociation

U okviru ove platforme svaki ¢lan Grupe
Spomenik (Damir Arsenijevié, Jasmina
Husanovi¢, Jelena Petrovié, Branimir
Stojanovié i Milica Tomié) po prvi put
pojedinacno izlaZe i interveniSe, Cime se
produkuje mjesto i uslovi usmenih novina
- ekstenzije novine u odnosu na kontekst
izlaganja.

1. Damir Arsenijevi¢ - Radionica javnog
Citanja i analize poezije Vrijeme je da se up-
oznamo onakvi kakvi stvarno jesmo

2. Milica Tomié - Radna grupa “Cetiri lica
Omarske* (Mirjana Dragosavljevié, Srdan
Hercigonja, Sandro Hergi¢, Vladimir
Miladinovi¢, Marija Ratkovi¢, Dejan Vasi¢,
Jovanka Vojinovié, Zoran Vuckovac i Milica
Tomi¢): Javni radni sastanak: Kako misliti
memorijal?

3. Jasmina Husanovi¢ - Protiv smrti politickog
subjekta. O kulturnoj produkciji i emancipativnoj
politici, javna diskusija

4. Branimir Stojanovi¢ - Predstavljanje
Stampanog izdanja Matemi reasocijacije

5. Jelena Petrovié i Stanislav Tomi¢ - Istorija
sadasnjice, javno Citanje i diskusija o knjizi
Svetlane Dordevi¢ Svedocanstvo o Kosovu.

as Grupa Spomenik's collaborative platform

In the framework of the collaborative plat-
form, each member of the Monument Group
(Damir Arsenijevié, Jasmina Husanovi¢,
Jelena Petrovi¢, Branimir Stojanovi¢ and
Milica Tomié) exhibit and intervene for the
first time individually, producing the place
and conditions of the oral newspaper - ex-
tensions of the newspaper, in relation to the
context of the exhibition.

1. Damir Arsenijevié¢: Workshop of public
reading and analysis of poetry It's time that we
got to know each other as we really are

2. Milica Tomi¢: Workgroup “Four Faces

of Omarska“ (Mirjana Dragosavljevi¢,

Srdan Hercigonja, Sandro Hergi¢, Vladimir
Miladinovi¢, Marija Ratkovié, Dejan Vasié, Jo-
vanka Vojinovié, Zoran Vuckovac and Milica
Tomic): How to think a memorial? - public
meeting of the workgroup

3. Jasmina Husanovié: Against the death of
the political subject: On cultural production and
emancipatory politics, public discussion

4. Branimir Stojanovié: Presentation of the
printed edition of Mathemes of Reassociation

5. Jelena Petrovi¢ and Stanislav Tomi¢: History
of the Present, public reading and discussion of
the book The Testimony on Kosovo, by Svetlana
bordevi¢

IZLOZENOSTI
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Grupa Spomenik (Damir Arsenijevié¢, Ana Bezié, Jasmina Husanovié, Pavle Levi,
Milica Tomié, Branimir Stojanovi)
KAKO MISLITI GENOCID?

Poslednje dve godine Grupa Spomenik* se bavi problemom Zrtve ratova u SFRJ,
posebno Zrtvama genocida i pitanjem: Sta je ostalo nakon genocida u Srebreni-
ci?

Odgovor na ovo pitanje je koliko sloZen toliko i jednostavan i mi (emo
u par koraka opisati dosadasnji rezultat istraZivanja Grupe Spomenik koje vam
nudimo kao pocetne korake u postavljanju okvira ovog pitanja.

Nakon genocida u Srebrenici ostao je grad Srebrenica koji je dokaz da
je jedino stra$nije od genocida u Srebrenici - aktualno stanje grada Srebrenice,
dakle “realna Srebrenica", grad u kome u svoj svojoj bizarnosti postoji postgeno-
cidno drustvo, drustvo simbioze mrtvih i Zivih. Kad to kaZemo, pre svega mislimo
da je aktualna politika pomirenja ostavila za sobom totalnu pustos. Ta¢nije, post-
genocidno drustvo, drustvo ostvarene ideologije pomirenja, je drustvo aparthe-
jda, specifi¢nog srebrenickog aparthejda: aparthejda Zivih pocinioca zloéina nad
Zivim Zrtvama genocida, Zivih po¢inioca genocida nad mrtvim Zrtvama genocida
i zivih Zrtava genocida nad Zivim poliniocima genocida, dakle drustva u kome
niko nikog ne priznaje a koje ideologija pomirenja i dalje drZi na okupu, nese-
parirane, u istom svetu.

Medutim ko jos, osim ideologije pomirenja, odrZava ovaj svet takvim?
Nakon trinaest godina, srebrenicki genocid je postao sloZzen objekt koji konstruisu:
savremena nauka, religija i administracija kriznog upravljanja genocidnom trau-
mom. Paradoksalno, postoji koalicija savremene geneti¢ko-forenzicke nauke,
savremene administracije traume genocida i savremene religije, koalicija oku-
pljena oko nauénih tehnika, tehnika upravljanja i religioznih rituala u postupan-
ju sa telesnim ostacima ubijenog u genocidu.

Kroz naucne procedure i religiozni ritual konstruiSe se novi identitet
Zrtve genocida kojim se radikalno briSe istorijski dogadaj i politicka konjuktura u
kojoj je Zrtva postala Zrtva genocida. Naime, savremena nauka kroz proces reaso-
cijacije telesnih ostataka Zrtava genocida i administraciju postgenocidne traume
Zrtvu genocida kroz proces identifikacije i prebrojavanja preimenuje u “nestalu
osobu". Stavise, religiozni ritual sahranjivanja koji od savremene nauke preuzima
telesni ostatak Zrtve genocida nakon identifuikacije, ¢ini jo$ jedan akt brisanja,
naime, posthumno, sve Zrtve genocida religioznim ritualom se islamizuju.

Savremena nauka i religija time kao da holofraziraju politiku terora
koja je, da bi izvrsila genocid u Srebrenici, najpre morala da konstrui$e halu-
cinantni objekt “Musliman-islamski fundamentalista®, objekt nepostojeéi u
pregenocidnom drustvu BiH. Politika terora koja je ovim aktom imenovanja kon-
struisala apstraktni entitet, koji je stavila van sveta i samim tim van zakona, ovim
terorom apstrakcije je u relnosti pokusala da totalno unisti jugoslovenske Musli-
mane. Drugim relima, savremena nauka, religija i administracija postgenocidne
traume, ponavljaju i perpetuiraju drugim sredstvima politiku terora, politiku
odgovornu za Zrtve genocida u Srebrenici.

Otud treba objasniti: Kako su se jugoslovenski Muslimani na$li na mes-
tu nekog koga treba unistiti? Drugim re¢ima, ako je rezultat ratova u Jugoslaviji
genocid nad jugoslovenskim muslimanima, odnosno ako i dan danas postoje
strukture koje ponavljaju i perpetuiraju drugim sredstvima politiku genocida,
onda treba postaviti pitanje jedinstva politi¢ke volje svih aktera rata, spoljnih

* Grupa Spomenik je umetnicko-teorijska grupa koja se od 2002. godine bavi produkcijom autonomnog prostora za
politi¢ku diskusiju o raspadu SFR] i ratovima devedesetih na tlu Jugoslavije

GRUPA SPOMENIK
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Grupa Spomenik (Damir Arsenijevié, Ana Bezié, Jasmina Husanovié, Pavle Levi,
Milica Tomié, Branimir Stojanovi¢)
HOW TO THINK GENOCIDE?

For the past two years, Grupa Spomenik* (Monument Group) has been exploring
the issue of victims of wars in the former Socialist Federative Republic of Yugo-
slavia, paying special attention to the victims of genocide by posing a question:
What still remains after the genocide in Srebrenica?

The answer to the above question is both simple and complex and what
follows are the results reached thus far in the research by Grupa Spomenik, of-
fered here as initial steps towards a framework for investigating the following
question:

After the genocide in Srebrenica what remains is the town of Srebren-
ica - proof that the only thing more horrible than the genocide itself is the cur-
rent state of the town, i.e. ‘the real town of Srebrenica‘ in which a post-genocide
society exists in all its bizarreness - a society of symbiosis between the dead and
the living. When we claim this, we refer, above all, to the wasteland being cre-
ated by the politics of reconciliation. More precisely, a post-genocide society, a
society of the ideology of reconciliation, is a society of apartheid, a specific Sre-
brenica apartheid: of the living perpetrators of genocide against the living vic-
tims of genocide; of the living perpetrators of genocide against the dead victims
of genocide; and the living victims of genocide against the living perpetrators of
genocide. In this society, nobody is acknowledged by the other whilst all are held
together in the same world by the ideology of reconciliation.

In addition to the ideology of reconciliation, who or what else, main-
tains this world as it is?

Thirteen years later, the genocide in Srebrenica has become a complex
object constructed by science, religion, administration and management of the
trauma. Paradoxically, there is a coalition of the three methods when handling
the bodily remains of those executed. New identity is constructed for the victim
of genocide, one which radically erases the historical and political event that is
the genocide itself. By means of identification and statistics the victim of the
genocide is re-named as a missing person. The religious ritual of burial commits
another act of erasing - by Islamizing all the victims of genocide. Contempo-
rary science and religion thus holophrase the politics of terror which, in order
to carry out the genocide in Srebrenica, first had to construct the object of their
collective hallucination, the ‘Muslim-Islamic fundamentalist’, an object non-ex-
istent in pre-genocide society in Bosnia and Herzegovina. This politics of terror,
a terror of abstraction over reality, attempted to destroy Yugoslav Muslims com-
pletely. In other words, contemporary science, religion and the administration
of post-genocide trauma repeat and perpetuate the politics of terror by other
means the very politics which was and is responsible for the victims of the geno-
cide in Srebrenica.

Another question requiring explanation then arises: How did it come
about that Yugoslav Muslims became the target instead of that which should
have been destroyed? In other words, if the result of the wars in Yugoslavia is
genocide against Yugoslav Muslims, and if there are still structures that repeat
and perpetuate the politics of genocide by other means, then how stands now
the unity of political will of all the actors in the war, both internal and external,
which led to the resulting genocide. If, for a moment, we leave aside the fact that

* Grupa Spomenik is an art/theory group involved, since 2002, in the production of an autonomous space for political
discussion on the dissolution of the SFRY and the wars in Yugoslavia in the 1990s.
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i unutrasnjih, koji su doveli do rezultata - genocida. Ako za trenutak stavimo
u zagrade da je dominantna rasisticka politika osamdesetih u Srbiji pripremila
ideologiju genocida a da je vojno-tehni¢ki genocid izvrsila Vojska Republike Srp-
ske, i dalje ostaje nerazja$njeno kako je doslo do konsenzusa svih politickih ak-
tera oko rezultata. Ovim hoéemo da kaZemo da je istina delanja svih politi¢kih
aktera ipak upisana u rezultat njihovog delanja. 1li tacnije, moZda su svi imali
sasvim druge namere ali je “lukavstvo uma" svim akterima ostavilo da svoje
politicko delanje prepoznaju u rezultatu od koga se danas svi podjednako i na
razli¢ite naine distanciraju.

Osim toga postoji nerazja$njena veza izmedu genocida, holokausta i
emancipatorskog politi¢kog subjekta tokom dvadesetog veka u Evropi. Kako mis-
liti ovu vezu koja je apsolutno disjunktivna, kako misliti vezu disjunkcije izmedu
dogadaja: pojava emancipatorskog politickog subjekta i antidogadaja: genocida,
holokausta? Postoji, i to je nasa teza, kada je Evropa u pitanju, afinitet da se
genocid ili holokaust organizuju kao neka vrsta teatra u kome se brie pojava
emancipatorskog politi¢kog subjekta, a da se na njegovo mesto, kroz sloZenu igru
zamena i reprezentacije pojavljuje jedan nereprezantibilni objekt, himera - ob-
jekt genocida. Medutim, ako postoji apsolutna disjunkcija izmedu pojave eman-
cipatorskog politickog subjekta i genocida, $ta je sa njihovom topi¢kom vezom,
onom koju mi vidimo kada kaZzemo da: tamo gde je bio politicki subjekt sada je
genocid?

Postojala su dva emancipatorska politi¢ka subjekta u Evropi dvade-
setog veka: Spartakus, revoluciona politicka organizacija (1916.-1918.) i Naro-
dno oslobodilacka borba Jugoslovena (1941.-1943.), dva imena emacipatorskih
politickih subjekta oko kojih je napravljen teatar ubijanja da bi se izbrisao u¢inak
njihovog pojavljivanja. Drugim re¢ima: tamo gde je sada genocid bio je politicki
subjekt, odnosno - tamo gde je reakcija - genocid, bio je emancipatorski politicki
subjekt.

Tamo gde je bio genocid biée politicki subjekt

Za razliku od holokausta koji je postao mesto transcedencije, metafizi¢ki objekt
par exellence o kome nije mogude govoriti, misliti i seéati ga se, genocid u Sre-
brenici je konstruisan kao objekt nauke, ¢iste imanencije, koja tvrdi da je geno-
cid, kao i svaki drugi objekt, dostupan savremenoj nauci.

Savremena nauka, skup forenzitkih doktrina, ¢iji je lider forenzi¢ka
DNA analiza, moZe da prebroji i identifikuje Zrtve genocida, tako $to kroz proces
reasocijacije telesnog ostatka ubijenog u masovnom zlo¢inu konstruife matem
koji je opis mesta i na¢ina ubijanja Zrtve i kojim telesni ostatak nakon DNA ana-
lize, retroakivno, dobija identitet.

Kroz proces administriranja dobijenog podatka o identitetu Zrtve
genocida, Zrtva genocida menja status preimenovanjem i postaje “identifikovana
nestala osoba”. Drugim refima, da bi postala objekt nau¢ne konstrukcije iden-
titeta, Zrtva genocida mora da bude Zrtvovana, odnosno ¢itav proces nauéne kon-
strukcije identiteta briSe istorijske i politicke okolnosti u kojima je Zrtva postala
Zrtva genocida.

Na ovom primeru se jasno vidi da savremena nauka kroz konstrukciju
svog objekta konstitutivno brise politiku dogadaja, odnosno da proces prebroja-
vanja, identifikacije i matematizacije, briSe svako seéanje.

Medutim, ova radikalna matematizacija objekta, ova konstrukcija
nau¢nog objekta radikalno neutralnog i kvantifikovanog, prozvodi odsustvo bilo
kakvog smisla konstruisanog objekta i kompenzuje anksioznim skokom u “pun
smisao", tako $to matematizovani telesni ostatak prosleduje diskursu religije.

Naime, identifikovanje i prebrojavanje telesnog ostatka, nakon procesa
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the dominant racist politics of the 1980s in Serbia prepared the ideology of geno-
cide, and that the genocide was carried out technically by the army of the Repub-
lika Srpska, it still remains unclear how the consensus between all political ac-
tors - active or passive - that led to that outcome, was reached. By this, we want
to say that the truth of the actions/inactions by all political actors is inscribed
in the result of their actions/inaction - the genocide. Or, more precisely, despite
the different intentions each may have had, the ‘tricks of the mind” in which each
may have engaged, it is left to each actor to recognize his/her individual politi-
cal contribution to a result from which, equally, albeit in different ways, they all
distance themselves.

Also, there exists an unexplained connection between the genocide
in Srebrenica, the Holocaust, and the emancipatory political subject in the 20th
century Europe. How does one think of such a disjunctive connection? Our thesis
is that, in the case of Europe, there exists an affinity for the organization of geno-
cide or holocaust as a form of theatre in which the emergence of the emancipa-
tory political subject is erased. Installed in its place, through a complex game of
replacements and representation, is a non-representable object, a chimera - the
object of the genocide. However, if there exists an absolute disjuncture between
an emergence of the emancipatory political subject and the genocide, what about
its topical connection, the one we identify when we claim that: where there once
was the political subject, now the genocide exists?

Two emancipatory subjects existed in Europe in the 20th century:
Spartakus, Rosa Luxemourg’s revolutionary political organization (1916-1918)
and the People’s Liberation Army of the Yugoslavs (1941-1943), two important
names of the emancipatory political subject around which, was constructed a
similar theatre of killing in order for the effects of their emergence to be erased.
In other words: where there was genocide, there shall be a political subject.

Where the Genocide Was, Shall the Political Subject Be

Grupa Spomenik believes that the genocide is fully speakable, but that politics
and the critique of ideology are the only proper languages in which it can be
spoken.

Contemporary forensic science, at the forefront of which is the foren-
sic DNA analysis, is capable of counting and identifying the victims of genocide.
By reassociating the corporeal remains of those who have been executed, it pos-
its case numbers, which administer the following nexuses: place-identity; bone-
identity; DNA-identity; skeletal quantification-identity; individual identity-iden-
tified missing person.

Beyond or beneath the realm of the personal, the process of adminis-
tering the data that has been collected also affects the socio-political status of
the victims of the genocide who are now renamed “identified missing persons.”
Specifically, the dominant ideological framework within which the contempo-
rary forensic science operates tends to downplay the properly political dimen-
sion that the victims of the genocide embody. The mechanisms of assigning
various identities to the victims - their ideological interpellation - uncritically
affirm the categories of contemporary particularist identity politics (ethnicity,
religion) and thus sacrifice the victims of the genocide.

In the case of the Bosnian war atrocities, initial scientific processing
of the victims’ corporeal remains is supplemented with their exclusive symbol-
ization through the essentializing ethno-religious discourses. As the process of
administering the trauma proceeds from identifying a victim’s remains to af-
firming their ethno-religious identity through the burying ritual, the socio-sym-
bolic meaning lacking in the forensic analysis and enumeration of the corporeal
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matematizacije telesnog ostatatka ubijenog u genocidu, prema proceduri admin-
istriranja traume predaje se u ruke religijskom obredu sahranjivanja. Religija re-
kuperira radikalno odsustvo smisla procesa matematizacije, tako $to telesni os-
tatak “islamizuje" i fiksira u njegovom posthumnom identitetu koji je naknadno
priSiven ubijenom.

Drugim reéima, nau¢ni proces i religijski diskurs produkuju identitet
ubijenih na isti nacin na koji je to uinila i politika terora, koja je, da bi napravila
genocid, pre svega izumela-konstruisala nepostoje¢i homogeni objekat, “islami-
zovani musliman-terorista®, time ga kriminalizovala i stavila van zakona, a onda
ga nakon toga i fizicki unistila. Ovim je krug zatvoren posto u svom postupku,
savremena nauka i religija identifikuju svoj objekt holofrazirajuéi proceduru
politike terora. Nakon Srebrenice nije ostao muk, naprotiv u ime njega govori
nema koalicija nauke i religije; nauke koja konstruise identitet i religije koja joj
daje dostojanstvo-smisao, po cenu da drugim sredstvima ponovi proceduru poli-
tike terora.

Medutim, kroz &itav proces reasocijacije pojavljuje se jedan neprijatan
viSak: telesni ostatak koji je nemogude identifikovati i koji savremena nauka ne
moze da identifikuje, drugim re¢ima - ostaju kosti bez identiteta, dakle nesto $to
nema identitet: niti je taj identitet mogude konstruisati, niti ga je mogudée pre-
brojati, niti je dostojan religioznog rituala sahranjivanja.

Ovaj neprijatan ostatak otvara prostor politike, jednog tipa subjekti-
vacije koji se ne temelji na identitetu i prebrojavanju i koji otvara proces se¢anja,
politike secanja koja produkuje politiku neidentiteta i neprebrojavanja. Nei-
dentifikovani telesni ostatak je korelativan jednoj politickoj subjektivaciji kojoj
ne znamo ime ali na kojoj je da prekine “pararelnu konvergenciju” savremene
konstrukcije identiteta i politike terora. Politika secanja je politika koji podra-
zumeva politi¢ki subjekt u aktualnosti jer prema osnovnoj radnoj hipotezi Grupe
spomenik: nema se¢anja bez politike.

— Iz novina Matemi reasocijacije
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remains is recuperated in the politically reductivist act of their posthumous
“islamicization.” The victims’ identities are thereby homogenized, fixated, and,
ultimately, deprived of agency; the thoroughly ruptured social fabric is sutured
solely according to the essentializing, distributive, and divisive principles of
identity politics.

In the final analysis, the logic which the scientific and ethno-religious
discourses follow when they posthumously construct the identities of those who
have been executed in Srebrenica, complements the logic applied by the politics
of terror which, in order to commit genocide, first had to invent the non-existent,
homogenized object of threat/hatred: the “militant Muslim fundamentalist®.
This ethno-religiously defined antagonist was thus criminalized and outlawed,
in order to then be also physically destroyed. In the post-war context, contempo-
rary scientific and religious institutions tend to holophrase the politics of terror
- retroactively, sometimes explicitly and at other times implicitly, they give le-
gitimacy to the ideological construct that are the “eternal and insurmountable”
ethnic differences between peoples of Bosnia and Herzegovina (and the former
Yugoslavia at large).

Grupa Spomenik believes that the genocide is fully speakable, but that
politics and the critique of ideology are the only proper languages in which it
can be spoken. One has to begin in the ditch, so to speak, in an open grave, in the
holes of the torn social fabric which scream for a radical political confrontation
with the status quo maintained by the process of re-association. We intervene in
the process of administering genocide by naming the identification case number
of the ‘missing person’ as a matheme which disrupts the holophrasing of the
science and the politics of terror thus keeping the constitutive gap of politics
open. For throughout the entire process of forensic analysis, quantification, and
identification, an unpleasant surplus remains: the corporeal surplus that cannot
be identified, quantified, buried, or sacralized - the surplus of debased matter,
of scattered, excess bones! This unpleasant, radically inassimilable, material re-
mainder opens up the real space of politics. It offers itself as, literally, the ground
for a process of subjectivization that would not be identity-bound, and that would
demand a different sort of memory-politics. We do not know the proper name of
this political subjectivization tied to the non-identifiable corporeal remainder,
but we do know that its mandate is to interrupt the ‘parallel convergence’ of the
contemporary constructions of identity and the politics of terror.

Grupa Spomenik is centered on a simple hypothesis: no remembrance
without the political subject. Such is the first step towards a truly political con-
struction correlative to the “unidentified remainder of the genocide".

— From the Mathemes of Reassociation newspaper
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Damir Arsenijevic

(Grupa Spomenik / Monument Group)

VRIJEME JE DA SE UPOZNAMO

IT’S TIME WE GOT TO KNOW

ONAKVI KAKVI STVARNO
JESMO

Poetska seansa

21.10. 2010

14.00-14.45: otvaranje site-a produkcije i
Citanje i diskusija sa Feridom Durakovié
15.00-15.45: Citanje i diskusija sa Adisom

22.10. 2010
15.00-17.00: ¢itanje pjesama Damira Avdi¢a

EACH OTHER AS WE REALLY
ARE

Poetic session

21st October 2010

2:00-2:45 p.m. Inauguration of the pro-
duction site and discussion with Ferida
Durakovié

3:00-3:45 p.m. Reading and discussion with
Adisa Basi¢

22nd October 2010

Grahe, Marka Vesovica i Sejle Sehabovi¢;
diskusija
17.00: Citanje i diskusija sa Tanjom Stupar

3:00-5:00 p.m. Reading of poems by Damir
Avdié¢ Graha, Marko VeSovi¢, and Sejla
Sehabovi¢; Discussion

18.00: Zavrsetak javnog Citanja i site-a
produkcije

Produkcijski tim: Damir Arsenijevié, Velid
Beganovié, Azra Causevié i Elvis Kusljugi¢

5:00 p.m. Reading and discussion with Tanja
Stupar

6:00 p.m. Close of the public reading and
production site

Production team: Damir Arsenijevié, Velid
Beganovié, Azra Causevi¢, and Elvis Kusljugié
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U naslovu stoji poziv odredenom subjektu
kolektivnog na odluku da se upozna sa samim
sobom, odluku za uspostavljanje jedne nove
subjektivnosti koja je u rascjepu sa svim

do tada izvjesnim identitarnim pozicijama.
Kroz rad na unaprijed zadatom korpusu
savremene bosanskohercegovacke poezije
koji ispituje proslost i zajedni$tvo, grupa od
15 ulesnika u formi &itajuée grupe poezije,
radi pojedinacno, grupno i u zajednickim
Citanjima sa pjesnikinjama na analizi odab-
ranih pjesama. Analiza pjesama obuhvata
tekstualnu analizu i interpretaciju u kojoj se
propituje pozicija lirskog subjekta, natin na
koji ovaj subjekt govori, sadrZaj izgovorenog,
i motivaciju ovakvog govora lirskog subjekta.
Analiza takoder ukljucuje i propitivanje sop-
stvene motivacije ¢lanova grupe za rad na po-
eziji. U zajedni¢kom ¢itanju sa pojedinaénom
pjesnikinjom, postavljenom u sholasticki
setting, grupa istrazuje motivaciju
pjesnikinje i postavlja je u odnos spram
sopstvene identifikacije sa lirskim subjektom
i sopstvene motivacije rada na poeziji. U
procesu se formira arhiva biljeski, transkripta
grupnih analiza, zajednickih Citanja. Metoda
rada preklop je poezije i znanja, svojevrsna
“poetika znanja“ (Ranciére) koja “pjesmom
protiv pjesme* prekida svu “legitimnu
podjelu diskursa“, pri ¢emu knjiZevnost, kao
“zajednitka snaga govoreceg bi¢a“, oslobada
od “patosa nemoguceg* i insistira na “umjet-
nosti nemoguceg* - politici koja uspostavlja
novu subjektivnost i “zaboravljenu
buduénost“. Kona¢na forma ovoga rada je
recital kao svjedoCenje, ponavljanje - u svim
javnim oblicima i na svim javnim mjestima
na nacin na koji grupa odludi.

—da

The title invites the collective as a particu-
lar subject to make the decision to ‘get to
know itself, a decision to establish a new
subjectivity - one that shapes itself through
discontinuity with all previously legitimated
indetitarian positions. By working with a pre-
defined selection of contemporary Bosnian-
Herzegovinian poetry, chosen to question
the past and commonality, a group of 15
participants forms a poetry reading group to
analyze the selected poems - individually, in
groups, and in collaboration with the poets
who have authored the work. This process
includes textual analysis and interpretation,
through which the participants investigate
the position of the speaker of the poem, the
manner in which this speaker speaks, the
content of what is spoken, and the moti-
vation of that speech. It also implies that
participants’ own motivation to work with
poetry is called into question. By reading the
poems together with the individual poets,

in a scholastic setting, the group investi-
gates the poet's motivation and juxtaposes
it with their own identification with the
speaker of the poem and individual motiva-
tions for working on poetry. This process
results in an archive of notes, transcripts of
group analyses, and collective readings. The
working methodology combines poetry and
knowledge, resulting in a sort of “poetics

of knowledge” (Ranciére) using the “poem
against poem” approach, in order to disrupt
all “legitimate divisions of discourse”. Litera-
ture, as a “joint power of the speaking being”,
here becomes a mode of liberation from the
“pathos of the impossible” by insisting on
the “art of the impossible” - a politics that
establishes a new subjectivity and a “forgot-
ten future”. The final form of this work is s
recital as a testimony and repetition - in all
public forms and in all public spaces, all of
which will be decided by the group.

—da
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PROTOKOL ZA CITANJE I DISKUSIJU POEZIJE

‘Vrijeme je da se upoznamo onakvi kakvi stvarno jesmo’

Ovo je naslov €itajuce grupe u kojem stoji poziv svakom od nas da zajedno 21.1 22,
oktobra diskutujemo 2 osnovne teme: proslost i zajednistvo. U ovako postavljenoj dis-
kusiju o proslosti i zajednistvu kroz poeziju mislimo o buducnosti koju zelimo—o zabo-
ravljenoj buducnosti o kojoj nam je zabranjeno da mislimo o trenutnom politiékom
okviru koji se postavlja kao jedini moguéi.

Zasto poezija?

Upravo zbog toga §to se smatra najmanje politiénom, najmanje ‘uprljanom’ svakod-
nevnim—a ustvari najvise govori o boli koja traje zbog lazi: o tome kako smo svi zajedno
ubijedeni da ne pravimo ni istoriju a ni buducnost, o tome kako smo robovi sadasnjosti i
kako zivimo u svojim odvojenim zivotima koji se nikada ne susrecu sa drugima. Pjesme
u ovaj kajdanci insistiraju da o ovoj boli pricamo ali u ime nade. Ove pjesme prokazuju

i dokidaju laz i pozivaju nas da uspostavimo jedan novi naéin postojanja i djelovanja,
pojedinaéno i kolektivno, u ime zaboravljene buduénosti koja nije teror nejednakosti vec
politika jednakosti za sve.

Kako éitamo skupa?

- Svi slobodno asociramo o proéitanim pjesmama. To znaéi da govorimo ono &to
nam padne na pamet sa §to manje cenzure sebe samih kad ¢ujemo ili stihove
pjesme ili $to god drugi kazu u analizi i diskusiji pjesama. Govorimo istinu.

- U diskusiji sa pjesnikinjama istrazujemo njihovu motivaciju za pisanje pjesme.

- U analizi pjesama pitamo se: Sta vidimo? Sta mislimo o tome? Ko govori i kako?
Zasto bas na taj na¢in?

- Sta da radimo sa ovom pjesmom?

Pjesma svjedoéi da je knjizevnost “zajednicka snaga govoreceg bica” i oslobada nas od
emocije nemoguceg.

DAMIR ARSENIJEVIC IZLOZENOSTI
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Ferida Durakovié

A CIJA SAM JA? LJUBAVNA ILI DRZAVNA?

Moja mama je dugo godina pricala,

ne Cetrdeset koliko je provela

sa mnom, nego i

pedeset i Sest koliko je bila s tatom, pa tata
odustao — uh, hocu redi, nije tata odustao

tek onako nego je umro, napokon - uh,

to jest nije napokon umro nego ga je

napokon strefilo da umre, jer jako se

trudio u tom smislu — uh, ma ne napokon
nego iznenada, a napokon jer je stalno govorio:
ma napokon, zivio ovako ili onako, svakom dojde
smrtna vura, i tata je bas pretjerao

jer je smrtnu vuru dozivao zivotom svojim

ihihi, a eto meni nikako ne polazi za rukom da mi
u glavu dodu izrazi za moga tatu i moju mamu;
kakvi su bili

kad su bili, jer ja znam ja sam ih gledala

kakvi su bili kad su bili ooo Bogo moj

kakvi su bili kad su bili, i znam

kako je nama bilo kad smo bili kad su oni bili - uh,
evo se petljam u kucine zbunjenih rijeci, i ne
znam kako iza¢i odavde a ne povrijediti

ranu gdje spavaju

tata i mama,

dva cvijeta u bostanu rasla...
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Nego, bi li mi neko, onako, pomogao
knjizevno da se nekako izrazim, da

neku ljubavnu pjesmu o njima,

kao za nekakvo takmicenje sastavim, eto....
al” da mi ne barne ko slucajno, kao ni u oko,
u tu ¢istu vodu njihovu koju pijem,

u sjecanje na tu vodu bistru ljubavi njihove,
na one godine u onoj drzavi, kad je

mene bilo malo a svega

drugoga mnogo, kad su mama i tata

bili tu, i bili moji, i gledali se onako
ljubavno i udarnicki

ispod srpa i ¢ekica

zatim samo

ispod srpa

a onda samo
ispod ¢ekica

§to u mojim udara sljepoo¢nicama

teSko i samrtno, kao snajper u Sarajevu 1993.

Sarajevo, februar 2009. godine
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Adisa Basié

OCEVI
Emiru

Otisli su...

Nisu stigli da se pokunje

kad razgoropadeni komsija

psuje zbog mede.

Niti da pijani pricaju gluposti

zbog kojih bi nas dugo poslije bilo stid.

Nisu stigli hiljadu i jedan put

zakasniti na roditeljski.

Ili propustiti porodicno slavlje.
Zabraniti bicikl.

U bijesu izrezati peraja.

Kupiti dugotrajne umjesto lijepih cipela.

Otisli su tren prije nego je
majc¢ina gornja usna pukla
u susretu sa rubom stepenika.

Nasi ocevi su bezgresni.

Ukrasni kukci razapeti

u vitrinama od stakla.

I na nas, evo,

budno motre

svojim mrtvim mrezastim o¢ima.

EXPOSURES
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Damir Avdié - Graha

BRATSTVO I JEDINSTVO

Bratstvo - jedinstvo je zavrsilo na dva flora,
u masovnim grobnicama i koncentracionim logorima
Na kojem od ta dva flora zelis da ti sviram?
Picko jedna nostalgicna!

Jebo ti Jugoslavija majku!

Jebo ti balkan beat majku!

Jebo ti regija majku!

Jebo ti Tito i oca i majku!

Bratstvo jedinstvo je zavrsilo na dva flora,
pred streljackim vodovima i masovnim kolja¢ima!
Na kojem od ta dva flora ti igras?

Picko jedna nostalgi¢na!

Jebo ti Bijelo dugme majku!

Jebo ti Lepa Brena majku!

Jebo ti Dzoni Stulié majku!

Jebo ti Paket aranzman majku!

Jebo ti komunizam i svastiku i majku!

a-ha a-ha

Bratstvo jedinstvo je zavrsilo!

Vrijeme je da se upoznamo

onakvi kakvi stvarno jesmo
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Napomena uz pjesmu:

EXPOSURES DAMIR ARSENIJEVIC




140

Sejla Sehabovié

Srebrenica, Potocari, 9.2.2004

Ispod marama virile su im kose.
Jedna se zagrnula sa dvije marame;
drugu je drzala preko ramena. Boje se
nisu slagale

Mirisala je na sapun

Sal je padao preko svilene bluze u
zlacanim odsjajima

Ruke je, drzeci ga, preklopila na
stomaku.

Jedna je imala ruz.

Doveli smo grupu holandskih tinejdzera
Na dva jezika prevodili

Jeste dobro putovali?

rekle su nam

Kako ste?

pitale su,

na ulazu u groblje

Lijepa su vam djecal

Zagledale su, svako

Kasnije su rekle:

Dodite!

Zaplakale, jedna za drugom;

redom pokazale albume sa fotografijama
mrtvih

DAMIR ARSENIJEVIC IZLOZENOSTI



PIT

se sjedi

One u sredinu

s rukama na stomaku

Domacinski.

Nudile su

da nas vode

Kod Hrasta

(Tamo stanes i vidis sve gdje su doveli
narod na klanje!)

I u fabriku akumulatora

gdje su vezani probdjeli tri dana.
Sinove su odveli kasnije, gladne.
Nudile su

da pokazu

kako su umproforci ¢etnicima davali
uniforme

kao jelom i pi¢em $to se nudi, namjernika.
Jednu po jednu sam zagrlila na odlasku.
Tako se tetke grle

kad goste isprajaju

Na vratima

Kuénim.

EXPOSURES DAMIR ARSENIJEVIC
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Napomena uz pjesmu:

9.5.2004., na moju gorku nesrecu, zapalo me da vodim grupu holandskih tinejdZera u
Potocare. Kamo sam i sama otisla prvi put. Kad sam i8la u treci ili Cetvrti razred osnovne
Skole, ne sje¢am se tacno, odveli su me u Jasenovac. Kojega ja danas ne mogu da se sjetim,
ni¢eg se ne sjecam, ljudi, ni¢ega, kao da tamo nikad nisam bila. Jasenovac je za mene, i
umjesto mene, neko veé¢ doZivio na skolskom ¢asu, u Jami Ivana Gorana Kovacica, u ka-
zivanju nastavnika — od te, stvarne, posjete, u mom dje¢ijem mozgu nije ostalo nista, ¢ak

ni spomenici iz Jasenovea, monumentalne betonske skulpture koje sam poslije sretala po
knjigama, nidta od toga meni nije govorilo da sam se ikad, u rodenom tijelu, ukazala na tom
mjestu. Moglo bi se to pripisati djetinjstvu, ta ¢injenica da se iz Jasenovca sjecam samo i
jedino sebe, svojih cipela, tacnije, u koje sam, tokom viSesatne posjete stratistu, neprekidno
zurila, u koje sam, pognute glave gledala ¢ak i dok su nam prikazivali crno-bijeli film sa
osudenim kosturima Zrtava. Moglo bi se pripisati djetinjstvu, da mi se nije desilo ponovo. A
desilo mi se, na seminaru u Poljskoj na kojem su nas vodili u Audvic, u muzeju Holokhausta
u Budimpesti, svugdje i uvijek, na svakom stratitu svijeta, ja zurim u svoje cipele i pitam se
zasto su me doveli ovdje, ja ovo sve znam, sve mi je jasno, doli su jedni, ubili druge, zatim
su krili, zatim su lagali, a zatim to nikom vise nije bilo vazno, jer su neki drugi, a mozda bas
oni prvi, ponovo ustali, pobili druge, prve, sve. Prvi i jedini put, te 2004., u Potocarima, ja
nisam zurila u svoje cipele, mada opet, ponovo i uvijek, sve znam, nisam, jer nisam mogla.
Naime, u Potocare mene niko nije doveo, nego su mi dali da vodim druge. Kojima, kao ni
nada nastavnica u Jasenovcu nama, nisam imala Sta da kazem. I sad ta djeca, koju sam, iz
obaveze na koju me prisilio njihov neki program, dovela na jedno uZasno mjesto, gledaju u
mene. | Zene, $to sam ih u pjesmi opisala, one $to nikog svog vise nemaju, one koje toliko
volimo zvati Zrtvama, kao da smo ih ve¢ zakopali i oZalili, iako su one itekako Zive i medu
nama, i one gledaju u mene. Ja prevodim, tako, stojeci izmedu te djece koja, jadna placu, jer
valjda nisu nikad vidjela ni Jasenovac ni Audvic, spotaknem se na iskrivljenu kasiku i vojnu
¢uturu, na neku cokulu $to je ostala u fabrici akumulatora, sve je jod bilo prljavo, svi tragovi
na broju, i onda udemo na to bijelo groblje, prevodim, a ni sama ne znam §ta prevodim,
izmedu te uplakane djece i tih Zena koje nas do¢ekuju na ulazu u groblje. Eto, takve su one
bile, i tako su govorile, kao da groblje to je njihova kuca, a mi da smo njihovi gosti $to ih po-
hode. A to u mene 5to gledaju, to znaci da sam ja kriva $to je njihova kuca groblje, ja sam ih
tamo smjestila, kao da su eksponati u muzeju, a ne moja vlastita nesreéa. I vi koji ovo Citate,
znajte, niko od nas vise nema pravo da bude dijete koje su doveli na ugaslo stratiste. Uzasno
je to $to moramo podici glavu sa blatnjavih cipela u koje nas je neko drugi stavio i gledati u
o¢i svaki dan i onima 5to su samo doéli u posjetu i onima koji u grobu Zive. Moje je da taj
uzas prevodim, red po red, svaki dan svog Zivota. U tome necu naci ni srecu ni olaksanje.
Jebem ja mater onima koji su na groblje dodli po srecu i olaksanje. Nek sagnu glavu i nek
gledaju u svoje cipele. Ja ¢u svakog u oci.
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Marko VeSovié

TRI CIGARE

U smiraj, izidoh vani da se crnim na bijelome.
Sunce je nov¢ié koji se stavlja

na kapke pokojnika. Svuda bozija Sutnja

od tenkovskoga oklopa neprobojnija.

Zivot je strasan kao jeka koraka

$to muslimanima, noc¢u, u srpskim logorima
najavljuje dolazak batinasa.

Stresoh se, ko da me smrt preskocila,
kako smo, u djetinjstvu, vjerovali.

Zapalih jednu da mi, za dimom duvanskim,
o¢i na koji tren odlutaju iz ovog logora.
Sjetih se sna sino¢njeg: u rukama mi konac,
privezan za glog, nikao iz groba mog oca

u sandzackome nevidbogu. Konac po kom se
moze iz pakla izii.

Zapalih jos jednu. Da mi po dimu dusa
odlebdi do utvara iz gluve i sijede davnine.
Koje joj Sapc¢u: jedan korak iz nevidense

u nedodensu - to ti je sav tvoj Zivot.

A svijet je grozan kao grohotni smijeh
oslijepljenih iz Jame Goranove.

Zapalih i posljednju. Da mi, na tren, zali¢i

na zvijezdu, medu srednjim i kaZiprstom.
Zvijezdu vecernjacu. I da kroz plavicast veli¢
sagledam, to jasnije, KaradZi¢evu vaseljenu
u kojoj Logor je - Logos

EXPOSURES
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Napomena uz pjesmu:

Ne bih, razumije se, tumacio ni jednu svoju g:-jesmu, pa ni ovu. Pol Valeri je
govorio: “Ko sam ja da tumacim svoje pjesme?” Sto moze, sprva, da zazvuci kao
prenemaganje, jer Valeri je imao snaZniju i utancaniju svijest o vlastitom poslu nego-
li i jedan veliki pjesnik 20. vijeka. Ali to uopste nije prenemaganje: pjesnik je duzan
da uéini sve $to moze za svoju pjesmu, ali kad je gotova, njegovo tumacenje njenog
teksta vrijedi koliko bilo koje drugo. No ako je ne mogu tumaciti, mogu kazati kako
je nastala.

Nista u ovoj pjesmi nije izmisljeno. Ni grob mog oca iz kojeg bjese, kad smo mu
prenosili kosti, iznikao veliki glog. (Moj otac je ubijen kao informbirovac 1949. god-
ine, a vlast nam je 1985. godine dozvolila da ga prenesemo).

Imao sam tri cigarete, ja koji u mirnodopskim uslovima pusim tri kutije dnevno,
i iza%ao sam, u pauzi, dok Srbi hlade topovske cijevi, kako smo za vrijeme opsade
govorili, da se nadiSem zraka. Cesto sam to radio, ali samo jednom je iz tog stajanja
napolju ispala pjesma. Ne bi, vjerovatno, ni tada da mi nije, dok sam mislio o svemu
i svademu, kresnula u glavi refenica: u KaradzZi¢evu svijetu logor je logos. To je
pravi pocetak pjesme koja je, dakle, napisana unatraske, od poente ka prvom stihu.
To jest, cijela pjesma je napravljena kao okvir koji ée tom stihu omoguciti da zraci.

Nije nastala odmah ve¢ koju godinu poslije rata.Usao sam u kucu i napravio
zabiljesku o tom trenutku. Zapisao sam nekoliko stvari koje su mi prolazile kroz
glavu dok sam stajao na snijegu. Znao sam da od tog materijala mogu napraviti
pjesmu, ako prezivim opsadu, znao ¢ak da je moram napraviti, jer je taj trenutak
placen skupo: zamislio sam se i gotovo u neznanju ispusio svu zalihu cigareta
koju sam imao za taj dan. Inace, u ratu nisam mogao pisati pjesme. Sto je temeljito
nadoknadeno iza rata: napisao sam sedam obilatih knjiga.

Nevidenga i nedodensa: prvo je ime za ovaj svijet, a druga za onaj svijet.

Mogu objasniti i otkud zvijezda vecernjaca medu mojim prstima. Moj stric
Luka bio je takode strastan pusa¢.Umro je od raka na grlu, $to i mene ¢eka. Kad bi,
u mom djetinjstvu, dosao iz Berana da obide siro¢ad svog brata Velimira, pusio je i
nocu. Danas shvatam da je pusio i od sjekiracije, jer smo Zivjeli u groznoj bijedi, a on
nam nije mogao mnogo pomoci. Majka mu namjesti slamaricu kraj $poreta, i tu bi
Luka po svunoé pudio. Ako me probudi kakav grozan san, u potpunom mraku bih
ugledao Lukinu cigaretu, nalik na zvijezdu koja je istodobno i tu, u kuci, i negdje na
nebesima. Potom bih se spokojno okrenuo na bok i brzo zaspao, jer sam znao: Luki-
na zvijezda bdije nad nama.

“Logos: u tekstovima od Homera pa do kri¢anskog jevandenja termin je imao
ovakva znacenja: rije¢, govor, gramaticki iskaz, svojstvo, istina, slava, red,volja,
razum, ljudski pojam, um, u¢enje, istinito ucenje, zakon (mjera), postupak, dokaz,
matematski aksiom, boZji um, klica postajanja i boZja rije¢ (posrednik)”

Iz filozofskog rjecnika.

Ja sam ponajprije mislio na pocetak Jovanovog jevandelja: Y nouerky deite
noroc, u nioroc Gete v bora, 1 moroc Getne bor... M nioroc nocrajie Teso 1 HacTaHu
ce meby Hama... Stoje u jevandelju Bog, i Hristos kao njegovo utjelovljenie, to je u
Dabica Logor.
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Damir Arsenijevi¢ (Grupa Spomenik /
The Monument Group): Vrijeme je da se
upoznamo onakvi kakvi stvarno jesmo, sa
sesije Citanja poezije / It's Time We Got
to Know Each Other As We Really Are, from
the poetry reading session.
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Damir Arsenijevié
MOBILISANJE NEPOTKUPLJIVOG ZIVOTA: POLITIKE SAVREMENE POEZIJE

U BOSNI I HERCEGOVINI*

Humanizam - da, ali iz masovne grobnice

Moram da ponem sa ivice rova, sa samog ulaza u masovnu grobnicu, ako Zelim
da svedoc¢im o bilo ¢emu nalik ljudskom. Da bih govorio o ljudskom, moram se su-
protstaviti njegovom grani¢nom iskustvu i pukotinama koje to grani¢no iskustvo
ostavlja u Zivotima ljudi i krajoliku. Da bih govorio i svedocio o bilo kakvoj vrsti
humanizma, koja jo$ uvek veruje u moguénost pravedne buduénosti, moram da
govorim i svedo¢im o genocidu.

Svestan sam, poput svakog pripovedaca nakon Waltera Benjamina 1,
da smrt sankcioni$e moju pricu, ali u ovom slucaju, ta sankcija nije dovoljna. Ja
Zelim da evociram i onaj neprijatni telesni ostatak koji, nakon genocida, zaos-
tane u nama, koji se opire svim ideoloskim mehanizmima pobrojavanja, iden-
tifikovanja, pokopavanja i sakralizacije - ostatke rasutih kostiju, mrtve-no-Zive
organske materije, ¢iji se miris postepeno pove¢ava u tankim naslagama dok ne
dosegne nasa nepca. Taj ostatak je po sebi bezizrazan, ali ja uprkos tome Zelim da
ga evociram i da o njemu svedodim.

A ako, da bih ispricao pri¢u, pozajmljujem autoritet od smrti, Zelim
da pozajmim autoritet i od Zivota koji ostaje nakon genocida, jer je i taj Zivot
jedan bezizrazni ostatak - onaj koji se ne moZe integrisati u zajednicu, ali koji
se suolava sa zahtevima zajednice za zatvaranjem kruga, Sto dosipa so na ranu
banalnim nasiljem nad tim “ostatkom Zivota" koji je ostao.

Zivot nakon genocida je, dakle, na fotografiji: Zena drZi uramljenu sli-
ku. Na uramljenoj slici nalaze se tri figure: pomenuta Zena, mladi muskarac u
uniformi i mlada devojka. Mladi muskarac u uniformi je ubijeni muZ Zene koja
drzi sliku. Na toj slici - njenoj najdraZoj njegovoj slici - on nosi uniformu Ju-
goslovenske narodne armije, one iste armije koja ga je odvela, ubila i zakopala
u skrivenu masovnu grobnicu. TinejdZerka koja stoji pored svog oca na slici je
njihova kéerka, koja je imala samo godinu ili dve kad je on pobegao u Sumu, a
ona i njena majka proterane iz Srebrenice od strane iste vojske koja je krenula
za njim u Sumu. Ova njegova slika, digitalno umetnuta u relativno skoriju sliku
majke i kéerke, je na¢in na koji ga se ova Zena i mlada devojka secaju - kao muza
ioca - dok ¢ekaju da ga pronadu, iskopaju, sastave, identifikuju i potom sahrane.
Ovog puta njih dve da to ucine, kako treba. Tek tada ¢e ova porodica, kao po-
rodica, biti ponovo fizi¢ki prisutna, kada se ove dve Zene ponovo spoje sa kostima
muskarca.

Zena, mladi muSkarac i tinejdZerka sa ove slike ¢&ine jednu
frankenstajnsku porodicu - porodicu koja ne postoji, koja nikad nije postojala niti
¢e - zakrpljenu u ¢inu Zalosti. Na ovom kolaZu nepodudarnih elemenata, ideali-
zovanom idili¢nim okruZenjem na pozadini slike, figure su digitalno iskombino-
vane kao neskladni delovi Frankenstajnovog ¢udovista. To je rezultat Zelje ove
Zene - Zelje majke i supruge - da okupi i nanovo stvori porodicu, koje odavno
nema, i ¢oveka, kog odavno nema. Ta fotografija je jedini spomen koji ona ima na
njega i porodicu. Ta fotografija i ono preko ¢ega se mlada devojka seéa svog oca -
preko toga i majéinih prica.

*_Preuzeto iz Towards a New Literary Humanism ed. Andy Mousley, Palgrave Macmillan 2011, pp. 166-80
L

Videti Benjaminov ‘The Storyteller’ u (Benjamin 1999).
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Damir Arsenijevié
MOBILISING UNBRIBABLE LIFE: THE POLITICS OF CONTEMPORARY POETRY

IN BOSNIA AND HERZEGOVINA*

Humanism—yes, but from a mass grave

I have to begin at the edge of a ditch, at the opening of the mass grave, if I want to
bear witness to anything resembling a human. To speak of the human, I have to
confront its limit-experience and the gaps such limit-experience leaves in the lives
of people and in the landscape. To speak of, to bear witness to any kind of humanism
that still invests in the possibility of a just future, I have to speak of, to bear witness
to, genocide.

I am aware, just like any storyteller after Walter Benjamin 1, that death
sanctions my story, but, in this case, such sanctioning is not enough. I also want to
evoke the unpleasant corporeal remainder that, after genocide, stays with you, one
which resists all the ideological mechanisms of quantification, identification, burial,
and sacralising - the excess of scattered bones, the dead-but-alive organic matter,
whose smell builds up like a thin residue and clings at the rooftop of your mouth.
This remainder itself is expressionless and yet I want to evoke it and bear witness to
it.

And if, to tell a story, I borrow authority from death, I also want to borrow
authority from the life that is left after genocide, because such life is also an expres-
sionless remainder - that which cannot be integrated in society, but is confronted
by the demands of society for closure, which further prolongs injury through the
mundane violence against this left-over life.

Life after genocide is thus: in a photo, a woman is holding a framed pic-
ture. In the framed picture there are three figures: the woman herself, a young man
in uniform, and a young girl. The young man in uniform is the missing husband of
the woman who holds the picture. The image of him - her most beloved image of
him - is one of him wearing the JNA uniform, the uniform of the Yugoslav People's
Army, the same army which took him away, killed him and buried him in a clandes-
tine mass grave. The teenage girl, standing next to her father in the picture is their
daughter, who was just one or two years old when he fled to the woods and she and
her mother were expelled from the Srebrenica region by that same army who then
went after him in the woods. This image of him, digitally inserted into the relatively
recent image of mother and teenage daughter, is how the woman and the young girl
remember him - the husband and the father - as they wait for him to be located,
excavated, re-associated, identified, and then buried. This time properly buried by
these two women. And this is when the family, as a family, will be physically present
once again, when these two women are re-united with the bones of the man.

The woman, the young man, and the teenage girl in this picture are a
Frankenstein family - the family that never was, never could be like this and never
will be - patched together in the work of mourning. In this collage of disparate ele-
ments, idealised in the idyllic surroundings provided by the background setting, the
figures are digitally combined, like the disparate parts of Frankenstein's monster.
It is the result of the woman's desire - the desire of a mother and of a wife - to as-
semble and re-create the long-gone family and the long-gone man. The picture is
the only monument the woman has, both to him and to the family. The picture is
an image through which the teenage girl can remember her father - that and her
mother's stories.

*_In Towards a New Literary Humanism ed. Andy Mousley, Palgrave Macmillan 2011, pp. 166-80

1_See Benjamin’s ‘The Storyteller’ u (Benjamin 1999).
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Teatar knjiZevnosti: gde istorija sreCe pravdu

Svjedok 2-

Kamione s leSevima $to su prosli kroz jutro u
maglu nisam vidio
zatvorio sam &vrsto oci ¢ulo se samo brujanje
motora i sitna kisa
ni$ta nisam vidio
nisam tovario slab sam
tovario je onaj ludi iz sela ja sam i$ao u Setnju
dalje iza kuda iza
puckale su gran¢ice pod vojni¢kim ¢izmama
nisam vidio nista
ne znam ko su
nisu dozivali nisu govorili
puckale su grancice pod nogama nisam ¢uo
nista ja ne znam doktor je napisao da imam
psihi¢kih problema
otkud znam pod ceradama &ija lica...
otisli su niz drum kamioni dolje prema selu
nisam vidio
CEvrsto stisnute o¢i tuda je putovao zvuk
mozda tri &etiri kamiona ne vise
koliko je bilo ljudi
ne znam
nekad ih sanjam nista ne govore samo nece da
zatvore oci
ja svoje stisnem jaCe Cvrsto Cvrsto

da nita ne vidim.

Poezija snazno i politi¢ki produktivno svedodi o onome $to dominantna politika
u drustvu nakon genocida Zeli da potisne. Nase prisilno slepilo nestane, nase oci
progledaju na prizor genocida, granino iskustvo ljudskog ne moze biti potis-
nuto, a poezija je ta koja izraZava odanost kolektivu bezizraznih. Bezizrazni, po
Benjaminovom terminu das Ausdruckslose, jesu oni, kako piSe Shoshana Felman,
“koje je nasilje li§ilo izraza; oni koji su, s jedne strane, kroz istoriju bivali uti$ani ...
[koji] su kroz istoriju bivali obezli¢eni, lideni svog ljudskog lica - liSeni, takoredi,
ne samo jezika i glasa, ve¢ i nemog izraza uvek prisutnog na zivom ljudskom licu™
(Felman 2002, 13).

U svojoj nemoj nepopustljivosti, mrtvi iz pesme nalikuju Benjamino-
vom Angelusu Novusu koji na celokupnu istoriju gleda kao na katastrofu. Pogled
mrtvih uperen je u zlo¢in i nepravdu i zove nas da zauzmemo tu poziciju kako
bismo razneli linearni kontinuum istorije. Pro$lost, traumati¢na proslost - jer ne
postoji proslost bez traume - postaje “slika koja zasvetli u trenutku kada moze
biti prepoznata i nikada se viSe ne pojavi... Jer svaka slika proslosti koju sadasnjost
ne prepozna kao nesto §to je se li¢no ti¢e preti da bespovratno nestane" (Benja-
min 199a, 247). Svedolenje o pro$losti, kroz svedodenje o bezizraznima, &ini da
nepravde iz proslosti vrse efikasniji pritisak na buduée borbe.

Poezija nakon genocida ne samo da je moguéa, ve¢ i dokazuje, kroz

2_Stupar-Trifunovi¢, Tanja (2008) “Svjedok™ u Tanja Stupar-Trifunovi¢, O cemu misle varvari dok doruckuju (Sarajevo-Za-
greb: Zoro). str. 29.
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The Theatre of Literature: where History meets Justice

Witness 2

Trucks with the corpses passing through the
misty morning I didn’t see
I closed my eyes hard could only hear the humming

of the engines and the drumming of light rain

Didn’t see a thing
took no part in the loading too weak for that
the other guy the crazy one from the village did it I went for a walk
further off beyond the houses beyond

the twigs cracked under the soldiers’ boots

didn’t see a thing

don’t know who they were

they didn’t shout, they didn’t speak

twigs breaking under boots I didn’t hear

a thing, don’t know a thing the doctor wrote I had
psychiatric problems

how would I know whose faces under the canvas ...

those trucks went down the road down towards the village
Ididn’t see

my eyes closed hard that’s where the sound was coming from

three maybe four trucks not more

how many people there were

1 don’t know

sometimes I dream of them they say nothing they just don’t want to
close their eyes

I close mine hard hard

Until I don’t see a thing.

Poetry bears powerful and politically productive witness to what the dominant
politics in a society after genocide wants to foreclose. Our enforced blindness
is cured, our eyes are open at the site of genocide, the limit-experience of the
human cannot be foreclosed and it is poetry that expresses fidelity to the col-
lective of the expressionless. The expressionless, after Benjamin’s term (das Aus-
druckslose), as Shoshana Felman argues ‘are those whom violence has deprived
of expression; those who, on the one hand, have been historically reduced to
silence ... [who] have been historically made faceless, deprived of their human
face - deprived, that is, not only of a language and a voice but even of the mute
expression always present in a living human face’ (Felman 2002, 13).

In their mute insistence, the dead of the poem resemble Benjamin’s
Angelus Novus who looks at history as one single catastrophe. The dead gaze upon
crime and injustice and invite us to assume this perspective in order to blast the
linear continuum of history open. The past, the traumatic past - for there is no
past without trauma - becomes, ‘an image which flashes up at the instant when
it can be recognized and is never seen again ... For every image of the past that is
not recognized by the present as one of its own concerns threatens to disappear

2 Stupar-Trifunovi¢, Tanja (2008) ‘Svjedok’ in Tanja Stupar-Trifunovi¢ O cemu misle varvari dok doruckuju (Sarajevo-Za-
greb: Zoro). p. 29. All poetry translations are mine unless otherwise indicated.
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svedoCenje o bezizraznima, da je genocid istovremeno izreciv i neizrecivo uZasan,
jer svedoti o onima kojima je uskraden izraz i drZi otvorenim konstitutivni jaz
izmedu traume i svih simbolizacija koje pokus$avaju da je sprece.

Poezija nakon genocida suprotstavlja se politickom kontekstu multi-
kulturalnog aparthejda koji, poput svoje ideoloske potpore “tranzicije ka kapi-
talizmu", insistira na razlici kao na jedinom strukturnom principu. U ovom kon-
tekstu, multikulturalnost predstavlja jo$ jedan pokusaj izopStavanja drustvene
traume, jer svodi drustveni konflikt na inherentno trenje izmedu mnogih iden-
titeta, preoblikujuéi kulturoloske, religijske i etnitke razlike kao “konfliktna
mesta koja moraju biti oslabljena i kojima se treba baviti upo$ljavanjem toler-
ancije” (Brown 2006, 15). Politi¢ki relevantna poezija nakon genocida, nasuprot
imperativa “tolerancije", na scenu postavlja susret pravde i istorije. U ovom te-
atru knjiZevnosti, istorija se dovodi pred lice pravde na nacin na koji zakon to
ne moze postiéi. To se deSava upravo zato $to “istorijsko nesvesno™ pociva na
dvostrukoj tiini od koje je salinjeno: tiSini bezizraznog ostatka - Benjaminovoj
“tradiciji potlatenih® (Benjamin 199a, 248) i ti§ini dominantne, zvani¢ne isto-
rije (istorije pobednika) prema bezizraznom ostatku (Felman 2002, 34). Poezija
pruza “opipljivo otelovljenje i jezik beskonac¢nog koji, za razliku od jezika zakona,
sadrzi ne zavrsetak ve¢ upravo ono $to u datom pravnom slucaju odbija da bude
okonéano i $to ne moZe biti okonéano” (8). Bezizrazni ostatak mora nositi i nosi
znalenje prkoseéi viSestrukim zahtevima ideoloskog menadZmenta - medicin-
skog, politickog i mitoloskog, predstavljajuéi “re¢ koja oznacava iako i upravo
zato $to nema moguénost izjave* (13).

Samo taj svedok bezizraznog ostatka “imade dar da posalje varnicu
nade u proslost, ¢vrsto uveren da ¢ak ni mrtvi neée biti sigurni od neprijatelja
ako neprijatelj pobedi” (Benjamin 199a, 247). Kroz poeziju koja konstituiSe i koju
konstituiSe “jezik beskonaénog"”, takav svedok bezizraznog ostatka raznece lin-
earni “kontinuum istorije” znajuéi viSe nego dobro da neprijatelj “nije prestao
slaviti pobedu” (Benjamin 1999a, 247, 254). To je zato $to je genocid genocid
u perpetuiranosti - svaki dan u Bosni i Hercegovini, kroz stratesku saradnju
forenzi¢ke nauke, multikulturalistitkog postkonfliktnog menadZmenta sa svo-
jom politikom pomirenja i verskog rituala (ili banalnog saveza nauke, birokratije
i sveStenstva), “neprijatelj” iskopava, prebrojava, sastavlja i osveStava telesne os-
tatke kao etnicke ostatke. Nasuprot gomile laZi, koja fetiSizuje partikularisticki,
etnicki identitet, zadatak svedoCenja kroz poeziju, svedocenja bezizraznom os-
tatku, jeste da istoriju privede pravdi na takav na¢in da kolektivno se¢anje nakon
genocida sagradi kao “konstitutivno razdvajanje istine i mo¢i” (Felman 2002, 30).
Ova bitka za kolektivno secanje je po svojoj prirodi politicka.

Cinedi to, poezija nakon genocida pruza “jedinstveno iskustvo sa
proslod¢u” (Benjamin 1999a, 254). U ovom kljuéu, ona kolektivno se¢anje odvaja
od anestetizijske mijazme konformizma, ¢ita ga i konstruiSe u buntu prema dom-
inantnom, te tako osmisljava novu politiku. Ona poseduje, po re¢ima Adrienne
Rich:

kapacitet da nas podseti na ono §to nam je zabranjeno videti. Zaboravljenu
buduénost: joS uvek nepostojeée mesto &ija moralna arhitektura nije zasno-
vana na vlasni$tvu i oduzimanju, tlaenju Zena, izgnanih i plemena, veé na
neprekidnom redefinisanju slobode - pojmu koji je trenutno u kuénom pritvoru
zahvaljujudi retorici “slobodne" trgovine" (Rich 2006, 3).

Poezija nakon genocida ima mo¢ ne samo da nam ukaZe na to koliko smo “ne-
slobodni®, ve¢ i da promeni kriterijume moguénosti nase slobode. Poezija koja
svedoi o bezizraznom ostatku uvodi “pravo vanredno stanje” (Benjamin 1999a,
248-9), podsecajuéi nas da je borba za razdvajanje istine i modi u istoriji borba za
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irretrievably’ (Benjamin 1999a, 247). In bearing witness to the past by bearing
witness to the expressionless, past injustices are made to bear productively on
future struggles.

Poetry after genocide is not only possible but, through bearing witness
to the expressionless, proves that genocide is at once speakable and unspeakable,
for it testifies to those denied expression and holds open the constitutive gap
between trauma and all symbolisations that attempt the foreclosure of trauma.
Poetry after genocide confronts the political context of multicultural apartheid,
which, like its ideological backbone ‘transition into capitalism’, insists on differ-
ence as the only structuring principle. In this context, multiculturalism is yet
another attempt to foreclose social trauma, for it reduces social conflict to an
inherent friction among many identities, recasting cultural, religious and ethnic
difference as ‘sites of conflict that need to be attenuated and managed through
the practice of tolerance’ (Brown 2006, 15). Against the imperative of ‘tolerance’,
politically relevant poetry after genocide stages an encounter between justice
and history. In this theatre of literature, history is brought to justice in a way
that the law cannot achieve. This is precisely because the ‘historical unconscious’
rests on the double silence of which it is constituted: the silence of the expres-
sionless remainder—Benjamin’s ‘tradition of the oppressed’ (Benjamin 1999a,
248) and the silence of the dominant, official history (victor’s history) in relation
to the expressionless remainder (Felman 2002, 34). Poetry provides a ‘concrete
embodiment and a language of infinitude that, in contrast to the language of
law, encapsulates not closure but precisely what in a given legal case refuses to
be closed and cannot be closed’ (8). The expressionless remainder must and does
signify in the face of multiple demands of ideological management - medical,
political, and mythological. It is ‘an utterance that signifies although and because
it has no possibility of statement’ (13).

Only that witness to the expressionless remainder ‘will have the gift
of fanning the spark of hope in the past who is firmly convinced that even the
dead will not be safe from the enemy if he wins’ (Benjamin 1999a, 247). Through
poetry that constitutes and is constituted of ‘the language of infinitude’, such a
witness to the expressionless remainder will blast open the linear ‘continuum
of history’” knowing all too well that the enemy ‘has not ceased to be victorious’
(Benjamin 1999a, 247, 254). This is because genocide is genocide in perpetuity
- each day in Bosnia and Herzegovina, through strategic collaboration of foren-
sic science, multiculturalist post-conflict management through the tools of its
politics of reconciliation, and religious ritual (the uncouth alliance between the
Scientist, the Bureaucrat, and the Priest), ‘the enemy’ exhumes, counts, re-asso-
ciates, manages, and consecrates the bodily remains as ethnic remains. Against
the build-up of lies which fetishise a particularist, ethnic identity, the task of wit-
nessing through poetry, bearing witness to expressionless remainder, is to bring
history to justice in such a way as to build a collective memory after genocide
‘as a constitutive dissociation between truth and power’ (Felman 2002, 30). This
battle for the memory of the collective is inherently political.

In doing so, poetry after genocide provides ‘a unique experience with
the past’ (Benjamin 1999a, 254). In this mode, it wrenches the memory of the col-
lective away from the anaesthetic miasma of conformism, reads and constructs
it ‘against the grain’ of the dominant, and so contemplates a new politics. It pos-
sesses, as Adrienne Rich puts it:

the capacity to remind us of something we are forbidden to see. A forgotten fu-
ture: a still uncreated site whose moral architecture is founded not on ownership
and dispossession, the subjection of women, outcast and tribe, but on the con-
tinuous redefining of freedom - that word now held under house arrest by the
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dokazivanje “materijalne snage ideje”: ne samo u odnosu na “produkcije i prakse
moguénosti® (Williams 2005, 273), nego i u vezi sa “moguéno$éu mogucénosti®
(Badiou 2009).

Uvodenje “pravog vanrednog stanja“

Neidentificirani 3—

Posebno je pitanje
0d ¢ega ¢emo se mi sastaviti
ako se ponovno

odlugimo voljeti

Prvi put sam poceo da piSem o ovoj temi pre godinu dana u pokusaju da skrenem
paZnju na nacine na koje izvesna savremena poezija u Bosni i Hercegovini zamislja
alternativne modele pripadanja i identifikacije u solidarisanju sa isklju¢enima, te
se kroz to zalaZe za pravedniju transformaciju drustva. Uprkos vremenskom pro-
cepu, nastavljam sa zapoletim trudom uz napomenu da su se krucijalni dogadaji
odigrali u tom meduvremenu od avgusta 2008. godine - krucijalni u smislu sh-
vatanja Sta ta pravednija transformacija drustva zapravo znaci u svakodnevnom Zivotu.
Ovi dogadaji su mi pojasnili kako poezija moZe uznemiriti i kako uznemirava
udobni i dominantni konsenzus izmedu onih koji podrZavaju istorijski revizion-
izam i onih koji koriste zabranu govora mrznje u cilju propagiranja zaborava u
Bosni i Hercegovini danas. Upravo ti dogadaji pomogli su mi da otkrijem i ono
$to ja smatram politicki relevantnim i lepim u toj poeziji. Drugim redima - kako
i zaSto ta poezija nastavlja da mi pruZa nadu da se stvari mogu promeniti i da se
menjaju na bolje.

Ovaj esej se, dakle, oslanja na situaciju iz svakodnevnog Zivota, na
konkretnu praksu gde poezija, kada je re¢ o svedolenju o ratu i post-ratnoj tran-
ziciji, ima mo¢ da uznemiri dominantni politi¢ki konsenzus. Medutim, snaga ove
poezije ne leZi samo u njenoj sposobnosti da uznemiri i provocira, ve¢ i u njenoj
otvorenosti po pitanju vrste univerzalne normativnosti na koju polaze pravo i u &ije
ime govori. Ova poezija jasno i glasno govori o nepravdi, ali iz pozicije mobil-
isanja i jaCanja Zivota, Ciji je minimum to da odbija biti uvuéen u lepljivu mrezu
tranzicione politicke ekonomije u kojoj se, bez obzira na cenu, uvek radi o lovu
na krvavi kapital. To je ta univerzalna normativnost onoga $to nazivam nepot-
kupljivim Zivotom, pod kojim podrazumevam Zivot koji odbija da bude otkupljen
uprkos politici koja za cilj ima da ga anestezira u pogledu mehanizma i posledi-
ca terora neravnopravnosti. To je Zivot koji svoje odbijanje da bude potkupljen
odreduje svojim zahtevanjem politike ravnopravnosti i insistiranjem na njoj.

Medunarodni dan nestalih osoba

30. avgust 2008. godine, kao Medunarodni dan nestalih osoba, oznacen je u Bosni
i Hercegovini kao dan koji treba da uéini vidljivom i podstrekne ideju da je prob-
lem nestalih osoba - u tom trenutku njih 13.500, jo§ uvek zakopanih u skriven-
im masovnim grobnicama - odgovornost svih nas. U to vreme sam koordinisao
aktivnosti Odseka za inicijative civilnog drustva pri Medunarodnoj komisiji za
nestale osobe (ICMP) u Sarajevu. Zajedno sa ostalim kolegama i koleginicama iz
Odseka, Zeleo sam da ohrabrim i podrZim prakse u kojima je solidarnost sa po-

3 Dautbegovi¢, Jozefina (2003) ‘Neidentificirani’, Sarajevske sveske, 4, 271.
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rhetoric of the “free" market’ (Rich 2006, 3).

Poetry after genocide has the capacity not only to tell us how ‘un-free’ we are, but
also to shift the criteria of possibility of our freedom. Poetry that bears witness to
the expressionless remainder brings about ‘a real state of emergency’ (Benjamin
1999a, 248-9), reminding us that the struggle for dissociation between truth and
power in history is a fight for the assertion of the ‘material force of the idea”: not
only in relation to the ‘production and the practice of possibility’ (Williams 2005,
273) but also in relation to the ‘possibility of possibility’ (Badiou 2009).

Bringing about ‘a real state of emergency’

The unidentified Neidentificirani 3—

It is a particular question Posebno je pitanje

From what will we reassemble ourselves 0d ¢ega ¢emo se mi sastaviti
If again ako se ponovno

we decide to love one another odlu¢imo voljeti

I first started writing on this subject over a year ago in an effort to highlight the
ways in which some contemporary poetry in Bosnia and Herzegovina imagines
alternative modes of belonging and identification in solidarity with the excluded,
and in doing so, argues for a more equitable societal transformation. Despite the
time-gap, I continue my original effort, with some crucial events having taken
place in the intervening time since August 2008 - crucial, that is, to understand-
ing what this equitable societal transformation actually means in everyday life. These
events have clarified for me how poetry can and does disturb the comfortable
and dominant consensus between those who support historical revisionism and
those who use the ban on hate-speech to propagate oblivion in Bosnia and Herze-
govina today. It is these events that have also helped me discover what I consider
to be politically relevant and enjoyable in such poetry. In other words - why and
how it continues to give me hope that things can and do change for the better.

This essay, therefore, builds from a situation that is occurring in every-
day life, from a concrete practice, wherein, when it comes to bearing witness to
war and post-war transition, poetry has power to disturb a dominant political
consensus. However, the strength of this poetry lies not only in its capacity to
disturb and provoke, but also in its openness about the type of universal normativ-
ity it claims and on behalf of which it speaks. This poetry speaks loud and clear
about injustices, but from the position of mobilising and fostering such life whose
minimum is that it refuses to be drawn into the sticky web of the transitional po-
litical economy, in which, whatever the cost, the name of the game is the chase
after bloodied capital. This is the universal normativity of what I entitle unbrib-
able life, by which I mean life that refuses to be bought off in the face of a politics
that aims to desensitise it in relation to the workings and effects of the terror of
inequality. It is a life that enacts its refusal to be bribed in its demand for and its
insistence on the politics of equality for all.

International Day of Missing Persons

30 August 2008, as the International Day of Missing Persons, was marked in Bos-

3 Dautbegovi¢, Jozefina (2003) ‘Neidentificirani’, Sarajevske sveske, 4, 271.
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rodicama nestalih osoba u Bosni i Hercegovini zasnovana na takvoj odgovornosti.
Moj cilj bio je da se istovremeno suprotstavim etno-nacionalnoj mitologizaciji
nestalih osoba i politi¢kom prikupljanju poena dominantnih politickih elita (od
kojih neke znaju odredista tih skrivenih masovnih grobnica). Isto tako, Zeleo
sam da se suo¢im sa svima nama koji Zivimo u Bosni i Hercegovini, gde velina
nas, iako progonjena i obuzeta velito neizvesnom buduéno$éu, nestale osobe
doZivljava samo kao jedan od mnogih problema. Nestale osobe, medutim, insi-
stiraju da budu pronadene: kroz svoje prezivele ¢lanove porodice; kroz one koji
su ih ubili, zakopali, a kasnije premestili i sakrili u skrivene masovne grobnice; i
kroz one koji tvrde da se ono $to odredujemo kao put napred, koji ée nas izvesti
iz preovladavajuceg oselanja paralisanosti, neée dogoditi ukoliko ne po¢nemo
otvoreno da trazimo da odgovorni za ubijanje, pokopavanje i skrivanje nestalih
moraju biti imenovani.

Javna inicijativa tog 30. avgusta 2008. bila je naslovljena “Imam pravo
da znam" i fokusirala se na pravo porodica nestalih osoba da znaju gde su njihovi
voljeni pokopani. Inicijativu su zajedni¢ki podrzali i izveli ICMP i Medunarodni
komitet Crvenog krsta (ICRC) u Bosni i Hercegovini. Kao deo inicijative, drzavni
parlament se obavezao da e napraviti posebno zasedanje da bi javno obznanio
svoju posvelenost resavanju sudbine i lokacija nestalih osoba, kao i pomaganju
porodicama nestalih po pitanju njihovih osnovnih drustveno-ekonomskih prava.
Inicijativu su masovno podrZali mediji i izvesni broj pesnika/inja. U znak solidar-
nosti, svaki/a pesnik/inja doprineo/la je po jednom pesmom, koje su pridruZene
radovima porodica nestalih, te tako zajedno trebalo da budu izloZene na ulazu u
parlament.

Samo nekoliko sati pre nego Sto su pripreme oko obelezavanja 30.
avgusta bile gotove, predstavnici ICRC-a u Bosni i Hercegovini otkrili su svoje
snaZne nesimpatije prema nekim pesmama koje je trebalo izloZiti - preciznije,
prema dvema pesmama: “Tri cigare” Marka VeSovica i “Srebrenica, PotoCari,
9.5.2004." Sejle Sehabovi¢:

Tri cigare +

U smiraj, izidoh vani da se crnim na bijelome.
Sunce je nov¢i¢ koji se stavlja

na kapke pokojnika. Svuda boZija Sutnja

od tenkovskoga oklopa neprobojnija.

Zivot je strasan kao jeka koraka

$to muslimanima, no¢u, u srpskim logorima

najavljuje dolazak batinaSa.

Stresoh se, ko da me smrt preskocila,

kako smo, u djetinjstvu, vjerovali.

Zapalih jednu da mi, za dimom duvanskim,
oti na koji tren odlutaju iz ovog logora.
Sjetih se sna sino¢njeg: u rukama mi konac,
privezan za glog , nikao iz groba mog oca

u sandZatkome nevidbogu. Konac po kom se
moZe iz pakla iziéi.

Zapalih jo§ jednu. Da mi po dimu dusa

odlebdi do utvara iz gluve i sijede davnine.

4 VeSovi¢, Marko (2004) ‘Tri cigare’ u Marko VeSovi¢ Poljska konjica (Sarajevo-Zagreb: Zoro). str. 82,
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nia and Herzegovina as a day which was to make visible and encourage the idea
that the problem of missing persons - at that point, 13,500 of them, still buried
in clandestine mass graves - is the responsibility of us all. At the time, I coordi-
nated the activities of the Department for Civil Society Initiatives at the Inter-
national Commission of Missing Persons (ICMP) in Sarajevo. Together with other
colleagues in the Department, I wanted to encourage and support practices in
which solidarity with the families of missing persons in Bosnia and Herzegovina
is based on such responsibility. My aim was to confront both the ethno-national
mythologisation of missing persons and political point-scoring by the dominant
political elites (some of whom know the whereabouts of these clandestine mass
graves). I also wanted to confront all of us living in Bosnia and Herzegovina, the
majority of whom, although haunted and overwhelmed by an ever-shapeless fu-
ture, see missing persons as just one of so many problems. Missing persons, how-
ever, insist on being found: through their surviving families; through those who
executed, buried and subsequently relocated and hid them in clandestine mass
graves; and through those who claim that what we term as the way ahead, out
of the predominant feeling of paralysis, will not happen unless we start openly
requesting that those responsible for the execution, burial, and hiding of those
who are now missing must be named.

The 30 August 2008 public initiative was entitled ‘I have the right to
know’ and it focused on the right of families of missing persons to know where
their loved ones are buried. The initiative was jointly supported and carried out
by the ICMP and the International Committee of Red Cross (ICRC) in Bosnia and
Herzegovina. As part of the initiative, the state Parliament was committed to
convening a special session to declare publically its commitment to resolving the
fate and whereabouts of missing persons as well as to assist families of missing
persons with their basic socio-economic rights. The initiative was widely sup-
ported by the media and also by a number of poets. As an act of solidarity, each
poet contributed a poem to accompany works by families of missing persons
which, collected together, were to be displayed at the entrance of the Parlia-
ment.

Just hours before the preparations for the marking of 30 August were
completed, ICRC representatives in Bosnia and Herzegovina made known their
strongly antipathetic reaction to some of the poetry that was to be offered - to be
more precise, to two poems: ‘Three cigarettes’ (Tri cigare) by Marko VeSovi¢ and
‘Srebrenica, Potocari, 9.5.2004’. by Sejla Sehabovié:

Three cigarettes 4

At day’s end, I went outside to right myself

in black and white. The sun, a coin descending

onto a dead man’s eyelids. My God, the speechlessness
all round me, harder to pierce than tank armour.
Life’s as brutal as the nightly sound of bootsteps

in the logor, the Serbian camp, announcing to

the Muslim captives that a squad of thugs is coming.

1 light a first cigarette, so my eyes can briefly wander,
screened by its smoke, out of this logor.

Last night’s dream came back again: my hands held a thread,
tied to the hawthorn growing from my father’s grave

in the Sandzak, in the gorge called God-Never-Seen.

4 Velovi¢, Marko (2004) ‘Tri cigare’ in Marko VeSovi¢ Poljska konjica (Sarajevo-Zagreb: Zoro). p. 82. Translation by Francis
Jones. My enormous gratitude goes to Francis Jones for making this translation for this paper.
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Koje joj $ap¢u: jedan korak iz nevidense 158
u nedodensu - to ti je sav tvoj Zivot.
A svijet je grozan kao grohotni smijeh

oslijepljenih iz Jame Goranove.

Zapalih i posljednju. Da mi, na tren, zalii
na zvijezdu, medu srednjim i kaZiprstom.
Zvijezdu veCernjacu. I da kroz plavicast veli¢
sagledam, §to jasnije, KaradZi¢evu vaseljenu

u kojoj Logor je - Logos.

Srebrenica, Poto&ari, 9. 5. 2004. £l

Ispod marama virile su im kose.
Jedna se zagrnula sa dvije marame;
drugu je drZala preko ramena. Boje se
nisu slagale

Mirisala je na sapun

Sal je padao preko svilene bluze u
zla¢anim odsjajima

Ruke je, drZeéi ga, preklopila na
stomaku.

Jedna je imala ruz.

Dovelu smo grupu holandskih tinejdZera
Na dva jezika prevodili

Jeste dobro putovali?

rekle sun am

Kako ste?

pitale su,

na ulazu u groblje

Lijepa su vam djeca!

Zagledale su, svako

Kasnije su rekle:

Dodite!

Zaplakale, jedna za drugom;

redom pokazale albume sa fotografijama
mrtvih

Stali smo ukrug, kao na ugaonoj seéiji $to
se sjedi

One u sredinu

s rukama na stomaku

Domacéinski.

Nudile su

da nas vode

Kod Hrasta

(Tamo stane$ i vidi§ sve gdje su doveli
narod na klanje!)

1 u fabriku akumulatora

gdje su vezani probdjeli tri dana.

5_§ehabovic’, Sejla (2008) ‘Srebrenica, Potocari, 9.5.2004." u BH Dani, 29 Avgust 2008. str. 14. U ovom broju nedeljnika BH
Dani objavljena je i pesma “Tri cigare" Marka Ve3ovica.
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159 A thread which can guide you out of hell.
1 light my second. So my soul can float away on its smoke
towards the ghosts from a deaf and grizzled past.
Which whisper to my soul: a single stride between
never-seen and nevermore, that’s all there is to your life.
And the world’s as grim as the guffaws of laughter
from the blinded in Canto 2 of Kovaci¢’s Pit.
And then I light the last. So I can hold, for a moment,
a star between my middle and index finger. An evening
star. And to give me, through its bluish veil,
a clearer insight into KaradZi¢’s universe

whose Logos is the Logor.

Srebrenica, Potocari, 9. 5. 2004 >—

From under the scarves their hair was sticking out.

One of them had covered herself with two scarves;

the second scarf lying over her shoulders. The colours did not match
She smelled of soap

The second scarf hung over her silk blouse with its gold sheen
Holding scarf-ends, her hands were clasped over her stomach
Another of them wore lipstick.

We had brought a group of Dutch teenagers

Translating into two languages

Did you travel well?

the women enquired

How are you?

they asked

at the entrance to the cemetery

These youth look so lovely!

Their looks dwelt on each of them in turn

Later, they said:

Come over!

They wept, one by one;

they all showed albums with photos

of their dead

We stood in a semi-circle, as if sitting on a corner sofa

They were in the middle

with hands clasped over their stomachs

Hospitable.

They offered

To take us

To the Oak tree

(Standing there you can see the places where people were led to the slaughter!)
And to the battery factory

where they were kept tied up for three days.

The sons were taken later, all hungry.

They offered

to show us

5_§ehabovié, Sejla (2008) ‘Srebrenica, Poto¢ari, 9.5.2004." in BH Dani, 29 August 2008. p. 14. Both Marko VeSovi¢’s ‘Tri
cigare’ and this poem were pubkished in this issue of BH Dani weekly.
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Sinove su odveli kasnije, gladne.

Nudile su

da pokazu

kako su umproforci éetnicima davali
uniforme

kao jelom i pi¢em $to se nudi. Namjernika.
Jednu po jednu sam zagrlila na odlasku.
Tako se tetke grle

kad goste ispraéaju

Na vratima

Kuénim.

Predstavnik ICRC-a me je telefonom obavestio da ove dve pesme ne mogu biti
izloZene u parlamentu. Dati su razlozi da to "nije dobra poezija“ zato §to se u
VeSoviéevoj pesmi spominju “koncentracioni logori“ za Muslimane, a Sejla
Sehabovié u svojoj pesmi koristi re¢ “etnik™. Na kraju razgovora mi je re¢eno da
ICRC delimi¢no pokriva troskove inicijative, indirektno mi stavljajuéi do znanja
da imaju mo¢ odlucivanja o tome Sta ée biti uklju¢eno u dogadaj, a Sta ne. Razgo-
vor se potom pretvorio u prepirku, nakon koje sam sam pozvao Marka VeSoviéa
i objasnio mu detalje situacije koja je, po mom misljenju, bila ist slucaj cenzure
i uskradivanje prava na seanje. Marku sam prosledio e-mail sa svim detaljima
oko izbora poezije, ukljuéujuéi i pesmu Sejle Sehabovié. VeSovié je reagovao jav-
no, objavivsi tekst u nedeljniku BH Dani u izdanju 29. avgusta 2008. Predstavnik
ICMP-a se povinovao zahtevima ICRC-a, §to je rezultiralo time da dve pomenute
pesme ne budu izloZene niti pro¢itane u parlamentu. Ubrzo zatim, posto sam de
facto bio suspendovan zbog omoguéavanja javne reakcije na cenzuru relevantne
savremene bosanske poezije, napustio sam ICMP.

Pokretacka sila slu¢aja “30. avgust™ jeste politika onih predstavnika/ca
medunarodne zajednice koji/e ne samo da diktiraju i postavljaju uslove o tome
kako se u javnom diskursu treba selati nestalih osoba, nego se, §to je jo§ pod-
muklije, uskraéuje pravo gradana i gradanki Bosne i Hercegovine da naprave uni-
verzalnu analizu i izvuku univerzalne zakljucke iz rata i genocida. Na kraju, ovo
poriCe i gusi politiku nepotkupljivog Zivota - Zivota koji govori da Logos ne moZe
biti Logor, kao §to stoji u poslednjem stihu Vesoviéeve pesme.

Sta je ulog kod takvih univerzalnih lekcija i analiza? Svedok, koji se
oslanja na te lekcije, zarobljen je u sloZenoj dinamici izmedu politicke zajed-
nice i traume u vezi sa preZivelima i njihovom potrebom da govore i delaju.
Tenzija izmedu potrebe za svedoCenjem i nemoguénosti da se trauma potisne,
omogucava “radikalnu repolitizaciju nasilno isklju¢ujucih politi¢kih i socijalnih
bezizlazja oko nas" (Husanovi¢ 2009, 103). I sam naslov pesme Sejle Sehabovi¢ za-
dire u kompleksnu dinamiku politicke zajednice i traume srebrenickog genocida.
Takva dinamika je okarakterisana ideoloskom borbom da se potisne znalenje
oznacitelja “genocid u Srebrenici“ koja se kreée od poricanja, preko etno-nacio-
nalne mitologizacije i medikalizacije, do post-konfliktnog menadZmenta. Drugim
redima, samim svojim naslovom, pesma beleZi i svedoci o: konkretnom zlo¢inu
(genocid u Srebrenici), posledicama genocida (groblje u Poto¢arima) i onome $to
smo “ja" i “mi" (subjekti u pesmi u prvom licu jednine i mnoZine) uradili po pi-
tanju tog zlo¢ina u godinama nakon njega (vremenska odrednica 9. maj 2004.
takode evocira datum pobede nad fagizmom).

Pesma pocinje fokusom na preZivele Zene uhvaéene u procepu izmedu
necega $to je, za osobu koja Zali, postalo imitacija svakodnevnog Zivota i ¢ina
primanja gostiju sa svojim karakteristi¢nim navikama i pravilima. Tenzija tog
procepa, koji zapo€inje izmedu njihove Zalosti i doCekivanja gostiju, prizvana
je u ekscesu s maramama, njihovim bojama koje se ne slazu, i nesklada izmedu

DAMIR ARSENIJEVIC

160

IZLOZENOSTI



EXPOSURES

how UNPROFOR soldiers gave their uniforms to Chetniks
as if offering food and drink to a traveller.

On departure, I hugged them, one by one.

They hugged me back, like aunties hug

their guests when they see them off

from the doors of their homes.

I was informed by a representative of the ICRC, in a phone call, that these two
poems could not be displayed in the Parliament. The reasons given were that this
was ‘not good poetry’ because VeSovi¢’s poem mentions ‘concentration camps’
for Muslims and, in her poem, Sehabovié uses the word ‘etnik’. At the end of the
call, T was told that the ICRC was covering part of the expenses of the initiative -
therefore implying that it had the power to determine of what the event would
or would not comprise. The phone call turned into an altercation, after which I
rang Marko VeS$ovi¢ and explained to him the details of what was, for me, a clear
case of censorship and a confiscation of the right to remember. I then forwarded
Marko an email with all the details surrounding the poetry selection, including
with it a copy of Sehabovié¢’s poem. Ve3ovié reacted publically, publishing a piece
in BH Dani, in the 29 August 2008 issue of that magazine. A representative from
the ICMP acquiesced to the ICRC demands, with the result that the two poems
were not displayed or spoken in the Parliament. Shortly after, as I was de facto
suspended for having facilitated a public reaction against the censorship of per-
tinent, contemporary Bosnian poetry, I left ICMP.

The driving force in the ‘30 August’ case is the politics of those repre-
sentatives of the international community, who not only dictate and set condi-
tions as to how missing persons ought to be remembered in the public discourse
but, more insidiously, deny any right to citizens of Bosnia and Herzegovina to
make universal analyses and draw universal lessons from the war and the geno-
cide. Ultimately, this is a denial of and a gag on the politics of unbribable life - life
that claims that Logos cannot be Logor (camp), as in the final line of VeSovi¢’s
poem.

What is at stake in such universal lessons and analyses? A witness who
is drawing on such lessons is locked in the complex dynamics between political
community and trauma with respect to survivors and their need to speak and act.
The tension between the urge to bear witness and impossibility of representing
trauma enables ‘radical repoliticizations of the violent exclusionary political and
social deadlocks around us’ (Husanovié 2009, 103). The very title of Sehabovié’s
poem engages with and intervenes in the complex dynamics between political
community and the trauma of the Srebrenica genocide. Such dynamics are char-
acterised by the ideological struggle to foreclose the meaning of the signifier
‘genocide in Srebrenica’, ranging from denial, through ethno-nationalist my-
thologization and medicalization to post-conflict management. In other words,
in its very title, what the poem records and bears witness to are: a concrete crime
(genocide in Srebrenica), the effects of the genocide (the cemetery at Potocari)
and testifies to what both ‘T’ and ‘we’ (speakers of the poem in first-person sin-
gular and plural) have done with such a crime in the years after it (the temporal
reference to 9 May 2004 which also evokes the day of victory over fascism).

The poem opens up by focusing on women survivors who are caught in
the gap between what, for the mourner, has become an enactment of everyday
life and the act of receiving guests with its particular habits and norms. The ten-
sion of the gap that opens up between their mourning and their welcoming of
guests is evoked in the excess of scarves, with their mismatched colours, and the
discrepancy between the everydayness of the scent of the soap and the festive-
ness of the ‘best’ silk blouse with its gold sheen: ‘The second scarf lying over her
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svakodnevnosti mirisa sapuna i sve¢anosti “najbolje” svilene bluze i njenog zlat-
nog odsjaja: “Drugu je drZala preko ramena. Boje se nisu slagale / Mirisala je
na sapun / Sal je padao preko svilene bluze u zlaéanim odsjajima"”. Tenzija se
dalje pojacava neskladom izmedu sadrZaja re¢i i mesta na kojem ih izgovaraju -
toplo pitanje dobrodoslice odvija se na groblju: “Kako ste? / pitale su / na ulazuu
groblje”. PreZivele Zene naseljavaju i struktuiraju svoje Zivote u procepu izmedu
drustvene potrebe za eliminacijom trauma i istrajnosti sopstvenih seéanja,
bivajuéi grobljanskim domadicama. Intimnost tog gostoprimstva, koje se odvija
na groblju, dirljivo je svedoZanstvo produZetka ratnih rana gde ove Zene jo§ uvek
trpe nasilje rata i njegove posledice. U svojoj kolektivnoj potrebi da svedoce o
zlo¢inu - genocidu u Srebrenici - i drustvenoj potrebi za eliminacijom i normal-
izacijom traume, ove Zene, samim tim $to zahtevaju pravdu, postaju depersonali-
zovane i iskljucene.

Smena subjekata u pesmi izmedu “mi” i “ja” korespondira sa jednom
$irom, li¢nom i kolektivnom neugodno$éu povodom patnji ovih Zena. I “ja* i
“mi" smo gosti u kuéi patnje ovih Zena, ali smo “ja" i “mi" isto tako i u€esnici u
produZavanju bola. Jer ovo je i zlo¢in u beskonac¢nosti - “mi” i “ja* smo, kolek-
tivno i pojedina¢no, odgovorni za fiksiranje ovih Zena u jednu te istu ulogu, te ih
time samo viSe zarobljavamo u polju njihove tragedije. Ipak, pesma insistira na
izdvajanju i naglasavanju nasih li¢nih i kolektivnih, olako donetih pretpostavki
o nekom kliSeiranom stavu prema ovim Zenama. U vezi sa tim, kroz navedenu
podelu, i “ja” i “mi" ostaju liSeni subjektiviteta u smislu da se ne moZe zauzeti ni-
jedna druga vrsta ideoloske pozicije od one koju prepisuje dominantna ideologi-
ja. Kao mo¢ni podsetnik, prema Shoshani Felman, pesmin “jezik beskona¢nog”
jeste jezik neprekidnog kruga traume, koji se uvek opire svakom pokusaju nor-
malizacije. Da, ovaj jezik dislocira svakodnevni obi¢aj da bi skrenuo paznju na
nepravdu i ranu te, ¢inedi to, insistira na neophodnosti pravde.

Pesma Marka VeSoviéa daje direktnu potvrdu da pesnickijezik svedo¢io
bezizraznima. Na samom pocletku pesme, subjekat stapa pisanje sa samim svojim
postojanjem. Cinedi to, on potvrduje nedvosmislenu poziciju svedoka: “U smiraj,
izidoh vani da se crnim na bijelome". Pisanje, prema tome, omogucava jezik kroz
koji refleksija i potvrda nedvosmislene pozicije svedoka bivaju mogude. Ova re-
fleksija se bavi grani¢nim iskustvom ¢oveanstva, predstavljenim u ovoj pesmi
u trenutku kad zanemi, i kad je “skamenjeno kao ¢arolijom u jednom jedinom
trenutku” (Benjamin u Felman 2002, 38). Subjekat o ljudskom govori kao mrtav i
pred tom smréu vrsi ¢in svedoéenja kao ¢in krajnje samode. Na tragu Felmanove,
moglobise éak tvrditida eticki motiv i neophodnost pisanja potice od takve jedne
samoée (Felman 2002, 39). Pisanje kao svedocenje, takode, pokreée rad seéanja,
gde subjekat prepoznaje slike proslosti i njihov znalaj za sada$njost. Za razliku
od rezignirane mudrosti svedene na iskaz o utvarama “iz gluve i sijede davnine"
za koje je Zivot “jedan korak iz nevidense / u nedoden3u”, subjekat-svedok insis-
tira na odredivanju i imenovanju izvora ove konkretne nepravde u kojoj “Zivot je
strasan kao jeka koraka / $to muslimanima, nocu, u srpskim logorima / najavljuje
dolazak batina$a“. Sada$nja nepravda srpskog logora spojena je sa nepravdama
i zlo¢inima iz proslosti, koje su po¢inili fasistic¢ki kolaboracionisti, kroz intertek-
stualnu referencu na poemu Jama Ivana Gorana Kovaci¢a u kojoj “svijet je grozan
kao grohotni smijeh / oslijepljenih iz Jame Goranove". Subjekat oseca potrebu da
skrene paZnju na i kritikuje uZas nepravde i nejednakosti - kontinuirani i trajni
faSizam - koji namecle svoja pravila i polaZe pravo na samu definiciju onoga $to
znadi biti Covek. Upravo je sam nepotkupljivi Zivot - pisanje kao svedoéenje, kao
bivstvovanje - afirmisan u pesmi. Intertekstualna referenca podseca na “tradic-
iju tlaenih™ kao na antifaSisti¢ku tradiciju, u ¢ije se ime nepotkupljivi Zivot
bori protiv fasizma i uzasa nejednakosti u svim svojim oblicima. Logor, naslede
faSizma, ne moZe biti pravilo ni strukturalni princip Zivota, izjavljuje pesnik u
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shoulders. The colours did not match / She smelled of soap / The second scarf
hung over her silk blouse with its gold sheen’. The tension is further heightened
in the discrepancy between the content and the location of the utterances of
these women - the homely, welcoming inquiry taking place at the cemetery: ‘How
are you? / they asked / at the entrance to the cemetery’. The surviving women
inhabit and structure their lives in the gap between societal demands for the
foreclosure of trauma and the insistence of their memories, wherein domesticity
is relocated to the cemetery. The intimacy of such identifiable hospitality taking
place in a cemetery is a poignant testament to the prolongation of war injuries in
which these women still suffer the violence of war and its effects. In their collec-
tive urge to bear witness to crime - genocide in Srebrenica - and the societal de-
mand for the foreclosure and normalization of trauma, these women themselves,
by their very request for justice, become defaced and excluded.

The shifting of the speakers in the poem between ‘we’ and ‘T’ relates to
a broader uneasy personal and collective attitude towards the suffering of these
women. Both ‘we” and ‘T’ are guests in the suffering ‘home’ of these women, but
both ‘we’ and ‘T are already also complicit in the prolongation of the injury. For
this is also crime in perpetuity - how ‘we’” and ‘T, collectively and personally, are
responsible for allocating a fixed position to these women, thus further impris-
oning them within the geography of their tragedy. However, the poem insists on
singling out and emphasising our far-too-easy individual and collective assump-
tion of a ready-made attitude towards these women. In relation to these women,
through this splitting, both ‘we’” and ‘T’ are revealed to be deprived of subjectivity
in the sense of having no other kind of ideological position to assume, other than
the one proscribed by the dominant ideology. As a powerful reminder, after Fel-
man, ‘the language of infinitude’ of the poem is the language of an infinite loop
of trauma, which always bounces off any attempt at normalisation. Indeed this
language dislocates everyday custom to draw attention to injustice and injury
and, in doing so, insists on the need for justice.

Marko VeSovi¢’s poem makes direct claims on poetic language to bear
witness to the expressionless. In the very opening of the poem, the speaker merg-
es writing with his very existence and in doing so affirms the unequivocal stance
of the witness: ‘At day’s end, I went outside to right myself / in black and white’.
Writing thus enables a language through which reflection and affirmation of the
unequivocal stance of the witness is possible. This reflection contemplates the
limit-experience of humanity, portrayed, in this poem, at the moment of being
silenced and “petrified as if spellbound in a single moment™ (Benjamin in Fel-
man 2002, 38). The speaker pronounces humanity as dead and in the face of that
death creates the act of witnessing as an act of extreme solitude. Following Fel-
man, it could be even be claimed that the ethical impetus and necessity of writ-
ing originates from such aloneness (Felman 2002, 39). Writing as witnessing also
enables a work of memory, whereby the images of the past and their relevance
to the present are recognised by the speaker. Unlike the wisdom of resignation,
reduced to a proverb by the ‘ghosts from a deaf and grizzled past’ for whom life
is ‘a single stride between / never-seen and nevermore’, the witnessing speaker
insists on specifying and naming the source of this particular injustice, in which
life is ‘brutal as the nightly sound of bootsteps / in the logor, the Serbian camp,
announcing to / the Muslim captives that a squad of thugs is coming’. The pres-
ent injustice of the Serbian camp is connected with the past injustices and crimes
carried out by fascist collaborators, through the intertextual reference to WWII-
partisan poet Ivan Goran Kovaci¢’s poem Pit, in which ‘the world’s as grim as the
guffaws of laughter / from the blinded’. The speaker is driven to draw attention
to and critique the terror of injustice and inequality - a continuous and lasting
fascism - that imposes its norm and claim over the very definition of what it is
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poslednjem stihu. I upravo tako ova pesma najavljuje svoju optimisti¢nu politiku:
posle Benjamina, na$ zadatak je “da napravimo pravo vanredno stanje, a to e
poboljsati nadu poziciju u borbi protiv fasizma"” (Benjamin 19992, 248-9).

Cenzura predstavnika medunarodne zajednice dosla je pod maskom
“zastite" multikulturalisti¢kog diskursa i zabrane uvredljivog jezika i govora
mrZnje. Ono $to je zanimljivo u ovom slucaju jeste stanoviste da je sadrZaj pesme
prepoznat kao problemati¢an. Marko Vesovié je cenzurisan na osnovu toga $to
njegova pesma pominje koncentracione logore za Muslimane, a Sejla Sehabovi¢
zato $to se u njenoj pesmi pominje re¢ cetnik. Tokom pazljivog Citanja pesama,
¢lanovi medunarodne zajednice pretpostavili su perspektivu jednog zamisljenog
¢lana, iz svake od tri etni¢ke skupine, predvidajuéi $ta bi jedan ili drugi mogao da
prigovori i na taj nadin “&isteci" poeziju po etni¢kim linijama. Sta je ovo ako nije
pravi primer za to kako funkcionise birokratski teror medunarodne zajednice?
Pesme se pregledaju u potrazi za $iboletima, a subjektu se dozvoljava da pri¢a
samo jezikom o¢i$¢enim od onog $to se smatra neprimerenim sadrZajem, iz neke
zamiSljene etnicke perspektive.

Dalje, tvrdedi da zauzima neutralnu poziciju, medunarodna zajednica
istodobno zadrzava cini¢nu distancu: ona vrlo dobro zna da problem sa pesmama
nije to $to se u njima pominje nesto $to se percipira kao neprimereni sadrzaj (a
kad smo kod toga, jo§ bolje zna da su i koncentracioni logori i etnici itekako
postojali). Mnogo veéi problem za medunarodnu zajednicu je to $to subjekti obe
pesme ne prihvataju ogranicenja lazne distinkcije izmedu privatnog i javnog
jezika kada su u pitanju svi oni koji su bili ubijani i Zrtvovani u lovu na kapital
ukraden kroz krv rata i genocida i posleratnog nasleda svakodnevnog nasilja.
Drugim re¢ima, subjekti obe pesme ne prihvataju stanoviste da je patnja privatna
stvar. Oni zauzimaju stav da se jedan adekvatan, ekspresivan javan jezik, koji ve¢
postoji kroz patnju, moZe upotr ebiti, te da poezija moZe pruzati i pruza takav
jezik.

Stoga, cenzura ove dve pesme na osnovu “uvredljivog sadrZaja“
jeste najobi¢nija laZ. Ideoloski posmatrano, takva cenzura postavlja
multikulturalisti¢cke parametre za Citanje ove dve pesme, svodeéi drustveni
konflikt na varnice medu etnickim identitetima. U okviru ovih slabih, depoli-
tizovanih parametara, kulturoloske, verske i etnicke razlike iznova se prave,
setimo se Wendy Brown jo$ jednom, kao mesta konflikta kojima se mora uprav-
ljati politikom tolerancije (Brown 2006). Ovakav scenario jo§ dublje u¢vrséuje
etnicki element na poziciji dominantne reference politickog kolektiviteta,
$to onda dalje vodi ka retroaktivnoj ponovnoj inskripciji rata kao konflikta
izmedu tri etnitke skupine. Takva raslojavajuéa politika medunarodne za-
jednice viSe biva delom dominantnog konsenzusa nego njegovim resenjem.

NajvaZnija stvar je u tome $to pravi razlog cenzure leZi u potpunoj
opoziciji od onih koji ¢ine dominantni konsenzus u Bosni i Hercegovini danas
spram pozicije na kojoj insistiraju oni koji su preZiveli i koji su odlu¢ni u tome
da stvore nadu u buduénost, koja slama okvire svakodnevnog uZasa tranzicije.
Takva pozicija ima dve vaZne premise: prva je da patnja, koja je rezultat rata i
genocida, ¢ini posledicu drustvene nepravde te, samim tim, javnu stvar par ex-
cellence; druga je da se, kad je rec o toj patniji, oslobadajuéi proces postajanja sub-
jektom moze dogoditi samo ukoliko se oslobodimo okova pozicije Zrtve, ili bilo
koje druge pozicije koja je iole fokusirana na interese bilo kog posebnog identite-
ta. Nepotkupljiv Zivot mobilisan je upravo kao potpora zahtevima za pravednije
drustvo za sve.
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to be human. It is unbribable life itself - writing as witnessing as being - that
is affirmed in the poem. The intertextual reference evokes the ‘tradition of the
oppressed’ as the anti-fascist tradition, on behalf of which unbribable life fights
against fascism and the terror of inequality in all its forms. Logor, the legacy of
fascism, cannot be the norm or structuring principle of life, the speaker asserts
in the final line. And this is how this poem announces its hopeful politics: after
Benjamin, our task is ‘to bring about a real state of emergency, and this will im-
prove our position in the struggle against fascism’ (Benjamin 1999a, 248-9).

The censorship by the international community representatives came
in the guise of the ‘protection’” of multiculturalist discourse and the ban on in-
sulting language and hate-speech. Interesting in this case is the perspective from
which the poems’ content was recognised as problematic. Marko VeSovi¢ was
censored on grounds that his poem mentions concentration camps for Muslims
and Sehabovié because her poem mentions the word cetnik. In their close reading
of the poems, the international community members assumed the perspective of
an imagined member of each of the three ethnic communities, predicting what
one or other of them might object to, and on that basis, ‘cleansing’ the poetry
along ethnic lines. What is this if not a prime example of how the bureaucratic
terror of the international community operates? Poems are scanned for shib-
boleths and the speaking subject is given permission to speak only in a language
cleansed of what is deemed to be inappropriate content from an imagined ethnic
perspective.

Furthermore, in claiming that it occupies a neutral position, the in-
ternational community simultaneously maintains a cynical distance from it:
it knows very well that the problem of the poems is not because they mention
what is deemed to be inappropriate content (and for that matter it knows really
well that both the concentration camps and the &etniks did exist). The far greater
problem for the international community is that the speakers of both poems do
not accept the bounds of a false distinction between private and public language
inrelation to all those who have been executed and sacrificed in the chase for the
capital that was stolen through the blood of war and genocide, and the post-war
legacy of everyday violence. In other words, the speakers in both poems do not
accept the view that suffering is a private event. In doing so, they assume and
uphold a position that an adequate, expressive public language already exists
through which suffering can be communicated and that poetry can and does
provide such a language.

Therefore, the censorship of these two poems on the grounds of ‘in-
sulting content’ is a downright lie. Ideologically speaking, such censorship sets
multiculturalist parameters for the reading of these two poems, reducing social
conflict to a friction among ethnic identities. Within these weak, de-politicised
parameters, cultural, religious and ethnic differences are recast, to recall Wendy
Brown again, as sites of conflict, which has to be managed through the politics
of tolerance (Brown 2006). This scenario further supports the ethnic element as
the dominant reference of political collectivity, which then leads to a retroactive
re-inscription of the war as a conflict between three ethnic groups. Such level-
ling politics by the international community is part of the dominant consensus
rather than part of its solution.

Most importantly, the true reasons for censorship lie in the total oppo-
sition of those who comprise the dominant consensus in Bosnia and Herzegovina
today to the position insisted on by those who have survived and who are striv-
ing to produce a hopeful future that breaks the bounds of the everyday horror
of transition. Such a position maintains two important premises: the first is that
suffering, which results from war and genocide, is the effect of societal injustice
and, as such, a par excellence public matter; the second is that, in relation to this
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0 ljubavi i ponovnom sastavljanju nas samih

Neidentificirani &

Kao u zajednickoj grobnici
svatko je umro od svoje smrti
navodno

ljubav

za istu stvar

Sto radi njegova kljuéna kost
uz ovu ¢eonu

I na $to ée doti¢ni nalikovat
sastavljen od razli¢itih dijelova
kad dode dan

ustajanja

Posebno je pitanje
0d ¢ega ¢emo se mi sastaviti
ako se ponovno

odlu¢imo voljeti

Sto se tice mrtvih - “mrtvi su mrtvi, $to im ne pruzi ruku dok su Zivi bili?", kao
§to pita Damir Avdié. Z Danas se u Bosni i Hercegovini, uz podr$ku medunarodne
zajednice, zamr$eni ostaci mrtvih iz masovnih grobnica provlace kroz sudsko-
nauéno-verski process sastavljanja i identifikacije “nestalih osoba". Retroaktivno
ispisujudi rat kao rat medu etni¢kim identitetima, Zrtve se sastavljaju i identifi-
kuju kao etnicke Zrtve. Paradoksalno, pozicija koja se zauzima u tom procesu sas-
tavljanja jeste pozicija izvornog pocinitelja zlo¢ina: poput izvornog pogleda koji
posmatra ostatke ubijenih, ovaj pogled ih sastavlja i daje im imena, preuzimajudi
pogled izvrsilaca ubistava, jer je u masti poCinitelja ubijena osoba etni¢ki Drugi.
Ako “mrtvi sumrtvi® i ako se nikad nismo odluéili da im pruZimo ruku,
$ta je sa zivima? Parafrazirajuli pesmu “Neidentificirani" Jozefine Dautbegovid,
moZemo reéi da i sama posleratna tranzicija nalikuje masovnoj grobnici, gde
svi Zive svoj zasebni Zivot, kao da je svakom dodeljena njegova mala drustvena
parcela. Kolektivitet onih koji su preziveli sa¢injen je od onih koji su “Zivi, ali
mrtvi“2- Ovaj tekst ne treba &itati poput “Zivog mrtvaca”, veé, doslovno, kao
najzivlji deo mrtvih - kao nepotkupljiv Zivot sam - kao ono $to insistira na pravdi
ijednakosti i traZi sledstvene drustvene promene, jer ée time probiti sramnu izo-
laciju uzrokovanu dodeljivanjem izolovanog mesta u drustvu. To je upravo ono
na §ta referira naslov pesme Jozefine Dautgebovi¢ - neidentifikovani nisu samo
oni pokopani po skrivenim masovnim grobnicama, ili oni &iji su ostaci trenutno
na stolovima u centru za ponovno sastavljanje tela, ve¢ i ne§to mnogo vaznije,
oni su “mi” za koje jo§ uvek nemamo ime. “Mi" ¢emo morati da preuzmemo
poziciju neidentifikovanog, “ako se ponovno / odlu¢imo voljeti* i u toku tog pro-
cesa odrediti univerzalno pravilo za ono $to “mi” jesmo i za ono $to jeste svet.
Ako je ljubav stvar odluke, onda jei stvar priznanja voljene osobe koja odgovara
na moje pitanje - “ko sam ja?* (Miller 2008). Ova zajednica nepotkupljivog Zivota

6 Dautbegovi¢, Jozefina (2003) ‘Neidentificirani’, Sarajevske sveske, 4, 271.
7_Ovde citiram pesnika-performera Damira Avdica i njegovu pesmu-performans Mrtvi su mrtvi.

8 Takode referenca na pesmu-performans Damira Avdi¢a Mrtvi su mrtvi.
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suffering, the emancipated process of becoming a subject can only take place
when freed from the shackles of a victimised position or any other position that
is merely focused on the interests of any particular identity. It is in the espousal
of claims for a more equitable sociality for all that unbribable life is mobilised.

Of love and of reassembling ourselves

6

The unidentified Neidentificirani >~

‘Like in a mass grave, Kao u zajednickoj grobnici
everyone has died of one’s own death, svatko je umro od svoje smrti
apparently, navodno

love ljubav

of the same cause za istu stvar

What is his collar bone doing Sto radi njegova klju¢na kost
being next to this frontal bone uz ovu Ceonu

And what will he look like I na to ée doti¢ni nalikovat
Reassembled from different parts sastavljen od razli¢itih dijelova
When the day of resurrection kad dode dan

comes ustajanja

It is a particular question Posebno je pitanje

From what will we reassemble ourselves 0d &ega ¢emo se mi sastaviti
If again ako se ponovno

we decide to love one another’ odlu¢imo voljeti

As for the dead - ‘the dead are dead, why didn’t you give them a hand when they
were alive?’, as Damir Avdi¢ asks. Z- Today in Bosnia and Herzegovina, supported
by the international community, the comingled remains of the dead from mass
graves are put through a juridico-scientific-religious process of re-association
and identification of ‘missing persons’. Retroactively re-inscribing the war as a
war among ethnic identities, victims are re-associated and identified as ethnic
victims. Paradoxically, the perspective taken in the process of this re-association
is the perspective of the original perpetrator of the crime: like the original gaze
that looked on the remains of those who were executed, this gaze puts them to-
gether and names them, assuming the gaze of the execution’s perpetrators, for it
is in the fantasy of the perpetrator that the executed person is the ethnic other.

If ‘the dead are dead’ and if we never decided to give them a hand, what
about the living? Paraphrasing Jozefina Dautbegovi¢’s poem ‘The unidentified’,
we might say that post-war transition itself resembles a mass grave, where ev-
erybody lives their own separate life as if allocated their own partible site in so-
ciety. The collectivity of those who have survived is comprised of those who are
‘alive but dead’. & One should read this not as the ‘living dead’ but, literally, as the
most alive bit of the dead - unbribable life itself - as that which insists on justice
and equality and demands such societal transformation as will break through
the mortifying isolation that is brought about by the allocation of a separate site.
This is precisely what the title of Dautbegovi¢’s poem refers to - the unidentified

6 _Dautbegovi¢, Jozefina (2003) ‘Neidentificirani’, Sarajevske sveske, 4, 271.
7 1am quoting here a poet-performer Damir Avdi¢ and his poem-performance Mrtvi su mrtvi.

8 Also with reference to Damir Avdi¢’s poem-performance Mrtvi su mrtvi.
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prepoznade odgovor na to pitanje i nece, ni pod kojim okolnostima, preuzeti per- 170
spektivu ubica. Takode ¢e morati da ode izvan teritorijalnog, ali na takav nacin

da ne odustane od prava da definiSe teitorijalno. Ta nova definicija teritorije bi¢e

od ljubavi i zemlje, definicija koja ide dalje od masovne grobnice za Zive, koja je

res publica nepotkupljivog Zivota.

— Preveo sa engleskog Jakov Causevié

Bibliografija
Badiou, Alain, ‘Is the Word “Communism" Forever Doomed?’, www.lacan.com/essays/?page_id=323. Accessed 12 Jan 2010.
Benjamin, Walter (1999) ‘The Storyteller’, in Walter Benjamin Illuminations. Translated by Harry Zorn, (London: Pimlico).

Benjamin, Walter (1999a) ‘Theses on the philosophy of history’, in Walter Benjamin Illuminations. Translated by Harry
Zorn, (London: Pimlico).

Brown, Wendy (2006) Regulating Aversion: Tolerance in the Age of Identity and Empire (Princeton: Princeton University
Press).

Felman, Shoshana (2002) The Juridical Unconscious: Trials and Traumas of the Twentieth Century (Cambridge, MA: Harvard
University Press).

Husanovi¢, Jasmina (2009) ‘The politics of gender, witnessing, postcoloniality and trauma’, Feminist Theory, 10:1, 99-119.
Miller, Jacques-Alain ‘We Love the One Who Responds to Our Question: “Who Am 17"
www.lacan.com/symptom/?page_id=263. Accessed on 24 October 2009.

Rich, Adrienne (2006) 'Legislators of the world', The Guardian, 18 November 2006. Review: p. 3.

Williams, Raymond (2005) 'Beyond Actually Existing Socialism’, in Culture and Materialism 2nd ed. (London: Verso).

DAMIR ARSENIJEVIC IZLOZENOSTI



EXPOSURES

are not just those who are buried in clandestine mass graves or those whose re-
mains are currently on tables in the re-association centre, but more importantly,
it is this ‘we’ for whom we still have no name. ‘We’ will have to assume the posi-
tion of the unidentified, ‘if again / we decide to love another’ and, in doing so,
claim a universal norm for who ‘we’ are and what the world is. If love is a matter
of decision, it is also a matter of recognition of the loved one who answers my
question - ‘who am 1?7’ (Miller 2008). This community of unbribable life will rec-
ognise the answer to this question and will not under any circumstances uphold
the gaze of the perpetrator. It will also have to go beyond the territorial, but in
such a way that it does not give up on the right to define the territorial. This new
definition of territory will be one of love and soil, one that goes beyond the mass
grave of the living, and is a res publica of unbribable life.
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Jasmina Husanovié

(Grupa Spomenik / Monument Group)

PROTIV SMRTI POLITICKOG
SUBJEKTA: O KULTURNOJ]
PRODUKCIJI I EMANCIPA-
TIVNOJ POLITICI

Javna ucionica i politicka radionica

Ucesnici/e: Jasmina Husanovié, Azra
Causevid, Elvis Kusljugié, Velid Beganovié,

AGAINST THE DEATH OF THE
POLITICAL SUBJECT: ON
CULTURAL PRODUCTION AND
EMANCIPATORY POLITICS

Public classroom and political workshop

Participants: Jasmina Husanovié, Azra
CausSevi¢, Elvis Kusljugié, Velid Beganovié,

Danijela Majstorovié, studentska grupa
“Jezik, mo¢, ideologija”, ¢lanice i &lanovi
Grupe Spomenik, publika i zvanice

Sta je nama emancipativno djelovanje danas,
ono koje se opire smrti politickog subjekta i
proizvodnji ljudskog otpada kroz teror nejed-
nakosti i suverene projekte etnopolitike/
etnokapitalizma. Sta treba danas reéi u lice
pakla moéi i kulture terora, nae materijalne
svakodnevnice? Zadatak ove javne uéionice i
politi¢ke radionice jeste da se usprotivi smrti
politickog subjekta i proizvodnji ljudskog
otpada kroz politiku terora i nejednakosti

Danijela Majstorovié, student group “Lan-
guage, Power, Ideology”, members of Monu-
ment Group, audience and guests

What is emancipatory action for us today,
action that defies the death of the political
subject and the production of human waste
through the terror of inequality and the
dominant projects of ethno-politics/ethno-
capitalism? What is it that we should say to-
day as to the hellish powers and the terror of
culture, which are our material everyday life?
The task of this public classroom and political
workshop is to defy the death of the political
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danas, odnosno etnokapitalizam koji se
materijalizira kao “krvava bajka t(ije)la” sva-
kodnevno. Ovaj dogadaj posluzice kao pros-
tor javnog i kolektivnog promisljanja kroz
uvodne diskusije nekoliko ucesnika, koji ¢e
reflektirati pitanje emancipativnog djelo-
vanja danas u ovom kontekstu uz upotrebu
odabranih tekstova i intervencija. Tokom
radionice Ce se konceptualno mapirati teren
na interaktivnim tablama i dijagramima
(flipcharts blokovi, zidne novine). Cilj je da se
kroz susret odabranih teorijskih, umjetnickih
i politi¢kih intervencija, kao i aktera iz polja
kulturne produkcije, proizvodnje znanja,

te drustvenog aktivizma i umjetnosti, u¢ini
kolektivni korak - od iskustva katastrofe
drustvenosti kojoj svjedo¢imo svakodnevno,
a prema kritickim uvidima i emancipativnim
praksama.

Teme:

» ljudski otpad i kapital, politika terora, suve-
reniteta i nejednakosti danas;

» otpor krvavoj bajci tijela i tla, protiv smrti
politickog subjekta;

- otpad i politika jednakosti: objekat-afekat-
revolt-kolektivitet;

» zajedniStva i solidarnosti, proizvodnja
znanja, emancipativna politika.

subject and the production of human waste
through the policy of terror of inequality
today, i.e. ethno-capitalism materialized on a
daily basis as a ‘bloody fairy-tale of the land/
body The event will serve as a site of public
and collective reflection through introduc-
tory discussions with several participants,
who will reflect on the issue of emancipatory
action today, in the present context, with the
help of selected texts and interventions. The
workshop will conceptually map the terrain
on interactive plates and diagrams (flipchart
blocks, panels). The aim is to juxtapose a
number of theoretical artistic and political
interventions, as well as agents from the field
of cultural production, production of knowl-
edge, cultural activism, and art, making a
collective step away from experiencing the
disaster of the social body, which we are wit-
nessing every day, towards critical insights
and emancipating practices.

Topics:

» Human waste and capital; politics of terror,
domination, and inequality today;

» Resisting the bloody fairy tale of the body
and land, against the death of the political
subject;

» Waste and politics of inequality: object-
affect-revolt-collectivism;

» Community and solidarity, production of
knowledge, emancipatory politics.



Jasmina Husanovié
PROTIV SMRTI POLITICKOG S UBJEKTA:
O KULTURNOJ PRODUKCIJI I EMANCIPATIVNOJ POLITICI

Cilj u¢ionice je potraga za jednim novim vidom akcije, djelovanja koje proistice
iz naSeg Zivota, rada i intelekta, gdje se nasa iskustva pretacu u kriticke uvide i
emancipativne prakse, odnosno u politiku koja se kroz abjekte i afekte, proistekle
iz terora svakodnevice u BiH i univerzalno, probija ka jednom obelavajuéem
kolektivitetu: subjektima i ¢inovima koji preko granica tog identitarnog terora
nejednakosti i suvereniteta, interveni$u u javni prostor i politi¢ku imaginaciju kao
istina u lice modi, upuéujuéi na neiskorjenjivi princip jednakosti i slobode, na
zajedniStva koja Zivimo i koja su pred svima nama.

Utionica ¢e imati slijede¢u formu - nakon mog uvoda u $iri teorijsko-
prakti¢ni konceptualni teren (dijagnoza stanja, klju¢ne ideje, obelavajuce
prakse), pri éemu moZete intervenirati u svakom momentu (kroz nadoveze, aso-
cijacije, poja$njenja, itd.), otvoriéemo prostor za osvrte svih prisutnih, a prvo
onih koji su spremili i najavili vlastite refleksije na pitanje postavljeno u javnom
pozivu na ovu radionicu: Sta je nama emancipativno djelovanje danas, ono koje se opire
smrti politickog subjekta i proizvodniji liudskog otpada kroz teror nejednakosti i suverene
projekte etnopolitike/etnokapitalizma?

Time se Zeli da ostanemo dosljedni zadatku ove javne uéionice i
politi¢ke radionice - afirmaciji onoga $to se protivi smrti politickog subjekta i
proizvodnji ljudskog otpada kroz politiku terora i nejednakosti danas, odnosno
etnokapitalizam u vidu etnopolitike koji se materijalizira kao “krvava bajka t(ije)
la* svakodnevno. Intervencije Grupe Spomenik dosada su na raznim ¢voristima
otvorile prostor za susret odabranih teorijskih umjetni¢kih i politi¢kih interven-
cija, kao i aktera iz polja kulturne produkcije, proizvodnje znanja, te drustvenog
aktivizma i umjetnosti. Pri tome, intervencije u temelju imaju eti¢ko-politicki
zadatak da se ucini kolektivni korak - od iskustva katastrofe drustvenosti kojoj
svjedo¢imo svakodnevno, a prema kritickim uvidima i emancipativnim praksa-
ma. U ovom smislu, one su dio $irih pobuna unutar prostora javnosti, kulturne
i umjetnicke produkcije, s kojima stojimo u zajedniStvu govoreéi NE pokuSajima
da nas se svede na horizont suverene identitarne politike u svrhu dominacije
tijelom i tlom, kroz nove nomose drzavotvorenja i simboli¢ko-materijalnih upisa
iispisa Zivota.

Teme pred nama su:

- ljudski otpad i kapital, politika terora, suvereniteta i nejednakosti danas;

- otpor krvavoj bajci tijela i tla, protiv smrti politickog subjekta;

- ljudski otpad kao politi¢ki subjekt i politika jednakosti (abjekat-afekat-revolt-
kolektivitet);

- abjekt kroz metafore ljudskog otpada proizvedenog politickim, ekonomskim,
drustvenim nasiljem, kao $to su geto, masovna grobnica, itd.;

- zajedniStva i solidarnosti, proizvodnja znanja, emancipativna politika.

Sasvim je izvjesno da su nam prijeko potrebni novi, radikalni drustveni
imaginariji kada je u pitanju politika svjedo¢enja koja navigira trijadu goli/preka-
rni Zivot - suverena mo¢ - biopoliti¢ki nomos novih carstava oko nas. Stoga je
vazno insistirati na otporima konfiskaciji iskustva i paméenja, na otporu onome
$to porobljava kriti¢ku misao i intelektualni Zivot, gdje je jedan od najbrutalni-
jih mehanizama upravo politicki i ideoloski kompleks umnoZavajuéih i haoti¢nih
prisutnosti ‘sjeanja’ i ‘zaborava’ u naoj svakodnevnici kojim se sasvim jasno de-
politizira i ‘proslo’ i ‘sadasnje’ i ‘budude’. Uzevsi u obzir da je jezik materijalni uv-
jet naseg postojanja, jer je u svakom smislu instrument proizvodnje robe i otpada
(onoga §to se ne da komodificirati i/li aproprirati), pitanje pronalaZenja optike,
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Jasmina Husanovié
AGAINST THE DEATH OF THE POLITICAL SUBJECT:
CULTURAL PRODUCTION AND EMANCIPATORY POLITICS

The objective of this classroom is the search for a new form of action stemming
out of our life, work and intellect, in which our experience is transformed into
critical insights and emancipatory practices, that is, into a politics that through
the abject and the affect deriving from the everyday terror of life in Bosnia and
Herzegovina, and indeed universally, makes its way towards a promising collec-
tivity: to subjects and deeds that, beyond the borders of this identitarian terror
of inequality and sovereignty, intervene in public space and political imagination
as the truth in the face of power, referring to the ineradicable principle of equal-
ity and liberty, to the communalities we live in and those that are ahead of us.

The class will have the following form - after my introduction into the
broader theoretical and practical conceptual field (a diagnosis of the state of af-
fairs, key ideas and promising practices), during which you can intervene at any
moment (follow-ups, associations, clarifications and so on), we shall open up a
space for comments from all those present, but first of all from those who have
prepared and announced their own reflections on the issue raised in the public
invitation to this workshop: What is emancipatory action for us today, that which re-
sists the death of the political subject and the production of human waste through the
terror of inequality and the contemporary projects of ethnopolitics and ethnocapitalism?

The intention here is that we remain in keeping to the task of this pub-
lic classroom and political workshop - the endorsement of whatever stands out
against the death of the political subject and the production of human waste
through the politics of terror and inequality today, i.e. ethnocapitalism in the
form of ethnopolitics materialised as the “bloody fairy tale of soil and body" in
the everyday. Interventions of Grupa Spomenik [Monument Group] to date have
at various nodes opened up spaces for the encounter of selected theoretical, ar-
tistic and political interventions, as well as of the actors in the field of cultural
production, the production of knowledge, and social activism and art. Here, in-
terventions have at base an ethno-political task, that of making a collective step
- from the experience of the catastrophe of sociality that we encounter every
day, towards critical insights and emancipatory practices. From this perspective,
they are a part of wider revolts within the spaces of the public, of cultural and
artistic production, with which we stand together saying No to the attempts to
reduce us to the horizon of sovereign identitarian politics aimed at the domina-
tion of body and soil, through new nomos of statecraft, and symbolic and mate-
rial inscriptions and erasions of life.

The topics before us are:
» human waste and capital, politics of terror, sovereignty and inequality today;
» resistance to the bloody fairy tale of body and soil, against the death of the
political subject;
- human waste as the political subject and politics of equality (abject-affect-re-
volt-collectivity);
» the abject through the metaphors of human waste produced by political, eco-
nomic and social violence, such as ghettoes and mass graves;
» communalities and solidarities, production of knowledge, emancipatory poli-
tics.

It is obvious that we urgently need new, radical social imaginaries
when we are concerned with the politics of witnessing that navigates the triad
of bare/precarious life - sovereign power - the biopolitical nomos of the new
empires around us. Hence it is important to insist on resistances to the confisca-
tion of experience and memory, on resistance to what enthrals critical thinking
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rijeci i saputnika kako bismo razmrsili sveprisutne zone nerazlu¢ivosti u kojima 178
“niti i$ta stvarno zaboravljamo, niti se i¢ega stvarno sje¢amo“L, mora se suociti

sa slijede¢om dimenzijom gubitka drustvenosti/politi¢nosti - bezglasno$éu koja

rezultira nevidljivo$¢u politi¢kog subjekta promjene. Kako se onda novi drustveni

imaginariji i politicke geste bore sa “gubitkom moguénosti govora, odnosno gu-

bitkom kapaciteta za jezik, koji znale i gubitak pripadanja svijetu kao takvom";

u kojem smjeru preinacuju taj gubitak koji “komunificira” (dovodi u zajednistvo)

mnoge ¢lanove odredenih politi¢kih zajednica u proslom, sadasnjem i buduéem

vremenu? 2

U ovom sam smislu u raznim prilikama i formatima razmatrala, kon-
tekstualizirala i dijalogizirala sa odredenim radovima i angaZmanima umjetnica i
kulturnih djelatnica u Bosni i Hercegovini ¢iji se rad nalazi u razli¢itim oblicima
kulturne produkcije i politicke vidljivosti - upravo kroz potragu za takvim no-
vim optikama i praksama u sferi umjetnosti i kulturne produkcije za koje bi se
moglo ustvrditi da na autentifan i emancipativan nacin prevazilaze mrtvouz-
ice dana$nje “globalne/lokalne stvarnosti®. Naime, u pitanju je produkcija koja
intervenira na emancipativan na¢in u biopoliticki interes spram kolonizacije
povijesti i buduénosti, iskustva, ljudskosti i svakodnevnog Zivota: “najunutarn-
njegovog postavljanja na pravo/odgovarajuée mjesto®. - Ta intervencija u ide-
aliziranu ’ispravnost mjesta’ koje nam je proskribirano mora sadrzati radikalnu
aproprijaciju, transgresiju i dislokaciju kroz polaganje prava na transformaciju
polisa i poretka.

Medutim, problem emancipativne politike svjedoCenja kroz jezik um-
jetnosti, nemoguée je sagledati bez da po¢nemo od paradoksalne (ne)moguénosti
pravde, i noSenja sa kriti¢kim traumatskim sadrzajima politicke realnosti, a “uvi-
jek se iz lica, iz odgovornosti za drugoga, pravda pojavljuje “. £ Pored ranije na-
vedenih, mnoge umjetnicke prakse iz bosansko-hercegovatkog/medunarodnog
polja kulturne produkcije koriste jezik umjetnosti da stvore ovakva lica koja
na odredenoj ravni funkcioniraju kao simptomati¢ni subjekat oksimoroni¢ne
politi¢ke zajednice u BiH i $ire, traumatizirana i osiromaSena, stalno u nekoj
‘Cekaonici’, nanekom ‘Cekanju’. Jezik umjetnosti nudi radikalne vrste svjedoCenja
traumi koje istovremeno otkrivaju kontingentnost formi politi¢ke i druStvene
organizacije. Politika afekta kroz dinamiku oZiljak-lice politickog subjekta i za-
jednica ovdje udara direktno na samu politi¢ku suverenost nacije-drzave kao
krinke za preustrojavanje novih drustvenih snaga i elita. U ovom nestabilnom
polju oscilacije kulturaliziranih politickih emocija, mora se djelovati skupa sa
svim onim $to nam daje sredstva za proizvodnju afirmativnih imaginarija za lice/
tijelo, oZiljak/subjekt na dnu lanca viSestrukih politi¢kih dislokacija i margin-
alizacija, otjelovljeno sidriSte paradoksalne politicke i traumatizirajuce liminal-
nosti, ni¢ijosti, odsutnosti.

Odredena praksa ima emancipativni naboj ovdje samo ako odgovara na
gubitak kapaciteta za jezik (odnosno pripadanja svijetu i nadina Zivota) tako $to
odbija jezik suverene biopolititke moéi, a gubitak preinauje u nesto $to nas ko-
munificira’, dovodi u zajednistvo kroz afirmativne politicke imaginarije nasuprot
perpetuiranju politike atrociteta (proizvodnje ljudskog otpada) u raznim krinka-

1_Dubravka Ugresi¢, The Culture of Lies (London: Phoenix, 1998, prev. Celia Hawkesworth)., str. 235.
2 Christian Marazzi, Capital and Language: From the New Economy to the War Economy (Semiotext(e), 2008), str. 131.

3 Athena Athanasiou, “Reflections on the Politics of Mourning: Feminist Ethics and Politics in the Age of Empire",
Historein (vol. 5, 2008), str. 43.

4 Emmanuel Levinas, “Philosophy, Justice and Love", citirano u Shoshana Felman, The Juridical Unconscious: Trials and
Traumas in the Twentieth Century (Cambridge, Mass.: Harvard University Press, 2002), str. 1.
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and the intellectual life, where one of the most brutal of mechanisms is precisely
that political and ideological complex of the multiplying and chaotic presences
of ‘remembering’ and ‘forgetting’ in our everyday life, which clearly depoliticises
the past and the present and the future. Taking into consideration language as
the material condition of our existence, for it is in every sense an instrument
of the production of commodity and of rejects (of what cannot be commodi-
fied and or appropriated), and to approach the question of finding the optics,
words and companions for us to be able to disentangle the omnipresent zones
of indistinction in which “we neither really forget anything, nor really remem-
ber anything”, L it is necessary to confront the following dimension of loss
of sociality/politicality - the voicelessness that results in the invisibility of the
political subject of change. How then do the new social imaginary and political
gestures struggle with the “loss of the ability to speak, or the loss of the capacity
for language, which means in turn the loss of belonging to the world as such®; in
which direction do they modify this loss that “communifies” (brings together)
many members of certain political communities in the past, present and future
times?2-

In this sense on various occasions and in different formats, I have
considered, contextualised and entered into dialogue with certain works and
engagements of women artists and cultural workers in the arts in Bosnia and
Herzegovina whose works are situated in various forms of cultural production
and political visibility - precisely through the search for such new optics and
practices in the sphere of art and cultural production which can be affirmed as in
an authentic and emancipatory way to traverse the deadlocks of today’s “global/
local reality™. It is the question of production that intervenes in an emancipatory
manner in the biopolitical, concerning the colonisation of history and the future,
experience, humanness and everyday life: “the innermost interest of reigning
regimes of sovereignty in controlling the body, in putting it in its proper place®. 3
This intervention into an idealised “properness of place” prescribed for us, must
contain forms of radical appropriation, transgression and dislocation by claim-
ing the right to the transformation of polis and order.

However, it is impossible to see the problem of emancipatory politics,
of witnessing through the language of art without starting from the paradoxical
im/possibility of justice, coping with the critical traumatic contents of political
reality, since “it is always from the face, from responsibility for the other, that
justice appears"”. £ In addition to those mentioned earlier, many artistic prac-
tices from the Bosnia and Herzegovina/international field of cultural production
use the language of art to create such faces that at a certain level functioned
as a symptomatic subject of the oxymoronic political community in Bosnia and
Herzegovina and of a wider subject, traumatised and impoverished, constantly
in some ‘waiting room’, doing some kind of ‘waiting’. The language of art offers
radical kinds of witnessing to trauma that at the same time reveals the contin-
gent nature of the forms of political and social organisation. The politics of af-
fect through the scar-face dynamics of the political subject and community here
strikes directly at the very political sovereignty of the nation-state as a mask for
the reorganisation of new social forces and elites. In this unstable field of oscilla-

1_Dubravka Ugresi¢, The Culture of Lies (London: Phoenix, 1998, trans. Celia Hawkesworth), p. 235.
2 Christian Marazzi, Capital and Language: From the New Economy to the War Economy (Semiotext(e), 2008), p. 131.

3 Athena Athanasiou, “Reflections on the Politics of Mourning: Feminist Ethics and Politics in the Age of Empire",
Historein (vol. 5, 2008), p. 43.

4 Emmanuel Levinas, “Philosophy, Justice and Love", quoted in Shoshana Felman, The Juridical Unconscious: Trials and
Traumas in the Twentieth Century (Cambridge, Mass.: Harvard University Press, 2002), p. 1.
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ma kulturalne ¢itljivosti, razumljivosti, ispravnih mjesta’ i "ispravnog jezika’ za
ono $to je isklju¢eno/ukljueno kroz politicko nasilje, korupciju, osiromaSenje
i banalnost. Ovo su oni koji naseljavaju frakturu narod-Narod, zajedni$tva kao
biopoliticke samoorganizacije koje teZe da preraspodjeljuju kapital, postavljajudi
pitanje imovine i javnog dobra, konstruiSuci nove vrijednosti kroz kooperaciju
subjekata u opStem intelektu, javnom intelektualnom Zivotu. Ne pripada li sva-
koj novoj generaciji njen vlastiti ustav, kako tvrdi Virno, na temelju principa
konstitutivne neservilne republike koja se tvori kroz politiku egzodusa, politiku
angaZiranog povlalenja iz matrica etnokapitala i etnopolitike, u odnosu na domi-
nantnu suverenu biomo¢ koja upravlja kroz lagere Zivota i smrti, masovne grob-
nice i geta, politiku terora i nejednakosti.

Nije li vrijeme dovesti u pitanje samo svojstvo drzave da uople ima
stvari u svojim rukama? Nije li ta tehnoperformativnost moderne biopolitike
na samim svojim granicama, kada uzmemo u obzir korporealnost prognanih,
mucenih, silovanih, tlatenih, zatofenih, ras¢lanjenih, karantiziranih, istrije-
bljenih i preZivjelih tijela? Kako odgovoriti na biopoliti¢ku suverenost i njen
zahtjev za ujedinjenom i uniformnom politikom tijela? Kroz totaliziraju¢i nomos
modi nad golim Zivotom i Zivljenom smrti, i biopolitika i tanatopolitika otkrivaju
nam da je jedinstveni kapital tijela, nasih tijela, upravo radna snaga. Dokaz vir-
tuoznosti nase radne snage (recimo, kao kognitarijata, spoja nau¢nog radnika
i proletera) jeste javni intelekt kao glavna produktivna snaga, spoj intelekta i
rada, koji sve viSe i viSe priti¢e statizacija ili etatizacija intelekta, gdje se dogada
autoritarni transfer potencijala intelekta na administraciju i njenu mo¢ (hiper-
trofirani rast administrativnih aparata kao suprotnost kooperacije), kao $to se
deSava i to da naSe virtuozne aktivnosti postaju univerzalni servilni rad gdje per-
sonaliziramo vlastite podredenosti. > Subverzivno je ovdje djelovanje samo ono
koje instituira nedrZavnu javnu sferu kao zajednicu koja pociva na slijede¢em
- masovnoj defekciji u odnosu na drZavotvorne aparate, alijansi opceg intelek-
ta i politicke akcije, kao pokret ka javnoj sferi intelekta. Pitanje javnog dobra i
zajednickih poslova treba biti ponovo imaginirano, od nule, kroz prakticiranje
raznih vrlina - radikalnog neposluha i neumjerenosti koji dovodi u pitanje same
koordinate politi¢kog Zivota onako kako je on danas ureden. U ovom neposluhu
i neumjerenosti zahtjeva, kroz primjere zadruga otpora i ¢uda, vidi se drustveni
konflikt na slijedeéi na¢in - kroz izlaznu gestu (traverziranje) koja dezorijentira
protivnika, kroz akt kolektivne imaginacije koja daje izraz obilju znanja, komu-
nikacije i djelovanja skupa, ne pristajuéi na transfer ka mo¢i drzavne imaginacije
u njenim raznim presvlakama . &

Takve intervencije drugacije “misle” zajednistvo i solidarnost u kon-
tekstu tehnologija ljudskosti, upravljanja ljudskim i proizvodnje ljudskog otpada
kroz politi¢ko, ekonomsko i drustveno nasilje unutar onoga $to moZemo nazvati
kao 'post-SFRJ laboratorij upravljanja Zivotom/smréu' gdje se oZiljak masovne
grobnice/logora perpetuira kroz politiku terora nejednakosti u svakodnevnem
Zivotu. Vazne geste u polju kulturne produkcije i javnog djelovanja koje dolaze sa
trajektorija i iz mreza politike jednakosti u dobu takozvane 'krize utopije' bave
se najteZim pitanjima - politikom abjekta, afekta, revolta i kolektiviteta danas,
odnosno pitanjem emancipativne politike nakon katastrofe iskustva koja nas je
zadesila zadnjih decenija. -

5 Paolo Virno, “Virtuosity and Revolution: The Political Theory of Exodus", i Antonio Negri “Constituent Republic" u
zborniku Radical Thought in Italy: A Potential Politics, ur. Paolo Virno i Michael Hardt, University of Minnesota Press, 1996.

6_Ibid,, str. 189-209, 213-221.

7_Ovim temema se detaljnije bavim u svom dosada3njem radu - vidi narocito, Jasmina Husanovi¢, Izmedu traume, imag-
inacije i nade. Kriticki ogledi o kulturnoj produkciji i emancipativnoj politici (Beograd, Fabrika knjiga, 2009).
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tion of culturalised political emotions, it is necessary to work together with ev-
erything that gives us the means for the production of an affirmative imaginary
for the face/body, scar/subject at the bottom of the chain of multiple political
dislocations and marginalisations, embodied kernel of paradoxical politics and
traumatising liminality, of belonging to no one, of absence.

Here a certain practice has an emancipatory charge only if it replies
to the loss of the capacity for language (i.e. of belonging to the world and a way
of life) in such a way that it rejects the language of sovereign biopolitical power,
and turns loss into something that ‘communifies® us, bring us into communality
through an affirmative political imaginary against the perpetuation of the poli-
tics of atrocity (the production of human waste) in its various guises of cultural
readability, intelligibility, ‘proper places' and ‘proper language' for that which
is excluded/included through political violence, corruption, impoverishment
and banality. It is about those who inhabit the fracture people-People, about col-
lectivities as biopolitical self-organisations that aim to redistribute capital, rais-
ing the issue of property and public good, constructing new values through the
cooperation of subjects in the general intellect, in public intellectual life? Does
not every new generation have the right to its own constitution, as Virno and
Negri claim, based on the principle of the constitutive non-servile republic cre-
ated through the politics of exodus, the politics of engaged withdrawal from the
matrices of ethnocapital and ethnopolitics, in relation to the dominant sovereign
biopower that governs through the Lagers of life and death, mass graves and
ghettoes, the politics of terror and inequality.

Isn't it time to call into question the very property of a state to have
things in its own hands at all? Isn’t this techno-performativity of modern bio-
politics right at its very limits, when we take into consideration the corporeality
of the expelled, tortured, raped, oppressed, incarcerated, dismembered, quaran-
tined, exterminated and surviving bodies? How does one reply to the biopoliti-
cal sovereignty and its demands for a united and uniform politics of the body?
Through the totalising nomos of power over bare life and lived death, both bio-
politics and thanatopolitics reveal to us that the unique capital of the body, of
our bodies, is actually labour. The evidence of the virtuosity of our labour force
(let us say, as the cognitariat, a fusion of knowledge worker and proletarian) is
the public intellect as the main productive power, a combination of intellect and
work which is more and more pressed by the nationalisation or etatisation of the
intellect, where one sees its authoritarian transfer of the potentials of intellect
to the administration and its power (the hypertrophied growth of administrative
apparatuses as the opposition of cooperation), where our virtuous conduct be-
comes universal servile work where we personalised our own subjections. > The
only subversive act is that which institutes the non-governmental public sphere
as community that rests on the following - mass defection from the statecraft
apparatus, alliance of the general intellect and political action, and movement
to the public sphere of intellect. The issue of public good and common affairs
should be reimagined, from a zero point, through the practice of various vir-
tues - radical disobedience and intemperance that calls into question the very
coordinates of political life as it is ordered today. In this disobedience and im-
moderation of demands, through the examples of cooperatives of resistance and
miracles, social conflict can be perceived through the following - a gesture of
exodus (traversal) that disorients the opponent, but also through the act of col-
lective imagination that gives expression to the abundance of knowledge, com-

5 Paolo Virno, “Virtuosity and Revolution: The Political Theory of Exodus", and Antonio Negri “Constituent Republic" in
Radical Thought in Italy: A Potential Politics, ed. Paolo Virno and Michael Hardt, University of Minnesota Press, 1996.
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Nasi razgovori moraju biti javna ucionica kao zajednica jednakih, gdje 182
¢emo skupa proizvoditi mape znanja i djelovanja, kroz analizu iskustava kada
je u pitanju potraga za emancipativnom politikom: kao trojaka potraga za sub-
jektom-agentom-kolektivitetom, prostorom intervencije (javnosti), i za vizijom-
imaginacijom politike emancipacije. Dakle, pitanje svima je - koja naSa materi-
jalna iskustva vlastitih Zivota kao sprege intelekta, rada i akcije afirmiSu subjekt,
prostor i imaginiciju emancipativne politike danas?
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183 munication and acting together, whilst rejecting the transfer to the power of
state imagination in its various cloaks. &

Such interventions “think™ commonality and solidarity differently
in the context of the technologies of humanness, the management of the hu-
man and the production of human waste through political, economic and social
violence within what we can call ‘the post-Yugoslav laboratory of managing life
and death’ where the scar of the mass grave/camp is perpetuated through the
politics of terror of inequality in everyday life. Important gestures in the field
of cultural production and public action that arrive from the trajectories and
networks of political equality at the time of what is called the “crisis of utopia™
deal with the hardest questions - the politics of the abject, affect, revolt and col-
lectivity today, or the question of emancipatory politics after the catastrophe of
experience that overcame us in recent decades. -

Our conversations have to be a public classroom as a community of
equals, where together we produce maps of knowledge and action, through the
analysis of experience when it comes to the search for emancipatory politics: as
a triple search for the subject-agent-collectivity, for the space of intervention
(in the public) and for the vision-imagination of such politics of emancipation.
The question for all of us, then is - which of our own material experiences of life
as the combination of intellect, work and action, affirms the subject, space and
imagination of emancipatory politics today?

— translated to English by Graham McMaster

(T | Tl
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6 Ibid., pp. 189-209, 213-221.

7 Ihave dealt with these topics in more detail in previous works, see particularly Jasmina Husanovi¢ Izmedu traume, imag-
inacije i nade. Kriticki ogledi o kulturnoj produkciji i emancipativnoj politici (Belgrade, Fabrika knjiga, 2009).
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Jelena Petrovié (Grupa Spomenik / Monument Group)

& Stanislav Tomié

ISTORIJA SADASNJOSTI

Javno Citanje

Knjiga Svetlane Pordevié Svedocanstvo o Ko-
sovu pokazuje kako sadrZaj i forma autorefer-
encijalne knjiZevnosti zavise od drustveno-
politi¢ki kodiranog jezika koji posreduje
neposredni doZivljaj rascepa ne/rata izmedu
medijski konstruisane stvarnosti i licnog
iskustva.

PredloZeni koncept je pokusaj
transformacije literarnog teksta u istoriju
sadasnjosti (Foucault), koji se sluZi rad-
nom Citankom, zidnim novinama, javnim
Citanjem, i u Sirem kontekstu predstavlja
jednu od ekstenzija Usmenih novina Grupe
Spomenik. Radna ¢itanka sadrZi prvi deo
knjige, koji zapocinje kratkim autobiogra-
fskim osvrtom, a zavr$ava se autorkinom
potragom za bratom, komandantom jedne
od paravojnih formacija u Bosni, Draganom
Dordevicem - Crnim, koji se u tom trenutku

HISTORY OF THE PRESENT

Public reading

Svetlana Dordevid’s book Testimony on Kosovo
shows that the content and form of auto-ref-
erential literature depend on the socially and
politically encoded language, which mediates
the direct experience of the rupture of non/
war between the reality as constructed by the
mass media and personal experience.

The suggested concept is an at-
tempt at transforming a literary text into
the history of the present (Foucault), which
uses a working reader, wall newspapers,
and public reading, as one of the extensions
of the Oral Newspaper by Grupa Spomenik
(Monument Group). The working reader
contains the first part of the book, beginning
with an autobiographic section and ending
with the author’s search for her brother,
Dragan Dordevi¢ - Crni, commander of one
of the paramilitary formations in Bosnia who

186

IZLOZENOSTI



187

EXPOSURES

nalazi u zatvoru u Banja Luci. Putanja ratne
politike: Beograd, Novi Sad, Bosanski Samac,
Banja Luka kroz li¢no iskustvo autorke tako
postaje vidljiva pisanjem, ¢itanjem i nep-
osrednim intervencijama Citalacke grupe u
poglavlje knjige koje otvara jednu od eksten-
zija Usmenih novina Grupe Spomenik.

—Jjp

was at the moment of writing imprisoned in
Banja Luka. The trajectory of wartime politics
- Belgrade, Novi Sad, Bosanski Samac, Banja
Luka - through the author’s personal experi-
ence thus becomes visible by being written
and read, as well as through the direct inter-
ventions of the reading group in the chapter
that opens one of the extensions of the Oral
Newspaper by Grupa Spomenik.

—jp



elena Petrovié
BRISANJE SECANJA

Nova tekstualnost, nastala kao rezultat politicki angaZovane umetnosti, suo¢ava
nas sa brisanjem secanja koje se sprovodi u ime danasnjih revizionstic¢kih
politika i nostalgi¢nih surogat-istorija. Zapisuje, govori i poseze u rasprsene
postsocijalisticke matrice kvazi-demokratiziraju¢ih etnija koje su postideoloski
eufemizirale i amnezirale razaranje Jugoslavije, smrt njenog politickog naroda
i plja¢ku javnog dobra - genocidnom politikom etno-nacionalizma i klasnim
bogacenjem tranzicijskog kapitalizma. Zataskana u drZavnim, i pervertirana kroz
nevladine institucije, dehumanizovane i piramidalne strukture, nasa otudena st-
varnost briSe sve $to se dogodilo.

U tom procesu nestajanja, nova tekstualnost podseca, opire se i poziva
na neotudivu i nepotkupljvu politiku svakodnevnog Zivota . PokuSava da identi-
tarno rasparavanje politike jednakosti i solidarnosti u birokratskoj masineriji
preZivelog/oZivelog faSizma zaustavi, stvarajuéi novo zajednistvo/novu kolek-
tivnost koje, u ono $to e se tek dogoditi, intervenie politikom pod/seéanja i
drustvene emancipacije. Istovremeno, na pitanje: zasto ta kolektivnost mora biti
nova i u odnosu na $ta je ona emergentna? odgovara: zato $to insistira na drustvenom
antagonizmu i nastaje u borbi sa neokolonijalizmom, neoeksploatizmom, neofasizmom...
2., U tom kontekstu, polititko delovanje postaje emergentna praksa nale
svakidanjice, palimpsest izbrisanih dogadaja i zajednica u ime kojih smo duzni
da govorimo, jer su u naSem vremenu brutalno izbrisane i jer su zapravo deo
naseg rasparcanog i izmasakriranog “mi":

Bratstvo-jedinstvo je zavrsilo na dva flora
u masovnim grobnicama i koncentracionim logorima

Na kojem od ta dva flora Zeli$ da ti sviram?

Bratstvo-jedinstvo je zavrsilo na dva flora

pred streljackim vodovima i masovnim koljacima!

Bratstvo i jedinstvo je zavrSilo!
Vrijeme je da se upoznamo

onakvi kakvi stvarno jesmo. £l

Grupa Spomenik interveniSe u proces brisanja se¢anja, zadiru¢i u pukotine am-
nezirane i ogradene stvarnosti, istovremeno u traumu da se misli Jugoslavija na
mestu na kome je izvrSen genocid nad njom. Da li je uop3te moguce misliti novo
zajedni$tvo kroz politiku jednakopravnosti i solidarnosti na mestu na kome je
nad predhodnim - jugoslovenskim - izvrSen genocid? Ukoliko smo sposobni da
to zajedniStvo uspostavimo kroz proces drustvene subjektivizacije ljubavi koja
se temelji na politici nepotkupljivog Zivota i se¢anja, onda moZzda jeste moguce,
i u tom mozda, proces sastavljanja koje pokreée nada oblikovana kroz praksu
nemogudeg je nuzan.

1 Damir Arsenijevi¢: “Mobilizing Unbribable Life: The Politics of Contemporary Poetry in Bosnia and Herzegovina/
Mobiliziranje nepodkupljivega Zivljenja“, u: Gender, Literature and Cultural Memory in post-Yugoslav Space/ Spol, literatura in
kulturni spomin v pojugoslovanskem prostoru, ur. Damir Arsenijevi¢, Katja Kobolt, Jelena Petrovi¢, Tanja Velagi¢, Mesto Zensk

: Publicisti¢no drustvo ZAK : Zavod Mina, Ljubljana, 2010.

2 _Jelena Petrovi¢ i Damir Arsenijevi¢, “Feminizam - politika jednakosti za sve” u: Feminizam - politika jednakosti za sve,
specijalni broj ProFemine, Beograd, 2011.

3 Damir Avdi¢, “Bratstvo i jedinstvo®, album: Zivot je raj, Moonlee Records, Ljubljana, 2010.
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elena Petrovié
ERASING MEMORY

The new textuality, shaped by politically engaging art, confronts us with the era-
sure of memory that is carried out in the name of the ongoing revisionist poli-
tics and nostalgic surrogate histories. This new textuality records, speaks, and
intervenes into the dispersed post-socialist matrices of the quasi-democratizing
ethnicities, which have applied a form of post-ideological euphemization and am-
nesia to: the destruction of Yugoslavia, the death of its political people and to the
plundering of public good - through the genocidal politics of ethno-nationalism,
and the class-based accumulation of capital during the post-Yugoslav transition.
Suppressed in state institutions and perverted through non-governmental ones
-through their dehumanized and pyramidal structures - our alienated reality
continuously erases everything that has taken place.

Faced with this process of erasure, the new textuality reminds, resists,
and calls for the unalienable and unbribable politics of everyday life L. It endeavours
to put a stop to the identity-based parcelling of equality and solidarity politics
in the bureaucratizing apparatus of survived/revived fascism, by creating a new
commonality/new collectivity that intervenes into what is yet to happen through
the politics of re/membering and social emancipation. At the same time, to the
question: why does this collectivity need to be new and in relation to what is it emergent?
it replies thus: because it insists on social antagonism and it emerges in a struggle with
neo-colonialism, neo-exploitations, neo-fascism... 2-. In this context, the political en-
gagement becomes an emergent practice in our everyday lives, a palimpsest of
erased events and communities on behalf of which we are obliged to speak, be-
cause they have been brutally rubbed out in our time and are in fact a part of our
dismembered and massacred “we":

Brotherhood-unity has ended up on two floors
In mass graves and concentration camps

On which of these two floors should I play for you?

Brotherhood-unity has ended up on two floors

Facing execution squads and mass slaughterers!

Brotherhood-unity has ended!
It’s time we got to know each other

As we really are. £l

Grupa Spomenik (Monument Group) intervenes in this process of erasing memory,
penetrating the cracks of fenced off reality affected by amnesia, as well as in the
trauma of thinking Yugoslavia at the site where genocide was committed against
it. Is it at all possible to think a new collectivity - at the place where genocide
was committed against the previous Yugoslav community - through a politics of
equality and solidarity? If we are capable of materializing commonality through
the social subjectivisation of love, anchored in the politics of unbribable life and

1_Damir Arsenijevié¢: Mobilizing Unbribable Life: The Politics of Contemporary Poetry in Bosnia and Herzegovina/Mobi-
liziranje nepodkupljivega Zivljenja, in: Gender, Literature and Cultural Memory in post-Yugoslav Space/ Spol, literatura in kulturni
spomin v pojugoslovanskem prostoru, Eds. Damir Arsenijevi¢, Katja Kobolt, Jelena Petrovi¢, Tanja Velagi¢, Mesto Zensk :
Publicisti¢no drustvo ZAK : Zavod Mina, Ljubljana, 2010.

2 JelenaPetrovi¢ and DamirArsenijevi¢, Feminizam - politika jednakosti za sve in: Feminizam - politika jednakosti za sve,
special edition of ProFemina, Belgrade, 2011.

3 Damir Avdi¢, Bratstvo i jedinstvo, album: Zivot je raj, MoonleeRecords, Ljubljana, 2010.
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U korpusu nove tekstualnosti, u dijalogu sa pesnikinjom Jozefinom Dautbegovi¢
koja u svojoj pesmi Neidentificirani postavlja pitanje: 0d éega éemo se mi sastaviti /
ako se ponovno / odlucimo voljeti? posle genocida, Damir Arsenijevié¢ odgovara:

Neidentifikovani nisu samo oni pokopani po skrivenim masovnim grobnicama, ili oni ¢iji
su ostaci trenutno na stolovima u centru za ponovno sastavljanje tela, ve¢ i nesto mnogo
vaznije, oni su “mi" za koje jo$ uvek nemamo ime. “Mi" éemo morati da preuzmemo pozic-
iju neidentifikovanog, “ako se ponovno / odlucimo voljeti* i u toku tog procesa odrediti
univerzalno pravilo za ono $to “mi" jesmo i za ono $to jeste svet. Ako je ljubav stvar odluke,
onda je i stvar priznanja voljene osobe koja odgovara na moje pitanje - “ko sam ja?". Ova
zajednica nepotkupljivog Zivota prepoznace odgovor na to pitanje i nece, ni pod kojim
okolnostima, preuzeti perspektivu ubica. Takode ée morati da ode izvan teritorijalnog, ali
na takav nacin da ne odustane od prava da definise teitorijalno. Ta nova definicija terito-
rije bice od ljubavi i zemlje, definicija koja ide dalje od masovne grobnice za Zive, i koja je
res publica nepotkupljivog Zivota. -

Cin anga¥ovanja umetnosti

U okviru bijenala SPAPORT u Banjaluci: Gdje se sve tek treba dogoditi, 2. poglavlje:
IzloZenosti, kroz zajedni¢ku materijalnu praksu i pojedinacne intervencije - Us-
mene ekstenzije novina 'Matemi reasocijacije’ Grupe Spomenik, moja namera je bila
da kroz koncept nove tekstualnosti prikaZzem moguce transformacije literarnog
teksta u &in angaZovanja umetnosti i u prazno polje istorije sada$njosti (ili njene
dijagnoze kako nam to Foucault govori).

Radi se o knjizi Svetlane Dordevi¢, naknadno naslovljenoj: Svedocanstvo
0 Kosovu 32—, o kojoj sam u nekoliko navrata govorila, pisala i koju sam u okviru
'IzloZenosti' postavila u javni prostor & kolektivnim &itanjem prvog dela knjige.
Izbor naslova je odreden u skladu s edicijom u kojoj je knjiga nastala (Dokumenti,
Fond za humanitarno pravo, Beograd), pretvaraju¢i misljenu knjiZevnu formu u
dokumentaristi¢ku gradu. Ova knjiga je priredena i objavljena kao dokument-
svedoCanstvo o Zrtvama torture, progona i ratnih zlo¢ina, te isto tako predstav-
ljena kroz diskurs humanitarnog prava, koji zaboravlja da upravo knjiZevnost
(umetnost) oblikuje politiku secanja i njenu druStvenu stvarnost: istoriju
sadasnjosti.

Prvi deo knjige, koji govori o autorkinom iskustvu rata u Bosni, pred-
stavljen je kao radna ¢itanka sa marginama za beleZenje, na ¢ijoj naslovnoj strani
je svako, ko je uestvovao u javnom ¢itanju mogao da napiSe svoje ime. Putan-
ja ratne politike: Beograd, Novi Sad, Bosanski Samac, Banja Luka kroz vlastito
iskustvo autorke tako postaje zajednicka ¢itanjem i neposrednim intervenisan-
jem Citalacke grupe u tekst kojim je zajednicki artikulisana jedna od ekstenzija
Usmenih novina Grupe Spomenik.

Insistirajuéi na tome, da je knjiga pre svega literarno delo (dodajem, ¢in
angaZovanja umetnosti), a ne dokument, Svetlana Pordevi¢ je - neposrednom naraci-
jom, koja je istovremeno postala i javno svedoCenje - otvorila pukotine politicke am-
nezije i usijanog velikosrpskog/kosovskog mita o zarobljenicima nedovrsene istorije.
Knjiga, nazvana Svedocanstva o Kosovu, medutim, je viSe i od jednog i od drugog, jer
objedinjuje dokumentaristicku gradu, politicki komentar, dnevnik, autobiografski
zapis, dramu, esej, prevode(i vlastito iskustvo autorke u javnu politiku seéanja u

4 Damir Aresnijevi¢, “Mobilizing Unbribable Life...", Ibid. str. 308
5 Svetlana Pordevi¢, Svedocanstvo o Kosovu, Fond za humanitarno pravo, Edicija Dokumenta, 2003.

6_Soba koju je koristila Grupa Spomenik kao izloZbenu laboratoriju za svoje umetnicko-angaZovane intervencije tokom
bijenala.
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memory, then the answer is that it may be possible; it is in this may be, that a pro-
cess of coming together of a community, propelled by a hope formed through the
practice of the impossible, is indispensible.

In this field of the new textuality, in dialogue with the poet Jozefina
Dautbegovi¢, who in her poem The unidentified poses the question: From what will
we reassemble ourselves / if again / we decide to love another? after genocide, Damir
Arsenijevi¢ answers:

the unidentified are not just those who are buried in clandestine mass graves or those
whose remains are currently on tables in the re-association centre, but more importantly,
it is this “we" for whom we still have no name. “We* will have to assume the position of the
unidentified, “if again / we decide to love another* and, in doing so, claim a universal norm
for who “we" are and what the world is. If love is a matter of decision, it is also a matter of
recognition of the loved one who answers my question - “who am I? ** This community of
unbribable life will recognise the answer to this question and will not under any circum-
stances uphold the gaze of the perpetrator. It will also have to go beyond the territorial,
but in such a way that it does not give up on the right to define the territorial. This new
definition of territory will be one of love and soil, one that goes beyond the mass grave of
the living, and is a res publica of unbribable life. -

The act of engaging art

In a collective material practice and individual interventions - Grupa Spomenik’s
Oral extensions of the ‘Mathemes of Reassociation’ newspaper at the SPAPORT Bien-
nial, Where Everything Is Yet to Happen, 2. chapter: Exposures in Banja Luka, my inten-
tion was to use the concept of new textuality to show possible transformations of
the literary text into an act of engaging art and into the empty field of the history
of the present (or its diagnosis, according to Foucault).

The literary text in question is a book by Svetlana Pordevié, subse-
quently entitled Testimony on Kosovo >—, which I had spoken and written about on
several occasions, and which, in the context of the Biennial, I positioned in public
space & by way of a collective reading of the first part of the book. The title was
chosen in accordance with the edition the book appeared in (Documents, Fund of
Humanitarian Law, Belgrade), thus transforming its intended literary form into
documentary material. This book was edited and published as a document-tes-
timony on the victims of torture, persecution and war crimes, and accordingly
presented through the discourse of humanitarian law, which forgets that it is pre-
cisely literature (art) that shapes the politics of memory and its social reality: the
history of the present.

The first part of the book, which narrates the author’s experience of the war
in Bosnia, was presented in the form of a reader with margins for notes and an
empty label on the front cover where everybody who participated in the public
reading could write down their name. The trajectory of war politics: Belgrade,
Novi Sad, Bosanski Samac, Banjaluka, traced through the author’s own experi-
ence, thus becomes common, in the act of reading and the direct interventions of
the reading group into the text, resulting in a collective articulation of one of the
extensions of the Monument Group’s Oral Newspaper.

4 Damir Arsenijevi¢, Mobilizing Unbribable Life..., Ibid. p. 308
5 Svetlana Pordevi¢, Svedocanstvo o Kosovu, Fond za humanitarno pravo, Dokumenta edition, 2003.

6 _The room used by the MONUMENT Group as an exhibition-laboratory for its artistic-socially engaged interventions
during the Biennial.
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zate¢enom vremenu i prostoru - Bosna i Kosovo devedesetih.

Knjiga zapodinje autobiografskim osvrtom, koji govori o kratkoj is-
toriji porodi¢nog nasilja nad Zenom, od najranijeg detinjstva i preko razli¢itih
agresivnih i pasivno-agresivnih situacija u kojima su sa-uestvovali: otac, brat,
muz, u svim onim drustvenim okolnostima koje je patrijarhat tolerisanjem nor-
malizovao i zatvorio u prostor privatnog. Agonija porodi¢nog nasilja se kroz
iste obrasce patrijarhalnih odnosa preoblikovala kroz ratno nasilje. Ti ustaljeni
obrasci obavezuju na epsku i bezuslovnu ljubav sestre prema bratu, u trenutku
kada autorka saznaje, putem novog ‘demokratizujuéeg’ medija, Studija B, da se
njen brat, velikosrpski ratnik, nalazi u Zivotnoj opasnosti, u zatvoru u Banjaluci.
U potrazi za bratom Draganom Dordevi¢em - Crnim, koji je u meduvremenu
postao legendarni voda jedne od srpskih paravojnih formacija u Bosni (Sivi vukovi
odnosno Crvene beretke), Svetlana Dordevi¢ se suolava sa izmeStanjem patrijarh-
alno kodiranog porodi¢nog nasilja u patrijarhalno kodirano ratno nasilje, koje se
brutalno sprovodi u ime velikosrpske drZavotvorne politike.

Svetlana bordevi¢ porodi¢ni i ratni teror tako zapisuje u formi romana
iskustva i svesti o ‘drugom’ u dodiru sa sopstvenom marginalno$¢u, ne pristajuci
da bude Zrtva, ve¢ insistirajuéi na tome da je neko, ko je sve video i preZiveo.
Autobiografski ¢in, koji je istovremeno razotkrio represivne i brutalne meha-
nizme delovanja u ideolo$kim, politi¢kim i ekonomskim procesima ratnog na-
cional-tranzicionalizma, drustveno je angaZovao autoreferencijalnu knjiZevnost,
kao polje umetnosti u kome je mogude govoriti i kroz koje je mogude, mimo
viktimizirajuleg diskursa, posredovati doZivljaj izbrisane stvarnosti.

Citati - potisnute slike rata

MiloSeviéje brzo, i praden velikom euforijom, usao u sve domove, u sve Zivote. Ispred sebe je
gurao “veliku Srbiju". Sve je bilo veliko, ogromno. 0d inflacije, nezaposlenosti, ugroZenosti
i pod pretnjom ponovnih klanja, nacionalizma, preko Sovinizma i nacizma. Mnoge vojske,
policije, dobrovoljci, mnogobrojni kovéezi sa izginulima koje su vracdali sa “fronta®... U
manjku smo bili sa zdravim razumom! Gradovi puni izbeglica, oruZja, bombi na pijacama.
Televizija ne skida sa ekrana masakrirane i tim nesre¢nim ljudima “podize moral", “regru-
tuje" nove “dobrovoljce", baca u lice “dezerterima" nedostatak njihove Zrtve za srpstvo.
MozZda zemlja i nije bila u ratu. Ali narod jeste! Neko na frontu, neki u pozadini, neki u fri-
Sopu, ili sa inflacijom, za opstanak - svako se tada borio sa necim, nekim ili za nesto. Bila
je to bespoStedna borba i svi su gubili, osim “ratnih profitera”. Svi smo na neki nacin bili
Zrtve ratal Ubrzano, dobrovoljno i prisilno su mobilisali muskarce po Valjevu. Mislim da su
ujednom danu vratili desetak kovéega sa poginulima samo u grad. Milana su ve¢ pokupili.
PredloZila sam mu da ne ide, imao je gde da se skloni, ali nije smeo. “I8li su na Tovarnik".
On se prikljucio onima koji nisu Zeleli u rat i koji su iskoristili neke “loSe vodene" akcije
od vojske, pa se pobunili i “dezertirali®. Nije snosio posledice, bilo ih je dosta i nisu smeli
da ih “kazne".

Cega je ime rat? 7 str. 7

I Milan je poceo slobodnije da gleda “Studio B". Jedne veceri smo zajedno sedeli i gledali
Jankovica kako pocinje emisiju otprilike ovim re¢ima: “Dobro vece, postovani gledaoci.
Veleras imam posebne goste, Lazu i Lakija iz Kragujevca, otisli kao dobrovoljci u Bosnu i
borili se zajedno sa tamoSnjim Srbima. Na pocetku Zelim da vas obavestim da su oni ovde
zato Sto Zele da skrenu paznju javnosti na svog komandanta Dragana Pordeviéa - Crnog iz

7 "Cegajeimerat?"je nova intervencija Grupe Spomenik, kojom se nastavlja zajednicki rad i problematizuje nemoguénost
da se rat misli i artikulie kroz univerzalizirajuéi proces politike se¢anja i znanja u okviru Studija Jugoslavije.
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By insisting that the book is primarily a work of literature (an act of engaging art,
I add), rather than a document, and by a contiguous narration which at the same
time becomes a public testimony, Svetlana Dordevi¢ opens up the cracks in the
political amnesia and in the heated Greater-Serbia/Kosovo myth of being captives
of an unfinished history. The book, entitled Testimonies on Kosovo, is however more
than both literature and document, for it brings together documentary material,
political commentary, diary, autobiographical writings, drama and essay, trans-
lating the author’s own experience into a politics of memory in a given time and
space - Bosnia and Kosovo in the nineties.

The book begins with an autobiographical retrospection, narrating the
short history of family violence against women, from early childhood through
various aggressive and passive-aggressive situations with participation of the fa-
ther, the brother, the husband, in all those social circumstances tolerated and thus
normalized and privatized by the patriarchal order. The agony of family violence,
governed by the unchanged patterns of the patriarchal order, is now transformed
through the violence of war. These internalized patterns impose an epic and un-
conditional love of sister for brother, at a moment when the author finds out,
through a new ‘democratizing’ media outlet, Studio B, that her brother - a war-
rior fighting for Greater Serbia - is in mortal danger, in a Banjaluka prison. In the
search for her brother Dragan Dordevi¢ - Crni, who has in the meantime become
the legendary leader of one of the Serbian paramilitary formations in Bosnia (the
Grey Wolves or Red Berets), Svetlana Dordevi¢ faces the dislocation of the patriar-
chally-coded family violence into the patriarchally-coded war violence, brutally
carried out in the name of the ethno-nationalist politics of Greater Serbia.

Svetlana Dordevié records family and war terror in the form of a novel of
experience and consciousness about the “other™ in contact with her own margin-
ality, not accepting the position of victim and insisting instead that she is a person
who saw and survived it all. The autobiographical act, which actually uncovered
the repressive and brutal mechanisms of the ideological, political and economic
processes of wartime national-transitionalism, has inserted the element of social
engagement into auto-referential literature, a realm of art where one can speak
and through which one can mediate, beyond a victimizing discourse, the experi-
ence of a rubbed out reality.

Quotes - repressed images of the war

Swiftly, and followed by a great euphoria, MiloSevi¢ entered all homes, all lives. He was
pushing “Greater Serbia" ahead of him. Everything was great, huge. From inflation, unem-
ployment, peril and under the threat of more slaughters, nationalism, through chauvinism
and Nazism. Numerous armies, police, volunteers, numerous coffins bearing the dead who
were being returned from the “front line"... We were lacking in common sense! Cities full
of refugees, weapons, bombs in marketplaces. On television, the massacred never leave the
screen, “boosting the morale” of those unfortunate people, “recruiting” new “volunteers"®,
shoving “deserters" in the face their lack of sacrifice for the Serbian cause. Maybe the coun-
try wasn't at war. But the people were! Some on the front line, some in the background, some
at the duty-free shop or fighting inflation, for survival - everyone was fighting something,
somebody or for something. It was a merciless fight and everybody was losing, except the
“war profiteers"”. In one way or another, we were all victims of the war! With increasing
speed they were recruiting men in Valjevo, both according to their free will and by force.
I think that in one day only they brought back about ten coffins to the town. They had
already picked Milan up. I had suggested that he didn’t go, he had a place to hide, but he
didn’t dare. “They were going to attack Tovarnik.” He joined a group of people who didn’t
want to go to war. They took advantage of some “poorly conducted” army manoeuvres to
revolt and finally “desert". He didn’t bear the consequences, there were many of them and
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Vranja koji je uhapSen i u vojnom zatvoru u Banjaluci je, u samici. Tamo ga mude i preti
mu likvidacija...”
Medijski spektakli i spekulacije, str. 8

Krenula sam ujutro, hrabro, ali sam u isto vreme i drhtala od straha i nepoznatog. Do
Beograda a onda dalje, autobusom. Stigla sam u Novi Sad i klecaju¢im nogama polagano
izasla vani, ne znajudi kuda da krenem. Ali ¢im sam izasla proao je pored mene nepoznati
muskarac i kroz zube proSaputao: “Podite za mnom".

Ponavljanje kafkijanskog procesa, str. 15

“Ti ne znas ko je tvoj brat?! Takav se rada jednom u sto godina, pravi Srbin. Da nije bilo
njega, Samac bi ostao pod ustasama i Muslimanima. Srbi su ga molili da dode da ih “spasi*
od klanja, docekali su ga na jednoj poljani sa popom kao predstavnikom Crkve, sa hlebom
i solju, i samo $to nisu pali na kolena ispred njega kada je izasao iz helikoptera. Dovezao
ga pukovnik iz V] (mislim da mi je rekao da je to bio Jeremic). Oslobodio je grad, proterao
staru i postavio novu vlast. Proterivao je Muslimane i Hrvate, od nekih napravio “lojalne”
i ukljucio ih u kopanje rovova, svima naredio radnu obavezu, oCistio grad za Srbe, a oni
ga sada hapse.

Saudesnici velikosrpskog mita, str. 17

“Znam ja Crnog. Strasan borac, jedan od najboljih, neustrasiv. Mi stojimo iza njega. Ja
sam iz Amerike nekim svojim kanalima doneo za njega i njegove borce najsavremenije
oruZje i pancire. Jednu pancirnu koSulju sam u Americi placao dve hiljade dolara. Vas
brat je ucinio toliko velikih podviga da ée u nasSem narodu ostati upisan kao heroj. Nista
vi ne brinite, bi¢e njemu dobro dok je nas. Sve je to politika, borba za vlast. I u nasim redo-
vima ima “Amerikanaca", koji hoe Jugoslaviju. Dosta je nas narod krvario za Jugoslaviju.
Hodemo Srbiju i tacka.”

Ratna ekonomija, str. 25

Krenuli smo uz nekoliko stepenica i vrisnula sam od straha kad sam cula krike koji su
dopirali negde iz unutrasnjosti robne kude, da li iz podruma, magacinskog prostora ili
same robne kuce. Uhvatila sam se nesvesno za Svetlanu i stavila sam ruku na usta, jer
sam osetila iznenadnu mucinu. Krici su bili uZasni, avetinjski, odjekivali su i odbijali se o
zidove. Pogledala sam dole, prema suprotnom zidu i videla krvave tragove. Svetlana i Sajlo
su me povukli prema gore, ali sam uspela da vidim muskarca sa prili¢no krvi na svojim
rukama, koje je drzao dalje od tela, trude(i se da ne isprlja uniformu.

NaturalistiCka stvarnost ratnog terora, str. 29-30

Dosli smo do kraja hodnika i Svetlana me odvela u neki toalet da se umijem i osvestim
malo, pa me odmah vratila u svoju kancelariju.

Sela sam.

“0vo je moja kancelarija, ja sam Stivova sekretarica, a ova vrata vode u njegovu kancelar-
iju” - prisla je tapaciranim vratima, otvorila ih i usla unutra. Odmah se vratila nose¢i u
ruci papir.

“Stiv je ostavio poruku da ga sacekamo ovde" - pokazala mi je poruku.

“Ko je Stiv?" - upitala sam glasom do koga sam jedva dosla. Grlo mi je bilo suvo od straha,
uvek mi se tako susilo i ostavljalo me bez vazduha.

“On je nacelnik SUP-a. Mnogo duguje tvom bratu. On ga je postavio na to mesto. Posle
su dosli Krajisnici i pohapsili svu vlast, a Crni je zatvorio koridor, izveo ljude i tehniku
na njega i zapretio: “Ja sam probio koridor, ja ¢u ga i zatvoriti. Ko ste vi da hapsite moje
ljude!" Bilo je strasno. Uspeo je da ih oslobodi i vrati na funkcije, ali su njega uhapsili.
Zato ni u koga nemamo poverenja i plasimo se da ga pominjemo. Ti prati mene, ako ude
neko od “njih®, dacu ti znak oc¢ima da ¢utis. Shvati ozbiljno, molim te, niko ne sme da te
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they weren't allowed to “punish"” them.
What is war a name for? Z-p. 7

Milan too began watching “Studio B more freely. One evening we were sitting together and
watching Jankovic start the show with more or less these lines: “Good evening, dear view-
ers. This evening I have special guests, Laza and Laki from Kragujevac, who went to Bosnia
and fought alongside the local Serbs. For the beginning I would like to inform you that they
are here because they want to draw the attention of the public to their commander Dragan
Dordevié - Crni from Vranje, who has been arrested and is being held in the military prison
in Banja Luka, in solitary confinement. They torture him there and he is facing the threat
of liquidation...

Media spectacles and speculations, p.8

I left in the morning, bravely, but at the same time I was trembling with fear and the un-
known. To Belgrade and then further along, by bus. I arrived in Novi Sad and stepped off
the bus slowly, my legs trembling, not knowing where to go. But as soon as I stepped off, a
stranger went by and whispered through his teeth: “Come with me.”

Repeating the Kafkian process, p. 15

“You don't know who your brother is?! His kind are born once in a hundred years, a real
Serb. If it weren't for him, Samac would still be under the Ustashas and the Muslims. The
Serbs begged him to come and “save" them from slaughter, they received him in a field with
a priest as a representative of the Church, with bread and salt, and they practically fell to
their knees in front of him when he stepped out of the helicopter. A Yugoslav Army colonel
flew him over (I think he told me it was Jeremic). He liberated the town, chased out the old
government and appointed a new one. He chased out the Muslims and the Croats, trans-
formed some of them into “loyal ones and had them dig trenches with the others, requisi-
tioned everybody to work, cleaned the town for the Serbs and now they're arresting him.”

Accomplices of the Greater Serbia myth, p. 17

“I'know Crni. A hell of a fighter, one of the best, fearless. We are behind him. I brought the
most modern weapons and flak jackets from America for him and his fighters through
some channels of mine. One jacket cost me two thousand dollars in America. Your brother
has done so many great deeds and he'll always be recorded as a hero with our people. Don't
you worry; he'll be alright as long as we're around. It's all politics, a fight for power. There
are “Americans" in our ranks, too, who want Yugoslavia. Our people have bled enough for
Yugoslavia. We want Serbia, period.”

War economics, p. 25

We started down a few stairs and I screamed in fear when I heard the cries coming from
somewhere inside the department store, either from the basement, the warehouse or the
store itself. Unconsciously I grabbed hold of Svetlana and put my hand over my mouth, be-
cause I suddenly felt nauseous. The cries were horrible, ghastly, reverberating and bounc-
ing off the walls. I looked down, toward the opposite wall, and saw traces of blood. Svetlana
and Sajlo pulled me upward, but I managed to see a man with a lot of blood on his hands,
holding them away from his body, in an effort not to stain his uniform.

The naturalistic reality of war terror, p. 29-30

7 "What is war a name for?" is a new intervention by the Monument Group, continuing their collective work and dealing
with the impossibility of thinking and articulating war through the universalizing process of the politics of memory and
knowledge within Yugoslav Studies.

JELENA PETROVIC & STANISLAV TOMIC



“provali®. Crni je sinonim za slobodu. (...) U nasoj vojsci ima dve struje. Ona koja upravlja
iz Beograda, gde pripada tvoj brat. On je primao i priznavao komande samo iz Beograda,
zato Zele da ga smaknu, jer se zamerio onima u Banjaluci. On je bio u stalnoj vezi, dvadeset
i Cetiri sati dnevno, sa Frenkijem i Beogradom. Iz Banjaluke su poslali ljude da ga hapse
zajedno sa svima koji su uz njega. Pukovnik Jeremic i jos neki ljudi organizovali su njihovo
“izvlacenje", poslali su autobus za njih, ali je Crni poslao svoje ljude, sam nije hteo da beZi,
nego je otiSao u Banjaluku. Nekoliko najvernijih boraca nije htelo da ga pusti samog, pa
su i oni otisli sa njim tamo. Svi su pohapSeni. Neki su uspeli da prebegnu preko Drine u
Srbiju.”

Etno-nacionalna institucionalizacija ratnog zlodina, str. 30-31.

“Ti dolazis iz Srbije, pa ti se samo tako ¢ini. Kad bi provela sa nama malo viSe vremena, i ti
bi se plasila svoje senke. Ovde ljudi padaju kao klade, gube Zivot u trenutku, neki ni krivi ni
duzni. Dobri smo dok Beograd stoji iza nas. Imamo i pomo¢ u ljudima, oruZju i hrani. Sad
su izbori, mnogo se plasimo. Zavisimo od rezultata glasanja.”

Strahom protiv istine, str. 33

Pokazale su mi bratove stvari medu kojima sam pronasla crni kombinezon, crvenu be-
retku, notes sa brojevima telefona Raje BoZovica, Jovice StaniSica, pukovnika Jeremica,
Radmila Bogdanovica, Vojislava Seselja i jo neke sitnice. U meduvremenu je dosao Milan
iz radija i pitao me da li Zelim nesto da ponesem. ZatraZila sam “crvenu beretku” za us-
pomenu, ali on me je zamolio da uzmem bilo Sta drugo, samo beretku da ostavim njemu.
Uzela sam kombinezon i jo$ neke sitnice, i notes sa brojevima telefona.

Evidentiranje uspomena, str. 40

Iza mene je bio ratni haos koji nisam mogla, niti htela da shvatim. Nozdrve su mi jo$ uvek
bile pune mirisa smrti, rata i nesreca. Vratila sam se razocarana u stvarnost svog grada
i svog doma. Milan gotovo i nije vise izlazio, osim kada je trebalo zameniti praznu flasu
alkohola punom. Uskoro je otiSao na selo, iz kojeg je retko dolazio. Moj sin, Aca, pogorsavao
je moje stanje: bekstva iz Skole, trazenje novca, dugovi, ucenjivanje. Bavila sam se Svercom
kada je svaka moguénost rada nestala, a onda sam pocela da vozim taksi. Brata sam videla
jo$ dva puta. I dva puta je neko pokusao da me ubije iz nepoznatih kola...

Rat koji se nastavlja drugim sredstvima, str.43

Svetlana Pordevié, Svedodanstvo o Kosovu, Fond za humanitarno pravo, edicija Do-
kumenti, Beograd, 2003.

Istorija sadaSnjosti

Cega je ime rat?
Medijski spektakli i spekulacije
Ponavljanje kafkijanskog procesa
Saucesnici velikosrpskog mita
Ratna ekonomija
Naturalisticka stvarnost ratnog terora
Etno-nacionalna institucionalizacija ratnog zlocina
Strahom protiv istine
Evidentiranje uspomena

Rat koji se nastavlja drugim sredstvima

U vremenu pasivnog i nemog preZivljavanja, kroz tekstualne, vizuelne, perfor-
mativne i svakida$nje prakse, ovaj rad insistira na angaZovanom odnosu prema
Zivotu i umetnosti i istovremeno, intervenise u polje estetizirajucih diskursa koji
nastaju u procesu kulturalizacije i institucionalizacije ustaljenih umetnickih for-
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We reached the end of the hall and Svetlana took me to a toilet to wash my face and come
around a bit, then she took me back to her office right away.

Isat down.

“This is my office, I am Stiv's secretary and this is the door to his office” - she approached
the upholstered door, opened it and went inside. She came back immediately with a piece
of paper in her hand.

“Stiv left a message saying to wait for him here" - she showed me the message.

“Who is Stiv?" - I asked in a voice I could barely produce. My throat was all dried up from
fear, it would always dry up that way and leave me without air.

“He is the head of the Secretary of Internal Affairs. He owes a lot to your brother. He ap-
pointed him to this position. Later the Krajina men came and arrested all of the authorities
and Crni closed the corridor, took his men and equipment out there and threatened: "I
opened the corridor and I will close it, too. Who are you to arrest my men!" It was horrible.
He managed to free them and put them back in their positions, but he was arrested. That's
why we don't put our trust in anyone and we're afraid of mentioning him. Watch me and
if any of “them" come in, I'll give you a sign with my eyes to be quiet. Please take this seri-
ously, you mustn't “blow your cover". Crni is a synonym for liberty. (...) There are two cur-
rents in our army. The one which is governed from Belgrade, where your brother belongs.
He only took and recognized commands from Belgrade, that's why they want to execute
him, because he ran afoul of the Banja Luka group. He was constantly on a radio-link with
Frenki and Belgrade, twenty-four hours a day. They sent men from Banja Luka to arrest
him and everybody who supported him. Colonel Jeremi¢ and some other people organized
for them to be “pulled out", they sent a bus for them, but Crni sent his men; he himself
didn't want to run and went instead to Banja Luka. A couple of his most loyal fighters didn't
want to leave him alone, so they went with him. They were all arrested. Some managed to
escape across the Drina into Serbia.”

The ethno-national institutionalization of war crimes, p. 30-31.

You have arrived from Serbia, so it just appears that way to you. If you spent some more
time with us, you would be scared of your own shadow, too. People fall like logs here, lose
their lives in a second, some of them completely innocent. We're good while Belgrade is
behind us. We have aid in men, weapons and food. Now the elections are coming, we're very
frightened. We depend on the results of the vote.”

Fear against truth, p. 33

They showed me my brother's things, among which I found a pair of black overalls, a red be-
ret, a notebook with the telephone numbers of Raja BoZovid, Jovica Stanisi¢, colonel Jeremic,
Radmilo Bogdanovié, Vojislav Seselj and some other things. In the meantime Milan came
from the radio station and asked if I wanted to take anything with me. I asked for the “red
beret" as a souvenir, but he requested that I take anything else but leave the beret to him. I
took the overalls and some other things, as well as the notebook with telephone numbers.
Registering memories, p. 40

Behind me was the chaos of war, which I neither could nor wanted to comprehend. My
nostrils were still filled with the smell of death, war and disaster. I returned disappointed to
the reality of my town and my home. Milan almost never went out anymore, except when
an empty liquor bottle needed to be replaced with a full one. Soon he went to the country,
which he would rarely leave. My son, Aca, aggravated my condition: running away from
school, asking for money, debts, blackmail. I got into black-marketing, when any possibility
of finding work was gone, then started driving a cab. I saw my brother two more times. And
two times someone tried to kill me from an un unidentified car...

The continuation of war by other means, p. 43
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mi. U zajednic¢kom konceptu nove tekstualnosti odreduje se naspram sledeéeg:
Meni licno jedino angaZovana umjetnost, umjetnost koja ée sluZiti coveku, koja Ce
odraZavati sve bogatstvo Zivota i jednog vremena, izgleda shvatljiva i vrijedna, trajna i
dostojna darovitog umjetnika. Teorije i price o univerzalnosti umjetnosti, o misiji umjet-
nika kao natcovecanskog bica, koja stvara pojedinosti za neku daleku buduénost, neka
mi se oprosti na izrazu, meni zvuce, pretenciozno, uobraZeno, neurastenicno traZenje slo-
bode i priznanja koja nisu potrebna istinskom umjetniku. Pravi, veliki istinski umjetnik
Jjeste velik u svojoj ljubavi prema Covjeku, divan u svojoj zanosnoj privrZenosti kretan-
Jjima koja vode bogacenju covjekovih osecanja i ljudskih odnosa. (Ismet Mujezinovié,
Medunarodna galerija portreta, Tuzla)
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Svetlana Pordevié, Svedocanstvo o Kosovu, Fund for Humanitarian Law, Dokumenti
edition, Belgrade, 2003.

The history of the present

What is war a name for?
Media spectacles and speculations
Repeating the Kafkian process
Accomplices of the Greater Serbia myth
War economics
The naturalistic reality of war terror
The ethno-nationalist institutionalization of war crimes
Fear against truth
Registering memories

The continuation of war by other means

In a time of passive and silent survival, through the textual, visual, performative
and everyday practices, this work insists on an engaging relation towards life and
art, and at the same time intervenes in the field of estheticising discourses pro-
duced through the process of culturalisation and institutionalisation of ossified
art-forms. As such, through the common concept of the new textuality - it takes
position in relation to the following:

I personally feel that only engaged art, art that serves the human being, that reflects all the
plenitude of life and of time, makes sense and is valuable, permanent and worthy of a tal-
ented artist. Theories and stories of the universal nature of art, of the mission of the artist
as a super-human being, creating particulars for some distant future, sound to me, if you'll
forgive the expression, like a pretentious, conceited, neurasthenic demand for freedom and
recognition which a true artist has no need for. A real, great and true artist is great in his
love for the human being, splendid in his rapturous devotion to movements that lead to-
wards the enrichment of feelings and relations. (Ismet Mujezinovi¢, International Gal-
lery of Portraits, Tuzla)

— translated to English by Anja Ivekovi¢-Martinis

Photos: TJ

JELENA PETROVIC & STANISLAV TOMIC



Jelena Petrovié (Grupa Spomenik /

Monument Group) & Stanislav Tomi¢

Istorija sadasnjosti,j Ci
‘ of the

Photo: T

JELENA PETROVIC & STANIS}







Photo: RGCLO

RADNA GRUPA “CETIRI LICA OMARSKE” / WORKING

GROUP “FOUR FACES OF OMARSKA”

(Mirjana Dragosavljevié, Srdan Hercigonja, Sandro

Hergié, Vladimir Miladinovi¢, Marija Ratkovié, Dejan Vasi¢,

Jovanka Vojinovié, Zoran Vuckovac & Milica Tomi¢)

KAKO MISLITI MEMORIJAL

HOW TO THINK A MEMORIAL

Javni radni sastanak

Gosti/go$ée i uesnici/e: Nusreta Sivac, Rezak
Hukanovié, Sudbin Musié¢, Mirsad Druatovié,

Public working meeting

Guests and participants: Nusreta Sivac, Rezak
Hukanovié, Sudbin Musié, Mirsad Druatovié,

Aleksandar Trifunovié, RGCLO, Grupa Spome-

Aleksandar Trifunovié, RGCLO, Grupa Spome-

nik, studentska grupa “Jezik, mo¢, ideologi-

nik, student group “Jezik, mo¢, ideologija”

ja”, uéesnici IzloZenosti, publika

U okviru projekta IzloZenosti, kroz zajednic¢ku
materijalnu praksu i pojedinacne interven-
cije - Usmene ekstenzije novina Matemi
reasocijacije Grupe Spomenik, Radna grupa
“Cetiri lica Omarske* odr7ala je Javni radni
sastanak pod nazivom “Kako misliti memo-
rijal?”. Radna grupa “Cetiri lica Omarske*
(RGCLO) je kolektiv Cije su teme i nacin rada
generisani kroz umetnicku i teorijsku praksu
Grupe Spomenik. RGCLO ugestvuje u radu

na univerzaliziraju¢em procesu produkcije
se¢anja i znanja u okviru “Studija Jugo-
slavije®.

[Language, Power, Ideology], Exposures par-
ticipants, audience

In the framework of Exposures, through com-
mon material practice and individual inter-
ventions - Grupa Spomenik's oral extensions
of the Mathemes of Reassociation newspaper,
Working Group “Four Faces of Omarska“ held
a public meeting - “How to Think a Memori-
al?* Working Group “Four Faces of Omarska‘
(WGFFO) is a collective whose topics and
methods of working have been generated
through the artistic and theoretical practice
of Grupa Spomenik. WGFFO participates in
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Umetnicki projekat Cetiri lica Omarske je rad u
nastajanju, u svojoj poCetnoj fazi. Usvajanjem
principa neznalackog pristupa, RGCLO je pet
meseci prije izloZbe zapocela istraZivanje
rudni¢kog kompleksa Omarska kroz Cetiri
aspekta njegovog postojanja: rudnicki
kompleks iz vremena socijalizma; mesto
masovnog ubijanja i zlo¢ina devedesetih;
savremeni rudnicki kompleks u vlasnistvu
multinacionalne kompanije; lokacija za
snimanje istorijskih etno blok-baster filmova
novije srpske produkcije.

Radna grupa je uspostavila odnose
sa pojedincima Cije su Zivote odredili ili
izmenili dogadaji u Omarskoj, sa ciljem da
to pretvori u zajedni¢ko dobro i znanje koje
nece biti zaboravljeno i na taj nadin pokusava
da doprinese razumevanju vremena u kome
zivimo.

Radna grupa “Cetiri lica Omarske™
polazi od stava Grupe Spomenik da je sistem
reprezentacije umetnosti upleten u meha-
nizme produkcije rata, nasilja i terora, te tako
umetnost i njen aparat postaju deo nastavka
rata drugim sredstvima. Osnovna teza Javnog
radnog sastanka je da proces predstavljanja
rada u nastajanju defetiSizuje reprezentaciju
koja je neizbezan zahtev vizuelne umetnosti.
Koristeéi formu Javnog radnog sastanka
kao medij izlaganja i produkcije rada,

Radna grupa “Cetiri lica Omarske" dislocira
umetni¢ku produkciju i nadin izlaganja u
polje dogadaja. U razli¢itim fazama rada javni
sastanak Radne grupe “Cetiri lica Omarske"
je interfejs za uklju¢ivanje postojeéih arhiva,
uklju¢ivanje novih uéesnika u Radnu grupu,
kao i uéestvovanje publike u radu grupe.
Mesto izlaganja projekta postaje tako mesto
produkcije politike solidarnosti i jednakosti.

—RGCLO

the work on the universalizing process of
production in the framework of the “Yugo-
slavia Studies*.

The art project Four Faces of Omarska
is a work in progress, in its initial phase.

Five months before the exhibition opening,
by adopting the principle of “not know-
ing"“, the Working Group “Four Faces of
Omarska" started research on the Omarska
mining complex through the four phases of
its existence: as a mining complex during
the socialist period, a site of mass killings
and atrocities in the 1990s, a modern mining
complex owned by a multinational company,
and the locality for shooting historical ethno-
blockbusters of recent Serbian film produc-
tion.

The Working Group has established
a contact with individuals whose lives have
been determined or changed by what hap-
pened at Omarska, with an aim of transform-
ing this experience into a common good and
knowledge that will not be forgotten. In this
way, the Group seeks to contribute to our
understanding of the time we live in.

WGFFO takes as its starting point
the attitude of the Grupa Spomenik, accord-
ing to which the system of representation
of art is implicated in the mechanisms of
production of war, violence, and terror, so
that art and its apparatus become a way of
continuing war with other means. The basic
thesis of the Public Working Meeting was that
the process of presenting a work in progress
de-fetishizes representation as an inevitable
demand of the visual arts. By using the form
of a Public Working Meeting as a medium
of presenting and producing their work,
WGFFO has dislocated this artistic method of
production and presentation into the field of
an event. In its various working phases, the
public meeting has become an interface for
including the existing archives and involving
new people in its work, as well as encourag-
ing audience participation. The project’s
exhibition site has thus become the place
of producing the politics of solidarity and
equality.

— WGFFO



Radna grupa “Cetiri lica Omarske"
STRATEGIJE I POLITIKE PRODUKCIJE ZAJEDNICKOG DOBRA

U martu 2009. godine Milica Tomi¢, potaknuta politickom pozicijom teksta “Kapo
iz Omarske” Pavla Levija (Grupa Spomenik), koji otvara pitanje etike vizuelnog,
koncipiralaje projekat Cetiri lica Omarske. U junu 2010. iniciralaje osnivanje Radne
grupe “Cetiri lica Omarske", ¢iji ucesnici dolaze iz razli¢itih oblasti humanistike
i koju €ine stalni i povremeni ¢lanovi: Mirjana Dragosavljevié, Srdan Hercigonja,
Sandro Hergié, Viktor Milanovi¢, Vladimir Miladinovié, Marija Ratkovi¢, De-
jan Vasié, Jovanka Vojinovié, Zoran Vuckovac, Milica Tomié. Dinamika i sastav
Radne grupe odredeni su fokusom i radnim zadacima tako da se istoj pridruzuju
u pojedinim fazama i Sudbin Musié, Mirjana Pajtler, Satko Mujagié, Heartefact
Fond (Andrej Nosov, Milica Mili¢, Stanislav Tomié); DeLVe (Ivana Bago, Antonia
Majada) i drugi.

Filmski teoretiar i pisac Pavle Levi je 2009. godine objavio tekst “Kapo
iz Omarske". Ovaj tekst je kritika srpske kulturne produkcije koja uéestvuje u
reviziji, negaciji-poricanju i brisanju istorijskih dogadaja iz 1990-ih, kao $to su
etnicko ¢i$éenje, teror, nasilje i logori, i genocid u Bosnii Hercegovini. Fokusirajuéi
se na slucaj filma Sveti Georgije ubiva aZdahu, Pavle Levi donosi politi¢ku odluku
koju izraZava kroz aksiomaticki stejtment: “Nisam gledao film Sveti Georgije ubiva
aZdahu - niti ¢u ga gledati” Pavle Levi ovim iskazom otvara prostor za kritiku
i politicku borbu, prostor koji zahteva drugaciji vid umetnicke prakse. U ovom
tekstu on nudi model za mogudi film takve vrste. Da bi razumeli ovo, vazno je da
znamo daje:

“Deo ovog filma sniman je u Omarskoj, u okviru rudnickog kompleksa u kome
se u vreme rata u Bosni i Hercegovini nalazio koncentracioni logor za ne-srpski
Zivalj (jedan od nekoliko na teritoriji op$tine Prijedor). U periodu od maja do av-
gusta 1992. godine kroz logor u Omarskoj proslo je na hiljade, a Zivote je u njemu
izgubilo viSe stotina ljudi. Tela velikog broja nastradalih jo§ uvek nisu pronad-
jena - pretpostavlja se da posmrtnih ostataka ima po rudarskim jamama i u nei-
dentifikovanim primarnim i sekundarnim grobnicama diljem kompleksa. Re¢ je,
dakle, o lokalitetu koji je sluZio kao jedan od instrumenata sistematskog terora
kojim je uspostavljana Republika Srpska. A sada se RS pridruZila drZavnim in-
stitucijama u Srbiji u finansiranju i pomo¢i pri realizaciji jednog od “najskupljih
srpskih filmova svih vremena.” (Pavle Levi, “Kapo iz Omarske*)

Mesto koje je sluZilo kao jedno od onih gde je teror sistemati¢no Cinjen nad
ne-srpskim stanovni$tvom, autor etno-spektakla koristi da predstavi stradanja
Srba tokom Prvog svetskog rata. Politi¢ki ¢in Pavla Levija je iskaz: “Nisam video
film, niti ¢u ga ikad videti!”. Ovim ¢inom Pavle Levi otvara prostor posmatracu
i omogucava pogled van slike koju pruza film Sveti Georgije ubiva azdahu. Ovaj
politi¢ki ¢in nam daje nam $ansu za novu produkciju, koja moZe proizvesti novi
politi¢ki stav i umetnicki proces, i Pavle nam predlaZe:

“Drugim relima, nakon strateskog praZnjenja vidnog polja odlukom da se, u ime
Filma, AZdaha ne gleda, morao bi uslediti povratak gledanju. Ali, gledanju ¢ega?
Jednostavno, gledanju drugacijih filmova. A ovaj tekst zapravo je apel za obnovu
tradicije cinéma vérité (film-istina) u cilju neophodnog nam, otvorenog suocavanja
sa deSavanjima tokom ratnih devedesetih.”

Upravo ova politi¢ka odluka i ovaj predlog generisali su koncept Cetiri lica Omar-
ske, kao i Radnu grupu “Cetiri lica Omarske*.

Cetirilica Omarske je umetnicki projekat u procesu koji ispituje strategije produkci-
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Working Group “Four Faces of Omarska"
STRATEGIES AND POLITICS OF PRODUCTION OF A COMMON GOOD

In March 2009, inspired by the political position of Pavle Levi’s text “Kapo iz
Omarske” [Kapo from Omarska] that raised the question of the ethics of the
visual, Milica Tomi¢ conceptualized the project Four Faces of Omarska. In June
2010, she initiated the founding of Radna grupa “Cetiri lica Omarske" (Work-
ing Group “Four Faces of Omarska™) with participants ranging from all walks of
the humanities, involved either as its permanent or periodic members: Mirjana
Dragosavljevié, Srdjan Hercigonja, Sandro Hergié, Viktor Milanovié, Vladimir
Miladinovi¢, Marija Ratkovi¢, Dejan Vasié, Jovanka Vojinovié, Zoran Vuckovac
and Milica Tomié. The dynamics and structure of the Working Group are defined
by its shifting focus and agenda, so that in different phases other participants
join the group: Sudbin Musi¢, Mirjana Pajtler and Satko Mujagi¢, Heartefact
Fond (Andrej Nosov, Milica Mili¢, Stanislav Tomi¢); DeLVe (Ivana Bago, Antonia
Majaca) and others.

Film theorist and writer Pavle Levi published in 2009 the text “Kapo
from Omarska“. The text is a critique of Serbian cultural production partici-
pating in the revision, negation/denial and erasure of historical events of the
1990s, such as ethnic cleansing, terror, violence and concentration camps, and
the genocide in Bosnia and Herzegovina. Focusing on the case of the film Sveti
Georgije ubiva azdahu [St. George kills the Dragon], Pavle Levi makes a political
decision expressed in an axiomatic statement: “I didn't see the film Sveti Georgije
ubiva azdahu nor will I ever see it.” With this statement, Pavle Levi opens up the
space for critique and political struggle, a space requiring a new kind of artistic
practice. In this text, he offers a model for a possible film of this new kind. In
order to understand this, it it is important to know that:

“Part of this film was shot in Omarska, within the mining complex where, dur-
ing the war in Bosnia and Herzegovina, there was a concentration camp for the
non-Serbian population (one of several in the Prijedor municipality). In the pe-
riod from May to August of 1992, thousands of people have passed through the
Omarska camp, and several hundreds lost their lives there. The bodies of many
who were killed haven't been found yet - it is supposed that bodily remains are
dispersed in the mining ditches, as well as in unidentified primary and second-
ary graves within the complex. We are, therefore, dealing with a locality that
served as one of the instruments of the systemic terror through which Republika
Srpska was established. Now RS joins the state institutions of Serbia in financing
and supporting the realization of one of the “most expensive Serbian films of all
times.” (Pavle Levi, “Kapo iz Omarske*)

The place that was part of the systemic terror over the non-Serbian population
is used by the author of the ethno-spectacle to present the victimhood of Serbs
during the First World War. The political act of Pavle Levi is contained in the
statement: “I didn't see the film, nor will I ever see it.“ With this act, Levi opens
the space for the observer, and enables a perspective beyond the one offered by
the film Sveti Georgije ubiva azdahu. This political act offers a chance for a new
production, which can lead to a new political attitude and a new artistic process,
as Pavle proposes:

“In other words, after the strategic emptying of the visible field through the de-
cision to not see the Azdaha film, there should be a return to seeing. But, seeing
what? Simply, seeing other films. And this text is actually an appeal to renew
the tradition of cinéma vérité, in order to initiate a necessary, open confrontation
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je memorijala u mediju socijalne skulpture. Sastavljen je od mreZa odnosa ljudi,
njihovog miSljenja i govora o tri epohe i Cetiri lica Rudnika Omarska:
1. Rudni¢ki kompleks Omarska, povrSinski kop i nalazite metala u
Bosni iz vremena socijalizma;
2. Logor Omarska, mesto masovnog ubijanja i torture u vreme ratova
1990-tih na tlu bivse Jugoslavije;
3. Rudnicki kompleks Omarska u veéinskom vlasnistvu multinaciona-
Ine kompanije Arcelor Mittal;
4. Omarska kao lokacija za snimanje istorijskog etno blok-bastera
aktuelne filmske produkcije u Srbiji Sveti Georgije ubiva AZzdahu.

Tri epohe i Cetiri lica Omarske duboko su povezani medusobnim diskon-
tinuitetima i kontinuitetima. Oni govore o raspadu Jugoslavije i sudbini njenih
gradanki i gradana, odnosno uruavanju jugoslovenske zajednice. Socijalisticka
era je u svim novonastalim drZavama bivSe SFR] ideoloskim nasiljem iskljucena
i potisnuta. Vedina pocinjenih zlo¢ina u vreme unistenja SFR]J je zaboravljenja,
a bez institucija javnog i istorijskog seéanja prepustena negaciji i relativizaciji.
Period rata i razaranja bio je istovremeno pocetak tranzicije i okvir za prisvajanja
i privatizaciju drustvene svojine u ime tranzicione ideologije (veze neoliberal-
nog kapitala i lokalnih upravljackih stru-ktura), odnosno ekstremnog terora kao
sredstva i medija pljacke i aproprijacije drustvenog vlasniStva. Danas, dvadeset
godina posle zatvaranja logora Omarska, Arcelor Mittal kompanija, novi vlas-
nik rudnika Omarska od 2004., ne ¢ini niSta da promeni diskriminatorne zakone
nezapoSljavanja nesrpskih radnika iz regiona Prijedora, i time ponavlja politiku
etnikog CiS¢enja. Arcelor Mittal kompanija uéestvuje u politici negiranja posto-
janja logora Omarska i poinjenih zlo¢ina, izmedu ostalog i time $to zajedno sa
lokalnom administracijom odbija da se kao se¢anje na stradale u logoru u Omar-
skoj izgradi memorijalni centar. L

Umetnicki projekat Cetri lica Omarske postavlja pitanje: da li je moguée
misliti memorijal iz pozicije onih Cije je znanje i iskustvo isklju¢eno i diskvalifiko-
vano, i nije deo korpusa javnog seéanja?

Radna grupa krele iz pozicije ljudi bez polititke i ekonomske modi.
Pri tome ne deluje izolovano u sferi umetnosti, veé uspostavlja stvarne odnose s
ljudima ¢&iji su Zivoti odredeni stradanjem u logoru, kao i drugim epohama rud-
nika Omarska. Cilj kontakata i razgovora unutar te mreZe ljudi jeste konstrui-
sanje znanja koje nece odbaciti proslost niti sadasnjost na nacin na koji to ¢ini
ekspertsko znanje i manipulativne ideoloske akcije politickih struktura.

Veé na pocetku rada Radna grupa “Cetiri lica Omarske" (RGCLO) se
suoCila sa pitanjem strategija arhiviranja nedokumentovanih dogadaja, iskusta-
va i znanja. Neposrednim fizi¢kim prisustvom radne grupe na mestu terora,
konstruise se aktuelno seéanje kao iskustvo solidarnosti koje sprecava zaborav
i sakralizaciju zlo¢ina, ali i perpetuiranje politike terora, $to je osnovna funkci-
ja nematerijalnog memorijala - socijalne skulpture. Usvajanjem neznalatkog
pristupa i ukljucivanjem diskvalifikovanog znanja u javno seéanje, Radna grupa
je zapocela izgradnju arhiva koji se sastoji od dokumenata, audio, video i foto
materijala, kao i biblioteke relevantne literature. RGCLO je prikupila i obiman
materijal kroz rad na terenu: Prijedor, Omarska, Kozarac, Banja Luka, Beograd.

Izlaganjem projekta “Cetiri lica Omarske™ u razli¢itim fazama rada,
uklju¢ivanjem postojeéih arhiva, uklju¢ivanjem novih saradnika u radnu grupu,
kao i uklju¢ivanjem publike, $iri se znanje i nastaje novo, zajednicko dobro.

1 Arcelor Mittal kompanija je, na inicijativu nekoliko nevladinih organizacija, 1. decembra 2005. u Banja Luci donijela
odluku da u Omarskoj sama financira i izgradi Memorijalni centar, medutim, projekat je februara 2006. prekinut.
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with the events of the wartime 1990s.“

Four Faces of Omarska is an ongoing art project questioning the strategies of pro-
duction of the memorial through the medium of social sculpture. It is constituted
of networks of human relations, their opinions and discussions on the three eras
and four faces of the Omarska mine:
1. The Omarska mining complex, surface mining site and the deposits
of metal in Bosnia during socialism;
2. The Omarska camp, a place of mass killings and torture in the
1990s wars on the territory of the former Yugoslavia;
3. The Omarska mining complex, owned by the multinational compa-
ny Arcelor Mittal;
4, Omarska as the filming location for the historical ethno-blockbust-
er Sveti Georgije ubiva aZdahu [St. George Shoots the Dragon], a recent
Serbian film production.

The three eras and the four faces of Omarska are elaborately linked by
mutual discontinuities and continuities. They speak of the collapse of Yugoslavia
and the destiny of its citizens, or rather of the collapse of the Yugoslav com-
munity. Through ideological violence, the socialist era has been excluded and
repressed in all the newly independent states of what was once SFRJ (The Social-
ist Federal Republic of Yugoslavia). Most of the atrocities committed during the
destruction of the SFR] have been forgotten and the lack of institutions of public
and historical remembering has led to their negation and relativization. The pe-
riod of war and destruction was at the same time the beginning of transition and
a backdrop for appropriation and privatization of public property in the name of
transitional ideology (the link between neoliberal capital and the local manage-
ment structures), i.e. extreme terror as the means and medium of plunder and
appropriation of public property. Today, twenty years after the closing down of
the Omarska camp, the company Arcelor Mittal, the new owner of the Omarska
mine since 2004, does nothing to change the discriminating laws that prevent
non-Serb workers from the region of Prijedor to be employed, thus repeating the
politics of ethnic cleansing. Arcelor Mittal is participating in the politics of ne-
gating the existence of the Omarska camp and the crimes committed there also
through refusing, together with the local administration, to construct a memo-
rial center to aknowledge the victims of the camp. L

The art project The Four Faces of Omarska asks the question: Is it pos-
sible to think about a memorial from the perspective of those whose knowledge
and experience has been excluded and disqualified and is not part of the public
remembrance?

The Working Group starts from the position of individuals with zero
political or economic power. At the same time, it does not isolate itself within the
sphere of art, but is forming real relationships with people whose lives have been
marked by the Omarska camp atrocities, but also by other epochs of the Omarksa
mine. The purpose of communication within this network is a construction of
knowledge that will not discard the past nor the present, opposite to the way
that expert knowledge and the manipulative ideological actions by political
structures does exactly that.

At the very beginning of their work the Working Group faced the
question of strategic archiving of undocumented events, experiences and infor-

1 On December 1, 2005, thanks to the initiative of several NGOs, the company Arcelor Mittal reached the decision to
finance and build the Memorial center in Omarska, but the project was cancelled in February 2006.
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RGCLO koristi razli¢ite formate zajednickog rada: javne radne sastanke, 208
Citajuce grupe, radionice, javna Citanja, analogni i digitalni arhiv. Na mestu repr-
ezentacije RGCLO uvodi dogadaj, koji otvara prostor za neizvesnost ishoda i
slucaj. Rad se uvek razvija i nastaje u javnom prostoru, tvore¢i mesto politike
solidarnosti i jednakosti.

Javni radni sastanak je osnovna politicka platforma grupe i prva dis-
lokacija socijalne skulpture van mesta terora ¢ime istovremeno postaje mesto
izlaganja i produkcije zajedni¢kog dobra. RGCLO javnim radnim sastankom is-
pituje strategije i politike izlaganja koje vidi kao otvoreni proces i &ini vidljivim
mreZe odnosa ljudi, mrtvih i Zivih, i stvari, koji svojim delovanjem produkuju
zajednicko dobro. Javna Citanja, razgovori i javni sastanci se ne odrZavaju samo
u mestima u kojima je govor o Omarskoj izreciv, ve¢ se dogadaju i u Beogradu, i u
Banja Luci, u blizini sredi$ta ne samo nemoguénosti govora, nego i sistematskog
potiskivanja proglosti.

Na javnom radnom sastanku RGCLO odrZanom u okviru “IzloZenosti®,
drugog poglavlja projekta Gdje se sve tek treba dogoditi, u oktobru 2010. u Banja Luci,
akt dislociranja socijalne skulpture u kontekst dominantnog ideoloskog obras-
ca etnicki Ciste sredine formirao je zajednicu koja ne podleZe i koja se odupire
etni¢kim podelama. Time je osvojen prostor za odrZavanje Javnog radnog sas-
tanka, kao jednog vida akcije usmerene protiv represivnih efekata sistema. Javni
radni sastanak je tako ¢in emancipatorskog delovanja unutar umetnicke prakse,
koja sve zainteresovane ukljucuje u proces produkovanja znanja o lokalitetu
Omarska.

Radna grupa “Cetiri lica Omarske", s terenskog istraZivanja / Working group “Four Faces of Omarska", field research

RADNA GRUPA "CETIRI LICA OMARSKE" IZLOZENOSTI



209

EXPOSURES

mation. Direct physical presence at the scene of terror constructs the present
memory as an experience of solidarity that prevents forgetting and sacralization
of crime, but also the perpetuation of the politics of terror, which is the basic
function of the immaterial memorial - social sculpture. By adopting a position of
“not-knowing" and including disqualified and marginalized knowledge into pub-
lic remembrance, the Working Group started assembling an archive that consists
of documents, audio and video materials, together with a library with relevant
literature. Working Group “Four Faces of Omarska™ (WGFFO) has also collected
extensive material through field work in Prijedor, Omarska, Kozarac, Banja Luka,
Belgrade.

By exhibiting the project Four Faces of Omarska through all its different
stages and by involving the existing archive and new members into the working
group, as well as the audience, knowledge is being distributed and a new, com-
mon good is being created.

WGFFO uses various formats of group work: public working meetings,
reading groups, workshops, public readings, analog and digital archives. At the
place of representation, WGFFO introduces an event that leaves room for uncer-
tainty of the outcome, and chance. The work is always developed and created in
a public space, forming a space of politics of solidarity and equality.

A public working meeting is the basic political platform of the group
and the first dislocation of the social sculpture outside of the place of terror and
as such, it also becomes the place for displaying and producing a common good.
For WGFFO, the public meeting is a test of the strategies and politics of represen-
tation which it views as an open process. It also reveals the networks of relations
between people, either deceased or alive, and things, the interaction of which
creates a public good. Public readings, debates and public meetings are not only
held in places in which it is accepted to talk about Omarska, but also in places
such as Belgrade, Banja Luka, and places marked by not only an impossibility of
speech, but also of systematic denial of the past.

In the WGFFO public meeting held in October 2010 in Banja Luka as part
of “Exposures", the 2nd Chapter of the Where Everything Is Yet to Happen project,
the act of dislocating the social sculpture in a context of a dominant ideological
pattern of an ethnically pure environment, formed a community which does not
succumb to, and which resists ethnic divisions. This created a space for the pub-
lic working meeting to be held, as a form of action directed against the repressive
effects of the system. The public working meeting is thus a form of emancipated
action within the art practice and one that allows for all the interested citizens
to get involved in the process of producing knowledge about the Omarska site.

— translated to English by Jelena Baji¢
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Mittal kompanija, Omarska / Mittal Company, Omarska. Photo: MT

Bijela kuéa, klju¢no mjesto terora i mulenja zarobljenika logora Omarska / The White House, a key place of terror and

torture of prisoners of the Omarska Camp. Photo: MT
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Zapisnik Javnog radnog sastanka Radne grupe “Cetiri lica Omarske"
KAKO MISLITI MEMORIJAL?

Nedelja, 31. Oktobar, 2010, 19.00
Zgrada bivie tvornice “Rudi Cajavec”, Banja Luka

GoSée/gosti: Nusreta Sivac, Rezak Hukanovié, Sudbin Musi¢, Mirsad Duratovi¢,
Aleksandar Trifunovié, Antonia Majaca, Ivana Bago

RGCLO: Mirjana Dragosavljevi¢, Srdan Hercigonja, Sandro Hergié, Vladimir
Miladinovié¢, Marija Ratkovié, Dejan Vasié, Jovanka Vojinovié, Zoran Vuckovac,
Milica Tomié, Stanislav Tomié

U&esnici: Grupa Spomenik, studentska grupa “Jezik, mo¢, ideologija” [Language,
Power, Ideology], uesnici SPAPORT-a, publika

Moderator: Branimir Stojanovié

Nalazimo se u prostoru u kome izla%e Grupa Spomenik. RGCLO izlaZe u
okviru rada-nastupa Grupe Spomenik. Na zidu su table na kojima su nasi iskazi i
teze vezane za tri epohe, odnosno Cetiri lica Omarske, identi¢ne onima u studiju
u kome se redovno sastajemo. Sedimo za stolovima u krug, zajedno sa publikom
i gostima, i potpuno smo popunili prostor. Na3 cilj je da svi zajedno ucestvujemo
u razgovoru.

Branimir Stojanovi¢ je otvorio razgovor pitanjem kakva je moguénost
obeleZavanja logora unutar situacije jednog zamrznutog rata, kakav bi to
spomenik trebalo da bude, i kakvu bi funkciju to obeleZavanje trebalo da ima.
Politike koje su dovele do formiranja logora i dalje su aktuelne, ne samo ovde,
veé u Citavoj Evropi. “Dok se u Srbiji ne sruSe mehanizmi politike terora, nema
reSenja.” Nemoguénost izgradnje memorijala u Omarskoj potvrduje tezu da se
rat jo$ uvek vodi, ali drugim sredstvima. Milica Tomi¢ se nadovezala pitanjem:
kako uopste misliti o spomeniku iz perspektive nemo¢i (politicke i ekonomske)?
Branimir je istakao da gradimo spomenik u trenutku dok razgovaramo o njemu.
Dok razgovaramo (o tome - sada).

Milica Tomi¢ je nastavila razgovor tako $to je opisala nastanak Radne
Grupe i navela dosada$nja istra¥ivanja, iskustva i teze RGCLO o memorijalu u
Omarskoj, kao i da je koncept projekta Cetiri lica Omarske iniciran tekstom “Kapo iz
Omarske" Pavla Levija. Bitan deo, odnosno ishod ovog projekta je takode pokusaj
da se stvori arhiv, zajednic¢ko dobro. Kada govorimo o neznalackom pristupu u
radu RGCLO, govorimo pre svega o tome da je nas fokus na diskvalifikovanom i
odbacenom znanju, i da nam to otvara moguénost da dovedemo u pitanje znanje
koje je dominantno. Zakon uvek iskljuuje jedan veliki deo istine. Milica je go-
vorila o ¢lanovima Radne grupe kao subjektima koji nemaju nikakvu politi¢ku
i ekonomsku mo¢, nakon Zega je postavila pitanje: “Sta sve moze pojedinac bez
politi¢ke i ekonomske mo¢i da uradi?”

Mirjana Dragosavljevié je citirala Fukoa koji je Cesto predmet diskusija
unutar RGCLO, i koji se nalazi na radnoj tabli koja se odnosi na logor: “Treba
ponovo pronadi krv koja se osusila u kodeksima zakona®.

Govorilo se o spomenicima kao proizvodima politicke moéi. Danijela
Majstorovic je iznela tezu o politi¢kom subjektu koji je mrtav. Postavlja se pitanje
iz kojeg pravca treba delovati. Ona smatra da se odluka mora dogoditi odozgo na

dole.

Raspustanje logora Omarska se obeleZava svake godine, 6. Avgusta u tra-
janju od dva sata. Milica Tomi¢ je opisala ta dva sata, kada Zrtve i njihove porod-
ice odaju pocast i prisecaju se stradanja svojih bliznjih. Privremeni transparenti
koje tada ljudi donose postaju jedino fizi¢ko obeleZje koje ukazuje na dogadanja
u logoru, kao i na ¢injenicu da je na tom mestu jednom postojao logor. Nakon ta
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Meeting Minutes of the Public working meeting of the Working Group
“Four Faces of Omarska"
HOW TO THINK A MEMORIAL?

Sunday, 31st October, 2010, 7 pm
The building of the former Factory “Rudi Cajavec”, Banja Luka

Guests: Nusreta Sivac, Rezak Hukanovié, Sudbin Musié, Mirsad Duratovié,
Aleksandar Trifunovié, Antonia Majaca, Ivana Bago

Working Group “Four Faces of Omarska"” (WGFFO): Mirjana Dragosavljevié, Srdan
Hercigonja, Sandro Hergié, Vladimir Miladinovié¢, Marija Ratkovié, Dejan Vasi,
Jovanka Vojinovié, Zoran Vuckovac, Milica Tomi¢, Stanislav Tomié

Participants: Grupa Spomenik (Monument Group), student group “Jezik, mo¢,
ideologija” [Language, Power, Ideology], SPAPORT participants, audience
Moderator: Branimir Stojanovié

We are in the space where Grupa Spomenik is presented within the
exhibition. Working Group “Four Faces of Omarska" participates in the exhibi-
tion as part of the work-presentation of Grupa Spomenik. Painted ‘blackboards’
with our written statements and theses about the three epochs, i.e. four faces,
of Omarska, are on the wall, identical to those in the studio where we regularly
meet. We sit in a circle around the tables, together with the audience and guests,
completely filling the space. Our goal is to involve everyone in the discussion.

Branimir Stojanovi¢ initiates the conversation by asking what is the
possibility of commemorating the camp in the context of a suspended warlike
state and what sort of monument should it be, what purpose would it serve. The
politics that led to the formation of the camp are still present, not only here,
but all over Europe as well. “Until the mechanisms of the politics of terror are
crushed, there is no solution.” The impossibility to build a memorial in Omarska
only serve as a confirmation that there is still a war going on, but one waged
with different means. Milica Tomié raises the question of how one can even think
about a memorial from a powerless (politically and economically) perspective.
Branimir points out that we are building a monument in the moment of discuss-
ing it, in the precise moment of talking about it - now.

Milica Tomi¢ continues the conversation by describing the history of
the Working Group and the research, the experience and the theses that WGFFO
have formed about the memorial in Omarska up to that point, also explaining
that the concept of the Four Faces of Omarska project was initiated by the text
“Kapo iz Omarske" [Kapo from Omarska] by Pavle Levi. An important part of the
project is also the attempt to create an archive, a common good. When we speak
of the position of ‘not knowing" of WGFFO, we speak of our focus on the disquali-
fied and disregarded knowledge more than anything else and how that opens up
the possibility for us to question the dominating knowledge. The law always ex-
cludes a big part of the truth. Milica speaks of the members of the Working Group
as subjects with no political and economic power and then raises the question:
“What can an individual with no political and economic power do?".

Mirjana Dragosavljevi¢ quotes Foucault, who has been a frequent sub-
ject of discussion within the WGFFO and whose words are also on the board relat-
ing to the camp: “We need to find again the that blood dried in the codes of the
law".

The discussion then focuses on the monuments as products of political
power. Danijela Majstorovi¢ suggests a thesis about a dead political subject. She
raises the question of the direction from which one should act. She feels that any
decision must go from the top down.
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dva sata multinacionalna kompanija Arcelor Mittal nastavlja sa radom, kao da
se nista nije dogodilo. Marija Ratkovi¢ je skrenula paznju na stanje u kojem se
‘Bijela kuéa’ danas nalazi, koja je bila uloga ove kuée u logoru i da ona jedina nije
u funkciji Mittal kompanije, ve¢ je sacuvana kao forenzicki dokaz za postojanje
logora i zaSti¢ena od Haskog tribunala.

Rezak Hukanovi¢ je govorio o istorijatu poku$aja izgradnje memori-
jala i naveo podatak da je 1.12.2005. u Banja Luci promovisan predlog projekta
“Memorijalnog centra Omarska" i da je to bio skoro zavrSeni projekat, koji je po-
tom stopiran. Na inicijativu Zrtava logora i njihovih porodica da se izgradi memo-
rijal, Arcelor Mittal kompanija je pozvala nevladinu organizaciju Soul of Europe
(Dusa Evrope) iz Velike Britanije. U taj projekat je bilo uklju¢eno nekoliko grupa
ljudi, a Rezak H. smatra da je bitan podatak da je medu njima bilo dvanaest Srba.
Takode, ucestvovala je grupa ljudi iz Britanije i Holandije, medu kojima je bio i
Satko Mujagi¢. Oni su se borili da se ceo Rudnik Omarska transformise u memori-
jalni centar, a ne samo Bijela kuca. Tom prilikom je napravljena 3D-prezentacija
memorijalnog centra. Deo te prezentacije bio je i audio zapis prozivanja zatvore-
nika. Direktor Mittal-a za Evropu je bio prisutan. Marko Pavi¢, danasnji nacelnik
opstine Prijedor, se nije odazvao pozivu da prisustvuje prezentaciji memorijal-
nog centra. Rezak istiCe da izgradnja memorijala u mnogo ¢emu zavisi od Marka
Pavica koji je, po njegovim relima, “gospodar” Prijedora. Iako on nije podrZavao
izgradnju memorijala, bilo je velike $anse da se projekat izvede. Izgledalo je kao
da njegovo nepodrzavanje inicijative nije bitno uticalo na realizaciju projekta,
medutim, do ostvarenja inicijative na kraju ipak nije doslo. Iako su prezentaciji
projekta u Banja Luci prisustvovali mediji iz cele Bosne i Hercegovine, i iako je
izgradnja memorijala objavljena kao udarna vest, nakon prezentacije, memorijal
se viSe nikada nije pomenjao.

Mirsad Duratovi¢ misli je da je Arcelor Mittal podrZao inicijativu
memorijala zato $to su tada bili u toku parlamentarni izbori u Velikoj Britanji.
U Gardijanu je napisan ¢lanak u kojem se navodi da se kampanja Laburisticke
stranke finansira krvavim novcem i da je finansijer Mittal Steel, koji eksploatise
rudnik, nekada$nji logor. To je bio razlog zainteresovanosti Mittal-a za memorijal
u tom trenutku. Nusreta Sivac je dodala da je projekat ko¢ilo to $to lokalna zajed-
nica u Prijedoru nikada nije priznala $ta se tamo dogodilo. Po njoj je Dusa Evrope
pronasla u tom projektu svoj interes.

Mirsad Duratovié je izneo i podatak da je Marko Pavi¢ izjavio da smatra
da jo$ nije vreme za razgovor o memorijalu u Omarskoj i da taj memorijal jo§
uvek moZe da vreda lokalnu zajednicu, kao i da treba doneti zakon o izgradnji
memorijala na nivou drZave. Medutim, takav zakon bi opet doneo probleme pro-
jektu memorijala u Omarskoj, jer ide u korist lokalne zajednice. Naglasio je da je
neophodno da se poruka desi od strane politicke elite. Potrebno je vrsiti pritisak
na lokalne vlasti, opstinske strukture. Elvis Kusljugié¢ je dodao da bilo koji memo-
rijal koji ispunjava svoju funkciju treba da boli i treba da vreda. On smatra da, iz
perspektive Mittal-a, najviSe bola izaziva prvo lice Omarske - rudnik u vreme
socijalizma.

Dejan Vasi¢ je rekao da je Mittal zamrznuo izgradnju memorijala i da,
po zakonu, on ne mora da trazi dozvolu za postavljanje memorijalne ploce. Stoga
zakljucuje da od kompanije zavisi projekat za memorijalni centar. AngaZovanje
nezavisnog tela (Dusa Evrope), kao treéeg lica, je problemati¢no. Dusa Evrope funk-
cionisala je na osnovu iskustava Velike Britanije - u kojoj je zastupljeno anglo-
saksonsko pravo - u sredini u kojoj se praktikuje kontinetalno pravo; Velika
Britanija nema zakon o zastiti spomenika kulture, odosno vlasnik je duzan da
obezbedi objekte i kulturno-istorijske celine. Zato su oni direktno komunicirali
sa kompanijom. Takode, rudnik nije prosao proces upisivanja u centralni registar,
za §ta je prvi korak valorizacija objekta, a sledeéi revitalizacija. Ukoliko Mit-
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The disbandment of the Omarska camp is marked every year on August
6 and lasts for two hours. Milica Tomi¢ describes the two hours when the former
prisoners and their families pay tribute to the deaths of their loved ones and how
the temporary signs people bring with them become the only markings of what
went on in the camps, as well as the only indication that there was a camp at
that location in the first place. After the two hours, the multinational company
Arcelor Mittal carries on with their work as if nothing happened. Marija Ratkovié¢
reminds us of the present condition the “White House", the role it had within
the camp, stating also that this is the only part of the mining complex that is not
used by the Mittal company, because it is preserved as forensic evidence to the
existence of a camp, and is, as such, protected by the Hague Tribunal.

Rezak Hukanovié speaks of the attempt to build the memorial, stating
that on December 1st 2005 in Banja Luka, the proposal for the project “Memorial
Center Omarska" was promoted and was nearly finished, but was then complete-
ly stopped. After the initiative of the former camp prisoners and their families
for a memorial to be built, the company Arcelor Mittal invited Soul of Europe, an
NGO from Great Britain. The project included several groups of people and Rezak
H. thinks it's important to mention that there were 12 Serbs among those groups.
People from Britain and Holland were also involved, among them Satko Mujagi¢
as well. They advocated that the whole Omarska mine complex should be trans-
formed into a memorial center, not just the White House. For that occasion a 3D
presentation of the memorial center was made. Part of the presentation was also
an audio recording of the prisoner roll call. The CEO of the Mittal Company for
Europe was also present. Marko Pavi¢, the mayor of the municipality of Prijedor,
did not wish to participate in the presentation of the memorial center. Rezak
points out that the construction of the memorial depends in many ways from
Marko Pavi¢ who, according to him, is the “master” of Prijedor. Although he did
not support the memorial construction, there was nonetheless a great chance
for project to be realized. It appeared that the mayor’s lack of support for the
project did not affect it significantly; however, the project was not realized in
the end. Media representatives from all over Bosnia and Herzegovina attended
the presentation of the project in Banja Luka and even though the construction
of the memorial was published as breaking news, it was never mentioned again,
once the presentation was over.

Mirsad Duratovié¢ believes that the company Arcelor Mittal supported
the initiative for the memorial only because of the Parliamentary Elections in the
UK that were taking place at the time. The Guardian published an article which
stated that the Labor Party campaign was being financed by blood money and
that the main financier was Mittal Steel, a company exploiting the mine that
used to be a prison camp. That was, therefore, the reason for the Mittal Company
to be interested in the memorial at the time. Nusreta Sivac adds that the project
was also hindered by the local community in Prijedor which has never acknowl-
edged what happened there. According to her, Soul of Europe only saw their own
interest in the project.

Mirsad Duratovi¢ states that Marko Pavi¢ said that it was not yet the
right time to discuss the memorial in Omarska, that the memorial could still of-
fend the local community and that a law regarding the its construction should be
passed on the state level. However, such law would only create problems to the
memorial in Omarska because it would benefit the local community. Duratovi¢
emphasizes that it is necessary for the message to come from the political elites.
It is necessary to effectively lobby the local authorities and government officials.
Elvis Ku$ljugi¢ adds that any memorial serving its purpose is supposed to hurt
and insult. He feels that, from the perspective of the Mittal Company, most pain
arises from the first face of Omarska - a mine during socialism.
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tal Steel zaista ima nameru da podrzi zahteve bivsih logorasa, a da sve zavisi
iskljucivo od lokalne zajednice koja to ne podrzava, kompanija bi dozvolila da se
makar malim ploama oznale objekti i bude vidljiva njihova funkcija u periodu
od maja do avgusta 1992.

“Mesta zlo¢ina mogu biti samo mesta stida, mesta plala, to im moze
biti jedina funkcija®, naveo je Aleksandar Trifunovic.

Mirsad Duratovié je govorio o nepostojanju Zelje kod lokalne zajednice
da se suoci sa prosloséu. Postavio je pitanje kakva je drustvena odgovornost Arce-
lor Mittal-a. “Ljudsko lice" Mittal-a, koje treba da vodi ratuna o ljudima, finansira
lokalne obrazovne institucije i decu radnika te kompanije, medutim nikada nije
pruzilo pomo¢ biv§im logoraSima.

Marija Ratkovi¢ je govorila o strukturi lokalne zajednice pre i posle rata
(sada velinsko srpsko stanovni$tvo) i kako Mittal odgovara potrebama strukture
nastale nakon rata. Ona to vidi kao nastavak rata drugim sredstvima, a pri tom su
i uslovi radnika koji sada tamo rade jako losi.

Aleksandar Trifunovi¢ je dodao da Pavi¢ ima podrsku vlasti bosnjackih
partija. U negiranju zlo¢ina od strane politickih partija jedini interes je ostanak
na vlasti i finansijska korist. Izjavio je i da se plasi buduénosti BiH. Aleksandar
je postavio pitanje srpskoj strani: “Kada ¢emo se mi odluditi da postanemo dio
njihove traume?" Do napretka ne moZe da dode dok o tome ne budu govorile
kulturne i obrazovne institucije Republike Srpske. “Dok su ovakvi razgovori na
periferiji ne¢emo se pomaknuti naprijed.” Smatra da treba naterati Sto veli broj
ljudi da prihvati istinu. Smatra da treba spreciti cikli¢no, dalje ubijanje. Po njemu
su bosansko-hercegovacki ljudi klju¢ reSenja, ali ne Srbi, Hrvati, Muslimani kao
posebne etnicke grupe. Naveo je da je outreach program haskog tribunala greska.
Sa otvaranjem suda u Hagu, ljudi poput Ratka Mladic¢a i Radovana KaradZi¢a su
postali popularni. Izneo je i tezu da medunarodni donatori ograni¢avaju proces
suoCavanja sa proslo$éu, i govorio je o lobotomiji koju sprovodi NVO sektor.

U Omarskoj je, po miljenju Sudbina Musica, ukopana poslednja trunka
onoga na emu je gradeno jugoslovensko drustvo. Ono je finansirano prvim licem
Omarske (rudnik u vreme socijalizma), a pokopano drugim licem (logor). Njegov
stav je da je svaki gradanin Bosne i Hercegovine, bez obzira na nacionalnost i ver-
sku pripadnost, njegov sugradanin. Svi objekti u kojima su ubijani gradani Bosne
i Hercegovine su “objekti u kojima su ubijani nasi sugradani.”

Elvis K. je dodao da je propaganda u bivSoj Jugoslaviji o ljubavi medu narodima,
oliena u sintagmi “bratstvo i jedinstvo®, u ratu iskori§¢ena i preinacena u tezu o
mrZnji medu narodima bivse federativne republike.

Mirjana Peitler je rekla da je dijaspora previSe ofekivala od svojih ljudi
koji su ostali u Bosni i Hercegovini. Ljudi u dijaspori nisu uspevali da shvate kakva
je situacija u Bosni i Hercegovini bila nakon rata. Govorila je o pobedi desnicarske
partije u Austriji, za koju je glasala srpska dijaspora, a ¢ija se kampanja zasnivala
na obecéanju Kosova Srbiji. Smatra da ljudi tamo, takode, Zive u jednoj vrsti logo-
ra, i izrazila svoj strah povodom pojave desnice u Evropi danas. Podsetila je na to
da je britansko javno mnenje imalo znalajnu ulogu kada se radi o Omarskoj.

Martin Kern smatra da nije dobro o&ekivati reSenje od strane Evropske
unije. Po njemu sami moramo da re$imo svoje probleme. Postoji odgovornost od
strane Evropske unije, koju ona pokuSava da potisne. Biv§a Jugoslavija ima prob-
leme koji, mozda, oéekuju Evropu.

Milica T. je postavila pitanje da li postoji moguénost da se ovakav razgo-
vor odrZi u Bijeloj kudi i kakav je razgovor uop$te mogué unutar tog prostora.
Sudbin M. smatra da se to moZe izvesti i govorio je o proceduri traZenja dozv-
ole za posetu rudnika. Medutim, izneo je svoju bojazan da se razgovor u Bijeloj
kudi, mestu najgorih mucenja, ne pretvori u peto lice Omarske i da bi se to moglo
pogre$no interpretirati od strane nekih ljudi. Ne bi Zeleo da se desi sakacenje

RADNA GRUPA “CETIRI LICA OMARSKE"

IZLOZENOSTI



EXPOSURES

Dejan Vasié says that the Mittal Company froze the memorial project
and that, according to law, the company is not required to seek permission to
erect a memorial wall. He then concludes that the construction of the memorial
center was in the hands of this company. Hiring an independent party such as
the Souls of Europe was problematic. Souls of Europe operated based on their ex-
periences in Great Britain - a country governed by the Anglo-Saxon law - which
they tried to apply here, where continental laws apply. Great Britain doesn‘t have
a law about the protection of cultural monuments; it is up to the landowners to
ensure the safety of any objects of value of culturally and historically significant
areas. That is why they communicated directly with the company. Also, the mine
did not go through the process of being included into the Central Register, the
first step for which is the valorization of the object, followed by revitalization.
If the Mittal Company really had the intention to support the demands of for-
mer camp prisoners and if it all depended solely on the local community that
does not support the issue, the company would allow for at least some small
commemorative plaques to be put up, marking the function of individual objects
within the complex between May and August of 1992.

“Places where atrocities were committed can only be places of shame,
and of tears, that can be their only function®, says Aleksandar Trifunovic.

Mirsad Duratovi¢ speaks of the lack of desire in the local community
to face the past. He raises the question of social responsibility that the company
Arcelor Mittal has. The Mittal Company lacks a “human face" that is supposed to
take care of people, finance local educational institutions and the children of its
employees, and it has never helped former camp prisoners.

Marija Ratkovi¢ talkes about the structure of the local community
before and after the war (now the Serbs are the majority), and how the Mittal
Company is corresponding to the structure created after the war. She sees it as
the continuation of war with other means, while the working conditions of the
employees are generally very poor.

Aleksandar Trifunovi¢ adds how Pavi¢ has the support of local Bosniak
political parties. Negating the crime allows the political parties to sustain their
two main interests: remaining in power and financial gain. He also says that he
is afraid of Bosnia and Hercegovina's future. Aleksandar asks the question to the
Serbian side: “When will we decide to become part of their trauma?". He thinks
progress cannot be achieved until the cultural and educational institutions of
Republika Srpska are discussing this issue. “While debates like these remain on
the periphery, we will not move forward.” Trifunovi¢ feels that as much people
as possible should be forced to accept the truth, so that further, cyclic killings
are prevented. According to him the people of BH are the key to the solution,
but not Serbs, Croats or Muslims as separate ethnic groups. He says that the out-
reach program of the Hague Tribunal is a mistake. The opening up of The Hague
Tribunal to the public only popularized people like Ratko Mladi¢ and Radovan
KaradZi¢. He also states a hypothesis that the international donors are limiting
the process of dealing with the past, referring to the lobotomy carried out by the
NGO sector.

Sudbin Musi¢ thinks that the last remaining shred of what the Yugo-
slav society was based on had died in Omarska. That society was financed with
the first face of Omarska (a mine in time of socialism) and buried with the second
face (the camp). In his view, anyone living in BH, regardless of their nationality
or religion, is his fellow citizen. All objects in which people of Bosnia and Herce-
govina were killed are “objects in which our fellow citizens were killed".

Elvis K. adds how the propaganda of the former Yugoslavia about the
love between its nations, celebrated in the phrase “brotherhood and unity”, was
abused and altered during the war into the thesis of hatred among the nations of
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onoga §to u stvari jeste stra$no i jezivo mesto. Ali je naglasio da javni radni sas-
tanak RGCLO treba odrZati i u Prijedoru. Marija R. je dodala da se mora voditi
ratuna o identitetu i nezamenjivosti prostora.

Milica T. se sloZila sa Sudbinom i Marijom, a potom je Sudbin izneo
predlog da se predavanje odrzi u menzi. Mirjana D. je iznela stav da predavanje
svakako treba odrZati u Prijedoru, ali da ga treba odrZati i u rudniku Omarska iz
nekoliko razloga. Neophodno je govoriti o zlo¢inima po¢injenim u Omarskoj na
samom lokalitetu, mestu na kojem su se ti zlo¢ini odigrali. Govorila je o svom
doZivljaju tog mesta i navela tezu RGCLO o Zenama u crnom kao Zivom spomeniku.
Mozda je menza pogodna, kao prostor koji je menjao funkcije kroz sve Zetiri faze
rudnika, koji se potpuno transformisao, a koji se pritom, fizi¢ki nije uop$te men-
jao.

Razgovor su zakljucile kustosice “IzloZenosti" Ivana Bago i Antonia
Majaca. Antonia je govorila o Zivom spomeniku i pitanju dislokacije i vraéanja
na lokaciju. Potrebno je generisati nove zajednice kroz ovu zajednicu. Ona sma-
tra da ovu javnu raspravu treba kontinuirano Siriti i izvan Bosne i Hercegovine.
Referi$udi se na ovo i prethodna dogadanja u okviru projekta, Ivana podsje¢a na
pitanje: “Sta je emancipatorno djelovanje unutar umetnicke prakse i teorije?"
Navela je Badjuovu tezu da je umetnost proizvodnja istine. Ona smatra da “savre-
mena umjetnost ima snagu biti poligon za emancipatornu politiku sjeanja
i proizvodnju univerzalne istine”. Treba govoriti o onome $to nema mesto u
javnom prostoru, $to teror nejednakosti ne priznaje.
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the former federal republic.

Mirjana Peitler says that the diaspora expected too much of the people
who stayed in Bosnia and Herzegovina. People living outside of BH could not
manage to understand the reality of the country after the war. Mirjana speaks
of the triumph of the rightwing party in Austria, for which the Serbian diaspora
has voted, because the party's campaign was based on the promise of Kosovo as
part of Serbia. In her opinion, the people there also live in a sort of camp, and she
expresses her fears regarding the emergence of rightwing politics in Europe. She
reminds everyone that the British public opinion played a significant role in the
case of Omarska.

Martin Kern thinks it is not good to wait for a solution from the Euro-
pean Union. According to him, we should work out our problems on our own.
There is a responsibility on the side of the European Union, which it is trying to
repress. Former Yugoslavia has problems that, maybe, are expected to surface in
Europe as well.

Milica T. wonders if there is a possibility for a conversation like this
to be held at the White House (Omarska) and if yes, what kind of conversation
would even be possible inside that space. Sudbin M. thinks that it could be done
and speaks of the procedure for obtaining the permit to visit the mine. On the
other hand, he shares his concern that a lecture at the White House, a place of
torture, might give Omarska its fifth face and could be misinterpreted by some
people. He would not want to desecrate what is anyway a horrible and haunting
place. He adds that the WGFFO public meeting should, however, take place in
Prijedor as well. Marija R. says that one should also take into consideration the
identity and the inalterable history of the space.

Milica T. agrees with Sudbin and Marija and then Sudbin proposes that
the lecture be held in the Omarska mess hall. Mirjana D. says the lecture should
definitely be held in Prijedor, but that it should be held at the Omarksa mine for
several reasons. It is necessary to speak of the crimes which occurred in Omarska
on the exact location, at the very place where they occurred. She speaks of her
own experience of the place and reminds of the WGFFO thesis about the Women
in Black as a living monument. Perhaps the mess hall is suitable, as it was a space
that completely transformed its purpose during the four phases of the mine, all
the while physically staying the same.

The conversation is concluded by the curators of the exhibition “Expo-
sures”, Ivana Bago and Antonia MajaCa. Antonia spoke of the living monument
and the question of dislocation and relocation. It is necessary to generate new
communities through this particular community. She thinks this public debate
should be continuously expanded, also outside Bosnia and Herzegovina. Refer-
ring to this event and ones that preceded it in the framework of the project,
Ivana reminds of the question: “What is emancipatory action within the artis-
tic practices and theory™? She cites Badiou's thesis that art is the production of
truth and concludes that “contemporary art has the power to be a birth place of
emancipatory politics of remembrance and the production of universal truth®.
One should speak of the things that are outcast from the public sphere, about
that which the terror of inequality doesn't acknowledge.

— translated to English by Jelena Baji¢

WORKING GROUP “FOUR FACES OF OMARSKA"




220

RADNA GRUPA "CETIRI LICA OMARSKE" IZLOZENOSTI



Radna grupa “Cetiri lica Omarske"/ Working Group “Four Faces of Omarska", Javni radni sastanak/ Public working meeting.
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DOKUMENTARNI PROJEKT FACTUM / FACTUM -

DOCUMENTARY FILM PROJECT

OLUJA NAD KRAJINOM

52 min. 2001.

Scenariji rezija: Bozidar KneZevié
Producent: Nenad Puhovski

Ratna operacija “Oluja“ u ljeto 1995. rezulti-
rala je kona¢nim oslobadanjem okupiranih
hrvatskih teritorija. Nakon pet godina,
dramati¢na istina procurila je u medije... Nije
se sve odvilo prema “ratnim pravilima“. Ovo
je prvi film hrvatske produkcije koji se bavi
uznemirujuéom stvarno$¢u hrvatskih ratnih
zlodina.

DECKO KOJEM SE ZURILO

OPERATION STORM

52 min. 2001

Written and directed by: BoZidar KneZevi¢
Producer: Nenad Puhovski

The “Storm* war operation in the summer

of 1995 resulted in the final liberation of all
occupied Croatian territories. Five years later,
the dramatic truth leaked into the media...
Not everything happened in accordance to the
“rules of the war*. This film is the first one
produced in Croatia dealing with the disturb-
ing realities of Croatian war crimes.

THE BOY WHO RUSHED

52 min. 2001.

Scenariji re%ija: Biljana Caki¢-Veselié
Producent: Nenad Puhovski

Film je intimna prica o traganju redateljice

52 min. 2001

Written and directed by: Biljana Cakié-Veseli¢
Producer: Nenad Puhovski

This film is an intimate story about a film-
maker searching for her brother gone miss-
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za bratom koji je nestao tijekom rata u
Hrvatskoj. Na odreden nacin, rijec je o “nas-
tavku‘ price njene bake, ¢iji je muz ubijen u
Drugom svjetskom ratu, a na iji je povratak
Cekala ¢itav Zivot.

GRAHAM 1 JA - ISTINITA
PRICA

52 min. 1998.
ReZija i produkcija: Nenad Puhovski

Britanski gradanin Graham Bamford samoza-
palio se 29. travnja, 1993., ispred britanskog
Parlamenta. Radilo se o pokusaju da utjece
na stav britanske vlade prema ratu u bivsoj
Jugoslaviji. Ovo je film o Grahamu, njego-
vim djelima, tiSini koja ih je obavijala, alii o
samom autoru filma i procesu nastanka filma
o ovom dogadaju.

ing in 1991 during the recent war in Croatia.
In a way, it is a “sequel“ to her grandmother's
story: her husband was killed in WW II, but
all her life long she waited for him to return.

GRAHAM AND I - A TRUE
STORY _

52 min. 1998.
Directed and produced by: Nenad Puhovski

Graham Bamford, a British citizen, has set
himself alight on 29 April, 1993 in front of the
House of Commons. He did this in an attempt
to change the attitude of the British govern-
ment towards the war in former Yugoslavia.
This is a film about Graham, his actions, the
silence built up around them, but also about
the filmmaker and his effort to produce a
film about the event.



Nenad Puhovski
UVODNI TEKST IZ KNJIGE OLUJA NAD HRVATSKOM, UR. BORIS RASETA, 2003.

Sluéaj filma “Oluja nad Krajinom™ pa tako ni ova knjiga koja ga pokuSava pra-
titi nije samo kronika zbivanja i reakcija na prikazivanje jednog dokumentar-
nog filma. On je, barem po naSem miSljenju, paradigmatican za razumijevanje
suvremene hrvatske zbilje. U povijesti hrvatskog dokumentarizma nikada se nije
desilo da jedan film izazove toliko burne reakcije kao $to je to bio slu¢aj s filmom
“Oluja nad Krajinom* BoZe KneZevica. Javni protesti, saborska rasprava, traZenje
ministarske smjene, intenzivna aktivnost na web-forumima, anonimni pozivi i
prijetnje, stvaranje “kontra-filma“ - sve je to za promatrace sa strane predstav-
ljalo posve neodgovaraju¢u reakciju na jedan dokumentarni film. No, za to su
postojali snazni razlozi.

Sve je, naravno, zapocelo injenicom da su se zlo¢ini o kojima govori
film, doista zbili. O tome su, uostalom, svjedo¢ili i sudionici tih zbivanja. Nep-
osredno nakon vojne operacije “Oluja“, nekoliko stotina civila je ubijeno, de-
setci tisu¢a kuéa su spaljeni. I ne samo to. HDZ-ova vlast je te zloCine skrivala,
presudivala pa i, viSe ili manje stidljivo, opravdavala poznatom “tezom* Mila-
na Vukoviéa, bivieg predsjednika Vrhovnog suda Hrvatske, kako “Hrvatska u
obrambenom ratu nije mogla po¢initi ratni zlo¢in“.

NaZalost, ubrzo se pokazalo da ni nova vlast, ustoli¢ena pobjedom
demokratske koalicije potetkom 2000. godine, nije uspjela (Zeljela, znala, mogla)
inicirati bitne promjene u percepciji mnogih vaznih pitanja, pa tako ni (za ovu
pri¢u bitnog) odnosa prema hrvatskim ratnim zlo¢inima.

Da li zbog unutrasnje razjedinjenosti, povijesnog kompleksa nedo-
voljnog “hrvatstva®, straha od reakcija ili jednostavno konformizma, vlada nije
znala, mogla ili smjela objasniti hrvatskim gradanima razliku izmedu ogromne
veéine poZrtvovnih, hrabrih i patriotskih branitelja i $acice ratnih profitera
pa i zlo¢inaca koji su, preko veza sa dijelom desnicarske politicke elite, uspjeli
uzeti prakti¢no itavu zemlju za taoce svoje lukrativne ali i riskantne pozicije.
Ne ¢udi stoga ni da Hrvatska televizija, ustanova koja nikada nije uspjela postati
istinskom institucijom civilnog drustva, u &itavom ratnom i poratnom periodu
nije proizvela niti jedan cjeloviti film, program ili emisiju koji bi se bavili temom
hrvatskih ratnih zlo¢ina. Ne ¢udi ni injenica, vjerojatno nezapaméena u analima
suvremene televizije, da su u slu¢aju “Oluje nad Krajinom” “odredeni krugovi“ sa
HTV-a poticali pisanje protiv filma kojega ¢e njihova kuca tek (i to pod pritiskom)
prikazati. U takvom okruZenju, u proljece 2000. godine pojavio se film “Oluja nad
Krajinom* o zlo¢inima po¢injenim s hrvatske strane nakon vojne operacije “Olu-
ja“, 1995. godine. I tada je sve poCelo. Sve ono o Cemu moZete Citati na stranicama
ove knjige. No, prije nego $to vas prepustim tom, nadam se, nadasve zanimljivom
§tivu, dozvolite mi da s vama podijelim osjeéaje koji me obuzimaju kada danas
listam ove stranice:

- osjecaj ponosa zbog Cinjenice da smo napravili film “Oluja nad Krajinom*“, ne
samo prvi hrvatski ve¢ u to vrijeme i jedini dokumentarac uopée u ovim kraje-
vima koji je imao hrabrosti progovoriti o zlo¢inima koje je po¢inila “nasa strana“.
1z dana$nje perspektive i politicke atmosfere u kojoj je to jos§ uvijek jedini takav
film prikazan na drZavnoj televiziji, ta ¢injenica samo dobiva na vaznosti.

- osjecaj zadovoljstva zbog Cinjenice da su “obicni gledatelji* prepoznali vaznost
tog filma i procesa koji je njime zapoCeo, te nakon emisije “Latinica® u kojoj je
film prikazan, na pitanje da li treba procesuirati sve ratne zlo¢ine, odgovorili
pozitivno sa ogromnom veéinom od 75 posto. Sli¢ni su rezultati dobiveni i u an-
keti Jutarnjeg lista, dok je u istraZivanju agencije Media metar 51 posto ispitanika
KneZevilev film ocijenilo vjerodostojnim.

- osjecaj razolaranja zbog toga $to vladajuéa politicka elita, izuzimajudi predsjed-
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Nenad Puhovski
INTRODUCTION FROM THE BOOK STORM OVER CROATIA, ED. BORIS RA§ETA, 2003.

The case of the film Storm over Krajina, as well as this book which will attempt to
examine it, is not only a chronicle of reactions to the broadcast of a documentary
film and the events following it. It is, at least in our opinion, a paradigm of the
contemporary Croatian reality. In the whole history of Croatian documentary
production, no film has ever caused such violent reactions as BoZo KneZevi¢'s
film Storm over Krajina. Public protests, parliamentary debate, calls for ministe-
rial resignations, intense activity on web-forums, anonymous calls and threats,
making of a “counterfilm” - to bystanders all these seemed like completely inap-
propriate reactions to a documentary feature. However, there were good reasons
for them.

Naturally, it all began with the fact the crimes depicted in the film ac-
tually took place. This, after all, was witnessed by the participants in the events.
Immediately following the “Storm” military operation several hundred civilians
were killed, tens of thousands of houses burned down. And not only that. The
Croatian Democratic Union (HDZ) government concealed these crimes, kept
them secret and even justified them, more or less sheepishly, with the famous
Croatian ex Chief Justice Milan Vukovié “thesis” that “in the defensive war Croa-
tia could not commit war crimes”.

Unfortunately, it soon became apparent that not even the new govern-
ment, elected after the victory of the democratic coalition at the beginning of
2000, could (would, knew how to, wanted to) introduce important changes in
perception of many relevant issues, one of them being the (for this story essen-
tial) attitude towards the war crimes committed by the Croat side. Whether due
to internal divisions, the historical complex of underpowered “Croathood”, the
fear of reactions or simply conformism, the government would not, could not or
was not allowed to, explain to the Croat citizens the difference between the great
majority of self-sacrificing, courageous and patriotic defenders and a handful of
war profiteers, even criminals, who, from their advantageous yet tricky position,
through connections with a part of the right wing political elite, managed to take
virtually the whole country hostage of their position. Hence it doesn’t surprise
that in the whole war and post-war period, Croatian Television, an institution
that never managed to become a true institution of civil society, did not produce
asingle coherent film, program or a show dealing with war crimes committed by
the Croat side.

Little wonder then was the fact, probably unprecedented in the annals
of modern television, that in the case of Storm over Krajina “certain circles” at
the Croatian Television (HTV) encouraged writing against the film their network
was only (and this, too, under pressure) yet to show. This was the state of affairs
in the spring of 2001 when Storm over Krajina premiered, a film about the crimes
committed by the Croat side in 1995, following the “Storm” military operation.
Then it all began. All you can read about on the pages of this book. But before I
leave you to this hopefully gripping reading matter, allow me to share with you
the feelings overcoming me while I leaf through these pages today:

» a sense of pride because of the fact we made Storm over Krajina - not only the
first Croatian, but for the time also the only documentary film in the region,
which had enough courage to speak about the crimes committed by “our side”.
This fact only gains in importance in present political situation, where it is still
the only such film ever aired on the national television.

» a sense of satisfaction because “average TV viewers” recognized this film’s
importance and the process started by the film - and following the Latinica talk
show in which the film was shown, a great majority of 75 percent of the viewers
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nika drzave, nije prihvatila taj “mali referendum” tihe veéine hrvatskih gradana
vel je, sluZedi se poznatom tehnikom zamjene teze, umjesto dogadaja o kojima
film govori, javno osudila film pa i njegove tvorce. Na taj nalin propustena je jo$
jedna Sansa da se otvori ozbiljni dijalog i daju relevantni odgovori. Proces ka-
tarze, neophodan da se ovaj rat i stvarno zavrsi, jo$ je jednom zaustavljen i prije
negoli je zapoceo.

- osjecaj stida zbog toga $to je tako malo nezavisnih intelektualaca, umjetnika i
udruga imalo hrabrosti braniti, ne nas stav, ve¢ pravo na njega. Sindrom “hrvatske
Sutnje”, toliko prisutan u tim krugovima, jo§ je jednom uzeo svoj danak.

- osjecaj tuge i krivice zbog ¢injenice da BoZe viSe nema i da je otiSao u jeku
najvecih napada na film, ogorcen ali ne i uplaSen, zabrinut ali ne i razo¢aran.

» i napokon, osjecaj nade da sve to nije bilo uzalud.

— Prof. Nenad Puhovski

Direktor dokumentarnog projekta FACTUM i producent filma “Oluja nad Kraji-
nom"“, Zagreb, 2003

Sinopsis filma “Oluja nad Krajinom”

Nedavna izjava ministra Radimira Ca&i¢a u Saboru o spaljivanju srpskih kuéa na

podrudju Krajine neposredno nakon akcije "Oluja", izazvala je burnu reakciju
medu ¢lanovima nekad vladajuceg a danas opozicionog HDZ. Toliku, da su zahti-
jevali njegovu smjenu. Kakva je zapravo bila situacija tih dana u Krajini? Koliko je
istine u Caci¢evim rije¢ima, optuzbama medunarodnih organizacija I hrvatskih
nevladinih udruga o zlo¢inima nakon Oluje? Da li je istina, kao $to tvrde bran-
itelji, da je sve to dio “scenarija“ kriminalizacije Domovinskog rata? I kakva je,
napokon, situacija u Krajini danas?

Nas$ film se bavi dogadajima u dva krajiska sela - Gruboru i Potkonju.
Dogadajima koji su se zbili tada - neposredno nakon Oluje, te njihovim odjecima
i posljedicama danas. Kroz price svjedoka koji su se nalazili u selu, kao i UN tele-
vizijske ekipe, pokuSat éemo rekonstruirati $to se tih dana dogadalo u tim se-
lima. Posjetit ¢emo ih i danas kako bismo doznali kakva je situacija i $to misle o
dogadajima iz 1995.

Struktura filma:

1. Prolog. Hrvatski dr¥avni Sabor. Ca&iéeva intervencija. Reakcije.

2. Poletak balvan revolucije u okolini Knina. Pobunjenici na barikadama. Paljenje
hrvatskih sela, hrvatske izbjeglice iz Krajine. Cetnici.

3. Poletak operacije Oluja. Zvanilina saopéenja o pocetku akcije i poziv predsjed-
nika Tudmana Srbima da ostanu. Pobjednicka atmosfera, snimci ulaska hrvatske
vojske. Dolazak predsjednika Tudmana.

4. Knin poletkom rujna 1995. Napola pust grad. Razbijeni izlozi, vojska, stvari
izbaCene iz stanova izbjeglih Srba. Sela gore u okolini Knina. Povratak prvih
Hrvata u svoje kude.

5. 1995. Ekipa UN televizije snimila je kadrove gorudeg sela Grubor te dvojicu
ubijenih starca u tom selu. Zapovjednik Kninskog podrucja bio je general Cermak
koji UN televiziji izjavljuje kako se paljenja kuéa moZe smatrati incidentima a ne
pojavom $irih razmjera na podrudju pod njegom odgovorno$éu.

6. 0d generala Cermaka s distance od pet godina, Zelimo saznati 3to se tih dana
dogadalo na podrudju Kninske Krajine. Pripadnici UN u to vrijeme $alju sasvim
drugatije izvjestaje o stanju pod kontrolom zapovjednika Cermaka. U filmu neki
od UN oficira takoder rekonstruiraju dogadaje poslije operacije Oluja. Razgovor
sa Srbima iz Knina pod zastitom UN u izbjegli¢kom logoru.
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answered affirmatively to the question whether all war crimes should be pun-
ished and proceedings against the perpetrators of these crimes instituted. Simi-
lar figures were obtained in the poll carried out by the daily Jutarnji list, whereas
a poll taken by the Media Meter opinion agency showed that 51 percent of the
persons polled found KneZevi¢’s film to be authentic.

» a sense of disappointment owing to the fact the ruling political elite, president
excepted, did not recognize the “minor referendum” of the silent majority of
Croat citizens, but rather used the familiar “swap thesis” maneuver and, instead
of denouncing the events shown in the film, they publicly condemned the mak-
ers as well as the film. Thus yet another opportunity to open a serious dialogue
and come up with adequate answers was lost. The catharsis process, essential for
the actual ending of the war, was once again stopped before it even began.

» asense of shame because so few independent intellectuals, artists and organiza-
tions had the courage to defend - not so much our position, but our right to it.
The “Croatian silence” syndrome, ubiquitous in those circles, took its toll once
again.

+ a sense of sorrow and guilt because BoZo is no longer with us, having left at
the height of attacks on the film; bitter but not scared, worried but not disap-
pointed.

» and, finally, a sense of hope that it was not all in vain.

— Professor Nenad Puhovski

Program director of the FACTUM documentary project and producer of the film
Storm over Krajina, Zagreb, 2003.

Synopsis of the film Storm over Krajina

Recently in parliament, when minister Radimir Caci¢ spoke about torching of
Serbian houses in Krajina immediately following the “Storm” military operation,
his speech caused a violent reaction among the members of the once ruling and
now opposing HDZ party. So severe it was that they called for his resignation.
What was it really like in Krajina those days? How much truth was there in Cati¢
words, in the accusations made by international organizations and Croatian
nongovernmental organizations, regarding the post-“Storm” crimes? Could it
be true, as claimed by the Croat army, that it is all part of the “scenario” aiming
to criminalize the Homeland War? And, finally, what is the situation in Krajina
today?

The subject of our film are the events which took place in two Krajina
villages - Grubor and Potkonje; the events which happened just then - immedi-
ately following the “Storm”, their echoes and their consequences on the present.
Using eyewitness reports of those who were in the villages, as well as the reports
of the UN TV crew, we will try to reconstruct the events taking place in the vil-
lages at the time. We will also visit them today in order to find out what is the
current situation there and how they look upon the events of 1995.

Film structure:

1. Prologue. Croatian parliament. Cacié speaking. Reactions.

2. Beginning of the “timber” revolution near Knin. Rebels at the barricades.
Torching of the Croatian villages, Croat refugees from Krajina. Chetniks (militant
Serbian nationalists)

3. “Storm” military operation starting. Public announcements of the operation
beginning, president Tudman appealing to the Serbs not to leave. An atmosphere
of victory, footage of Croat troops marching in.
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7. Paralelno pratimo pri¢e Hrvata iz sela Potkonje koji su pred terorom vlasti
tzv. SAO Krajine nakon 1991. morali napustiti svoje kuce i otiéi u izbjeglistvo i
koji su se vratili svojim kuéama nakon oslobodenja podrugja Krajine. U scenama
snimljenim 1995. oni govore o svojim patnjama i osje¢ajima nakon povratka u
svoja mjesta.

8. Pet godina poslije razgovaramo s istim ljudima, obje etnicke zajednice, koji su
bili svjedoci i Zrtve ratnih dogadanja o tom vremenu kao i perspektivama Zivota
njih i njihovih obitelji na podruéju Knina.

Kakva moZe biti buduénost Krajine?

FACTUM
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Arrival of president Tudman.

4. Knin at the beginning of September 1995. Half-deserted town. Broken shop
windows, soldiers, things thrown out of the apartments of the exiled Serbs. Vil-
lages burning near Knin. First Croats returning to their homes.

5.1995. UN TV crew filmed scenes of the burning Grubor village and the two old
men murdered in the village. General Cermak, the commanding officer for the
Knin area, says for the UN TV that torching of the houses should be regarded as
individual incidents, not a large-scale occurrence in the area under his jurisdic-
tion.

6. Five years later, we ask General Cermak about what went on in the area of Kn-
inska Krajina during that time. At the time, members of the UN sent completely
different reports on the conditions under Cermak’s command.

In the film, some of the UN officers also reconstruct the events following the
“Storm” military operation. In a refugee camp, we talk to the Serbs from Knin
who are under UN protection.

7. We follow parallel stories of Croats from Potkonje village, who had to leave
their homes and seek refuge after 1991, fleeing from the terror of the so-called
SAO Krajina government, and the Croats who returned to their

homes after the liberation of the Krajina area. In the footage filmed in 1995, they
talk about their sufferings and their feelings upon returning to their villages.

8. Five years later, we ask the same people, from both ethnic communities who
were witnesses and victims of the war, about the period and the prospects they
and their families have living in the Knin area.

What could be the future of Krajina?

— translated to English by Mima Simi¢

Photos: TJ
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Igor Bo$njak

CAS ANATOMIJE

Video-animacija, print
2010.

Balkanication je ciklus radova (nastao u
periodu 2009/10) i koncept koji povezuje
knjiZevnost, recentnu produkciju umjetnosti,
te istorijske dogadaje, koji su u bliskoj relaciji
sa dana$njim idejama Citanja i shvatanja
bliske pro3losti BiH, kao i Sireg prostora
Balkana. Svi radovi problematizuju odnose
“dirigovanja istorije”, ponavljanja istorije
(history repeating) te “koristenja“ istorije

u svrhu manipulacije i kreiranja ideoloskih
matrica kako u kontekstu XX vijeka, tako i
danas. Poéetna pozicija Citavog

koncepta je pozicija uvenog ex-YU pisca
Danila Kisa. KiSovo shvatanje i razumijevanje
istorije Balkana je bila neka vrsta “open
source" ponavljanja istorije i svi njegovi stra-
hovi bili su zasnovani na bazi¢nom ljudskom
strahu, strahu od razli¢itosti/razli¢itog.
Nacionalizam, kao glavni kolektivni strah,
afektirao je svu njegovu knjizevnost i
miSljenje. Balkanication koncept pokusava da
shvati, razumije i objasni nacionalizam kao

ANATOMY CLASS

Video-animation, print
2010

Balkanication is a series of artworks (made dur-
ing the period of 2009/10) or rather a concept
connecting literature, recent artistic produc-
tion, and historical events, that are closely
connected to the current ideas on reading and
understanding the recent history of Bosnia and
Herzegovina, as well as the broader region of
the Balkans. All the artworks discuss the rela-
tions of “directing history,” history repeating,
and “using™ history for manipulation purposes
and in order to create ideological matrices,
both in the 20th-century context and today.
The starting position of the concept as a whole
is the position of the famous ex-Yugoslav
writer Danilo KiS. Ki§’s understanding of

the history of the Balkans is a sort of “open-
source" history repeating, since all his anxiet-
ies were based on the fundamental human fear
— the fear of otherness/other. Nationalism as
the basic collective fear affected all his writings
and thought. The concept of Balkanication seeks
to understand and explain nationalism as a
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osnovni ljudski kolektivni i/ili individualni
strah. Moj li¢ni strah se manifestuje u formi
prepoznavanja obrazaca, tj. uvida da je kod
veline neobrazovanih ljudi njihova nacio-
nalna osvijeStenost pervertirala u stanje
Sovinizma. Balkanication je takode vrsta
virtuelne heterotopije koja pokusava da ko-
municira sa individualnim, a ne kolektivnim
entitetima.

—ib

basic human, both collective and/or individual
fear. My personal fear is manifested in the
form of recognizing the pattern, that is, when
I realize that with most uneducated people,
their national awareness has been perverted
into a state of chauvinism. Balkanication is

also a sort of virtual heterotopia that tries to
communicate with individual rather than col-
lective entities.

—ib



Igor Bosnjak
CAS ANATOMIJE

Na slici je dr. Nikolas Tulp koji obja$njava muskulaturu ruke prisutnim medicin-
skim stru¢njacima. Le$ na slici je zloCinac Aris Kint koji je prethodno tog dana
objeSen zbog oruZane pljacke. Neki od posmatraca su aristokrate koji su platili
da budu ukljuéeni u sliku. Dogadaj na slici se odvio 16. januara 1632. godine, u
amsterdamskoj hirurskoj gildi, kojoj je Tulp pripadao i nosio titulu zvani¢nog
Gradskog anatoma, kome je bilo dozvoljeno da vr$i samo jedno javno seciranje
godiZnje, za koju bi se koristilo tijelo pogubljenog zlo¢inca. Casovi anatomije su
bili drustveni dogadaj u 17 vijeku. Odrzavali su se u u¢ionicama koje su zapravo
bile pozorista, prisustvovali su im studenti, kolege i svaki pojedniac koji bi platio
ulaznicu. Posmatraci su prikladno odjeveni za ovu ozbiljnu drustvenu priliku.
Smatra se da su ovi ljudi (sa izuzetkom figura iz pozadine i sa leve strane) na-
knadno dodati slici. Na slici nedostaje jedna osoba - preparator, ¢iji je zadatak
da primpremi tijelo za as. U 17 vj. jedan tako ugledan nau¢nik poput dr. Tulpa
nije morao da se bavi tako servilnim i krvavim poslom kao $to je seciranje, pa su
ti poslovi bili prepusteni drugima. Zbog toga na slici nema nikakvog instrumen-
ta za sjeCenje. Umjesto njih se u donjem desnom uglu nalazi otvoren ogromni
priru¢nik iz anatomije, verovatno De humani corporis fabrica, knjigu autora An-
dreasa Vesalijusa, objavljenu 1543. godine. Savremeni stru¢njaci su komentarisa-
li preciznost kojom je 26-godi$nji Rembrant naslikao misice i tetive. Nije poznato
gde je stekao ta znanja, moguce je da je iskopirao detalje iz priru¢nika anatomije.
Lice lesa je djelimi¢no osjenceno, nagovjestaj “sjenke smrti* (umbra mortis), teh-
nike koju ¢e Rembrant Cesto koristiti. Slika je potpisana u gornjem desnom uglu
sa Rembrandt flecit] 1632. To je, koliko je poznato, prvi put da je Rembrant pot-
pisao sliku svojim liénim imenom, a ne inicijalima RHL (Rembrandt Harmenszoon
van Leiden), §to je znak porasta samouvjerenja umjetnika. Skorasnje ispitivanje
holandskih nau¢nika otkrilo je nekoliko neslaganja izmedu podlaktice lijeve ruke
prikazane na slici i seciranog dijela iste.

Cas anatomije in vivo, slikan robusnim Rembrandt-ovskim bojama,
koje se jo§ i kredu, igrajuéi se okrvavljenim ljudskim organima kao s izduvanim
loptama neke odigrane i po svoj prilici izgubljene Zivotne utakmice, ovaj savre-
meni Cas anatomije, praéen melodioznim glasom kompetentnog predavaca, jas-
nom, dakle, i preciznom artikulacijom drevnog nagona za finalnim saznanjima.
Danilo Ki§ u svom “Casu anatomije” opisuje profesora Tulpa ovako: “Profesor
Tulp je rastegnuo anatomskim noZicama misi¢na vlakna odrane leve podlak-
tice i pokazuje ulenicima to klupko miSica i Zila, vene i arterije kroz koje viSe
ne kola krv, pokazuje im s mirom i pribrano$¢u ¢oveka KOJI ZNA DA JE LJUDSKO
TELO, IZVAN DUHOVNIH FUNKCIJA, IZVAN DUSE I MORALA, SAMO PROBAVNA
MASINA, me3ina, splet creva i Zivaca, hrpa %ila i mesa, kao onaj odrani vol $to ga
je Rembrandt naslikao nekih pet godina kasnije: gomila mesa obeSenog naglavce
..". Sto se tice KiSove deskripcije stru¢ne radnje, ne bih imao primjedbe. Jedi-
no §to je on, za razliku od svog umetnicki izobraZenog prethodnika, U ISTINI
ZNAO DA JE LJUDSKO TELO ZAJEDNO SA SVOJOM BESMRTNOM DUSOM, SVOJIM
KATEGORICKIM MORALOM I SVIM SVOJIM DUHOVNIM FUNKCIJAMA - ipak, na-
jzad, samo onaj odrani Rembrandtov vol iz Luvra. Ko je u nau¢noj prednosti, ne
moZe se znati. Nasa humana prica jo§ nije dovrSena. A kad bude, nema te istine
koja ¢e ikome biti od stvarne koristi. Zasada, sa sigurno$éu mozemo reéi jedino
da je Tulpov anatomski objekt zlo¢inac skinut s vjeSala i darovan nauci da post-
humno vrati drustvu §to mu je za Zivota uzeo. U protivnom bi se, posle poziranja,
profesor Tulp, zajedno s ucenicima i Rembrandtom, naSao u zatvoru. Ovako se
nasao u istoriji umetnosti.

Trebarediidaje uodbranu Grobnice zaBorisa Davidovica i svog knjiZevnog
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Igor Bo$njak
THE ANATOMY LESSON

The painting shows doctor Nicolaes Tulp who is explaining the muscles of the
arm to the present medical profesionals. The cadaver in the painting is Aris Kindt
who was hanged previously that day for armed robbery. Some of the observers
are aristocrats who paid commissions to be included in the painting. The event
in the painting took place on January 16th 1632 at the Guild of Surgeons in Am-
sterdam, where Tulp belonged and had the title of the Praelector Anatomiae (the
official Anatomist of the City of Amsterdam). He was allowed to perform only one
public dissection a year, the body to be dissected had to be that of an executed
criminal. Anatomy lessons were a social event in the 17th century and they were
held in lecture rooms which were actually theatres, with students, colleagues
and the general public being permitted to attend on payment of an entrance
fee. The observers are appropriately dressed for this solemn social occasion. It is
believed that, with the exception of the figures to the rear and left, these people
were added to the picture later. There is one person missing in the painting -
the Preparator whose task was to prepare the body for the lesson. In the 17th
century, such a renowned scientist, as doctor Tulp was, could not be expected
to deal with menial and bloody work such as dissection, such tasks would be left
to others. That is the reason why there are no cutting instruments visible in the
painting. Instead, if we look in the bottom right corner we see a huge open tome
of an anatomy treatise. It is probably the book called De humani corporis fab-
rica, written by Andreas Vesalius and published in 1543. Contemporary experts
discussed the accuracy of the 26-year-old Rembrandt in terms of how he painted
the muscles and the tendons. It is unknown how he obtained his knowledge, it
is possible that he copied the details from the anatomy treatise. The face of the
cadaver is partly shaded, a suggestion of the “shadow of death” (umbra mortis),
a technique that Rembrandst is to use often later. The painting is signed in the up-
per right corner with Rembrandt f[ecit] 1632. As far as we know, it was the first
time that he signed a painting with his own name instead of RHL (Rembrandt
Harmenszoon van Leiden), which is a sign of a growing artistic confidence. Re-
cent examination by Dutch scientists revealed that there were several inconsis-
tencies between the left forearm in the painting and its dissected part.
Anatomy Lesson in vivo, painted in robust Rembrandt colours which
are moving at the same time, playing with the bloody human organs as if they are
deflated balls of a played and, most likely, lost game of life, this modern Anatomy
Lesson accompanied by a melodious voice of a competent lecturer, with a clear
and therefore, precise articulation of an ancient urge for final knowledge, Da-
nilo Ki$ in his “Anatomy Lesson™ describes professor Tulp in the following way:
“Professor Tulp used anatomical devices to stretch the tissues of the skinless left
forearm in order to show the students the intricacy of muscles and fibers, and
veins and arteries devoid of blood. He is demonstrating this with tranquility and
composure of a man who is aware of the fact that the human body is simply a
digestive machine once stripped of mental functions or the soul and ethics, it is
nothing but a skin, a mixture of bowels and nerves, a bundle of fibers and flesh,
same as the skinless ox that Rembrandt painted five years later: a bunch of flesh
hanged upside down...." As far Ki§ and his description are concerned, there is
nothing I would object to. The thing is, unlike his artistically trained predecessor,
Ki$ genuinely knew that, after all, the human body along with its immortal soul,
its clear-cut morals and all its mental functions is nothing but Rembrandt’s skin-
less ox of from Louvre. We are not able to say who is more scientifically advanced.
Our human story is not completed yet. Once it is completed, no one would actu-
ally benefit from a/the truth thus obtained. For the time being, we can only be
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postupka Danilo Ki§ napisao Cas anatomije, u isto vrijeme najbolju poeticku knjigu
koju je ikada objavio neki juznoslovenski pisac i jedno od najbriljantnijih i na-
jefektnijih polemickih $tiva napisanih najuZnoslovenskim jezicima. U pravu je
Mihajlo Pantié kada ka%e: “Citajuéi Cas anatomije govorim to bez straha od neopr-
ezne generalizacije oni koji su se, KiSovim re¢ima, spremali da, posle njega, krenu
u veliku avanturu pisanja, udili su se osnovnom stavu svog poziva - dostojanstvu,
sumnji, svetom pravu na odbranu i samo tumacenje vlastitog dela, intelektual-
noj nepokolebljivosti, potrebi da se protivreci i sebi i drugima, angaZmanu koji
nikada ne sme da bude u sluzbi bilo ega i bilo koga, jer u tom sluéaju postaje
sopstvena karikatura.” Makar je Ki§ govorio kako mu posthumna slava nista ne
znadi i kako - po Heineovim rije¢ima viSe voli zagrljaj jedne zahvalne ¢itateljke
od svih moguéih posmrtnih pocasti, on si je svojim djelom podigao spomenik od
bronze trajniji. Danas Ce KiSa pokatkad citirati i razli¢iti manji i veéi nacionalisti i
kao pozivati se na njega, no ni to mu ne moZe Stetiti. Kis je onaj koji je u svojim
knjigama ostavio nesto od dobrote, nesto od saznanja. U svom eseju o Danilu KiSu,
a u kontekstu opsade Sarajeva, Susan Sontag kaZe: “Djelo Danila KiSa ¢uva &ast
knjiZzevnosti®.

“Imao sam srecu (ili nesreéu) da godine kada se sti¢u pojmovi o svetu,
kada se u dusu utiskuju mitovi i predrasude, kada se formira ¢ovekovo mitsko
i drustveno bile, da shvatim snagom empirijskog saznanja relativnost svih mi-
tova (poCev od onih, najranijih, da su, na primer, momci iz Bemove ulice najjaci
i najbolji pajtasi, da su njihovi ciljevi odbrambeni a njihovi napadi uvek samo
odmazda za nanete uvrede, njihova teritorija sveta i neprikosnovena zemlja,
terra nostriana, gde je pristup svakom drugom Skolcu zabranjen i kaznjiv kao
svetogrde - tema koja ¢e me u svojoj knjizevnoj verziji nesto malo kasnije duboko
potresti u Decalima Pavloveulice Ferenca Molnara), jer sam igrom slucaja i sud-
bine jo$ zarana dospeo u situaciju da, kao kakva romaneskna li¢nost kojom se
poigrava mo¢ni stvaralac, menjam tacke gledista, taj sudbinski point of view, jer
ne samo $tosam sa uZasom shvatao da se hitno selimo iz Bemove u Grckoskolsku,
ili, o, uzasa! iz Luja Bartua u Telop, gde Zive najokoreliji zlo¢inci i ubice, nego
sam uskoro shvatio da se u toj surovoj igri nedozrelog homo ludensa (igrikoja
¢e u literaturi nadi svoju “ideolosku” i psiholosku transpoziciju, svoju mitolosku
parabolu, u Goldingovom Gospodaru muva), u tom deéijem totalitarizum, poj-
movi lako relativizuju, i da se uverenja i predrasude, dignutina nivo apsolutnih
moralnih kategorija i principa, naocigled ruse i raspadaju ¢im ste stvar sagledali
i sa one strane medje i zida, sa one strane barikada tog ve¢nog delijeg surovog
imperijalizma i $ovinizma koji se zacinje na periferijama gradova, u sirotinjskim
predgradjima provincijskih naselja, kraj ciglana i udZerica, gde se teritorijalni in-
tegritet brani “do poslednje kapi krvi®, gde se zajednistvo, omedeno ideoloskom
granicom ulice ili naselja, podsti¢e legendama koje se prenose s kolena na koleno,
kao $to se to zajednistvo Celidi i kali podvizima, meSanjem krvi iz nacetog prsta,
pateti¢nom zakletvom a la David, Sifrovanim jezikom, zvizdukom koji je supsti-
tut zavojnicki trubni znak i na koji srce zatreperi sasvim pompijerski radosno,
prolaZenjem kroz ritualne ku$nje snage i hrabrosti, dobijanjem tajnih imena i
nadimaka (uticaj petparacke literature), sticanjem prvih saznanja o telesnimta-
jnama, o spolu, negovanjem legendi koje postaju u zrelom dobu nostalgi¢ne us-
pomene na detinjstvo. UZas mojih detinjih dana bejase upravo to mutno saznanje
relativnosti svega, to ruSenje iluzija o jednoj jedinoj inepromenljivoj konstanti,
uzas koji je zamenio ono prvo moje strahovanje: da se, eto, iz nekih meni sasvim
neshvatljivih i nepojmljivih razloga mora napustiti Bemova ulica i sav ustaljeni
red te delije imperije gde je suverenovladao neki Folksdojéer naoruZan nozem
i durbinom, surov i pravican, i gde je svako imao, u lavirintima protivavionskih
skloniSta i sveZe iskopanih rovova (namenjenih jednom drugom ritualu, surovi-
jem i krvavijem zapravosamo po konsekvencama), gde je, dakle, svako imao svoje
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certain to say that Tulp’s anatomical object was a criminal taken off from the
gallows and donated to science in order for him to give back posthumously to the
society what was taken away from him in his lifetime. If that was not the case,
professor Tulp, along with his students and Rembrandt himself, would have been
imprisoned right after the sitting for the painting. However, he found his place
in art history.

“I was fortunate (or unfortunate) enough to realize the relativity of
every myth by the strength of empirical thought during the time when we first
grasp the notions about the world, when the soul is imprinted with myths and
prejudice, when a person’s mythical and social being is formed. Even such myths
as the earliest ones: the myth that boys from the Bem street are the strongest and
the best kids on the block, that their goals are defensive and their attacks always
a retribution for being offended, that their theory of the world is also a myth,
their inviolable land, terra nostriana, where every other school boy is banned
from entering, and the act of entering would be punishable as blasphemy - the
topic that would deeply disturb me later on in its literary version in *’Paul street
boys" by Ferenc Molnar. Accidentally and by a twist of fate, I was early forced to
change my point of view, that fateful point of view, just like a character from a
novel who is being orchestrated with by the mighty creator. I was horrified to
realize that we are going to move from Bem street to Grckoskolska or, oh, horror!
from the street of Louis Barthou to Telop, where the most seasoned criminals
and murders live. I also realized soon that in this cruel game of immature homo
ludens (the game which will find its “ideological” and psychological transposi-
tion and its mythical parable in literature in “The Lord of the Flies" by Golding),
in this childlike totalitarianism, the notions easily become relative, and all the
beliefs and prejudice - lifted on the pedestal of absolute moral category or prin-
ciple - crumble and decay so obviously as soon as you see the other side of the
medal and the wall, the other side of the barricades of this eternal, childlike and
cruel imperialism and chauvinism which stems from the outskirts, from the sub-
urbs where the poor live, near brickyards, where territorial integrity is defended
“until the last drop of blood", where togetherness has boundaries in the form of
ideological borderline of a street or a block of flats, and it is incited with verbal
legends in the same way as togetherness is strengthened by feats and adven-
tures, or by mixing one’s blood using a cut finger, by a pathetic oath a la David,
by coded language, by a whistle which is used as a substitute for the military
trumpet blow while your heart shivers joyfully, by undertaking a ritual of put-
ting one’s strength to the test, by getting secret names and nicknames (the influ-
ence of pulp fiction), by learning for the first time about bodily functions, about
sex and gender, by nourishing these legends which become nostalgic memories
of one’s childhood once we reach maturity. The horror of my childhood days
was exactly this blurry acknowledgment about the relativity of everything, this
disillusionment about the one and only unalterable constant, the horror which
replaced my initial fears: that we must leave Bem Street due to reasons of in-
comprehensible and unthinkable nature, as it seemed to me. This routine order
of childlike imperia where a strict and just Folk-Deutscher armed with a knife
and field-glass ruled as a sovereign. In the labyrinths of anti-aircraft shelters and
freshly dug out trenches (aimed at a different ritual, more cruel and bloodier
actually only in consequences) each and everyone of us had their clearly defined
place, their duties and responsibilities, their belief that they live in the best of
worlds. Once the initial fears were gone, I would soon realize that I would be
recognized, discovered and punished cruelly. I would realize it in surprise and
disbelief that even here, in this new block of flats, the exact same laws apply and
the same myths of togetherness - the power of loyalty and the same hatred for
the “enemy™ whose territory is just right behind the third street inhabited with
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jasno odredjeno mesto, svoje duznosti i obaveze, svoju uverenost da Zivi u na-
jboljem od svih svetova. Shvatio bih uskoro, ¢im bi me prosli prvi strahovi, da
¢u bitiprepoznat, otkriven, da ¢u biti surovo kaznjen, shvatio bih sa ¢udjenjem
i sa nevericom da i ovde, u ovom novom naselju, vladaju isti zakoni i isti mitovi
zajedniStva-snage-vernosti i ista mrznja prema “neprijatelju”, cija seteritorija
pruZa iza trece ulice i gde Zive sve sami razbojnici, dilkosi, psovaci i lopovi, sinovi
alkoholi¢ara, ludaka i nasilnika, sve sami piromani i ubice, naoruzani lancima od
bicikla, noZevima i bokserima, razbijali prozora,presretaci devojcica, bludnici i
hulje koje treba sve pobiti u ime nase Sevalereskne tradicije i naSeg uli¢nog fair
playa.”

Anatomska analiza socijalno drustvenih deSavanja u BiH je veoma
kompleksna. Teritorija je jo§ uvijek etnicki podijeljena, te je takodje samo
drustvo zarobljeno izmedu proslosti i buduénosti, drustvo u tranzicijikoje kao
da i8¢ekuje poruku u boci koja ¢e im otkriti da su postigli ono na éemu su radili,
ali nazalost, izlaz na more je preuzak, a boca se ni ne nazire. “Stvari su i dalje u
zati§ju koje prethodi promjenama koje se tek trebajudogoditi. I nakon 17 godina
od uspostavljanja nezavisnosti, “teritorija” se i dalje bori s ¢injenicom da joj ne-
dostaju sustinski preduslovi za stvaranje suverene demokratske drzave: podjela
drzave odredena Daytonskimsporazumom, koci procese donoSenja politi¢kih
odluka, medunarodna zajednica se ne odrice svog protektorata prema drZavi, a
drustvo se i dalje dijeli na osnovi etni¢ke pripadnosti. Na nacionalne, etnicke i
vjerske razlikejo§ uvijek se gleda kao na prepreke, a ne kao na prednosti”. BiH se
moZe posmatrati i kao samo srediste klju¢nih pitanja kada se govori o vjerskoj i
kulturoloskoj diversifikaciji zapadnjackog drustva: upravo u ovoj zemljitreba se
izgraditi multikulturalno drustvo katolika, muslimana i pravoslavaca u kojem ¢e
se raspravljati o sponama izmedu politike i religije, kao i oblicima kolektivnih
identiteta izvan bilo kakvih etni¢kih okvira. Iz ovog uglaposmatranja BiH prer-
asta u vazno ZariSte razmatranja takvih pitanja u zapadnim zemljama.

izvori: Danilo Ki§, Wikipedia, YouTube arhiva
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thugs, hooligans, muggers, thieves, sons of alcoholics and bullies, crazy people,
arsonist and murderers armed with bicycle chains, knives and brass knuckles;
window breakers, girls’ stalkers, wantons and rascals that should all be killed in
the name of our knightly tradition and our street fair play.”

Anatomical analysis of the social situations in BiH is very complex.Teri-
tory is still ethnically divided, and the society itself is trapped between the past
and the future, a society in transition seems to be waiting for a message in a
bottle which would reveal that they achieved what they had been working on,
but unfortunately, the way by sea is too narrow and the bottle is not even within
sight. “Things are in a standstill which precedes changes that are about to hap-
pen. Even 17 years after establishing independence, “territory” is still fighting
the fact that it is missing basic prerequisites for making a sovereign democratic
state: the division of the country defined by the Dayton Accords is blocking the
processes of making political decisions, the international community is not giv-
ing up on its protectorate over the country, and the society is still being divid-
ed according to ethnicity. National, ethnic and religious differences are beeing
looked upon as obstacles instead of advantages.” We can observe BH as the centre
of key issues in terms of religious and cultural diversity of the western society:
this is precisely the country where a multicultural society of Catholics, Muslims
and the Orthodox should be built, where links between religion and politics
should be discussed, as well as forms of collective identities outside any ethnic
frames. From this point of view, BiH becomes the focus of careful deliberation in
the western society.

sources: Danilo Ki§, Wikipedia, YouTube archive
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Lana Cmajéanin & Igor Grubié

20.000 - 5
TRAUMA JEDNOG ZLOCINA

20,000 -
TRAUMA OF A CRIME

Rad u nastajanju, instalacija, letak
2010.

Bosna i Hercegovina je jedna od zemalja pot-
pisnica UN Konvencije protiv torture. Svaka
zemlja potpisnica mora obezbijediti svim
Zrtvama pomo¢ i omoguditi im sveobuhvatnu
reparaciju. Pored ostalog, drZave potpisnice
su obavezne sprijeciti torturu i osigurati
kaznjavanje pocinilaca, te zastitu svjedoka u
procesima pred sudovima. Medutim, uslijed
neujednacenosti zakona Federacije BiH i Re-
publike Srpske radi jedinstvenog regulisanja
prava osoba koje su preZivjele ratnu torturu
na drzavnom nivou, seksualno zlostavljane i
silovane osobe gube moguénost ostvarivanja
zakonskih prava.

U Federaciji BiH usvojen je zakon
na osnovu kojeg su Zene koje su silovane u
posebnoj kategoriji civilnih Zrtava rata. Na
Zalost, to pravo ne mogu ostvariti u Republici
Srpskoj, kao i obratno. U situaciji gdje Ev-
ropska unija insistira na povratku raseljenih
i izbjeglih lica na prijeratna prebivalista

R4

(najcescée mjesto zlo¢ina) dolazi do problema

Work in progress, installation, flyer
2010

Bosnia and Herzegovina is among the coun-
tries that have signed the UN Convention
against torture. Each of these countries must
secure aid to all victims and grant them com-
prehensive reparation. Among other things,
these states are obliged to prevent torture
and to ensure that its perpetrators will be
punished, and they must protect witnesses

at the court. However, owing to the discrep-
ancies between the laws of the Federation

of Bosnia and Herzegovina and Republika
Srpska with regard to the uniformity on the
state level in regulating the rights of persons
who suffered torture during the war, sexually
abused and raped persons are deprived of an
opportunity to claim their legal rights.

In the Federation of Bosnia and
Herzegovina, a law has been passed accord-
ing to which raped women belong to a special
category of civilian victims of war. Unfor-
tunately, they cannot claim their right in
Republika Srpska, or vice versa. In a situation
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u kojem Zrtva uslijed razlike u zakonima RS

i FBiH gubi prava koja je stekla na mjestu na
kojem je bila prognana. Nizom simboli¢kih
akcija u javnom prostoru kao i umjetnickim
instalacijama Zelimo ukazati na postojeéu
problematiku s kojom se suocavaju Zene Zrtve
rata na ovim prostorima.

U okviru IzloZenosti projekt je bio
predstavljen prostornom instalacijom i dis-
tribuiranim lecima. Predvidena je bila i akcija
spaljivanja transparenta s natpisom “Zakon",
u javnom prostoru, za koju, medutim, organi-
zatori nisu dobili dozvolu od gradskih vlasti.

— ¢ &ig

where the European Union insists on the
return of displaced persons and refuges to
their original places of residence (which are
mostly crime scenes), many victims lose their
rights, previously granted in the area where
they found refuge, upon returning to their
own region, owing to the difference between
the legal systems. With a series of symbolic
actions in public space and installations in
galleries, we seek to draw attention to this
problem, which women victims of war must
continuously struggle with in this region.

In the framework of Exposures, the
project was presented as a spacial instal-
lation, along with distributed flyers. Also
planned was an action, where a banner with
the word “Law" would be burned in public
space, for which, however, the organizers
weren’t granted the permit from city au-
thorities.

—le&ig
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20.000 - Trauma jednog zlotina

Vijece sigurnosti UN-a obiljezava 10. godisnjicu rezoluciie koja je
donesena 3110. 2000. a tie se uloge Zena u miru i sigurnosti.
Smatra se vrhuncem zajednickih napora civilnog drustva i Zenskih
organizacija da se ugini zaokret u necovietnom postupanju prema
ienama i njihovoj iskljuenosti u donoSenju odluka u ratnim
situacijama. Ta rezolucija nece biti uspjesno provedena sve dok ne
prestane seksualno nasilie u ratnom sukobu.

Bosna i Hercegovina jedna je od zemalja potpisnica Konvencije
protiv torture i drugih okrutnih, necovieénih ili ponizavajucih
postupaka ili kaZnjavanja, Gime se obavezuju svim Zrtvama
osigurati pomot te im omoguéiti sveobuhvatnu reparaciju/odstetu.
Medutim, problem civilnih Zrtava rata jednako je prisutan u
Federaciji BiH (FBiH) kao i u Republici Srpskoj (RS). Uslijed
neujednacienosti zakona FBiH i RS te nepostojanja jedinstvenog
reguliranja prava osoba na driavnoj razini koje su preiiviele ratnu
torturu i seksualno zlostavljanje. silovane osobe gube moguénost
ostvarivanja zakonskih prava. U situaciji u kojoj Europska unija
inzistira na povratku raselienih i izbjeglih osoba na njihova
prijeratna prebivalista (najéesce miesto zlogina) postaje gotova
pravilo da Zrtva, uslijed razlike u zakonima RS i FBiH. gubi prava
stecena u mjestu iz kojega je prognana. Nizom zakonskih regulativa,
neujednacenosti zakona i njihove implementacije na sveobuhvatnoj
driavnoj razini Bosne i Hercegovine, Zene Zrtve rata obespravljene
su te onemogucene da se izbore za vlastita prava.

Osim zakonskih prepreka Zrtve se svakodnevno nastoje nositi s
dodatnim traumama koje ih pogadaju: socijalna otudenost,
nezaposlenost, nerijeSeno stambeno pitanje. nerijeseni pravni
statusi, nepriznavanje statusa, neadekvatna zdravstvena i
psiholoska podrska, nedostatak zastite @ pomoéi. Amnesty

International objavio je podatak da 90% irtava ratnih zlogina
seksualnog nasilja ne prima nikakvu psihologku pomoc.

Kako bi izbjegle stigmatizaciju okaline, ali i vlastite porodice. mnoge
iene koje su ispunjavale wiete hile su suvise istraumatizirane da
istupe i podnesu svoj zahtjev, druge nisu niti znale za zakon ili
krajnji rok. a neke nisu mogle pribaviti potrebnu medicinsku
dokumentaciju. Samo rijetke Zrtve smogle su snage zatraZiti
priznavanje statusa civilnih Zrtava rata ostvarujuti minimalnu
novianu naknadu koju im taj status osigurava. iako mnoge irtve
seksualnog nasilja nisu ni priznate kao Zrtve pa im je stoga sam
status kao i pravo na neki oblik reparacije uskracen.

Tako su primjerice u Republici Srpskoj svi zahtjevi za naknadu
$tete. ukljuujuéi i one koje su podnijele Zrtve silovanja. a koji su
podneseni nakon roka odredenog za 8l sijeganj 2007. godine,
automatski odbijeni. Problem je nastao zbog nedovoljne
informiranosti korisnika o donoSenju zakona i rokovima koje isti
predvida. Navedeni rok posebno pogada kategoriju povratnika u RS
koji tek po povratku u RS, nakon isteka roka, podnose zahtjeve
za ostvarivanje prava na invalidninu, Sto  dovedi  do
diskriminacije manjinskog stanovnistva koje ova prava zeli ostvariti
nakon povratka u svoj prijeratni dom.

* kK

Svi navedeni razlozi naveli su nas da, u svrhu pomoéi Zenama
irtvama ratnog nasilia na ovim prostorima, nizom simbolickih
akcija U javnom prostoru kao i galerijskim  umjetnickim
instalacijama ukaiemo na postojeéu problematiku i potaknemo
sustav na djelovanje.



20.000 - Trauma of a Crime

The United Nation Security Council celebrates the |0th anniversary
of the resolution adopted on October 31, 2000 that concerns the
role of women in peace and security. It is considered as a landmark
of mutual effort of women's organizations and civil society in their
struggle to change inhuman treatment towards women and to
stress their equal participation and full involment in peace and
security efforts. Unfortunately, the resolution will not be sufficiently
implemented as long as sexval abuse/gender based violence is
present in situations of armed conflict.

The Federation of Bosnia and Herzegovina is one of the numerous
countries that has signed the Convention Against Torture, and Other
Cruel, Inhuman and Degrading Treatment or Punishment, which binds
the country to ensure help and enforceable right to compensation to
all victims. However, the problem of care for the civil victims of war
still exists in the Federation of Bosnia and Herzegovina as well as in
Republika Srpska. Due to inconsistency of laws between the Federa-
tion and Republika Srpska and a non-existant regulation of rights at
the state level for persons who survived war torture and sexual
abuse, the violated persons lose the possibility to gain their legal
rights. In the case when the EU insists on the return of the exiled
persons and refugees to their pre-war dwellings (usually the place of
crime) it becomes a rule that, as a result of discrepancies of laws of
two political entities, victims lose their pertaining rights in the places
they were banished from. As a consequence of multiple legal requla-
tions, inconsistencies between laws and their implementation at the
state level, women, victims of war, are deprieved of their rights and
are made impossible to struggle for it.

Besides legal impediments, victims are facing other traumatic
experiences: social alienation, unemployment, housing problems,

unsolved legal status, unrecognized status, insufficient medical and
psychological help, lacking protection and help. Amnesty Interna-
tional has published the fact that 30 % of war crime victims of
sexual abuse do not receive any psychological help.

A large number of wamen, victims of sexual abuse/gender based
violence, have not yet been recognized as such, being deprieved of the
status and this way the right to any form of reparation. In order to
avoid the stigmatization of the surroundings and their own families,
some of the traumatised women weren't able ta come out and claim
the right, although satisfying conditions, others weren't well informed
about the law or the closing date for applications, and some of them
couldn't gather all the necessary medical documentation. There were
just a few who had the courage to claim the status of civil victims of
war, thus acquiring a minimum compensation the law provides.

In support of that goes the fact that all the compensation demands
submitted in Republika Srpska after the closing date of January 31,
2007, including the ones presented by the victims of sexual abuse,
were automatically refused. The problem apparently appeared
because of lack of information about law enactment and expected time
limits given to users. The mentianed time limits affected the category
of the refugees who returned to Republika Srpska past the date desig-
nated for submitting a demand for the disability allowance, which was
a way of ethnic minarity discrimination for those wha could obtain the
rights only after the return to pre-war domicile.

With a view of offering help to the women, victims of war, all the
mentioned reasons led us to call attention to the present situation
by way of symbolic interventions in public spaces and artistic instal-
lations in galleries and make the state structures actively engage.



Tu noé su ponovo doli. Postraojili su nas na jednu stranu i odvajili oéeve i sinove. |zveli su nas na binu i naredili
da se skinemo goli... Poslije rutka 23.07.1992. hila je nekakva muéna tigina. Bilo je jako mirno. Kad su ih
odvodili, Zene su morale ii sa njima. Vragale su se polumrtve. Jedna drugu smo uvijek bodrile i zajedno nam je
bilo lakge... Svaki dan je bio isti. Poginjan je sa prebrojavanjem mrtvih. Ljudi su masovno umirali. Bili su taka
tihi. Nisu molili niti plakali. 13l su kao da idu na posao, na objed, a ne u smrt. Tada sam hila jako ponosna na
njih... Naredio mi je grubo da se skinem. Zakljutao je vrata i naredio mi da se skinem potpuno gola i to da ne
Furim... lzmicala sam pa sam tako oborila i ugasila svijeéu. U sobi je nastao potpuni mrak. Bila sam na granici
svijesti, bespomocna u mraku, Cula sam zatim kako se on skida. U meduvremenu se veé bio skinuo i prisao mi
da me otkopEava i skida. Plakala sam. Nisam imala snage da se branim, da vristim... LeZala sam gola i nisam
smijela ni da se pomjerim... Ne paliv&i svjetlo, brzo, bez rijeéi je iza$ao. Jedne noéi u logor je do$an oko 22 sata.
Lapalio je svijeéu, i mene izabrao... Prepoznala bih ga i za dvadeset godina. NoZem su mi razrezali haljinu. 8
njim sam provela 37 dana u odvojenoj kuéi i za to vrijeme niko me nije vi$e ispitivan niti udarao. Noge su mi
drhtale... | uspjela sam, od3utjela ne izustivsi ni jednu jedinu rije. Cim je sjen, vozilo je krenulo praveem kajim
do tada nikada nisam prolazila. Bilo je hladno, decembar, a samo jednom su nam naloZili vatru. Uveo me u
kombi, okrenuo se prema meni... Tada sam shvatila da 6u, ako se branim, jo¥ gore proéi. Morala sam poslusati
jer sam mislila na svog sina. T u mi se desilo nesto stragno. Uveo me u tu prostoriju, u kojoj nije bilo prozora,
vet komad lima na oknu koji je bio izbugen. Cula sam da neko dolazi pred vrata prostarije u kojoj sam bila i brzo
sam stavila krpu na ogi, skupivsi se u Eo$ku. Kada smo dosli u kasarnu, uven me je u hodnik gdje su stajala dva
tovjeka i rekao mi da satekam. Odven me je u jednu uEionicu bez Skolskih klupa. Poeo mi je trgati odjecu sa
tijela. Kada su iza3li, zakljuZan je vrata i poteo sa mene da skida suknju. Probudila sam se i pokugavala da se
snadem u mraku, kada su se vrata otvorila. Jedan kraci period, nas su dvije same drali zatogene u toj kuéi.
Niko nije dolazio osim njih dvajice. Zovnuo nas je da dodemo u jednu sobu i rekao $ta nas o&ekuje. Nisam poslije
osjecala strah, prije neku ravnoduZnost. Naredili su mi da se spremim i podem sa njima. Zamotala me zavajima
i dala dvije tablete protiv holova.Tu noé su ponovo dosli. Postrajili su nas na jednu stranu i odvojili oéeve...



That night they came back once again. They had us lined up on one side and they set apart fathers and sons.
They took us onto the stage and ordered us to take off the clothes. On July 23, 1892 after lunch time, there
was a troublesome silence. It was rather calm. While being evacuated, women had to follow them. They came
back half dead. We were always encouraging each other, it was much easier together. Every day it was the
same. It started with the counting of the dead. People were dying on a massive scale. They were so quiet. They
didn't pray nor cry. They were maving as if they were going to work, for a meal, but not into death. | was really
proud of them at the time... He forcefully ordered me to undress. He locked up the doors and ordered me to
take off the clothes until naked, to take as much time as | needed and not to press myself... As | dodged, |
knocked off the candle and extinguished it. The room went into a complete dark. | was hardly conscious and
completely helpless in the dark. Then | heard his taking off the clothes. In the meanwhile, he had already got
undressed and he came closer to me to unbuttan my clothes and undress me. | was crying. | scarcely had any
force to defend myself... | was lying there naked, not even allowed to move... He left quickly without saying a
word, he didn't even turn an the light. One night he arrived to the camp around 10 p.m. He burnt the candle and
picked me out... | would have recognized him in twenty years. They had my dress ripped by knife. | spent 37
days with him in a separate house and over that period nobody ever examined or hit me. My legs were
shaking... | made it, | kept silent without saying a word. As he sat in the car we went in the direction | had
never passed by. Although it was a cold December, they kindled a fire only once. He brought me into the van
and turned towards me. It was then that | realized that it would be worse to defend myself. | had to obey
because | thought about my son. There happened something horrible to me. He showed me the way into the
room where there were no windows, and instead, there was a piece of steel plate on the holed window pane. |
heard someone approaching the doors of the room where | was standing and | quickly put a piece of cloth onto
my eyes, crouching in the corner. As we came to the caserne, he conveyed me to the hall where two men were
standing and he told me ta wait. He took me to a classroom that had no school benches. He started ripping off
my clothes. When they left he locked the door and started to take the skirt off me. | woke up and tried to come
to myself when the doors opened. They held us confined in the house for a short time. Nobody else came
except the two of them, He called us to come into the room and said what he expected from us. Afterwards, |
wasn't afraid, | was rather indifferent. They ordered me to get ready and to follow them. She wrapped me up
with bandages and gave me two painkillers, That night they came back once again. They had us lined up on...
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SPISI / JASMINA

CrteZi, print, performans
2010.

Spisi / Jasmina je rad smjeSten u neposrednu
buduénosti iz &ije perspektive pokusava
problematizirati sje¢anje na rat, odgov-
ornost i traumu kroz esejisticku kontem-
placiju o Hagkom tribunalu i njegovim
aparatima djelovanja: iskaz, oprost, spise,
‘outreach’ programe, prevoditelje i prob-
leme u prevodenju, video snimke, ispovijest
i banalne detalje svjedoCenja objavljenih na
njihovoj stranici. Rad se manifestira u raznim
formama, te funkcionira kao zaseban jed-
nokanalni video/film, ali i kao dio razli¢itih
instalacija i performansa kojima se propi-
tuju mehanizmi iskaza i tehnologije njenog
prevodenja.

—nh

DOCUMENTS / JASMINA

Drawings, prints, performance
2010

Documents / Jasmina is an artwork set into
the immediate future, from the perspective
of which the author seeks to analyze the
memories of war, responsibility, and trauma,
through an essayistic contemplation on the
Hague Tribunal and its working apparatuses:
statements, pardons, documents, outreach
programmes, interpreters and translation
problems, video footages, confessions, and
banal details in the testimonies published on
the tribunal’s webpage. The artwork mani-
fests itself in various forms, and functions as
a separate, one-channel video/film, as well as
a part of different installations and perfor-
mances that investigate the mechanisms of
statement and the technology of its transla-
tion.

—nh
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OFF (slovkanije):

“C-0-U-R-T-E-858 -Y-
O -F-M-E-D-I-2A-0-
F-I-C-E-0-F-I-C-T
-¥-vy - N - I - T - E
- D - N -A - T - I -

Case No: IT-05-8812-PT
Date: 8 July 2009
Original: English

Gorn/ jire /d/ jetam /nosiv /plav
Don/ jire /d/ jesvi /jetl /oplav
/ siv

I /mape/ t / stu/ pov/ a

I / mases/ t/ re /d/ova

O / voj /etabli/ ca

NICOLE HEWITT
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Upo / nedeljaku/ 1.4.0.0 ne /tkoé
egado / p/ ra/ ti/ ti
Usud/nic/uje/d/an

Netkoé /ere /é éi

"Please be seated, you may be
seated”

netkoé /epre /v/esti,

kak /oéer

feéi,?

“Sjed /ite, izvol /ites /jesti,
zauz /m/ ite /s /vojem/ je/s/
to.”

“Ovoj / em/ jest/ oza / v/ as

ovoj /eva/ Sem/ jesto”

‘this is a place for you’, ’please take
your place’?

EXPOSURES NICOLE HEWITT
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Pru-zZit ée /ruke, uzet

ce

slu /8/ ali /e /e, sjesti,

ce

slusati,

ce

oné / e / ée [/ kat / i
Iéié/ée napa /u/zu

Korada /té /ehod /ni/ kom.
Netkoé/ eg /apra/ ti /ti. Ko /
jimhod/ niokk /om ho -da
Uhod /nik /uj /etep / is/ on
Tep /ison/ je / plav/ osiv
Zid/o [/ visu/ svi /jet/ lopla

/vo/ siv

O /krenuté/ ese / uli/je

Vozak /oraé& /atud /esn

Ozak /ora&/ atotvo / rité evr/
ata,

Vra /tasu /bi /jela,

Otié¢ /iéed /okab /ine /p/ ustité
/evo /dupr/ iéié /fetri

K /oraka. Umivaonik je bijeli.

NICOLE HEWITT IZLOZENOSTI



Oprat ¢ce

ruke. Koracat

ée

potepisonu, spustit se u stolicu,
uzet

¢e slusalice, slusat

ce, cekat,

ée

govorit,

¢ce cekat,

govorit. Gledat ce

uf/ otogr /a /fiju. Reéi

c¢ena

des /noj /str /anif / otogra /f/
ije. Reci ce

nali/ je /vojstr/ anif /oto/gra
/£/ ijeu

1.9.0.0 reéi ¢ée da

se sudnica prekida, ili sud
/enjes /enas /tavl / ja, ili sud
/enje se

raspusta, ili

EXPOSURES
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hodat ée uz njega

na tepisonu pokraj
vrata, sjesti

¢e u auto, ili
u kombi ili u
Toyotu,
Ford, vozit
¢e se,
dobit ¢ce
hranu, Njegova hrana
ce
biti Sto? Njegova
hrana ¢ée
biti gdje?
On cele zati, spa vasutra
se rano dize.

Tako je bilo u ponedeljak.

To je spekulativan tekst. To je
neispravan tekst. Tko ée
ispraviti tekst. Da li ¢eJasmina

ispraviti tekst. Da 1li Jasmina

NICOLE HEWITT
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zna Sto je bilo u ponedelj

Moja tabela je kriva, moja je
uska, njihova tabela je
okruglija, nase tabele imaiju

gresku.

0d 2.7. 0.7. sud ne radi.
Ljetni odmor

He will take headphones he will sit, he
will listen, he will wait. He will have a
break. He will walk down the corridor.
Someone will escort him, he is
walking down the corridor, the
corridor has a carpet, the carpet is blue
grey, the walls are lighter blue. He will
turn left, turn right, step forward, he
will open the door, the door is white,
he will go to a cubicle, he will pass
water, he will walk up to the sink,
three steps to the sink. The sink is

EXPOSURES
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white, he will wash his hands. He will
walk on the carpet, lower himself into
the seat, take the headphones, listen,
wait, speak, wait, speak. He will look
at a photograph. He will say to the
right of the photograph. He will say to
the left of the photograph.

At 19.00 he will be told court is in
recess or, court is adjourned, or court
is over, he will walk with him on the
carpet past the white door, he will sit
in a car, a van, a Toyota, a Ford, he
will be driven, he will have food. His
food will be what? His food will be
prepared where? He will lie, he will
sleep. Tomorrow is an early start. That
is how it was on Monday.

Does Jasmina know what happened on Monday?

NICOLE HEWITT IZLOZENOSTI
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Koliko je

kamera u sudnici, gdje je
rezija, tko montira ReZiseri?
Tko montira MontaZeri?

U final

cut u? U adobepre/mijer /u?
Tko pi

Se transkrip

te? Tko narué

uje hranu? Tko su dobavl
jagéi?

Tko ureduje stranicu?

Tko piSe transkript tko pise
narativ? Pisci?

Tko bira font?

Tko bira izjave svjedoka?

Tko uploada? U kojem programu?
Tko pruza tehnicku

podrsku?

Tko je potpisao ugovor e?
Tko prevodi?

Koliko je prevoditelja?

Koji software koriste?

EXPOSURES NICOLE HEWITT
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Tko ispravlja gresSke?

Gdje stoji prevoditelj?

Tko se ispovijeda?

Tko oprasta?

Tko recitira poeziju?

Tko se slika pred kamerama?
Tko se ka je?

Ko ji su bageri
kop ali?

Koja je firma
prevoz ila?

Na kojoj su tra
ci snimali?

TDK, JVC, BETA

Tko je pisao
transkripte?
Koji su to
mikrofoni?
Tko je
instalirao
klimu?

Tko je platio
kredit?

NICOLE HEWITT IZLOZENOSTI
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Kroz ¢éije to usi
ulazi?

Kroz ¢ija to
usta izlazi?

Tko daje glas?

Tko je stavio u
fascikl?

Tko je imao
brodski pod?

Kome su nestali
Stekeri?

Tko ima tablice?

Tko ima porezne
olaksSice?

Tko je mladi
istrazitelj?

Tko je na slici?

Tko igra
prevoditelija®?

Tko igra suca?

Indos i Kido.

Tko ima
slusalice.

10
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Pavlica.
Tko ima DAT?

Pavlica.

Tko montira?

Vjeran.

Tko rezira
glumce?

Nicky

On kazZe: “Tuzla
Transport.™

Dvojica su iza njega, na lijevoj
strani fotografije imaju tamno
sive hlade, svjetlo plave
koc¢ulje, on ima aktovku, jedan ga
lagano dodiruje, lagano dodiruje
leda, on zakoracuje na stepenicu,
na stepenice, zidovi su oker,
zuti, krem

Zid je krem iza njega, do ramena,
iznad je staklena
stijenka, iza je Zena koja ..

11
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Sad je na
lijevoj
strani
fotografij
e, sad je
iza njega
staklena
stijenka
i Zena
koja gleda
prema
dole,
lijevo do
Zene jos
jedna
Zena,
desno iza
stijenke
kamera,
desno
Stekeri,
na dnu
oker zida
sivkasto
plava
bordura.
On je u
sredini s
jedne
strane
musSkarac s
druge

12
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strane
muskarac
prekrizZeni
h ruku
ispred. U
stijenci
su odrazi.

Muskarac koji ga je lagano
dodirivao stoji ispred njega, ili
je to treci muskarac.

sjedi sa slusalicama na glavi.

Sad ima plavu kosSulju, plavu
kravatu,

muskarac u svijetlo plavoj
kodulji naginje

se da otvori aktovku.

Kad ide kuéi
ide s tepisona
na linoleum,

linoleum se
sjaji, lakse
se ¢isti,

13
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tu je I
telefon, tu je
i kompjuter,
na hodniku se
sjaji, a tu je
i pegla. Tko
pegla. Tko
pegla kosulju,
bijela,
kosulja,
svijetlo
plava,
kravata. Tamno
plava, crvena.
Odijelo tko
¢isti odijelo,
na crtu. I
nogomet stolni
nogomet, I
Mikado, I mala
kuhinja,
zajednicka
kuhinja. I
video

00:06:00 Sarene
keramike, Zuta masna,
crveni cvijetovi, zZuti
svijetovi, na Zutoj masni
pise M- A -J - A

14
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Nicole Hewitt: Spisi/Jasmina, perfor-
mans, Banja Luka, 2010 / Documents/
Jasmina, performance, Banja Luka,
2010.
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Nicole Hewitt
IS]ECCI 1Z DOKTORSKE TEZE “IN TIME", SLADE SCHOOL OF ART, UCL, LONDON

U ¢lanku naslovljenom “Clues: Roots of an Evidential Paradigm™ Carlo Ginzburg
je usporedio Morellijeve analiticke metode s onima detektiva, psihoanaliti¢ara
i povjesni¢ara. Morelli, ¢ija se metoda ispravne atribucije oslanja na brizljivo
izu€avanje detalja, ustvrdio je kako se upravo iz ‘nevaznih’ pojedinosti neke slike
moZe zakljuciti istinski identitet slikara. Slikar se ne razotkriva u karakteristi¢nim
obiljeZjima slike, nego u nacinu na koji prikazuje trivijalne detalje - usnu resicu,
nokat na ruci ili oblik noZnoga prsta - jer to su elementi slike u kojima slikar
zapada u bezbriZnost, gdje mu koncentracija odluta, a njegova svjesna nastojanja
nacas se obustave te vi$e ne pazi toliko na konvencije, i upravo tu ée se odati um-
jetnik ili pak njegov krivotvoritelj. Morellijeve biljeZnice bile su pune ilustracija
razli¢itih tjelesnih detalja: noseva, usnih resica, prstiju na rukama i nogama -
pravi arhiv fizionomijskih pojedinosti koje ¢e se upotrijebiti, ba$ kao elementi
policijskog kompleta za identifikaciju, za detektiranje istinskog poéinitelja djela.
Ta metoda detektivskog ispitivanja, zasnovana na sasvim trivijalnim i naizgled
nevaznim pojedinostima - kao nesvjesno ostavljenom tragu koji ¢e naposljetku
omoguditi ispravno prepoznavanje identiteta - nije svojstvena samo Sherlocku
Holmesu, kako tvrdi Ginzburg, nego i Freudu, koji je i sam, kako dalje isti¢e, sma-
trao da su Morellijeve metode srodne psihoanalitickima. A paradigma koja im je
svima zajednicka upravo je ono $to Ginzburg naziva “dokaznom paradigmom"
(evidential paradigm). Ona se sastoji u pronalaZenju naizgled nevaZnih i odba¢enih
tragova/simptoma/ostataka kao klju¢eva za dublju stvarnost i na¢ina da se na
osnovi tih tragova dode do neke vjerodostojne pretpostavke.

Povjesnilar/detektiv/psihoanaliti¢ar ne smije se dati zavesti pretjera-
nom determinacijom, izvor se ne smije unaprijed ‘kontaminirati’ interpretaci-
jom. U ¢lanku “The Inquisitor as Anthropologist™ Ginzburg govori o povjesni¢aru
koji brizljivo i$¢itava svoje izvore, poput glumca koji se nastoji uZivjeti u ulogu,
pokusavajuéi stupiti u dodir s optuZenicima i inkvizitorima u potrazi za pov-
ijesnim dokazima. Izvori koje je Ginzburg izu€avao bili su zapisnici s inkvizici-
jskih sudenja u Furlaniji, gdje je skupina seljaka optuZena za ¢aranje. Ginzburg
pokazuje kako su optuZenici, benandanti koji su se borili protiv uroka kako bi
zajam(ili dobru ljetinu, tijekom razdoblja od 50 godina dospjeli do toga da su
‘priznali’ kako su se sluZili ¢arolijom, dok su se njihovi odgovori pretvorili u
odjek pitanja koja su postavljali inkvizitori. Prikupljajuéi dokaze i ¢ineéi inter-
pretabilnim ono $to im je isprva bilo nepoznato - ¢ime su postigli da se uklopi u
unaprijed odredene kategorije ‘Caranja’, inkvizitori su dokumentirali postupak
do u najsitnije detalje, osiguravajuéi na taj na¢in danasnjim povjesnicarima arhiv
oblika ljudskog ponaSanja u 16. stolje¢u - ukljucujuéi rumenjenje, sitne geste i
Sutnje, koji su redom detaljno dokumentirani.

Ginsburg tvrdi kako su inkvizitori, izvjeStavajuéi o odgovorima koje
su davali i oblicima ponaSanja koje su iskazivali benandanti, propustili uoiti te
stoga i kodirati iskaze i geste - buduéi da nisu znali $to izostaviti, ukljudili su
sve moguce pojedinosti. Christopher Pinney koristi tu ideju kao koristan nacin
razmiSljanja o fotografiji - nesposobnost isklju¢ivanja je ono $to dopusta “curen-
je informacija”. Klju¢ bi bio taj da je upravo ono $to izmice nadzoru autora/tvor-
ca i ukazuje na istinu u pozadini - indeksni karakter fotografske slike - ono $to
potkopava poticaj na objektivizaciju, umjesto toga potvrdujuéi nestabilnost slike.
Kao trag svojih referentnih to¢aka, indeks upucuje na neku fizicku vezu. Upravo
ta tehnologija i aparat, koji koreografiraju stvarnost koju su uhvatili te istodobno
za nju rezerviraju registar objektivnoga, neizbjezno hvataju i ono sluajno.

Cini se da Ginzburg, usredototujuéi se na kljuceve koje je pronasao u
dokumentima sa sudenja benandantima, aktivno preuzima ulogu redatelja/de-
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Nicole Hewitt
EXTRACTS FROM DOCTORAL THESIS "IN TIME", SLADE SCHOOL OF ART, UCL LONDON

In “Clues: Roots of an Evidential Paradigm®, Carlo Ginzburg compares Morelli’s
analytical methods with those of the detective, the psychoanalyst, and the histo-
rian. Morelli, whose method of correct attribution relied on his careful study of
detail, claimed that it was in the ‘insignificant’ minutiae of painting that the true
identity of the painter was to be found. It was not in the most characteristic fea-
tures of the painting that the painter would be revealed, but in the rendering of
trivial detail - in the earlobe, the fingernail or the shape of the toe, the elements
of the painting where the painter falls into carelessness, where his concentra-
tion wonders, where his conscious effort is suspended, were the conventions are
relaxed, here the artist or his forger will give himself away. Morelli’s notebooks
were full of illustrations of various bodily details: noses, earlobes, fingers, toes
- an archive of physiognomic details to be used, as in police identikit elements,
in detecting the true perpetrator of an artwork. This method of investigative
inquiry based on the most trivial and seemingly unimportant of detail - it is the
trace left behind unconsciously that will lead to the correct attribution of iden-
tity in the end - is common not only to Sherlock Holmes, claims Ginzburg, but
also to Freud, who, himself, as Ginsburg points out, found Morelli’s methods to be
related to those of psychoanalysis. And the paradigm common to them all is what
Ginzburg calls the “evidential paradigm"”. To find in the seemingly insignificant
and discarded trace/symptom/remain, the clue to a deeper reality and to make a
probable conjecture on the basis of these clues.

The historian/detective/psychoanalyst must not be misled by over de-
termination, the source should not be already ‘contaminated’ by interpretation.
In “The Inquisitor as Anthropologist™, Ginzburg talks of the historian pouring
over his sources, like an actor trying to get into character, trying to make con-
tact with the defendants and the inquisitors in search of historical evidence. The
sources he is studying are the transcripts of the inquisitorial records of the Friuli
trials of a group of peasants accused of witchcraft. Ginzburg shows how the de-
fendants, the benandanti battling against witchcraft to guarantee a good crop,
came over the course of 50 years to ‘confess’ to being witches, as their answers
increasingly echoed the questions of the inquisitors. In compiling their evidence,
and making what was at first unfamiliar to them, interpretable - by making it fit
the predetermined categories of ‘witch’, the inquisitors recorded the proceed-
ings in minute detail providing historians now with an archive of 16th century
human behaviours - even blushings, small gestures, and silences were recorded
in detail. In reporting the answers and behaviours of the benandanti, Ginzburg
maintains, the Inquisitors failed to recognise and therefore failed to encode the
utterances and gestures - not knowing what to exclude, they included all pos-
sible detail. Christopher Pinney uses this notion as a useful way of thinking about
photography - the failure to exclude is what allows a “leaking through™ to occur.
The clue would be that which escapes the control of the author/producer and
points to an underlying truth - the indexicality of the photographic image is
precisely that which undermines the objectifying impulse, instead affirming the
instability of the image. The index being a trace of its referent points to a physi-
cal connection. Precisely that technology and apparatus that choreographs the
reality it captures, while claiming for it the register of the objective, cannot help
but capture the incidental.

In concentrating on the clues he found in the documents of the benan-
danti trials, Ginzburg seems to be actively taking on the role of the director/de-
tective. A role in which he is deeply engaged with what in dramaturgy would be
called the ‘characters’ - he seeks their motivations, their thoughts, like a method
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tektiva. To je uloga u kojoj se intenzivno bavi onime $to bi dramaturgija nazvala
‘likovima’ - istrazujuéi njihove motive i njihove misli poput metodi¢kog glumca
koji izgraduje neki lik te izu¢ava detalje gesti zatvorenika, politi¢ara ili seljaka.
Kakva god bila zadaca njegove infiltracije, on koristi dokumente kao toc¢ku ulas-
ka u svijet koji su nekada tvorili Zivi pojedinci i stvara naraciju, temeljeéi se na
kljuevima kako bi sastavio pri¢u. On koristi ono $to je izbjeglo inkvizicijskom
zarobljavanju u 16. stolje¢u kako bi to zarobio u narativnoj rekonfiguraciji pov-
ijesnog istraZivanja u 20. stoljecu. Iako povjesnicar nikada neée biti u prisutnos-
ti svojih predmeta izucavanja, on ¢e nastojati stupiti s njima u dodir ili odnos
putem “osmoze" i tu metaforu Ginzburg koristi kako bi opisao medusobnu vezu
povjesnilara i njegovih izvora, to curenje informacija kroz polupropusnu mem-
branu koje rezultira difuzijom, na¢inom prenoSenja razli¢itosti.

A $to je s nesluZzbenom povijeS¢u? Organizira li gramatika proslost
putem sjecanja ili se pak sjecanje povezuje kroz gramatiku u nesto nalik na jedin-
stvo? Deleuze smatra da upamdena povijest, gramatizirana povijest, takoder dje-
luje na sadasnjost. Upravo putem aproksimacije, reprezentacije i pripovijedanja
proslosti mi konstruiramo sadasnjost. ‘Imati’ pro$lost nije moguée. Deleuze govori
o sjeanju kao erotskom, i iako se to tumacilo kao da znaci da je prisje¢anje jedan
oblik Zelje, ono se takoder moze smatrati opéenitim stanjem bivanja-u ili bivanja-
sa - nekom vrstom uranjanja, prepustanja, a ne naprosto Zeljom usmjerenom
na odredeni predmet; susretom, otvaranjem, zanesenim gubitkom sebstva. I dok
se Deleuzeova opaska da psihoanaliza i lingvistika nisu od pomoé¢i filmu protivi
mojoj osobnoj fascinaciji gramatikom, postavlja se pitanje je li doista nemogudée
uskladiti razli¢ite oblike miSljenja: semioticko s fluidnim i rizomatskim, politicko
s poetskim?

Fascinira me gramatika, zbunjuju me njezine moguénosti i ogranicenja,
nijanse i propusti, postoji nesto tajnovito u definiciji prijelaznog glagola, u razlici
izmedu akuzativa i genitiva; kako je prekrasna ideja uklju¢ivanja odnosa u objekt,
i kako je o¢ajna ¢injenica da je taj odnos tako skriven, tako automatiziran u nasoj
recepciji bavljenja jezikom, koja ukljucuje ono $to se ne moze mapirati, $to pruza
otpor, unepopustljive i ‘anarhi¢ne jedinstvenosti’ Zivog jezika. Umjesto rigidnosti
i uniformnosti, Zeljela bih istaknuti poeti¢ku, materijalistic¢ku, relacijsku, utjelov-
ljenu, subverzivnu snagu gramatike. Jezik upravo s pomoc¢u gramatike organizira
svoje subjekte, radnje i objekte u vremenu. Upravo je s pomocu istan¢anosti
glagolskih vremena, kako kaZe Steiner, Proust opisao razli¢ite udaljenosti vreme-
na i sjeanja. Rimbaud je s pomocu gramatike mogao reéi: “Ja, to je netko drugi®.
S pomoéu gramatike mogu govoriti tebi umjesto o ‘tebi’. Derrida kaZe: “Ne bih
nikako mogao govoriti o drugome, uliniti drugoga temom, proglasiti drugoga
objektom u akuzativu. Ja jedino mogu i jedino moram govoriti drugome, odnos-
no zazivati ga u vokativu®. Tu je vokativ padeZ razgovora, a ipak, on moZe biti i
padez interpelacije. Upravo se kroz gramatiku pripovijedaju misteriji vremena
koje je prozivljeno, zapaméeno i anticipirano. Kako Clément pise o pjesnikovoj
sinkopi - uzbudenju u vremenu, zastajanju ritma - “praksa proZdiranja vremena
jedno je od njihovih [pjesni¢kih] profesionalnih oruda®. Ona je orude i kao takva
moZe povrijediti, kao instrument ona moZe biti instrumentalizirana, ali na njoj
se mozZe i svirati. Na isti je na¢in moja ljubav prema gramatici anarhi¢na, jer ne
shvaéam gramatiku kao skupove i podskupove, klasifikacije i organizacije. Svaki
element koji zaokuplja moju mastu - prezent perfekt, pomak zamjenice, prijelaz-
ni glagol - smatram pojedina¢nim &arolijama, koje obecaju jednako toliko koliko
ne uspijevaju ispuniti.

U gramatici ne vidim strukture, nego odnose i trajanja. Ono izmedu.

U hrvatskim deklinacijama, koje smo ucili napamet kao $kolarci, to je mozda
oditije nego ujezicima koji su izgubili padeZe, buduéi da imenica mijenja nastavke
u svakom pojedinom odnosu, kao §to ih mijenja i s obzirom na to je li muskog,
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actor building a character and studying the detail of the gestures of a prisoner,
a politician, a peasant. Whatever the task of inhabitation may be, he uses the re-
cords as an entry point to the world of what were living individuals and creates
a narrative, working from the clues to configure a story. He is using that which
escaped containment by the inquisitors in the 16th century, to contain within a
narrative reconfiguration of an historical enquiry in the 20th century. Although
the historian will never be in the presence of his or her subjects she will endeav-
our to form a bond, a relationship by way of ‘osmosis’, a metaphor Ginzburg uses
to describe the interconnection between the historian and her sources, a leaking
through across a semi-permeable membrane resulting in a diffusion, a way of
translating difference.

And what of the unofficial past? It is through memory that grammar
organizes the past, or is it through grammar that the memory becomes bounded
into a semblance of a unity? Deleuze claims that the memorised past, the gram-
maticised past also acts on the present. It is through the approximation, the rep-
resentation, the story, of the past that we construct the present. To ‘have’ the
past is not possible. Deleuze speaks of memory as erotic. While this has been
interpreted to mean that reminiscence is a form of desire, it can also be seen as a
general condition of being in, being with - a form of immersion, of yielding, not
simply a desire that is directed at its object, but a coming together, an opening,
a rapturous loss of self. And while Deleuze's remark that psychoanalysis and lin-
guistics are not of much help to cinema jars with my own fascination with gram-
mar, is it really impossible to put to work different forms of thought, the semiotic
with the fluid and rhizomatic and the political with the poetic?

I am fascinated by grammar, I am confounded by its possibilities and its
limits, its nuances and failures, there is something mysterious in the definition
of a transitive verb, in the difference between the accusative and the genitive,
how beautiful the idea of including a relation to an object, and how desperate the
fact that this relation is so hidden, so automated in our reception of language,
engagement, one embracing the unmappable, the resistant, the unwieldy and
‘anarchic singularities’ of language lived. Far more than rigidity and uniformity,
I would argue for the poetic, materialist, relational, embodied, the subversive
forces of grammar. It is through grammar that language organizes subjects, ac-
tions and objects in time. Through the intricacies of verb tenses that as Steiner
says, Proust described the varying distances of time and memory. It is through
grammar that Rimbaud can say “I is another™. It is through grammar that I can
speak to you, rather than of ‘you’. Derrida says: "I could not possibly speak of
the other, make of the other a theme, pronounce the other as object in the ac-
cusative. I can only, I must only speak to the other, that is, I must call him in the
Vocative". Here the Vocative is a case of interlocution, and yet it can also be the
case of interpellation. It is through grammar that the mysteries of time lived, re-
membered and anticipated are narrated. As Clément writes of the poet’s syncope
- a thrill in time, a suspense of rhythm - “the practice of devouring time is one
of their [the poets’] professional tools". A tool, and as such it can have injurious
effect, as an instrument, it can be instrumentalised, but also played. And in the
same way my love of grammar is anarchic, I do not apprehend grammar as sets
and subsets, classifications and organisations. I see each element that captures
my imagination - the present perfect, the shifting pronoun, the transitive verb
as singular charms, promising as much as they fail to deliver.

I do not see structures in grammar, I see relations and durations. The
in betweens.

In the Croatian declensions we learnt by heart as school children these
may be more apparent than in languages that have lost their cases, as in each
relation the noun changes its inflection, and changes again if it is feminine, mas-
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Zenskog ili srednjeg roda, u mnoZini ili u jednini.

Nominativ Tko? Sto?

Genitiv Koga? Cega?
Dativ Komu? Cemu?
Akuzativ Koga? Sto?
Vokativ 0!

Lokativ U komu? U ¢emu?
Instrumental S kime? Cime?

Dok smo to udili napamet i recitirali po potrebi, cijeli zadatak ¢inio se sasvim be-
smislenim. Kako to da se sada ¢ini kako posjeduje zasljepljujuéu ljepotu? A opet,
je li to sve? Je li to sveukupnost odnosa koje moZemo izraziti, kao $to glagolska
vremena ogranicavaju nasu verbalizaciju vremena?

“Ja, to je netko drugi. Nekoliko rije¢i. Subjekt, predikat, objekt. Stanka,
kako kaZe Benveniste, prije i nakon iskaza.

Stanka.
Aliidah,

jezik, nesto
pluca, neko lice,

mjesto,
vrijeme, netko,
netko drugi.

Moje zanimanje za naraciju je politi¢ko. Moje zanimanje za gramatiku povijesne
naracije je politi¢ko. Moje zanimanje za politiku je povijesno. To nije nesto sa
¢ime sam odrasla, buduéi da sam s ostatkom urbane mladeZi u Jugoslaviji 80-ih
godina dijelila cini¢nu apoliti¢nost. Umjesto toga, politi¢ko se uvuklo u moj Zivot,
ono nije eksplodiralo zajedno s izbijanjem rata, nego se razvijalo tijekom godina,
dok je rat trajao i dok se rusilo sve §to se ¢inilo stabilnim - zakon, jezik, nacio-
nalnost, teritorij, ceste, domovi. Dogadalo se ono neizrecivo, dogodilo se ono
nezamislivo. Kada su se pojavili prvi simptomi rata, kada je rat jos bio nezamisliv,
u zagusljivim barovima gdje smo provodili vrijeme izmjenjivali smo komadice
tajnih informacija o prevratu koji se sprema, pokuSavajuéi zamisliti kako bi taj
prevrat mogao izgledati (naposljetku, bili smo totalitaristi¢ka zemlja). Cak i kada
su postavljene prve barikade, moja majka nije mogla pojmiti njihovu stvarnost
te je planirala odvesti se do Istambula kroz ono $to je jo§ uvijek bila Jugoslavija.
Bas kao $to smo to udinili, moja majka, moj brat i ja, toliko godina ranije u Mini
Cooperu. Tog ljeta jedan vojni avion probio je zvu¢ni zid. Bilo je to u kolovozu
1991. Prije devetnaest godina.

Naracije koje su uslijedile, cenzuriranje jezika koje je uslijedilo, povijesti
koje su se pisale uvijek iznova, retorika nacionalistickog govora, medijske Cistke,
preimenovanje ulica, uklanjanje partizanskih spomenika, zataskavanja, sudenja,
brisanje nedavne proslosti u prilog nekoj zamisljenoj povijesti i podrijetlu - sve
to potaknulo je moje zanimanje za naraciju. Moje zanimanje za naraciju proizlazi
iz povijesti.

— S engleskog prevela Marina Miladinov
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culine, neutral, plural or singular.

Nominative who? what?

Genitive of whom? of what?
Dative to whom? to what?
Accusative whom, what?

Vocative Hail, you!

Locative in whom? in what?
Instrumental with whom? with what?

Learning these by rote, reciting them on demand, how pointless this exercise
was. How now does it seem a thing of dizzying beauty? And still, is this it? Is this
the totality of the relations we can articulate, as the tenses are the limit of our
verbalization of time?

“I is another". Three words. Subject, verb, object. A pause, says
Benveniste, before and after the utterance.

A break.
But also a breath, a

tongue, some
lungs, a face, a

place,
a time, someone,
someone else.

My interest in narrative is political. My interest in the grammar of historical
narrative is political. My interest in politics is historical. It was not something I
grew up with, as I shared with other urban youth in Yugoslavia in the 80s a cyni-
cal apoliticism. Instead, the political crept into my life, not exploding with the
breakout of war, but developing in the years of its duration and the breakdown
of everything that had seemed solid - law, language, nationality, territory, roads,
homes. The unspeakable was happening, the unimaginable had happened. In the
first symptoms of the war, when it was still unthinkable, in the dingy bars we
frequented, we exchanged snippets of clandestine information about an impend-
ing coup, we tried to envisage what a coup would be like (after all we were a
totalitarian country). Even as the first road blocks went up my mother could not
apprehend the reality of it and was planning to drive to Istanbul through, what
was still, Yugoslavia. As we had done, my mother, my brother and I, so many
years earlier in a Mini Cooper. That summer a military plane breached the sound
barrier. It was August 1991. Nineteen years ago.

The narratives that ensued, the policing of language that followed, the
histories written and rewritten, the rhetoric of nationalist speech, the media
purges, the renaming of streets, the pulling down of partisan monuments, the
cover-ups, the trials, the erasure of the recent past in favour of an imagined his-
tory, an origin - these fueled my concerns with narrative. My concern for narra-
tive comes from history.
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KAZNENI SLUCAJ 40/61:
ODJEK

6-kanalna video instalacija; filmska projekcija
20009.

Na temelju preuredenih transkripata sa
Sudenja Adolfu Eichmannu u Jeruzalemu
1961. godine, koncipiran je apstraktni prizor
sudenja: OptuZenik, Branitelj, Sudac, TuZitelj,
Izvjestitelj, Publika. Jedan izvodac utjelovljuje
sve navedene likove. Rekonstruirana, ap-
strahirana scena istrazuje zamrSena pitanja
istine i pravde, njihovu putanju kroz vrijeme
koja se manifestira unutar pojedinca i postaje
povijest. Instalacija se sastoji od Sest moni-
tora - po jedan za svakog lika - postavljenih
oko promatraca, koji se tako zati¢u usred
scene. Na ovoj izlozbi, rad je predstavljen u
verziji jednokanalne filmske projekcije.

izvoda¢: Wu Ingrid Tsang

direktor fotografije: Ashley Hunt

asistent direktora fotografije: Harold Batista

asistenti produkcije: Feliz Solomon and Harold Batista
asistent montaze: Michael De Angelis

montaZer zvuka: Lidia Tamplenizza

ton majstor: Alexa Zimmerman

asistent izvedbe: Justin Perkins

ekipa: Jane Anderson, Lily Benson, Cynthia Chris, Cassandra Xin
Guan

lokacija: Industry City, Sunset Park, Brooklyn

istraZivanje: The Jewish Museum, New York, www.nizkor.org

CRIMINAL CASE 40/61:
REVERB

6-channel video installation; film screening
2009

Based on edited transcripts of the 1961 Trial
of Adolf Eichmann in Jerusalem and the writ-
ings of Hannah Arendt, an abstracted trial
scene stages six characters: Accused, Defense,
Judge, Prosecution, Reporter, Audience. Each
character within the scene is embodied by
the same performer. The reconstructed,
abstracted scene examines complicated
questions of truth and justice as they travel
across time within an individual and become
history. The installation places 6 monitors -
one for each character - around the view-
ers, situating them within the scene. In this
exhibition, the work was presented in the
one-channel screening version.

performer: Wu Ingrid Tsang

director of photography: Ashley Hunt

assistant director of photography: Harold Batista
production assistants: Feliz Solomon and Harold Batista
assistant editor: Michael De Angelis

sound editor: Lidia Tamplenizza

sound mixer: Alexa Zimmerman

performance support: Justin Perkins

crew: Jane Anderson, Lily Benson, Cynthia Chris, Cassandra Xin
Guan

location: Industry City, Sunset Park, Brooklyn

research: The Jewish Museum, New York, www.nizkor.org
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ISJECCI IZ SCENARIJA

UVODNI TITL: 11. april, 1961.
TITL: 11. august 2009.
[svi ekrani zatamnjeni]

IZVJESTITELJ: [glas u off-u] Nista i nitko na ovom svijetu ne postoji bez promatraca. [pali
se ekran Publika] Ono $to zovemo svijeséu, to da sam svjestan sebe i da se mogu ukazati
samome sebi bilo kad i bilo gdje, nikad nije dovoljno da stvarnost postane izvjesna.

TITL: KAKVE KORISTI OD TOGA?
TITL: OSIGURAT CE SE PRAVDA
[svi ekrani zatamnjeni]

PUBLIKA: [na ekranu] Danas sam ponosna. Ponosna sam na svoju zemlju i svoj narod.
Da se dogodio lin¢, da su se mase ustale da uzmu zakon u vlastite ruke zbog potrebe za
osvetom, Covjecanstvo bi razumijelo. Ali to se nije dogodilo. OptuZeniku ée se suditi i to Ce
sudenje biti pravedno.

[svi ekrani zatamnjeni]

[svi likovi se pojavljuju na svojim ekranima]
SUDAC: Proglasavam devedesetpetu sesiju otvorenom. Molim nastavite.

OPTUZENIK: [ustaje, ¢ita ulomke iz intervjua kojega je dao Willemu Sassenu i éasopisu
Life 1960.] No $to se tu ima “priznati“? IzvrSavao sam naredbe. Gdje bismo bili kada bi
svatko kovao vlastite planove u to vrijeme? Danas, u “novoj" zemlji, to je mogude. Ali za
nas, u to vrijeme, naredba je bila naredba. Da sam sabotirao naredbu, bio bih ne samo
nitkov veé i prijezira vrijedna svinja! Tek danas, s ovim novim interpretacijama pravde,
potcinjeni funkcioneri poput mene odjednom su odgovorni za ono $to Cine. [pauza] Sve
Sto smo mi ucinili je da smo oduzeli ljudima drZavljanstvo i zaplijenili njihovu imovinu.
Naprosto smo ih oznacili kao drZavne neprijatelje. To je bio moj posao, locirati unutarnje
neprijatelje. Tijekom Citavog razdoblja, htio sam stvari rjeSavati politicki i u skladu s
pravilima. Nikad nije bilo mjesta emocijama. [pauza] Kada sam ve¢ bio preuzeo duznost,
rekli su mi da su poslali mene, “majstora” osobno, kako bi bili sigurni. Ljudi su me opisivali
tom rijecju. Nisam je ja prvi upotrijebio. No kad su me vec okarakterizirali kao “majstora”,
htio sam se tako i ponasati. Odlucio sam im pokazati kako se dobro posao moZe obaviti
kada netko poput mene stoji 100% iza njega. Htio sam postaviti primjer. Ali nikad nisam
bio nasilan ¢ovjek. U srcu sam vrlo osjetljiv covjek. Jednostavno ne mogu promatrati
nikakvu patnju a da i sam ne zadrhtim.

PUBLIKA: [uzvikuje] Hej! Hej!

SUDAC: TiSina! ZadrZite vaSe reakcije za sebe ili napustite dvoranu!

OPTUZENIK: Da zakljucim, moram re¢i da ne osjecam Zaljenje ni zbog Cega.

[svi ekrani zatamnjeni, osim Izvjestitelja]

IZVJESTITELJ: Sto se tice temeljnih motiva, Optuzenik je savrseno siguran da on nije ono
$to je nazvao innerer Schweinehund, prljavi gad u dubini srca; a §to se njegove savjesti

tice, savrseno precizno rekonstruira da bi imao griznju savjesti samo kada ne bi bio ucinio
Sto mu je bilo naloZeno. Ovo zaista nije bilo lako shvatiti.
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EXCERPTS FROM THE SCRIPT

OPENING TITLE: april 11,1961
TITLE: august 11, 2009
[all screens black]

REPORTER: [off screen voice] Nothing and nobody exists in this world without a specta-
tor. [Audience screen on] That what we call consciousness, that I am aware of myself and
therefore can appear to myself anytime anywhere, is never enough to guarantee reality.

TITLE: WHAT GOOD WILL IT DO?
TITLE: IT WILL DO JUSTICE
[all screens black]

AUDIENCE: [on screen] Today I am proud. I am proud of my country and of my people.
Had a lynching taken place, had the masses risen to take the law into their own hands in
their need for revenge, humanity would have understood. But it did not happen. The Ac-
cused will stand trial and it will be a just one.

[all screens black]

[all characters appear on their respective screens]
JUDGE: The ninety-fifth session is now open. Please proceed.

ACCUSED: [gets up, reads from a 1960 Life magazine excerpt of an interview he gave to
Willem Sassen] Yet what is there to “admit”? I carried out my orders. Where would we
have been if everyone had thought things out by themselves in those days? You can do
that today in the “new" country. But for us at the time an order was an order. If I had
sabotaged the order, Iwould have been not only a scoundrel but a despicable pig! Only now
with these new interpretations of justice, subordinates like me are suddenly responsible
for what they do. [pause] All we did is deprive people of their citizenship and confiscate
their property. We merely marked them an enemy of the state. That was my job, to al-
locate the internal enemy. Through this entire period, I wanted to solve things politically
and according to the rules. It was never a matter of emotion. [pause] Once on a mission, I
was told that they had sent me, the “master” himself, to make sure. People used this word
to describe me. I did not use it first. Yet, since they had designated me the “master,” how-
ever, | wanted to act as such. I resolved to show them how well a job could be done when
someone like myself stands 100% behind it.  wanted to set an example. Yet I was never a
man of violence. At heart I am a very sensitive man. I simply can’t look at any suffering
without trembling myself.

AUDIENCE: [moans] Hey! Hey!

JUDGE: Silence! Keep it to yourself or you will need to leave!

ACCUSED: To sum it all up, I must say that I regret nothing.

[all screens, except Reporter, black]

REPORTER: As for the base motives, the Accused was perfectly sure that he was not what
he called an innerer Schweinehund, a dirty bastard in the depths of his heart; and as for

his conscience, he remembered perfectly well that he would have had a bad conscience
only if he had not done what he had been ordered to. This, admittedly, was hard to take.
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[svi ekrani zatamnjeni, osim TuZitelja]

TUZITELJ: Covjecanstvo je subjekt protiv kojega je ucinjena povreda a ovaj je sud sazvan
kako bi odredio zasto je to tako. Nije rije¢ o novom konceptu u podrucju morala, ali jest o
inovaciji u Carstvu Zakona.

[svi ekrani zatamnjeni]
[na svim ekranima Siroki kadar, prazan stol ispred arhiva, hrpe papira uokviruju prizor]

IZVJESTITELJ: [glas u off-u] Mjesto radnje: Beit Haam, Dom naroda. Na sav glas, redar
nam nalaZe da ustanemo. Sudac [pojavljuje se na svom ekranu] gologlav, u crnoj halji,
ulazi u sudnicu iz sporednog ulaza i sjeda u najvisi red podignute platforme. Njegov
stol, kojega ¢e uskoro prekriti brojne knjige i preko tisucu i pol dokumenata, okruzuju
s obje srane sudski zapisnicari. Neposredno ispod sudaca su prevoditelji. U redu ispod,
jedan preko puta drugog, profilima okrenute Publici, vidimo OptuZenika [pojavljuje se na
ekranu] i katedru za svjedoke. Konacno, u najniZem redu, ledima okrenuti Publici [pojav-
liuje se na svom ekranu] su TuZitelj [pojavljuje se na svom ekranu] i Branitelj [pojavijuje
se na svom ekranu]

TITLOVIL: OPTUzENIK, BRANITELJ, SUDAC, PUBLIKA, TUZITEL], IZVJESTITELJ
[svi se likovi pojavljuju na svom ekranu]

SUDAC: Nastavimo. OptuZeni, jeste li vi OptuZenik u ovom slucaju?
OPTUZENIK: Jawohl.
[svi ekrani zatamnjeni, osim Izvjestitelja]

IZVJESTITELJ: Ono S$to mi vidimo kao “historijsku pravdu® drugima izgleda kao
semipatolosko naslijede traumatskog iskustva.

BRANITELJ: Htio bih se pozabaviti Stanjem Izuzeéa koje se navodilo kao argument u ovom
sudenju, ako smijem. Razumijem da postoji mogucnost za izvanredne zakone pod poseb-
nim, izvanrednim uvjetima. Takav, izvanredan zakon moZze biti i pravedan zakon, ako
mu_je svrha pravedna. Svrha izvanrednog zakona, o kojem je ovdje rijec, je kaznjavanje
[pogledava Suca] i, ako smijem reci, osveta. Njena je svrha obrana Drzave koju predstavlja
sud, kao i njenih gradana, a ne univerzalna pravda.

[svi ekrani zatamnjeni]
[svi se likovi pojavljuju na svom ekranu]

SUDAC: Izvolite, G. TuZitelju.

TUZITELJ: Kako Sud nalaZe. Sto se tice pravednosti sudenja, duboko Zalim nad onim sto je
Obrana imala za redi. lako je bilo suptilno i ljubazno upakirano: “OptuZeni se boji da nece
imati pravedno sudenje u ovoj zemlji*. Nasi se suci vode principom da treba postojati “isti
zakon za osobu rodenu u zemlji kao i za stranca medu vama". Vjerni su principu praved-
nosti. Nadalje, mora se kazati da pitanje “DrZavnog djela” ne predstavlja obranu. Jasna je
artificijelnost ovakvog argumenta jer, kada bi on bio prihvacen, pod uvjetima diktature,
onda bi mogao biti samo jedan optuZeni - drZavni poglavar.

SUDAC: Cak ni on. Kao drZavni poglavar on je takoder imun!

TUZITELJ: Casni sude, kada bismo prihvatili teoriju “DrZavnog djela” kao obranu, onda bi
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[all screens, except Prosecution, black]

PROSECUTION: Humanity is the sovereign which has been offended and this tribunal is
convoked to determine why. This is not a new concept in the realm of morals, but it is an
innovation in the Empire of Law.

[all screens black]
[all screens wide shoot set up, empty table in front of archive, stacks of papers frame the
scene]

REPORTER: [off screen voice] The site is Beit Haam, the House of the people. At the top of
his voice, the usher lets us jump to our feet. The judge [appears on his screen] bareheaded,
in black robe, walks into the courtroom from a side entrance to take his seat on the high-
est tier of the raised platform. His table, soon to be covered with innumerable books and
more often fifteen hundred documents, is flanked at each end by the court stenographers.
Directly below the judges are the translators. One tier below, facing each other and hence
with their profiles turned to the Audience, we see the Accused [appears on his screen] and
the witness box. Finally, on the bottom tier, with their backs to the Audience [appears on
his screen], are the Prosecutor [appears on his screen], and the Counsel for the Defense
[appears on his screen].

TITLES: ACCUSED, DEFENSE, JUDGE, AUDIENCE, PROSECUTION, REPORTER
[all characters appear on their respective screens]

JUDGE: Let’s proceed. Accused, are you the Accused in this case?
ACCUSED: Jawohl.
[all screens, except Reporter, black]

REPORTER: What appears to us to be “historic justice” looks to others like a semi-patho-
logical legacy of a traumatic experience.

DEFENSE: I want proceed to the State of Exception that has been argued in this case, if I
may. [ understand that there is room for exceptional laws under special emergency condi-
tions. And such exceptional law can be a just law if it has a just purpose. The purpose of
the exceptional law, which is used here before us, is punishment [glances to the Judge] and
if Imay suggest revenge. Its purpose is the defense of the State the court represents and of
its citizens, not justice at large.

[all screens black]
[all characters appear on their respective screens]

JUDGE: Please, Mr. Attorney General.

PROSECUTION: May it please the Court. As to the fairness of the trial, I deeply regret
what the Defense Counsel has had to say. Although it was clothed in delicate and polite
manner “the Accused is afraid that he will not have a fair trial in this country". Our judges
are bound by the principle that there should be “one law for the person born in the land
and for the stranger in your midst.” They are faithful to the principle of doing justice. Fur-
thermore it must be laid down that the question of an “Act of State" is not a defense. It is
clear that there is an artificiality in this argument, since, if such a defense were accepted,
under the conditions of a dictatorship, there could only have been one accused, and that
would be the head of state.
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svatko tko je izvrSavao drZavne naredbe mogao opravdati najstrasnije zloc¢ine bez ikakvog
preuzimanja odgovornosti. Savjest svijeta grozi se i same takve pomisli!

[svi ekrani zatamnjeni, osim Izvjestitelja]

IZVJESTITELJ: Kada diktator kaZe da e do¢i dan kada Ce biti pravnik predstavljati “sra-
motu", on govori krajnje razvidno o snu o savrsenoj birokraciji. SrZ totalitarnih vladavina,
kao moZda i priroda svake birokracije, je pretvoriti ljude u funkcionere i puke kotacice.
Rijec je 0 preuzimanju forme administrativne masinerije koja ih dehumanizira: Vladavina
Nikoga. [pauza] Unatoc tome, moramo jasho razluciti da se istinska pravda ovakve vrste
drustvenih i politickih faktora moZe razmatrati samo u mjeri u kojoj oni predstavljaju
okolnosti zlo¢ina, okolnosti pojedinca. Na jednak nacin kao $to u slucaju krade u obzir uzi-
mamo ekonomske nedace lopova, ali ne opravdavamo kradu, a kamoli oprastamo zlocin.

TITLOVI: UVODNO IZLAGANJE
[svi se likovi pojavljuju na svom ekranu]

TUZITELJ: Dok stojim ovdje pred Vama, nisam sam. Uz mene su mnogi. No oni ne mogu
ustati i pokazati prstom na onoga koji sjedi na klupi i ne mogu uskliknuti: “J'accuse!", jer ih
viSe nema. Zato ¢uja bitinjihov glasnogovornik i u njihovo ¢u ime izloZiti optuzbu. [pauza]
Nema presedana koji bi me vodio. Ovo je prvi put u povijesti da je ovakav zlocin pocinjen, i
prvi put daje tribunal uspostavljen kako bi mu se sudilo. Osvetu ovdje nije mogude sprove-
sti. [pauza] Ljudi se jos uvijek pitaju, a zasigurno e se i u buducnosti pitati: Kako je to bilo
mogude? Sumnjam da éemo u sklopu ovog sudenja uspjeti razotkriti same korijene Zla koji
suih vodili. To je zadatak za brojne povjesnicare, sociologe, autore i psihologe u buducnosti.
[pauza] Dozvolite da zlocinu dam povijesni okvir.

Dozvolite da OptuZenog odredim unutar izbora koje je nacinio. Dozvolite da Covjecanstvu
dam okvir zlo¢ina. Ubojstvo je prisutno u ljudskoj rasi od vremena kad je Kain ubio Abela.
To nije novi fenomen. Medutim, na ovom sudenju susrest éemo drukdiju vrstu zlo¢inca:
onoga koji svoj zanat vjeZba iza stola, na sigurnoj udaljenosti. [pauza] Ali njegova je rije¢
pokrenula stroj smrti; podigao je telefonsku slusalicu i narucio smrt: njegov je potpis
zapelatio sudbinu tisuca i desetina tisuca. [pauza] Cut éemo OptuZenog kako se opisuje
kao preciznu i posvecenu osobu, radnika s “bijelim ovratnikom". Moje je misljenje, stoga,
da treba snositi odgovornost, bas kao da je vlastitim rukama svezao oméu za vjeSanje.
[pauza] Ovaj zlocin nije bio slucajnost, nije bio prolazni fenomen. Upitno je moZe li uopce
biti slucajnosti u ljudskoj povijesti. Potoci koji teku svaki u svom koritu dok se ne ujedine
u moénu rijeku, stapaju se samo ako je njihov tijek usmjeren u istom pravcu. [pauza]
OptuZenik je znao da Ce, za uspjeh svoga rada, morati koristiti stolje¢ima staro oruZje
mrznje. Koristio je propagandu kako bi izloZio ljudima objekt kojemu je bilo mogude pripi-
sati sve $to je prijezira vrijedno i zazorno, objekt pred kojim se treba zgraZati i koji pred-
stavlja apsolutnu antitezu njih samih. Zbunjen i zaslijepljen svijet nije prezao pred ovom
kampanjom mrZnje i negiranjem ljudskih prava. Nije razumio da je progon ovih Zrtvi tek
pocetak napada na ¢itav svijet.

IZVJESTITELJ: Ono $to me najvise smetalo bilo je ponaSanje ne samo nasih neprijatelja
nego i nasth prijatelja. Nisu bili odgovorni za ono $to se desilo, ali su bili impresionirani i
najednom nesposobni da nacine svoj sud naspram presude povijesti. Da bismo razumjeli
Sto se zapravo desilo, trebamo uzeti u obzir taj gotovo univerzalni slom, ne toliko osobne
odgovornosti, ve¢ osobne prosudbe.

[svi ekrani zatamnjeni, osim Izvjestitelja i TuZitelja; TuZitelj priprema magnetofon dok
Izvjestitelj govori]

IZVJESTITELJ: Otjelotvorenje vihora misli nije samo po sebi znanje; to je sposobnost
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JUDGE: Not even he. As Head of State he, too, is immune!

PROSECUTION: Your honor, if we were to accept the theory of “Act of State" as a defense,
then anyone who carried out state orders could justify himself for the most terrible crimes
without ever taking responsibility. The conscience of the world shrinks from this!

[all screens, except Reporter, black]

REPORTER: When a dictator says that a day would come when it would be considered a
“disgrace" to be a jurist, he is speaking with utter consistency of a dream of a perfect bu-
reaucracy. The essence of totalitarian governments, and perhaps the nature of every bu-
reaucracy, is to turn men into functionaries and mere cogs. It takes the form of an admin-
istrative machinery that dehumanize them: A rule of Nobodies. [pause] Yet having said
that, one must realize clearly that any true justice can consider these kinds of social and
political factors only to the extent that they are circumstances of a crime, circumstance of
an individual. In the same way that in a case of the theft, the economic plight of the thief is
taken into account yet without excusing the theft, let alone wiping his crime off the slate.

TITLES: THE OPENING SPEECH
[all characters appear on their respective screens]

PROSECUTION: When I stand before you here today, I am not standing alone. With me
are many. But they cannot rise to their feet and point an accusing finger towards him who
sits in the dock and cry: “J'accuse!"” for they are gone. Therefore I will be their spokesman
and in their name I will unfold the indictment. [pause] There is no precedence to guide me.
It is the first time in history that such crime has been perpetuated, and the first time that
a tribunal has been established to try it. Revenge can not be implemented here. [pause]
Men still ask themselves, and they will certainly continue to ask in days to come: How was
it possible? I doubt whether in this trial we on our part will succeed in laying bare the
roots of the Evil that drove them. That is a task to concern the many historians, sociolo-
gists, authors and psychologists to come. [pause] Let me frame the crime with a history.
Let me frame the Accused with the choices he made. Let me frame humanity with a crime.
Murder has been with the human race since the days when Cain killed Abel. It is no novel
phenomenon. Yet in this trial, we shall encounter a different kind of criminal: the kind that
exercises his craft behind a desk, at safe distance. [pause] But it was his word that put the
killing machine into action; he lifted the telephone, and ordered death; his signature it was
his signature that sealed the doom of thousands and tens of thousands. [pause] We shall
find the Accused describing himself as a fastidious person, a “white-collar” worker. I say
he must bear responsibility therefore, as if it was he who with his own hands knotted the
hangman’s noose. [pause] This crime was no accident, no transient phenomenon. It may
be doubted whether there can be accidents in human history. Like streams flowing each
in its own channel until they unite into a mighty river, they come together only if their
flow is in the same general direction. [pause] The Accused knew that for the success of his
work he would have to use the age-old weapon of hate. Through propaganda he needed to
place before the people an object to which could be attributed everything loathsome and
contemptible, an object worthy of abhorrence which would be the absolute antithesis of
themselves. A confused and blinded world was not alarmed by this campaign of hatred
and the denial of human rights. It did not understand that the persecution of these victims
was only the beginning of an onslaught on the entire world.

REPORTER: What disturbed me most was the behavior not of our enemies but of our
friends. They were not responsible for what happened, yet they were impressed and sud-
denly unable to pit their own judgment against the verdict of history. To understand what
actually happened, we need to take into account this almost universal breakdown, not so
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razlucivanja dobrog od loSeg. Ono zaista moZe sprijeiti katastrofe, barem $to se mene tice,
u rijetkim trenucima kada se ¢ini da su svi brodovi potonuli. In omnia paratus - budi spre-
man na sve. Fiat justitia - neka pravda bude izvrSena. Razumijevanje ne negira postojanje
strahota. Razumijevanje svjesno snosi teret, kojega nam je nametnulo nase stoljece. Ra-
zumijevanje je nepristrano suocavanje sa stvarnoscu. Razumijevanje je otpor stvarnosti
- $to god ona jest ili je bila.

TUZITELJ: Sada éemo poslusati izjave OptuZenika koje je dao tijekom policijskog ispiti-
vanja.

[svi ekrani su zatamnjeni]

[svi likovi se pojavljuju na svojim ekranima]

SUDAC: Naredni svjedok. Stavite Kipu na glavu i ponavljajte za mnom.

[Publika pali radio: Cuje se zvuk svjedocenja svjedoka sa izvornog sudenja]
IZVJESTITELJ: Od ukupno 121, 63 sesije ovog sudenja su potroSene na stotinu svje-
doka tuZiteljstva koji su pricali svoje strahotne price, iz razlicitih zemalja. Njihova su
svjedocanstva trajala od 24. aprila do 12. juna. Zatim je tjedan dana trajalo usvajanje
dokumenata tuZiteljstva, medu kojima je mnoge tuZitelj ¢itao tijekom svakodnevnog sud-
skog protokola za internacionalne medije.

PUBLIKA: Ne mogu ne primijetiti da OptuZenik i ne trepce. On naprosto sudjeluje u pro-

cesu, potpuno miran. Gdje je sada njegova slabost? [pauza, zatim se nasloni na stolicu, pa
vice] Ubojstvo! Ubojstvo!
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much of personal responsibility, but of personal judgment.

[all screens, except Reporter and Prosecution, black; Prosecution sets up a reel-to-reel au-
dio player while Reporter is speaking]

REPORTER: The manifestation of the wind of thought is no knowledge itself; it is the abil-
ity to tell right from wrong. This indeed may prevent catastrophes, at least for myself, in
the rare moments when the chips are down. In omnia paratus - prepare for all things. Fiat
Jjustitia - let justice be done. Comprehension does not deny the outrageous. Comprehen-
sion bears consciously the burden, which our century has placed upon us. Comprehension
is an impartial facing-up to reality. Comprehension is the resisting of reality—whatever it
may be or was.

PROSECUTION: We will now play the statements of the Accused during police interroga-
tion.

[all screens black]
[all characters appear on their respective screens]

JUDGE: Next witness. Put the Yarmulke on your head and speak after me.
[Audience turns radio on: sound of witness testimony from the original trial]

REPORTER: 63 of 121 sessions of this trial were spent on a hundred prosecution witnesses
who country after country told their tales of horror. Their testimony lasted from April 24th
to June 12th. Then another week was spent handing in documents for the prosecution’s
case, most of them read into the court’s protocol by the attorney general, which would be
given to the international press each following morning.

AUDIENCE: I cannot help but notice that the Accused does not even blink. He just partici-
pates in the proceedings, unfazed. Where is his weakness now? [pause, leans back into his
chair, then yells]Murder! Murder!
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KAZNENI SLUCAJ 40/61: ODJEK ANDREE GEYER

Abba Kovner: Izjavio sam da ¢u govoriti istinu, iskljucivo istinu i pot-
punu istinu. Siguran sam u Cinjenicu da sam govorio istinu, iskljuéivo istinu...
“potpunu” istinu...

Sudac: ...0vo je dobra prilika da Vas podsjetim, i Vas i glavnog tuZitelja,
da “Sveukupna istina" znadi cijela istina u odnosu na pitanje koje Vam je postav-
ljeno. O¢&ito je da to nije isto $to i potpuna istina. I nama je to jasno. .-

Godine 2011. obiljeZit ¢e se 50. godisnjica sudenja Adolfu Eichmannu
za zlodine protiv Covjeénosti pred izraelskim Vrhovnim Sudom. Nazivan “arhi-
tektom Holokausta®, Eichmann je bio zaduZen od strane generala SS-a Reinharda
Heydricha da provodi i organizira logistiku masovne deportacije Zidova u geta
i logore smrti u isto¢noj Europi, pod njemackom okupacijom. Eichmann je na-
kon rata pobjegao u Argentinu, gdje je Zivio pod laZnim identitetom do 1960.,
kada su ga oteli izraelski operativci Mossada, nakon ¢ega je doveden u Jeruzalem
gdje mu se sudilo prema Kaznenom zakonu o nacistima i kolaboracionistima. Nakon
jednogodi$njeg sudenja, koje je na izraelskom sudu oznaceno kao Kazneni slucaj
40/61 i snimljeno kako bi se emitiralo Sirom svijeta, u produkciji americke tvrtke
Capital Cities Broadcast Corporation, Eichmann je proglasen krivim a pogubljen
je vjeSanjem 1962. Pedesetak godina kasnije, jednako je tesko artikulirati potpunu
istinu oko dogadanja koja su prethodila sudenju Eichmannu. Od samog pocetka,
zadatak izraelskog Vrhovnog suda da reprezentira i procesuira zlo¢ine pocinjene
od strane Eichmanna - djela koja je poinio u zlo¢inackoj drzavi, legalizirana Fiith-
rerovom proklamacijom da je Njemacka u “stanju izuzeéa" - mogao se okarakter-
izirati veli¢anstvenim.

Andrea Geyer - iji se rad bavi pitanjima povijesnog sje¢anja i nalinima
na koje ta sje¢anja odreduju nasa djela u sadasnjosti - vraca se Eichmannovom
slu¢aju u Sestokanalnoj video-instalaciji Kazneni slucaj 40/61: Odjek. Medutim, njen
je zadatak zastra$ujudi. Kako re-prezentirati historijsku reprezentaciju onoga $to
je oduvijek ve¢ unaprijed tako nereprezentabilno? Znajuéi da povjesnicari ne kroce
dvaput u istu rijeku, Geyer pristupa svojoj temi usredotocujuéi se na njen odjek u
suvremenom globalnom geopoliti¢kom krajoliku. To podrazumijeva rastvaranje
meta-diskursa koji su odredili izvorne subjekte sudenja, kako bi se ispitalo njihovo
nasljede. Ipak, postoji namjerna apsurdnost u umjetni¢inom povratku u proslost
jer izvorne osobe i dogadaji nisu poimenice navedeni. Predstavljeni su kao ap-
strakcija, prepoznavanje snage povijesti kao ponavljanja. Ono $to, medutim, nije
apstraktno, je pitanje odgovornosti za tu povijest danas. Na scenu stupaju Bran-
itelj, Sudac, Tuzitelj, Izvjestitelj, OptuZenik i Publika.

Pozornica je postavljena

Moze li se Kazneni slucaj 40/61 smatrati predstavom? U knjizi Eichmann u Jeruzal-
emu, Hannah Arendt razlucuje Eichmannovu “sudsku predstavu® od tradiciona-
Ine dramske igre. Ako je dramska igra poput sudenja, obja$njava Arendt, to je
zbog toga $to je optuZeni, ili “Cinitelj - jedini protagonist. Drama/sudenje tako
uvijek poéinje i prestaje s njegovim djelima. No, u Eichmannovu slu¢aju “dramski
aspekt sudenja...urusava se pod teZinom zapanjujucih zlo¢ina"“, koje predstavljaju
iskazi svjedoka i koji salinjavaju 50% sudenja. Zato nikakva doza tuZilatkog pro-
zivanja Covjeka u staklenoj kutiji ne moZe optuZenom povratiti njegov singularni

1_Svjedotenje bivieg Zidovskog partizanskog vode Abbe Kovnera na sudenju Eichmannu, 4. svibnja, 1961., (Jeruzalem:
The Stephen Spielberg Archive of Jewish Film), VT E1125, #125. Vidi takoder: The Nizkor Project, http://adolfeichmanntrial.
com, Sesija 27, 6. dio.
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Juli Carson
ANDREA GEYER’S CRIMINAL CASE 40/61: REVERB

Abba Kovner: I said I would tell the truth, nothing but the truth and the
whole truth. I am certain of the fact that I have told the truth, nothing but the
truth...the “whole" truth...

Presiding Judge: ...This provides me with an opportunity to say to you
and, through you, to the Attorney General as well: “All the truth” means all the
truth in answer to the question that you have been asked. It is obvious this is not
the whole truth. We, too, understand this. —

The year 2011 marks the 50th anniversary of Adolf Eichmann’s trial
before the Israeli Supreme Court for crimes against humanity. Coined “the ar-
chitect of the Holocaust," Eichmann was tasked by SS General Reinhard Heydrich
to facilitate and manage the logistics of mass deportation of Jews to ghettos and
extermination camps in German-occupied Eastern Europe. Eichmann fled to Ar-
gentina after the war. He lived there under an assumed alias until 1960, when he
was abducted by Israeli Mossad operatives, transported to Jerusalem and tried
under the Nazi and Nazi Collaborators (Punishment) Law. After a year-long trial, des-
ignated by the Israeli court as Criminal Case 40/61 and recorded for broadcast
by the US-based firm Capital Cities Broadcast Corporation for a worldwide audi-
ence, Eichmann was found guilty and executed by hanging in 1962. Some fifty
years later, the whole truth behind the events leading to the Eichmann trial is as
difficult to articulate as ever. From the start, the Israeli Supreme Court’s task
of representing and prosecuting the atrocities committed by Eichmann - acts
waged in a criminal nation legally validated by the Fiihrer’s proclamation that
Germany was in a “state of exception™ - could only be considered sublime.

Andrea Geyer - whose work deals with questions of historical memory
and the way in which such memory conditions our actions in the present - re-
turns to the Eichmann case in her six channel video installation Criminal Case
40/61: Reverb. But her task is daunting. Just how does one re-present the historical
representation of what was always already so unrepresentable? Mindful that histo-
rians can’t step in the same river twice, Geyer approaches her subject by focusing
on what reverberates in the contemporary global geo-political landscape. This
involves unpacking the meta-discourses that defined the trial’s original subjects
in order to evaluate each of their legacies. And yet, there’s an intentional absur-
dity in Geyer’s return because the original persons and events are not specifi-
cally named. They are instead presented as an abstraction, an acknowledgment
of history’s force as repetition. What's not absurd, however, is the question of re-
sponsibility for this history today. Enter the Defense, Judge, Prosecutor, Reporter,
Accused and Audience.

A stage is set

Could Criminal Case 40/61: Reverb be considered a play? In Eichmann in Jerusalem,
Hannah Arendt distinguishes Eichmann’s “show trial“ from a traditional play.
If a play is like a trial, she argues, it is because the accused, or the “doer," is the
sole protagonist. A play/trial thus begins and ends with his actions. However, in
Eichmann'’s case, “the play aspect of the trial... collapsed under the weight of the
hair-raising atrocities,” presented by witness testimony that constituted 50% of
the trial. Consequently, no amount of prosecutorial finger-wagging at the man in

|_Former Jewish partisan leader Abba Kovner’s testimony at the Eichmann Trials, May 4, 1961, (Jerusalem: The Stephen
Spielberg Archive of Jewish Film), VT E1125, #125. See also: The Nizkor Project, http://adolfeichmanntrial.com/, Session
27,Part 6.
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anti-herojski status u slu€aju predstavljenom na sudu. - U ovom sluéaju, Eich-
mannovo sudenje definitivno nije bilo predstava. Ipak, ako redefiniramo i dekon-
struiramo predstavu kao operaciju ponavljanja, onda moZda povratak Geyer
Eichmannovom slu¢aju pokazuje klju¢ne aspekte predstave. Lacanovska filmska
teoretiCarka Alenka Zupan¢i¢ poistovjeéuje strukturu drame s onim $to psihoa-
naliza naziva Vorstellungs-Reprdsetanz. Ovo je Lacanov termin za “reprezentaciju
nelega $to izvorno (i strukturalno) nedostaje; s ne¢im $to se moZe ukazati tek
kao udvostruéeno i ve¢ se po prvi put pojavljuje kao vlastito ponavljanje: nje-
gov jedini original je to ponavljanje®. & Ako se osvréemo na Eichmannov sluaj
danas, ono $to nedostaje je srediSnja perspektiva koja bi postvarila univerzalnu
istinu mizanscene ovog sudenja. U skladu s tim, Geyer reinscenira dogadaj tako
§to predstavlja izvodaca koji doslovno utjelovljuje sve kontradiktorne pozicije
ukljuéenih u sudenje, kako bi nas nagnala da mislimo kroz prizmu izvorne kom-
pleksnosti dogadaja i njegove suvremene repeticije.

Kako bismo pristupili dogadaju iz ovog, zakrivljenog kuta, naziremo
“istinu” sudenja u obliku rebusa koji se sastoji od fragmentarnih, diskurzivnih
poriva svakog igraca. Slijede¢i primjer izvodaca, i mi se trebamo postaviti u
razli¢ite subjektivne pozicije, koje oblikuje upakirani pravni ili filozofski diskurs.

Dogadaj: 1961.

S obzirom da je Eichmann, u intervjuu kojega je za Casopis Life napravio Willem
Sassen 1960., veé unaprijed priznao svoju ulogu u “transportaciji [Zidova] koljacu*,
pitanje koje je zaokupilo sudenje bilo je: Gdje je smisao? Zanimljivo je da je Eich-
mann priznao svoja djela ali je odbacio svaku odgovornost za njih. Eichma-nnov
branitelj, Dr. Robert Servatius iz Kélna, podrZavao je Eichmanna, navodeéi kako
su za vrijeme rata, pod postoje¢im nacisti¢kim zakonom, Eichmannova djela bila
u skladu sa slovom zakona. Njegovoga klijenta tako sude za “DrZavna djela”. Ovo
je bilo problemati¢no jer, u skladu s internacionalnim zakonom, nijedna drzava
nema ovlasti nad djelima druge drZave, a pogotovo ne Izrael, koji nije ni postojao
u vrijeme kada je Eichmann ta djela po€inio. Izraelski tuzilac Arnold Hausner na
to je odgovorio ostra$¢enom obranom legitimnosti suda. “Nema nifega loSeg u
tome da Zidovski sudac, Izraelac, sudi ugnjetavacu svog naroda®, glasio je Hause-
rov argument. “Ba$ suprotno, trebamo biti zahvalni $to postoji mjesto na svijetu,
gdje Zidovi posjeduju suverenitet, sudove, tuZiteljske mehanizme i moguénosti
da sude Eovjeku koji je pocinio zlodjela protiv ovog naroda. 4~

Za tuzila$tvo je sudenje protiv Eichmanna imalo dvostruku svrhu: javno
osuditi izvrsitelja Holokausta kojega su drZali u $aci, i na taj nacin retroaktivno
dati legitimitet stvaranju Izraela kao autonomne Zidovske drZave 1948. godine.
Hausnerovo uvodno izlaganje bilo je zato namjerno dramati¢no: “Dok stojim ovd-
je pred Vama, Suci izraelski, kako bih vodio TuZbu protiv Adolfa Eichmanna, ne
stojim sam. Uz mene je Sest milijuna tuZitelja. No oni ne mogu ustati i pokazati
prstom na onoga koji sjedi na klupi i ne mogu uskliknuti: OptuZujem." -

Tijekom ¢itavog sudenja, Eichmann se drZao teze o nevinosti temeljene
na Cinjenici da je bio nacisticki funkcioner koji je samo izvriavao naredbe. Cak se
pozivao (na perverzan nacin) na Kantovu ideju “kategorickog imperativa® sub-
jekta da djeluje u skladu s idealima - iako, u Eichmannovom sluaju, taj “ideal”

2 Hannah Arendt, Eichmann in Jerusalem, (London: Penguin Books, 2006), str. 9

3 Alenka Zupancic, “A Perfect Place to Die," u Everything You Always Wanted to Know about Lacan But Were Afraid to
Ask Hitchcock, Slavoj ZiZek, ed. (New York: Verso, 1992.), str. 87.

4 The Nizkor Project, ibid. Sesija 001-04

5 The Nizkor Project, ibid. Sesija 006-007-008-01
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the glass booth could restore to the accused his singular anti-hero status in the
case presented before the court. - In this case, the Eichmann trial was definitely
not a play. That said, should we redefine a play deconstructively as an operation
of repetition, then perhaps Geyer’s return to the Eichmann case exhibits key as-
pects of a play. Lacanian film theorist Alenka Zupancic equates a play’s structure
to what psychoanalysis conceptualized as Vorstellungs-Reprasetanz. This was La-
can’s word for dealing with “the representation of something which is originally
(and structurally) missing; with something that can appear only as duplicated
and appears already the first time as its own repetition: its only original is this
repetition.” 3 Looking back on the Eichmann case today, what’s missing is a
central focal point that would reify a universal truth of the trial’s mise-en-scéne.
Accordingly, Geyer restages the event by presenting a performer who literally
embodies all the contradictory positions of those involved in the trial in order
for us to think through the event’s original complexity and its contemporary
repetition.

To approach the event from this oblique angle, we thus glean the “truth”
of the trial in the form of a rebus constructed of the partial, discursive drives of
each player. Following the example of the performer, we too must put ourselves
in the different subject positions, defined as they are by a readymade legal or
philosophical discourse.

Event: 1961

Given that Eichmann had already acknowledged his role in “transporting [the
Jews] to the butcher” in an interview conducted by Willem Sassen for Life in
1960, the question that belabored the trial was: What is the point? Remarkably,
Eichmann admitted his acts but denied any responsibility for them. Eichmann’s
council, Dr. Robert Servatius of Cologne, supported Eichmann, arguing that dur-
ing the war, under the existing Nazi legal system, Eichmann’s acts fell squarely
within the letter of the law. His client, therefore, was actually being tried for
“acts of states.” This was problematic because according to international law, no
state has jurisdiction over the acts of another state, especially not Israel, since
it didn’t exist at the time of Eichmann’s actions. In response, Arnold Hausner,
Israel’s Attorney General, led the prosecution with an impassioned defense of
the court’s legitimacy. “There is nothing wrong in the fact that a Jewish judge,
an Israeli, should judge the oppressor of his people,” Hausner argued. “On the
contrary, we can be thankful for the fact that there is some place in the world,
where Jews possess sovereignty, courts, prosecuting machinery and the ability to
place on trial a man who committed crimes against this people.% For the pros-
ecution, the trial against Eichmann had a double purpose: to publically accuse
the perpetrator of the Holocaust that they held in their hands, and, by doing so,
retroactively legitimize the foundation of Israel in 1948 as an autonomous Jew-
ish state. Hausner’s opening remarks were thus intentionally dramatic: “When
I stand before you here, Judges of Israel, to lead the Prosecution of Adolf Eich-
mann, I am not standing alone. With me are six million accusers. But they cannot
rise to their feet and point an accusing finger towards him who sits in the dock

and cry: I accuse.” -

2 Hannah Arendt, Eichmann in Jerusalem, (London: Penguin Books, 2006), p. 9

3 Alenka Zupancic, “A Perfect Place to Die," in Everything You Always Wanted to Know about Lacan But Were Afraid to
Ask Hitchcock, Slavoj Zizek, ed. (New York: Verso, 1992), p. 87.

4 The Nizkor Project, ibid. Session-001-04

5 The Nizkor Project, ibid. Session-006-007-008-01
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nije bio univerzalni princip ve¢ volja totalitarnog diktatora, verbalna zapovijed
Fiihrera. 1li, kako je to Eichmann formulirao: “No §to se tu ima priznati? Izvr§avao
sam naredbe. Gdje bismo bili kada bi svatko samostalno kovao vlastite planove
u to vrijeme? Danas, u ‘novoj’ zemlji, to je mogude.” &— Ova krajnja depersona-
lizacija njegovih djela, koja je predstavljala srz Eichmannove obrane, navela je
Arendt da rekoncipira svakodnevno zlo kao banalno stanje ne-misljenja naspram
radikalnijeg oblika zla temeljenog na zlo¢ina¢kom predumisljaju. Kako je napisa-
la nakon objavljivanja svog izvje$¢a za The New Yorker: “Nije li zloba, kako god je
definirali, ta ‘odluénost osobe da se dokaZe kao negativac’, nuzni preduvjet zlod-
jela? Ovisi li naSa sposobnost da sudimo, da razlu¢ujemo dobro od lo3eg, lijepo od
ruznog, o nasoj sposobnosti mi§ljenja?"“ -

Arendtina konceptualizacija banalnosti zla naisla je i na javni otpor
(osobito medu Zidovskim cionistima), pri ¢emu su je pogre$no okarakterizirali
kao apologiju Eichmanna i nacista. Ova reakcija nije iznenadujuéa s obzirom da se
1962. godine mnogi u Izraelu (i izvan njega) po prvi put susrecu sa zastra§ujuéim
narativom Holokausta, $to ostavlja malo prostora za Arendtin nijansirani, filozof-
ski prikaz zla ili njeno pozivanje na odgovornost Zidovskog vije¢a u Njemackoj
koje je vlastima odavalo informacije tijekom rata.

Odjek: 2009.

Vracajuéi se na Kazneni slucaj 40/61, Geyer se opire jednostavnoj naraciji o Eich-
mannovoj ulozi u Holokaustu. Ne iskazuje ni mi$ljenje o pravu Izraela da postoji
kao drZava. Namjesto toga, Geyerin performativni pristup otvara kontemplativni
prostor za ponovno promisljanje nekih od Arendtinih najupecatljivijh gledista
vezano uz osobnu odgovornost gradana pod pravnim i politickim reZimima - bilo
da su oni povijesni ili suvremeni, bilo da dolaze s Istoka ili Zapada.

Sest video projekcija sa¢injavaju scenu - po jedna za Branitelja, Suca,
Tuzitelja, Izvjestitelja, OptuZenika i Publiku - postavljeni kruZno i orijentirani
prema sredi$tu kruga. Jedan izvodac, koji sjedi za stolom, igra sve likove. Sce-
narij $to ga izgovara izvodac sastoji se od stvarnih transkripata sa sudenja, kao
i tekstova $to su o njemu napisani. Zvucnici prenose izvedbu na engleskom, a
prijevodi na njemackom, hebrejskom i portugalskom dostupni su na slusalicama.
Promatrad/ica, koji/a sjedi u sredistu ove kruzne kompozicije, mora se okretati
i premjestati kako bi uspostavio/la interakciju s obraanjima koja se izmjenjuju
medu Sest projekcija. On/a je tako postavljen/a usred sukobljenih diskurza ak-
tera sudenja, bas kao i Citatelj/ica djela Eichmann u Jeruzalemu Hannah-e Arendt.
Na ovaj nafin, Geyer se suprotstavlja tradicionalnom teatarskom obradanju,
gdje razli¢iti glumci na sceni govore pred pasivnom publikom koja mizanscenu
obuhvac¢a jedinstvenim, sveobuthvatnim pogledom. Nasuprot tome, u ovoj insta-
laciji, pozornica okruZuje gledatelja, koji se aktivira, doslovno postaje dio scene,
kao nestabilni sudionik koji pregovara s razli¢itim istinosnim tvrdnjama sudskog
slucaja.

OptuZenik: Bilo je to vrijeme kada je ono Sto je predstavljalo zlo¢in unutar drZave postalo
zakonitim djelom. Zbog toga je rije¢ o odgovornosti same drZave.

Tufitelj: Kako bismo osigurali osudujucu presudu, dovoljno bi bilo tek konzultirati arhive
i dokumente. Medutim, potrebno nam je viSe od osude u ovom sudenju; potreban nam je
Zivi zapis proslosti.

6 _Adolf Eichmann, “I Transported Them to the Butcher; Eichmann’s Own Story: Part I, Life (November 28, 1960).

7 _Hannah Arendt, Responsibility and Judgment, (New York: Schocken Books, 2003), pp. 159-160.
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Throughout the trial, Eichmann maintained his innocence on the basis of being
a Nazi functionary who just followed orders. He even evoked (albeit perversely)
Kant’s notion of a subject’s “categorical imperative” to act on principle in accor-
dance to an ideal - even though, in Eichmann’s case, this “ideal” was not a uni-
versal principle but the will of a totalitarian dictator, the verbal command of the
Fihrer. As Eichmann put it: “Yet what is there to admit? I carried out my orders.
Where would we have been if everyone had thought things out by themselves in
those days? You can do that today in the ‘new’ country.” &This utter depersonal-
ization of his actions, the core of Eichmann’s defense, lead Arendt to re-conceive
everyday evil as a banal state of non-thinking versus a more radical form of evil
based upon malice aforethought. As she reflected after publishing her report on
the trial for The New Yorker: “Is wickedness, however we may define it, this being
‘determined to prove a villain, not a necessary condition for evildoing? Is our abil-
ity to judge, to tell right from wrong, beautiful from ugly, dependent upon our
faculty of thought?“ Z- Subsequently, Arendt’s conceptualization of a banal evil
was met with some public outcry (particularly among Jewish Zionists), where-
by she was at times mischaracterized as being an apologist for Eichmann and
the Nazis. This reaction isn’t surprising given that, in 1962, many in Israel (and
abroad) were first encountering the atrocious narrative of the Holocaust, leaving
little patience for Arendt’s nuanced, philosophical account of evil nor her calling
the Jewish Councils in Germany into responsibility for handing over information
to the authorities during the war.

Reverb: 2009

Returning to Criminal Case 40/61, Geyer resists a simple narration of Eichmann’s
role in the Holocaust. Nor does she opine on Israel’s right to exist as a state. In-
stead, Geyer’s performative approach provides a contemplative space to recon-
sider Arendt’s most salient points regarding a citizen’s personal responsibility
under legal and political regimes - be they historic or contemporary, Eastern or
Western.

The scene is set by six video projections - one each for the Defense,
Judge, Prosecutor, Reporter, Accused and Audience - configured in an inward
facing circle. A single performer, sitting behind a desk, is a stand-in for each
character. The script spoken by the performer is comprised of actual transcripts
from Criminal Case 40/61 as well as secondary texts written about it. The sound-
track is projected in English through speakers, and translated in German, Hebrew
and Portuguese on headphones. The viewer, sitting in the middle of this circular
configuration, must turn and move about to interact with the spoken address
that alternates among the six projections. S/he is thus positioned amongst the
conflicting discourse of the trial’s players, much the way reader is positioned in
Arendt’s Eichmann in Jerusalem. In this way, Geyer defies the traditional theatri-
cal mode of address, where various actors on stage speak to a passive audience,
which, in turn, masters the mise-en-scéne with one all-encompassing gaze. In Gey-
er’s installation, to the contrary, the scene surrounds the viewer, and the viewer
is activated, literally put into the scene, as a shifting participant negotiating the
various truth claims of the case.

The Accused: It was a time in which what had been a crime within the state became a legal
action. And this is why it was the responsibility of the state itself.

6 _Adolf Eichmann, *“I Transported Them to the Butcher; Eichmann’s Own Story: Part 1" Life, (November 28, 1960).

7_Arendt, Responsibility and Judgment, (New York: Schocken Books, 2003), pp. 159-160.
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Izvjestitelj: Ono $to mi vidimo kao “historijsku pravdu" drugima izgleda kao semipatolosko
naslijede traumatskog iskustva.

Brechtijanskim rje¢nikom, ne postoji zastitni “Cetvrti zid" ovdje - nema granice
koja omogucava da suzbijemo sumnju i prihvatimo umjetnicinu fikcionalnu repr-
ezentaciju sudenja kao stvarni dogadaj. Sve je previSe inscenirano. Jedan izvoda¢
igra sve uloge. Scenarij je preuzeti tekst. Ali diskurs kojega glumac izgovara jest
stvaran, onoliko koliko je stvarnost nas kao pravnih subjekata svakodnevno ob-
likovana takvim diskursom. Pedeset godina kasnije, klju¢na pravna i eticka pi-
tanja koja postavlja Kazneni slu¢aj 40/61 jo$ uvijek su otvorena.

Epilog: Arendt u Jeruzalemu

Objavljivanje knjige Eichmann u Jeruzalemu Hannah-e Arendt 1963. godine, godinu
dana nakon sudenja, pobudilo je dotada neviden gradanski rat medu Zidovskim
krugovima Amerike i Europe. & Sam Izrael je odbacio Arendtinu knjigu jer se
usudila dovesti u pitanje “teatralni” karakter sudenja Eichmannu, kojega je Ar-
endt protumadila kao vrstu ideoloske konstrukcije u sluzbi izraelskog ekspanzi-
onizma. 2— Premda je Arendt priznavala legitimitet Suda i odobravala Eichman-
novu smrtnu presudu, njenu su analizu politicke svrhe sudenja njezini protivnici
prenaglaeno karakterizirali dokazom za internalizirani antisemitizam. Od tada,
a u kontekstu izraelske okupacije palestinskih teritorija i stalnog, od strane
Amerike, orkestriranog prisustva u Iraku i Afganistanu, mlada se generacija in-
telektualaca u Izraelu, Europi i SAD-u vraca Hannah-i Arendt, trazedi inspiraciju
u njenom pisanju. Njezini im tekstovi osvjetljuju eticki potencijal iza Sucevog
naloga Abbi Kovneru da, iako u njegovom svjedoenju “sva istina“ zna¢i svu istinu
u odgovaranju na pitanje koje je postavljeno, ipak zapravo nije rije¢ o “potpunoj is-
tini". Arendt nam nalaZe preispitivanje pitanja koja nam se postavljaju. Ne samo
da preispituje legitimnost postojeceg pravnog sustava nego i nacine na koje mi
sami postupamo unutar tih sustava. Kada pristajemo postivati zakon? Kada se
kao eticki imperativ ukazuje upravo neposlusnost? Kako bi nam se ukazala “pot-
puna istina“ dogadaja, moramo postavljati takva pitanja. Andrea Geyer je upravo
takva intelektualka koja ih postavlja, a Kazneni slucaj 40/61: Odjek je jedno takvo
propitivanje.

— S engleskog prevela Ivana Bago

8 Tek je 1999. godine knjiga konaéno prevedena na hebrejski jezik.

9 Vidi Idith Zertal, Israel’s Holocaust and the Politics of Nationhood, (London: Cambridge University, 2005.
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The Prosecutor: In order to secure a conviction, it would have been enough to let the ar-
chives and documents speak. But we need more than a conviction in this trial; we need a
living record of the past.

The Reporter: What appears to us to be “historic justice" looks to others like a semi-path-
ological legacy of a traumatic experience.

In Brechtian terms, there is no protective “fourth wall” here - no boundary that
allows us to suspend our disbelief and take Geyer’s fictional representation of the
trial as a real event. It’s too staged. One performer plays all the parts. The script
is appropriated text. But the discourse that the actor speaks is real, in that our
reality as legal subjects is shaped by such discourse every day. Fifty years later,
the key legal and ethical questions raised by Criminal Case 40/61 still insist.

Afterword: Arendt in Jerusalem

Upon its publication in 1963, a year after the trial, Arendt’s Eichmann in Jerusalem
sparked an unprecedented civil war amongst the Jewish establishment in Amer-
ica and Europe. & The Israeli establishment, in turn, dismissed Arendt’s book
because it dared to question the “show trail” nature of the Eichmann case, which,
for Arendt, served as a type of ideological scaffolding for Israeli expansionism.
?_ Although Arendt did agree with the Court’s legitimacy and Eichmann’s death
sentence, her analysis of the trial’s political purpose was over-determined by her
detractors as evidence of internalized anti-Semitism. Since then, in the context
of the Israeli occupation of Palestinian territories and the ongoing American-led
presence in Iraq and Afghanistan, a younger generation of intellectuals in Israel,
Europe and the U.S. are returning to Arendt’s writings for inspiration. For them,
her texts illuminate the ethical potential behind the Judge’s instruction to Abba
Kovner that, while in his testimony “all the truth™ meant all the truth in answer
to the question that he had been asked, it wasn’t in actual fact “the whole truth.”
Arendt asks us to question the questions that we are asked. To not only question
the legitimacy of a given legal system but also the manner in which we operate
within those systems. When do we consent to obey the law? When is it an ethical
imperative not to obey? To glimpse the “whole truth" of an event, we must ask
such questions. Andrea Geyer is one such intellectual, and Criminal Case 40/61:
Reverb is one such inquiry.

8 It wasn’t until 1999 that Eichmann in Jerusalem would finally be translated into Hebrew.

9 See:Idith Zertal, Israel’s Holocaust and the Politics of Nationhood, (London: Cambridge University, 2005.

ANDREA GEYER
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Radenko Milak

A STA STE JOS VIDJELI? -
NISAM MOGAO VIDJETI SVE.

AND WHAT ELSE DID YOU
SEE? - I COULDN'T SEE EVERY-

Serija ulja na platnu
2010.

Povod za nova seriju slika koje ¢e po prvi
put biti prikazane na izlozbi IzloZenosti je
dogadaj koji se desio na samom pocetku
rata, u Bijeljini, kada su paravojne jedinice
Tigrovi koje je predvodio Zeljko RaZnatovié
Arkan usli u Bijeljinu. Taj dan zajedno sa
paravojnim formacijama u Bijeljinu je stigao
americki fotograf Ron Haviv, koji je uspio da
fotografiSe jednu od nabrutalnijih scena koje
su se mogle vidjeti u medijima tokom ratova
u bivsoj Jugoslaviji. Fotografija nam pokazuje
uniformisano lice sa sun¢anim nao¢alama
navrh glave, koji izmedu drugog i treeg
prsta podignute lijeve ruke drZi cigaretu, a u
desnoj mu se klati puska; desnom je nogom
zamahnuo da udari Zenu koja leZi potrbuske
na plo¢niku izmedu jo§ dva tijela.

U jednom svom tekstu Susan Son-
tag tu scenu opisuje na ovaj nacin: “zapravo
nam ta fotografija govori vrlo malo - osim da
je rat pakao i da su naoruZani zgodni mladi¢i
kadri nogom u glavu udariti debele starije
Zene koje leZe bespomo¢ne ili mrtve.” Da li
nam ta fotografije govori dovoljno o svemu
onome $to se deSavalo tog dana. U jednom
svom intervju Haviv na pitanje novinara
“A $ta ste jo$ vidjeli?”, odgovara “nisam

THING.

Series of oil paintings on canvas
2010

The new series of paintings, shown for the
first time at the exhibition Exposures, was
inspired by an event that occurred early dur-
ing the war at Bijeljina, when a paramilitary
group called Tigers, led by Zeljko RaZnatovié
Arkan, entered the town. On that day, the
paramilitary unit was accompanied by
American photographer Ron Haviv, who pho-
tographed one of the most brutal scenes that
could be seen in the media during the wars in
former Yugoslavia. The photo shows a young
man in uniform, with sunglasses resting on
top of his head, holding a cigarette between
the second and third fingers of his raised left
hand while waving a shotgun in the right
one; he is just about to kick a woman lying
on her belly on the pavement, between two
other human bodies.

In one of her articles, Susan Sontag
described the scene as follows: “In fact, the
photograph tells us very little - except that
war is hell, and that graceful young men
with guns are capable of kicking in the head
overweight older women lying helpless,
or already killed®. Does that photo tell us
enough about all that happened that day?

IZLOZENOSTI



289

EXPOSURES

mogao vidjeti sve!”, a u daljem tekstu navodi
“...izgledalo je da moze oti¢i dalje. Ali, kako
izlaza nije bilo na drugoj strani, on se vratio.
Tada su ga ubili. Nekoliko trenutaka poslije iz
neke druge kuce izveli su jednu Zenu. I nju su
ubili. Shvatio sam da gledam zlo¢in“. Upravo
ova izjava fotoreportera govori o moguénosti
ili nemoguénosti prikazivanja onoga $to se
dogadalo u posljednjem ratu.

Fotografija, televizija i ostali mediji
postaju referentni okviri i sluZe kao model
na$eg upoznavanja sa ratom, odnosno ne-
upoznavanja. Upravo Cinjenice zlo¢ina sluze
da bi sa njime manipulisalo ili da bi se to
ignorisalo. Na toj relaciji je zasnovan suZivot
u Bosni i Hercegovini, na medusobnom
ignorisanju i poniStavanju, te proizvodnji
frustrirajuée sadasnjosti zasnovane na prev-
lasti jedne strane nad drugom ili tre¢om.

Fotografija Rona Haviva po kojoj
je nastala serija slika ulja na platnu, istog
formata, istog motiva i kolorita moze se
posmatrati kao ekran, ¢injenica i sastavni
dio jednog geopoliti¢kog prostora, onoga $to
¢e neko drustvo odabrati za svoj prioritet
sjecanja ili ignorisanja, odnosno dalje proiz-
vodnje politike sjeanja ili zaborava.

Rad (kao serija slika) u sebi sadrZi
dvostruko kodiranje, multipliciranje jednog
te istog motiva, kroz manuelni intimisticki
proces slikanja, pandan je medijskoj stva-
rnosti u ¢ijoj nekontrolisanoj proizvodniji
raste inflacija slika i informacija. Svaka nova
slika je orginal za sebe, kroz proces rada ona
poprima drugi kod u odnosu na medijsku
sferu, proces slikanja je proces li¢nog pre-
ispitivanja i suo¢avanja sa prizorom, dok je
medijski prostor kolektivno voajerisanje, onaj
ko drZi daljinski upravljac u ruci, odlucuje
koji Ce se program gledati na televiziji....

Sta ste jos vidjeli? - Nisam mogao vidjeti sve. Samo
sam shvatio da gledam zlocin.

—rm

In one of his interviews, Haviv answered the
journalist’s question “And what else did you
see?" by saying: "I couldn’t see everything!“
and continuing somewhat later: “... it seemed
like he could go on. But as there was no way
out on the other side, he came back. Then
they killed him. Some moments later, they
brought a woman from one of the other
houses. They killed her too. I realized that I
was witnessing a crime". It is precisely this
statement that tells us a lot about the pos-
sibility or impossibility of showing what was
happening in this last war.

Photography, television, and other
media have become our frames of reference,
serving as models with the help of which we
have become familiar, or perhaps unfamiliar,
with the war. It is precisely the facts of the
crime that serve the purpose of manipulat-
ing or ignoring it. That is the relationship on
which coexistence in Bosnia and Herzegovina
has been based: on ignoring one another, on
mutual obliteration, on the production of a
frustrating present based on the dominance
of one side over another, or a third one.

Ron Haviv’s photograph that served
as an inspiration for this series of paintings,
which all have the same format, same motif,
and same colours, can be viewed as a screen,
a fact and part of a geopolitical space, of that
which a particular society will choose as its
priority in remembering or ignoring its past,
in perpetuating the policy of remembrance
or oblivion.

This artwork (a series of paintings)
contains double encoding, a multiplication of
one and the same motif, through a manual,
intimist process of painting; it is a counter-
part of the reality as defined by the media,
where images and information are subject to
an increasing inflation due to uncontrolled
production. Each new painting is an original
in itself, since during the working process it
acquires a different code with regard to the
sphere of the media; the process of painting
is a process of intimate interrogation and
facing what we see, while the media space
is collective voyeurism, since the one who
holds the remote in his or her hand defines
which channel will be on...

What else did you see? - I couldn’t see everything.
I only realized that I was witnessing a crime.

—rm
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Bojana TamindZija

TU. OVDJE. TAMO.

preispitivanje prisutnosti u
nuznosti i izolaciji

/rad u autisti¢nom kontekstu/trodijelna insta-
lacija koja preispituje bazi¢na pitanja identiteta,
punktirajuéi ih kao traumati¢na mjesta/

Traumatino mjesto 1: nacionalni identitet
od germanofobije ka...

Naziv segmenta: “Igra onoga sto se ne smije
pomenuti® referira na istoimenu instalaciju
DZozefa KoSuta iz 1988., koja je odraZavala
njegovo protivljenje cenzuri u umjetnosti.
Instalacija se sastojala od djela iz stalne
kolekcije muzeja, koja su u razli¢ita vremena
bila smatrana politicki ili seksualno nepodob-
nim. Paralelno tome, izjava Responsibility
(eng,) Verantwortung (njem.) Odgovornost
(srp.) ovdje je igra sa ne¢im ¢ija se prisutnost
izjednacava sa predstavom, dok se cenzura
upisuje u pojedinaénu svijest. U pluralnosti
odgovornosti, na koje se pozivamo i koje
“preuzimamo" na sebe, samo znalenje rijeci
nam izmice i umjesto ¢injenja, mentalne ili
fizicke aktivnosti koja proizilazi iz shvatanja
da smo za ne$to odgovorni, nas odnos ¢ini sve
ambivalentnijim. Kljuéna rije¢ - odgovornost
- postaje parola iza koje stoje uspavani akteri
- odgovorni.

HERE. THERE. ELSEWHERE.
Re-examination of Presence in
Need and Isolation

/work in an autistic context / three-part installa-
tion questioning the basic questions of identity, by
punctuating them as traumatic spots/

Traumatic spot no. 1: National identity from
Germanophobia to...

The title of the segment: “The Play of the
Unmentionable” refers to a 1988 installa-
tion by Joseph Kosuth, which reflected his
opposition to censorship in art. The installa-
tion consisted of works from the museum's
permanent collection that, at various times,
were considered politically or sexually inap-
propriate. In parallel with this, the statement
Responsibility (Eng.) Verantwortung (Ger.)
Odgovornost (Serb.) is here a play with
something whose presence equals a perfor-
mance, while censorship is inscribed into the
individual consciousness. In the plurality of
responsibilities that we invoke and that we
have “taken upon" ourselves, the very mean-
ing of the word becomes evasive and instead
of doing something, instead of initiating
some mental or physical activity that would
originate in our understanding of what we
are responsible for, it makes our relation-
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Bosna i Hecegovina, koja sada
funkcioniSe kao multietni¢ka drZava,
podijeljena na bo$njacke, srpske i hrvatske
gradove/teritorije, i petnaest godina posle
potpisivanja mira Zivi u magnovenju nacio-
nalnih previranja i prebacivanja krivice na
druge i trece. Ono $to iz daljine jeste akumu-
lacija prizora u svojoj sustini, na licu mesta
je pojedinacna nesreca individua pogodenih
tragedijom. Ono sa ¢ime se danas nase, izolo-
vane od sebe i od svijeta, drZavice/ili u BiH
entiteti/ suoCavaju, su odgovornosti za ratne
zlo¢ine. Oni padaju na teret lidera i mi im ih
prepustamo.

Ipak, nelagodnost koju osje¢amo
svaki put kad gledamo scene zlo¢ina
pocinjenih od strane pripadnika “nasih*
armija nad onim “neprijateljskim" je onaj eho
koji poziva sve nas pojedina¢no na preispiti-
vanje udjela prisutnosti i nase li¢ne odgovor-
nosti u “histerijama" koje su zavodile i koje
zavode na ovim prostorima. Na zidu parola,
natpis DIE VERANTWORTUNG, a na podu
fotografije, dokumentacija o ¢injenicama.
Suolavanje s tim ¢injenicama - slikama,
na nivou nacije i na nivou drustva, pa ¢ak i
grada - uvijek predstavlja problem; ¢itajudi
“parolu” na zidu posmatrac stoji na fotodo-
kumentima. To je pozicija autorefleksije i
pojedinca i drustva, na poligonu sterilnom,
procis¢enom, izolovanom, zapusenom, tam-
poniranom. Zagledani u intrigantne “parole”
gazimo po stvarnosti na koju one upucuju.

Koncept ovog rada je zamisljen tako
da bude prezentovan u jednom ‘srpskom,
jednom ‘hrvatskom' i jednom ‘bo$njac¢kom’
gradu u BiH, gdje bi fotografije i dokumen-
tacije na podu svjedocile o zlo¢inima ‘tog
naroda".*

U isto vrijeme spojene su dvije
traumati¢ne tacke srpskog naroda, jedna
iz perioda socijalizma i jo$ dalje iz drugog
svjetskog rata (germanofobija) i druga iz
perioda “nacionalnog osvjes¢ivanja“.

—bt

*Rad se po treci put postavlja u ‘srpskom’ gradu, u nadi da ée u
buduénosti zavrsiti ciklus i u svoje ostale dvije varijante.

ship ever more ambivalent. The key word -
responsibility — becomes a slogan that hides
the sleeping agents - the responsible.

Bosnia and Herzegovina, which
today operates as a multi-ethnic state divided
into Bosniak, Serbian, and Croatian towns/
territories, fifteen years after the signing of
the peace treaty still lives in a haze of nation-
al conflicts and shifting responsibilities on
others and then further on. That which from
a distance seems like as an accumulation of
a scene in its essence, turns on the spot into
individual tragedies. What our small states/
or entities in Bosnia and Herzegovina/ must
face today, isolated from each other and the
world, is their responsibility for the war
crimes. These crimes are blamed on the lead-
ers and we let it be that way gladly.

Still, the uneasiness we feel every
time we watch the scenes of crimes com-
mitted by soldiers from “our™ armies over
the “enemies" is the echo that invites us to
question our individual share of presence
and our personal responsibility in the “hyste-
rias” that have seduced people in this region.
The slogan, DIE VERANTWORTUNG, on the
wall, while the floor is covered with photo-
documents stating the facts. Facing those
facts/images - on the level of the nation, the
society and even the city - has always been a
problem; while reading the “slogan® on the
wall, the observer must step on the photo-
documents. This is the position of self-reflec-
tion, both of the individual and of the society,
on the polygon of sterility, purity, isolation,
suffocation, buffering. While staring at the
intriguing “slogans", we step on the reality
they are pointing to.

The concept of this work is to pres-
ent it in one ‘Serbian’, one ‘Croatian’, and one
‘Bosniak' town in BH, with the photographs
and documents on the floor testifying on the
crimes of ‘that particular nation".*

At the same time, it connects two
points of trauma for the Serbian people: one
from the socialist period and even further,
from World War II (Germanophobia) and
another from the period of “national awaken-
ing."

—bt

*This is the third time the installation has been presented in a
‘Serbian’ town, and hopefully in the future it will complete the cycle
in its two remaining variants.



Bojana TamindZija,TU. OVDJE. TAMO.
preispitivanje prisutnosti u nuznosti i izolaciji,
sizloZbe / HERE. THERE. ELSEWHERE.
Re-examination of Presence in Need and
Isolation, exhibition view.
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STEALTH.unlimited (Ana DZokié & Marc Neelen)

UZETI ZAJEDNICKU STVAR
U SVOJE RUKE

Otvoreni razgovori, istrazivacki arhiv
2010.

Poticaj za ovo istrazivanje je zivotna prica
mojih djeda i bake - Rajke i VukaSina
Borojevi¢ koji su Zivjeli u mnogim mjestima u
bivsoj Jugoslaviji i aktivno doprinosili svojim
okruZenjima, kao $to su - Kacanik na Kosovu,
Banja Luka i selo Donji Dubac u Srbiji. Dijelovi
njihove price rezoniraju s danas aktuelnim
vokabularom - pitanjima samo-organizacije,
radikalne edukacije, socijalisti¢kog pro-
jekta kao emancipacijske prilike, pitanja
osnazivanja Zena... Uzeti zajednicku stvar

u svoje ruke nema primarno cilj istaknuti
osobna postignuda tih dvoje ljudi, ve¢ navesti
na razmisljanje o razli¢itim aspektima koji su
motivirali njihove aktivnosti i koristiti ga kao
inspiracija danas - prije svega u kontekstu
Bosne i Hercegovine. Rije¢ preduzetnistvo,

a glagol preduzeti na engleskom jeziku,
prevodi se kao: poduzeti, pokusati, zapoCeti,
pokrenuti... Preduzetnistvo se obi¢no

odnosi na odredeni tip ekonomije, neri-
jetko one “kapitalisticke”. Ali kako i kada

TAKING COMMON MATTERS
INTO ONE’S OWN HANDS

Open conversations, research archive
2010

I was motivated to do this research by the
life story of my grandparents - Rajka and
Vukasin Borojevi¢ - who lived in various
places in former Yugoslavia, such as Kacanik
(Kosovo), Banja Luka, and the village of Donji
Dubac in Serbia, actively contributing to
their living environment. Parts of their story
resonate with the currently popular jargon

- the issues of self-organization, radical
education, socialist project as an opportunity
for emancipation, empowerment of women...
Taking Common Matters into One’s Hands does
not seek primarily to praise the personal
achievements of these two people, but rather
to encourage reflection on various aspects
that motivated their actions and to use it

as an inspiration for the present - in the
context of Bosnia and Herzegovina. The word
“entrepreneurship”, which implies undertak-
ing, initiating, trying, and starting something
new, mostly refers to a certain type of econ-
omy, often the “capitalist” one. But how and
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preduzetni$tvo moze biti drustveno rele-
vantno ili éak prvenstveno temeljeno na
svojoj aktivnoj participaciji i drustvenom
angazmanu? Upravo takav pristup
preduzetnistvu leZi u pokretanju i izgradnji
tvornice Vitaminka (Banja Luka, 1946-1951),
i Orlujka, zadruge za proizvodnju i preradu
lekovitog Bilja (Orlujak, bilina proizvodnja i
preradna suradnja) te Dragacevske zadruge Zena
(obe inicijative u Donjem Dubcu, od ranih
1950-ih) u kojima Rajka i Vukasin kre¢u da
sudeluju kao poduzetnici ovog novog doba. U
duhu tog vremena, oni o¢ito nisu bili jedini...
Sto bi drustveno angaZirana
ekonomija u Bosni i Hercegovini danas mogla
biti, mimo humanitarne krize, strane podrsku
i financiranja? Polaze¢i od fragmenata iz Ra-
jkine i VukaSinove privatne arhive, uzoraka
iz arhiva tvornice Vitaminka i Dragacevske
zadruge Zena, projekt Uzeti zajednicku stvar
u vlastite ruke konstruira osobnu i subjek-
tivnu interpretaciju mogucénosti i motiva
preduzetni$tva iz Zivota tih dvoje ljudi koji se
putem niza otvorenih razgovora/radionica u
okviru projekta IzloZenosti situiraju u situaciju
u Banjaluci i Bosni i Hercegovini danas. Arhiv
tako postaje polaziSte za promisljanje modela
drustveno orijeniranih i odrZivih ekonomija
danas, dajudi uvide u moguée buduénosti,
stvaranje zajednic¢kog razumijevanja za ono
$to bi preduzetni$tvo moglo biti danas i sutra
na ovim prostorima.

Hvala Branki Borojevi¢-DZokié.

—ad &mn

when can entrepreneurship become socially
relevant or even primarily based on one’s
active participation and social engagement?
It is precisely that approach that lay behind
the concept and construction of Vitaminka
factory (Banja Luka, 1946-1951) and Orlu-
jak, an association for the production and
processing of medical herbs, or Dragalevska
Women’s Association (both of the latter lo-
cated in Donji Dubac since the early 1950s), in
which Rajka and Vukasin started their career
as the entrepreneurs of modern times. And
they were obviously not alone...

What could socially engaged
economy bring to the present-day Bosnia
and Herzegovina, if we leave aside the entire
issue of humanitarian crisis, foreign support
and finances? Starting from the fragments
from Rajka’s and Vuka$in’s private archive
and samples from the archive of Vitaminka
factory or Dragalevska Women’s Associa-
tion, the project of Taking a Common Thing into
One’s Own Hands constructs a personal and
subjective interpretation of the possibilities
and motives behind the entrepreneurship
of these two people, transplanted to Banja
Luka and today’s Bosnia and Herzegovina by
means of informal talks/workshops in the
framework of the Exposures project. Thus, the
archive becomes a starting point for reflec-
tion on the models of communally oriented
and sustainable economies today, offering
some insights into possible futures and
reaching a common understanding of what
entrepreneurship might become today and
tomorrow in this region.

Thanks to Branka Borojevié¢-DZoki¢.

—ad & mn
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0 pocecima tvornice “Vitaminka" u Banja Luci (1946-1950.), nastale na temeljima male
privatne cedionice vo¢nih sokova.

OPEN CONVERSATION 1: WORK COLLECTIVE, EDUCATION THROUGH WORK,
COMPETITION

About the beginnings of the “Vitaminka" factory in Banja Luka (1946-1950), initiated as
a small private production of squeezed juices.

1928. godine Vukasin Borojevi¢ (rodom iz Prijedora,
Bosna) prelazi iz Beograda u Kosovsku Mitrovicu kao $ef
filijale “Auto-Omnie"”, tada najveéeg zastupnika auto-
mobila u Jugoslaviji. 1931. u Kaaniku, osniva kre¢arsku
radnju, koja radi za rudnik Trep¢a. Upoznaje hercegovku
Rajku Sotru i 1932. se vencavaju. Zive¢e na Kosovu do pred
pocetak Drugog svetskog rata. Ka¢anik, 1935.

In 1928, Vuka3in Borojevi¢ (born in Prijedor, Bosnia)
moves from Belgrade to Kosovska Mitrovica as the branch
office manager for the “Auto-Omnia®, the biggest car
dealer in Yugoslavia at the time. In 1931, he establishes a
lime shop in Kacanik, which services the Trepéa mine. He
meets Rajka Sotra (born in Herzegovina) and in 1932 they
get married. They will live in Kosovo until the beginning
of the World War II. Kaganik, 1935.

1934. u Kacaniku po¢inju eksperimente sa cedenjem voéa,
a1938. registruju “Cedionicu voénih sokova ‘Vitaminol*
te¢no voce".

In 1934 in Kalanik, they start experiments with fruit
squeezing and in 1938, thef/ register the “Production of
Squeezed Juices ‘Vitaminol' - Liquid Fruit®.

Etiketa za sok “Vitaminol®.

The label for the “Vitaminol"” juice.

BbOBXRAAKOXOAHO
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299 Put u Nemacku radi usavrsavanja proizvodnje, 1937.

A trip to Germany in order to learn how to advance the
production, 1937.

Prospekt za suSionicu povréa i voéa, Schilde, Kassel, 1940.

Leaflet for the fruits and vegetables dryers, Schilde, Kassel,
1940.

foers GEMUSE- UND FRUCHTE-TROCKNER
159354
" BENNO SCHILDE MASCHINENBAU A.-G. HERSFELD (BEZ. KASSEL

Pred rat, selidba u Banja Luku. Kuéa u izgradnji u tada¥njoj
Frankopanskoj ulici (danas Kralja Alfonsa XIII - “Ekonom-
ski institut Banja Luka"), oktobar 1940. “Suteren je bio
prostran, sa Cetiri odeljenja, graden za naSu novu fabriku
voénih sokova.”

/

Right before the start of the war, they move to Banja
Lu%(a. The house they construct is on what used to be the
Frankopanska street (at present, Kralja Alfonsa XIII st. -
“Economy Institute Banja Luka"), October 1940.

“The basement was spacious, with four compartments
built for our new fruit juice factory.”

EXPOSURES STEALTH.unlimited



Na pocetku Drugog svetskog rata, u junu 1941. Vukasin
se prikljuCuje partizanima. Posle ranjavanja bi¢e ekonom
Staba IT Pro[]eterske brigade.

“Ja sam na poloZaju neumorno tumacio borcima za$to mi
vodimo ovu borbu i kakvu slobodu ho¢emo. Najvise sam
im pri¢ao o posleratnoj izgradnji i Rusiji, o traktorima,
kombajnima, Mi¢urinu, viSegodisnjoj pSenici, o ruskoj
nauci, industriji, kolhozima...", iz li¢ne biografije.

At the start of the World War I1, in June 1941, VukaSin
joins the partisans. After being wounded, he becomes the
quartermaster for the 2nd Proletarian brigade.

“I tirelessly explained to the soldiers why we were fighting
this battle and the kind of freedom that we want. Mostly, T
talked to them about the postwar construction and Russia,
about tractors, harvesters, Michurin, perennial wheat,
Russian science, industry, kolkhozy...", from personal
biography.

Rajka i Vukasin, pisma od 1944-1964.
“Spoljnjeg neprijatelja likvidira¢emo za kratko vreme,

= e T il a onda ¢emo uredivati nasu zajednicku kucu kako valja.
Moerns Maasaior oo | i tpe | Zatim nastaje rad i rad na svim poljima. Ja vidim takve
Tulesid Lo wl & : M \ moguénosti da te vrtoglavica uhvati. (...) Imali smo sre¢u
]I {3 da do¢ekamo nase vreme kada se pruza svakome prilika da
il wil VAl ovens. leghilaNy by | pokaZe koliko vredi i koliko je voljan za narod uliniti, st-
= I ﬂl varno, na delu, a ne samo pricati.”, iz pisma Rajki, poloZaj,
- ¥ ~ e =5 31. mart 1945.

ST | — Rajka and Vukasin, letters 1944-1964.
i oyt s * “Inashort time, we shall destroy our foreign enemy, and
TN - l |-_|__|_"_ then we will form our community the way we want. Then
: - e comes the work on all the fields. T see such possibilities

{ 4 | that it makes my head spin. (...) We’ve been lucky to live
— : q EHdl up to a time when everyone is given an opportunity to

; l ] ] Jeee) show how much they are worth and how much they are
'\ i | | 4 willing to do for their people, and to truly show it, by
. : — deed, and not just by talking", an abstract from Vukasin's
letter to Rajka, garrison, March 31, 1945.

Ratom je prekinut rad cedionice voca. Polovinom 1946. rad
se nastavlja. “Tvornica" je u podrumu nase privatne kude,
“kancelarije” na tavanu iste. Kolektiv broji 7 ¢lanova.”

War stopped the production of squeezed fruit. By mid
1946, the manufacturing continues.

“The “factory" is in our private home’s basement and
the “offices ™ are at the attic. There are 7 members in our
collective.”

Vukasin i Rajka ravnopravno vode preduzede.
“Tvornica" je stekla i pisa¢u masinu. Valjalo je slikati.”,
1946.

Vukasin and Rajka are equally in charge of running the
business.

“The “factory" acquired the first typewriter, it was worth
taking a picture®, 1946.
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Registar drZavnih privrednih preduzeéa, GNO Banja Luka
(1947-1955.)

“Ukazom Prezidijuma narodne skupstine NRBiH broj 70
od 19. jula 1947. godine /“SluZbeni list NRBiH" broj 33 od
23.jula 1947./ proglasena je medu ostalima i Cjedionica
vo¢nih sokova “Vitaminka" u Banja Luci preduzeéem od
republickog znalaja.”, Ministarstvo industrije i rudarstva
Narodne republike Bosne i Hercegovine, Sarajevo, 31. juli
1947.

Register of State-owned Companies, GNO Banja Luka
(1947-1955).

“By the decree of the Presidium of the National Assembly
of the NRBiH No. 70, July 19, 1947/ “The Official Gazette

of the NRBiH" No. 33, July 23, 1947/ the Production of
Squeezed Juices “Vitaminka" from Banja Luka is one of the
companies declared to be of great importance for the Re-
public.”, Ministry of Industry and Mining of the Republic
of Bosnia and Herzegovina, Sarajevo, July 31, 1947.

Akvarel slikara BoZe Nikolica.

“Nova zgrada "Vitaminke' jo§ je bez krova, prozora i vrata
- arad cjedionice ve je u toku. Na gradevini prvi put radi
Zenska zidarska brigada.”

Watercolour by BoZo Nikolié.

“The new ‘Vitaminka' building still doesn’t have a roof,
windows or doors, while the production of squeezed fruit
is well under way. For the first time a female builders
brigade is working on the construction.”

“Sa izgradnjom tvornice izgradivao se i izrastao kolektiv.
Sindikalna podruZnica proglasena je najboljom u gradu.”

“As the factory expanded, so did the collective. The syndi-
cate branch office was judged the best in town.”

“Suhra, majka petoro djece, ostavila je sluzbu u ustanovi i
dosla u Vitaminku sa Zeljom da se stru¢no osposobi.”

“Suhra, a mother of five, left her work in the administra-
tion and came to Vitaminka wishing to learn the trade.”

“Vakum kazani za proizvodnju marmelade. RuZa, najstarija radnica
rukovodi brigadom na vakumima. Od Eetrnaest brigada Zene ruko-
vode sa jedanaest. Brigada za skivanje sanduka bila je &isto Zenska
kao i mnoge druge. Nepismenih Zena nema."

“Vacuum containers for the production of marmalade. RuZa, the
oldest worker is in charge of the workers handling the vacuum
machines. Out of fourteen work brigades, women supervise eleven.
The brigade in charge of making crates was all female, as were many
others. There are no more illiterate women workers.”

STEALTH.unlimited



Povodom 8. marta, Zene radnog kolektiva “Vitaminka" 302
objavljuju takmicenje tvornicama u Banja Luci i tvorni-

cama prehrambene industrije BiH. “Iz ovog takmicenja

Zene “Vitaminke" izaSle su lgao pobjednici. Tri Cetvrtine

cjelokupnog kolektiva salinjavaju Zene."

On March 8, the international Women’s Day, the women
workers from “Vitaminka" challenge other food factories
in Banja Luka and in BH to a competition. “The women
workers of “Vitaminka" won. Three quarters of the whole
collective are made up of women."

“Na paradi Prvog maja kolektiv se pojavio sa maketom
“Vitaminke", na kamionu gdje su demonstrirani pojedini
odlomci iz proizvodnje.”, 1948.

“On the parade celebrating May 1, the collective appeared
with a model of the “Vitaminka" factory driven by a truck,
while demonstrating certain phases of production.”, 1948.

“Zastitni znak tvornice uveli¢an na 2 x 1 m i nofen u
Sarajevu, na proslavi Prvog maja.”

“The factory’s trademark was enlarged to 2 by 1 meters
and carried in Sarajevo during the parade celebrating
May 1."

STEALTH.unlimited IZLOZENOSTI
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'Iﬁo_lgldiv ,Vitaminke" ostvorio je plan proiz%ganje
a takmigarski period po koligini za 159% o po
TaBet «or4h yrijednosti za 112°,

e “put radni kelektiv Vitaminke
alubl za ugled | premaduje date chave-
ze u Ffast osnivatkog kengresa KP Bo-
sne | Hercegovine.

“Treba istath da su svi radnicl u pre-
durdtu plemeni i da je ditav radni ko-
Jektie utlanien u sindikate. Odrian je
struénl kurs za prerado vobs, o @ s
pit se prijavilo 50 polamnika. Od toga
fspit je pelodilo njih 49, Prema fome,
49 radnika  ospasobl

stakla iznosi 100%« a na drugom rad-
nom mjestu 40%,

Izvrienje plans #to bolje orgonizaci-
je otkopa veda, lzveienc je na 10 of-
kupnih stanica do maksimums, te s
se suvifne kolltine vela ustupale tvor)
nici 4 Doboju i drugimn.

16 oktobrn ove gedine Kulturpo-pro- |
svietni aktiv »Vitaminkes odrfio  je
uspielu kulturno umjelnitku  prired-
bu.

“Najmodernija presa. Za rukovodioca brigade na presi

EroglaEen je Mujo, najstariji radnik u tvornici i prvi ¢lan
olektiva.”
/

“The latest press. The supervisor Mujo is the oldest worker
in the factory and the first member of the collective.”

PremaSena kvota. Novine Glas, 25. oktobar 1948.

Annual production quote exceeded.

“Collective “Vitaminka" Achieved Production Plan for the
Competition Period - 159% by the Amount and 112% in
Value®, daily newspaper Glas, October 25, 1948.

“Konferencija: rezultati - nedostaci - problemi...", 1948.
“Na kraju jo$ samo ovo da Ti kaZem, ne sekiram se viSe kao
do nedavno. Vidim da je ljude obuzeo strah od odgovor-
nosti jer usled svoje nesposobnosti zapetljavaju poslove i
razume se da rezultat ne moZe biti pozitivan. Zato se drze
formalizma, glavno je da su pokriveni da ne bi odgovarali a
posao neka i§e dodavola. Iako i kod nas ide ovako traljavo,
mi ¢emo ipak biti medu prvima, iznalazi¢emo nove puteve
i stvarati moguénosti za nove poslove.” VukaSin u pismu
Rajci (u bolnici), Banja Luka, 20. juli 1947.

“Conference: results - drawbacks - problems...", 1948.

“I have to also tell you this at the end - I do not worry

as much as I used to. I can see that people are scared of
responsibilities, because they complicate things due to
their incompetence. Understandably, the resu%ts cannot
be positive. Therefore they stick to formalism, in order to
be covered and not held accountable, while the work can
go to hell. Even though our factory moves on sloppy as
well, we will still be among the first, finding new ways and
creating possibilities for new jobs.", Vukasin in his letter
to Rajka (hospitalized), Banja Luka, July 27, 1947.

Vukasin i Rajka, direktor i tehnic¢ki rukovodilac ispred
“Vitaminke®, 1950. Sledece godine napustice i fabriku i
Banja Luku.

“lako umoran i neispavan, ipak sam posle rucka otiSao

da gledam ruski film “Daleka nevesta™ koji se odigrava

u Turkmeniji na plantaZama pamuka i paradajza. Ruski
filmovi mi se naro¢ito svidaju zato $to su realni, obi¢ni i
svakida3nji Zivot prikazuju, rad i ljubav i sve se odigrava
kroz borbu i takmiZenje. T ba zato je i kod nas tako, zato
mi se i svidaju, i jo$ i zato $to vidim da smo i mi ovarisali
dobrim putem... Sve ¢ée dobro biti.”, Vukasin u pismu Rajci,
Beograd, 16. mart 1949.

Vukasin and Rajka, managing director and technical man-
ager, in front ofJ “Vitaminka" in 1950. The following year
they will leave the factory and Banja Luka.

“Although tired and exhausted, I still went to see “The Dis-
tant Bride®, a Russian film taking place in Turkmenistan
on the plantations of cotton and tomato. I particularly like
Russian films because they show work and love and every-
thing that is achieved through struggle and competition.
That is precisely how it is also here, and why I like them so
much, as I can see that we are also on a good path... Every-
thing will be alright.”, Vukasin’s letter to Raan, Belgrade,
March 16, 1949.
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0d 2002. godine, privatizacijom drZavnog kapitala, “Vi- 304
taminka® je orianizovana kao akcionarsko drustvo &iji je
vecinski vlasnik Kreis Industriehandel AG Basel.

Since 2002, through privatization of public assets,
“Vitaminka" becomes a joint stock company, with Kreis
Industriehandel AG Basel as the majority shareholder.

Citati Rajke Borojevi iz albuma “Vitaminke", ako nije drugacije

navedeno.

/
All the quotes by Rajka Borojevié¢ from the “Vitaminka" photo-

album, unless otherwise stated.

STEALTH.unlimited IZLOZENOSTI



STEALTH. mited, Otvoreni razgovor
1: kolektiv, obrazovanije kroz rad,
takmicehje /Open conversation 1: Work
collective, Educati on through work,

competition

Photo: T}

——



OTVORENI RAZGOVOR 2: INOVACIJA, PRONALAZAéTVO, PIONIRSKI RAD 306
Na temelju pocetaka lokalno 'jos nevidene’ proizvodnje koju je tokom 1950-ih Vukasin

Borojevié pokrenuo kroz “Orlujak - destileriju eteri¢nih ulja", zadrugu za proizvodnju

i preradu lekovitog, zainskog i aromaticnog bilja.

OPEN CONVERSATION 2: INNOVATION, INVENTION, PIONEERING WORK
Based on previously locally unknown type of production introduced by Vukasin
Borojevic during the 1950’s through “Orlujak - Essential Qils Distillery", a cooperative
for production and processing of medical, aromatic and spice plants.

Na poziv Instituta za farmakologiju i Instituta za ispiti-
vanje lekovitog bilja, Vukasin Borojevi¢ 1951. prelazi u
Beograd i radi na destilaciji eteri¢nih ulja i konstrukciji
aparata, do 1954.

At the request of the Institute of Pharmacology and the
Institute for Research of Medical Herbs, Vukasin Borojevi¢
moves to Belgrade in 1951 and starts working on distifla—
tion of essential oils and the construction of the distilling
machines, until 1954.

1z uvoda: “Veliki konvejer je knjiga u kojoj italac vidi
sukob izmedu napredne tehnike i navika i obicaja koje je
stvorila sitnoburZoaska rascepkanost u radu, i koje su, kao
pedat proslosti nasledili ljudi ﬁoji su prvi put videli sloZenu
5 JAKOB HIbHH masinu.", iz biblioteke Borojevica.

Yakov Ilyin, “The Great Conveyer".

From the introduction: “The Great Conveyer is a book in
which the reader can see the conflict between the modern
techniques and habits and customs created by the petite
bourgeoisie’s division of labor, and which the people, who
for the first time see a more complex machine, have inher-
ited as a burden from the past.”, from the private library
of the Borojevi¢ family.

BEIIUKH
KOHBEJEP
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Honore de Balzac, “Seljaci", iz biblioteke Borojevica.

Honore de Balzac, “The Peasants", from the private library
of the Borojevi¢ family.

U leto 1951. Rajka i Vukasin Borojevié, sa decom, dolaze
u Donji Dubac, selo u kome su proveli ratne godine (Rajka
sa decom, jesen 1941-1943., VukaSin krade, kao ranjeni
partizan) i sa kojim su ostvariali neraskidivo prijateljstvo.
Kupuju komad zemlje i grade ku¢u. Od tada, oboje ¢e
svesrdno raditi na razvoju ovoga kraja.

In the summer of 1951, Rajka and Vukasin Borojevi¢ go
with their children to Donji Dubac, a village in which they
spent the war years (Rajka with their children, autumn
1941-1943, Vukasin for a shorter amount of time, as a
wounded partisan), a village with which they formed an
everlasting friendship. They buy a piece of land and build
a house. From then on, they wil)llwﬁoleheartedly work on
the development of that area.

“Jedne ovakve veleri sedelo se u ovoj kuhinji. Ljudi iz
nekoliko kuéa ispunili su malu odaju i slu§afi njegovu pricu
o nekoj travi koja je toliko podsecala na konjski bosiljak.
Sa sobom je doneo pun putnicki kofer sadnica i razdelio

ih ljudima. TraZio je od njih samo da je zasade negde u
vrtu. “U¢ini¢emo to kad kaZe$. Nemoj da brines..." Ljudi su
oti3li. On je ve¢ mastao o tome kako Ce ih iznenaditi posle
nekoliko meseci, kada im za tu “travu® preda pare. IzaSao
je sutradan pred kapiju i zastao iznenaden: tu pred njim
leZale su pobacane sadnice mente...", iz ¢lanka “Nestaju
pasivni krajevi" u éasopisu Zadruga, 28. novembar 1957.

“On a night just like this one, they were sitting in this
kitchen. People from several different houses filled the
little room and listened to his story about some herb that
reminded a lot of a local species of grass. He brought with
him a whole suitcase of seedlings and gave it to everyone.
He only asked them to plant them somewhere in their
gardens. “We will do as you ask. Do not worry..." The
people left. He already saw himself surprising them few
months later, with the money he will give them for this
“grass". When he went out tomorrow, however, he was
stunned: there, in front of him, the seedlings of mint laid
scattered...”, from the article “Passive Areas are Disappear-
ing" in the magazine Zadruga (Cooperative), November
28,1957.
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Destilator za eteri¢na ulja, po VukaSinovom nacrtu proiz-
veden za Zadrugu “Orlujak", 1954.

Essential oil distillatory, created for the cooperative “Orlu-
jak" according to Vukasin’s design, 1954.

Crtez, skica za zgradu destilerije.

“Kako je ovako povoljno vreme, toplo i suvo, ta zgradica se
mogla napraviti. Nekako mi sporo sve radite i ne mozete
da izdrZite ni moj tempo a kamo li opsti u svetu. Zato
treba brzo raditi. To je moj savet a osim toga jos i jedino
to - sadite mentu.”, Vukasin u pismu zadruzi, Beograd, 7.
decembar 1954.

The sketch for the distillery building.

“The weather is right, it’s warm amdg dry, and the building
could have been built. You seem to be doing everything
too slow; you cannot keep up with me, not to mention
the world. You should work faster. That is my advice and I
have one more - plant mint.", from Vukasin’s letter to the
cooperative, Belgrade, December 7, 1954,

“Kada se ima u vidu da je suva nana pla¢ena 70 do 75
dinara po kilogramu, ili kim 500 do 700 dinara, onda je
je potpuno jasna velika korist koju moZe da donese nova
proizvodnja. Usto treba imati u vidu da je za ovim proiz-
vodima velika potraZnja kako u zemlji tako i u inostran-
stvu.”, éasopis Zadruga, 10. mart 1955.

“How Peasants of Donji Dubac Have Found a ‘Gold Mine™.
“When you keep in mind the fact that dry mint sells for 70
to 75 Dinars per kilogram or that cumin sells for 500 to 700
Dinars per kilogram, the benefits a new production can
have are crystal clear. One should also take into account
that there is a great demand for both these products, not
only here, but abroad as well.“, excerpt from the magazine
Zadruga (Cooperative), March 10, 1955.
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309 Knjiga “Gajenje i prerada nane", Vukasin Borojevi¢, Naro-

dna knjiga, Beograd, 1956.

The book “Cultivating and Processing Mint", Vukagin
Borojevié, published by Narodna knjiga (Peoples Books),
Belgrade, 1956.

Priznanica od prodaje mente fabrici lekova “Galenika“ u

13‘-"*-3‘{”"1"“' i Beogradu, 5. novembar 1955.
+L AIIEHHKA“ : L-V'(m-'—'_x‘]-ﬂn-h "Naga zadruga je sada jedan od Eetiri glavna proizvodaca,
SN SIARTTRRL IR NN sa najzdravijom sirovinskom bazom i najboljim destila-

torom. Vazno je ovo znati radi dalje orijentacije.”, VukaSin

Hausc caw Apuuno o Bac cymy o2 u pismu zadruzi, 11. april 1957.

T

M_'_:_ - e T . . . .
Dope _0OX-00; = Maipe s mokphuce T iitnl. 7 The receipt from selling mint to the pharmaceutics fac-
oL ame Sl el ol tory “Galenika" in Belgrade, November 5, 1955.

peth b 289569 e “Our cooperative is now one of four main manufacturers,
fafi . : with the flealthiest raw base and the best distillery. It is

important to know this for further steps.”, Vukasin in his
letter to the cooperative, April 11, 1957.

Pregled proizvodnje i prodaje mentol ulja iz 1955/56.
Kriti¢no je vreme za destilerije i sadioce mente. Clanak
u Politici “Zanemarene milijarde. Domaca eteri¢na ulja
leZe u magacinima, dok ih pojedina preduzeéa uvoze po
viskokim cenama.", 27. januar 1957.

An overview of manufacture and sale of menthol oil from
1955/56.

It is a crucial time for distilleries and menthol producers.
A title from the magazine Politika states: “Millions Un-
dermined. Local Essential Oils Sit in Storage While Certain
/ Companies Import at High Prices", January 27, 1957.

EXPOSURES STEALTH.unlimited



“Treba odabrati ono za $ta postoje prirodno dobri uslovi

i $to se isplati a bez novih investicija. Sada je na redu
Odoljem (Valerijana) jer i njega uvozimo posto smo
samonikli utamanili. Prinos po hektaru je oko 2.000 kg

a cena oko Din. 300. (...) Dakle pored mente kada bi se
masovno proizvodio jos i kim, valerijana, malina i dunja
to bi ipak bila jedna znatna proizvodnja koja bi donela
blagostanje ovom narodu. Zadruge ve¢ postoje i sada treba
sve to samo spretno organizovati i povezati pa da uspeh
bude potpun.”, VukaSin u pismu zadruzi, 25. januara 1957,
Donji Dubac.

“One should choose to grow things for which there are
good climatic conditions and those that are profitable
without new investments. The next to produce is Valerian,
because we import this too, as we have exterminated

the entire wild one. Yield per hectare is around 2000
kilograms, and the price is about 300 Dinars. (...) So,
besides mint, if we were to mass-produce cumin, valerian,
raspberries and quince it would be a significant produc-
tion which woulg greatly benefit this people. We already
have the cooperatives and all we need to do is organize
and network everything smartly for the success to be

Telegram, april 1957.

() | e Telegram sent by the cooperative, April 1957.
Goneren ke Pre |7 e KaGwA 5 P o1 3 a2 ]| “Vukasin, come immediatelly, it is about the Cooperative
| 1 - Radisav.

T |
=] s
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o VukaSinov greglet}i mogulc’e proizvodnje - “ono §to niko ne
ECTIANEPUIA ¢ MEHTA, ume i ne radi u celoj zemlji."
‘J_7 A ;,rf/‘.’r;l;m LA /
i An overview of possible production written by Vukasin
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innovation, m ioneer work.

Photo: T
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OTVORENI RAZGOVOR 3: SAMO-OSNAZIVANJE, EMANCIPACIJA, NA PUTU

Na temelju viSe od 50 godina "Dragacevske zadruge Zena" u Donjem Dubcu, Srbija

OPEN CONVERSATION 3: SELF-EMPOWERMENT, EMANCIPATION,

(ON THE) ROAD
Based on over 50 years of the “Dragacevo Women's Cooperative" in Donji Dubac, Serbia

14

GOrG A" a6 (955,
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onjem Dupcu odrian io$

jedan u

=
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SHene ws Jlower Ay y nocem Taawms

One zapotinju "Draiga(:evsku zadrugu Zena". Rajka
Borojevié i prve tkalje. Donji Dubac, 1951.

They who start the “Dra§a€evo Women's Cooperative".

Rajka Borojevi¢ and the first women weavers. Donji Dubac,
1951.

Prvi samoinicijativni te¢aj odrZan je 1954. u kuéi Spasoja
Tadi¢a, drugi u osnovnoj Skoli. Bilo je dvostruko vise Zena
ali nisu mogle stati na fotografiju. 1955.

The first self-initiated training course is held in 1954 in
the house of Spasoje Tadi¢, the second one in an elemen-
tary school. The number of women doubles so they do not
all fit on the photo. 1955.

“0d prihoda prvih priredbi - prva ekskurzija. Cetiri dana u
Beogradu za Prvi maj. Mnogo su Zene videle. Cak i kako se
Stampa list Politika.” Politika, 8. maj 1954.

“For the First Time in Belgrade", article in the daily Poli-
tika, May 8, 1954.

“From the income of the first shows - the first excursion.
Four days in Belgrade, for May 1. The women saw a lot.
Even how the daily Politika is printed.”
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313 SN ReNCRY Qg E “Cetvrti tgéajje bio usmeren na obucavanje Zena zajednu
vrstu proizvodnje koja je bila nepoznata u ovom kraju.
Ao Ma ﬁa a u H o C LT‘ v Dosao je u selo Dubac stru¢njak za primenjenu umetnost
g Jogko Oni¢ i obutio Zene tkanju modernih tkanina. (...)
i i Tako je jedna inicijativa da se Zene okupljene na teaju
y ceAy Ayu l‘,y ! obuce za brZe i lak3e poslovanje u kudi, nasla na svoﬁ
] t zavr$etak u pripremanju Zena 2}5111 dorgac’u radinost, koja
: e na trziste izneti mnogo novih predmeta primenjene
L G ) L S D ) umetnosti. A prilike ovoga sela, oskudnog i pasivnog, gde
u ovo vreme seljak nema proizvoda za koje bi mogao novac

uzeti, ovim Ce se naci reenje za bar jedan deo slobodne
radne snage.” Casopis Zadruga, 1958.

“Home Manufacture in the Village of Dubac. Or About an
Accepted Initiative.”

“The fourth training seminar was directed at teaching
women a kind of production they were unfamiliar with in
this area. Josko Onic, an expert on applied arts, came to
Dubac and trained the women to weave modern fabrics.
(...) This initiative to teach the women how to work
quicker and easier at home, ended by preparing them for
home manufacture which can introduce to the market
many new items of applied arts. And in the prospects, for
this poor and passive village where farmers proé)uce very
little they can earn off, this can provide solutions for at
least some of the unemployed work force.", the magazine
Zadruga (Cooperative), 1958.

Cetvrta godi$nja izlo¥ba u Savremenom domu, Beograd,
1964. IzloZbu prate novinski naslovi “Seoske tkalje za grad-
ske potrosace”, “Sa seoskog razboja u moderan stan".

The 4th Annual Exhibition in Savremeni dom (Contempo-
rary Home), Belgrade, 1964. The press covers the exhibi-
tion with titles such as “Country Women Weavers for
City Consumers"” or “From the Country Loom to Modern
Apartments “.

“Posle dvanaest godina od osnivanja zadruge, dragalevske
tkalje najzad e steéi krov nad glavom. I viSe ne¢e morati
da odrZavaju sastanke i skupstine pod vedrim nebom!",
Politika, 20. jul 1963.

“Dragacevo Women Cooperants Building Their House"
“Twelve years after the cooperative has been established,
Dragacevo women weavers will finally have a roof over
their heads. They will no longer have to hold meetings
and assemblies under the sky!“, the daily Politika, July
20, 1963.

“Drage drugarice i drugovi, u ime 420 zadrugarki pozdrav-
liam mile nam goste. (...) Mi vama ne umijemo re¢i koliko
je ovo velika sve¢anost za nas - otvaranje naseg doma.
(...) Dvanaest godina nismo imali ni jedno plaéeno lice. 0d
ove godine imamo dva stalna i dva honorarna sluzbenika.
Asortiman i kvalititet robe, organizaciju unutar zadruge
- postigli smo do savrSenstva. Do ovih rezultata dosli

smo postepenim razvijanjem, ispitivanjem i osvajanjem
trZiSta, domadeg i stranog.” Rajka Borojevi¢ na otvaranju
skromnog Doma zadrugarki, prvog doma Zena-seljanki u
Jugoslaviji, 7. septembar 1963.

“Dear comrades, in the name of 420 members of our
cooperative I would like to greet our dear guests. (...) We
cannot express what this day means to us - the opening

of our new house (...) For twelve years we have not had

a single paid employee. This year we have two full time
and two part time employees. The production range and
the quality of the goods, the organizations within the
cooperative - we have achieved near perfection. These
results are the product of gradual development, testing
and conquering of the market, the domestic as well as the
foreign one.” Rajka Borojevi¢ at the opening of the humble
House of Cooperative Members, the first official seat of the
countrywomen in Yugoslavia, September 7, 1963.
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JEAHA KOPHCHA HAEJA Domaca radinost otpocinje i na Zlatiboru. Novosti, 1. 314
novembar 1962.

W/
3nuTHﬂ np“e ’ npennq" E“ Inspired by Dragacevo cooperative home manufacture

starts also on Mount Zlatibor. The daily Novosti, Novem-

ber 1, 1962.
paiauebre on npuruqen““
M
¥

na jecerse
Cajuy moge
Beoipagy

NOCAE W3AOIKEE APAFAUEECKMX TKA/A Y THTOTPAAY “Dragalevske tkalje, sasvim nenametljivo, sa ukusom, pa
DosuTWEA 1343 i &ak i rafinirano$¢u postignutom kroz desetogodisnji rad,
HH{HEMHM-I]E Aﬂ““][ Pumﬂlﬂ“ Y Ilp“l]l mp“ pokazale su do kog stepena moZe da se uzdigne seoska

’ ) Zena i potvrdile da ona i sa proizvodima kucne radinosti
moZe da zakora&i u svet. (...) Na sastanku u republickoj
Privrednoj komori, kome su prisustvovalale i predstavnice
Zadruge Zena iz Dragafeva, razmatrane su moguénosti

organizovanijeg pokretanja domace radionosti u Crnoj
Gori." Politika, 1963.

“After an Exhibition of Dragalevo Weavers in Titograd.
Reviving Home Manufacture in Montenegro."

“During their 10 years in the industry, women weavers
from Dragacevo have demonstrated, quite unobtrusively,
tastefully, even artistically and in a refined manner, to
what degree a women from the countryside can rise

and confirmed that they can step into the world with
homemade products. (...) The meeting at the Chamber of
Commerce, also attended by the representatives of the
Dragaevo Women's Cooperative, considered the possibili-
ties of starting a homemade production in Montenegro.",
the daily Politika, 1963.

“Zenski put", Vica - Donji Dubac, 6 km. Izgradnja puta do
Doma zadrugarki, 1965.

“Women's Road", Vi¢a - Donji Dubac, 6 km. The construc-
tion of the road to the House of the Cooperative, 1965.

Drugi put u inostranstvo. Autobusom, Madarska,
Cehoslovacka, Austrija. 1967.

Second time abroad, by bus. Hungary, Czechoslovakia,
Austria. 1967.
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Prvo izdanje knjige “Iz Dubca u svet", bazirano na
sistematskim beleSkama-dnevniku Rajke Borojevi¢ o seos-
kim Zenama i radu sa njima. Zadruzna knjiga, 1964.

The first issue of the book “From Dubac to the World",
based on the systematic diary notes of Rajka Borojevi¢
about countrywomen and her experiences while working
with them. Published by ZadruZna knjiga (Cooperative
Book), 1964.

Etiketa
Cooperation’s label
DRAGACEYSKA
ZADRUGA
ZENA

Veli&.:
Teiina: !
Sirov.:
Skuplj.
Skuplj. Zir.:
Ne podlefe JUS-u

Privredni pregled

“Home Manufacture is a Serious Source of Income", the
magazine Privredni pregled (Economy Review).
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ﬂME “[ mmu Hum ] “Ml“muﬂ “Letter for the Cover Page: We are Not Any More Pleaing,
L LR LA St sliatinty Neither we are Affraid, magazine Zadruga (Cooperative),

Casopisa Zadruga, 4. mart 1965.
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“Sada je na redu izgradnja doma kulture. U korist izgrad- 3
nje ovoga doma zagrugarke potinju, od januara 1967., da

prireduju zabave u okolnim selima sa biranjem najboljeg

muZa. Narod je i ovo prihvatio. I ozbiljno i kao dobru

zabavu."

“Now it's time to build a House of Culture. In order to raise
funds, from January 1967, cooperative members started
organizing parties in the neighboring villages to select

the best husbands. The peop%e have also embraced this, as
good fun as well as a serious activity.”

Sabor tkalja, finale izbora “najboljeg muza®, 1967. Biranje
najboljeg muza izazvalo je senzaciju ne samo u selima
Dragaceva ve¢ §irom Jugoslavije. Dunav film uputio je
svoju ekipu da o tome snimi dokumentarni film. Rediteljki
Veri Joci¢ emancipacija Zena osnovni je motiv za film
;Najbolji muz®.

A weaver’s yearly assembly, the finals of the “best
husband" selection, 1967. Choosing the best husband has
stirred quite a sensation, not only in the villages around
Dragacevo but across Yugoslavia. Dunav film sent their
crew to shoot a documentary about it. For the female di-
rector Vera Joci¢ the emancipation of women is the main
motive for the movie “The Best Husband".

“Dragalevke su izatkale tanku asuricu-zidnjak, a
kreatorke, saradnice Nacionalnog salona napravile od
njega — suknju. Prsluk je od lanenog platna a pojas od
kanapa.", podtekst iz novinskog ¢lanka.

“Women of Draga¢evo weaved a thin matting material,
and the fashion designers, the associates of the National
salon made a skirt from it. The vest is made of flax and the
belt from rope.", footnote from a newspaper article.

CYKHO HA MOAHOJ PEBMJU “Dragacevo Young Fashion"

APATAUEBCKAMAAAAMOMA ~

[Mene uz Apaiaveba ocbajajy cbeill

‘ “Women Weavers Work for Coco Chanel", the newspaper
TiARE PAAE 3A HOKO WIAHEA e
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fatt en ny hvrett — brun geitost

Svijet pita za Dragacevo

DIVNA TKANJA DRAGACEVSKIH TKALIA MA NAIPOZNATUIM
MEBUNARODNIM IZLOZBAMA | SAIMOVIMA

Bondekvinne fra Hebridene Far

i

“Sve ono $to izlazi iz razboja Zena Dragaleva radeno je po
nacrtima mlade Branke Borojevi¢ koja je zavrsila Primen-
jenu akademiju i ve¢ sedam godina saraduje sa tkaljama.”
Borba, 2. mart 1968.

“The World Asks For DragaZevo™

“All the patterns the women of Dragalevo weave are done

from the designs of the young Branka Borojevi¢, who

Eraduated from the Academy of Applied Arts and who has
een working with the weavers for the past seven years.",

the daily Borba, March 2, 1968.

“Upoznaj svog suseda”, medunarodni skup u Oslu.
Predstavnica Jugoslavije: zadrugarka Ljubina iz Donjeg
Dubca, 1968.

“Meet Your Neighbor", an international gathering in Oslo.
Representative for Yugoslavia: Ljubina, member of the
cooperative from Donji Dubac, 1968.

“I jo§ jedna ekskurzija: Skandinavske zemlje, autobusom.
Hiljade kilometara, utisaka, posjeta, pjesama, $ala. Sve
sretno, veselo.” Leto 1969.

“And another excursion: Scandinavian counties, by bus.
Thousands of miles, impressions, visits, songs, jokes.
Everything jolly and cheerful.”, summer of 1969

Posle gotovo 60 godina rada “Dragalevska zadruga Zena"
pod ste¢ajem. Dom tkalja (otvoren 1978.), u leto 2010.

After almost 60 years of continuous activity, “Dragalevo

Women's Cooperative" is now under bankruptcy. House of
Women Weavers (opened in 1978), summer of 2010.

Citati Rajke Borojevi¢, iz foto-albuma “Dragalevske zadruge Zena" i

navedenih novina.

/

Quotes from Rajka Borojevié, from the photo album of the
“Dragalevo Women's Cooperative" and from the stated papers.
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Margareta Kern

GOSTI

Multimedijalna instalacija
2010.

Rad je fokusiran na istraZivanje iskustava
Zena bivse Jugoslavije, emigrantica u Berlin
1960-tih, kao gostujuéih radnica’ (Gastarbe-
iterinnen’) ili “radnika/ca na privremenom
radu u inostranstvu®, koji jo$ uvijek Zive i
rade tamo. Godine 1968.,vlada socijalisticke
Jugoslavije promijenila je zakon o emigraciji i
dopustila nezaposlenim radnicima da potraze
privremeni rad u inostranstvu.

Instalacija i performans/predavanje
Gosti predstavlja stalno razvijajuéu "arhivu’
tih marginaliziranih trenutaka u povijesti
poslijeratne europske radnicke migracije, koji
se sastoji od albuma fotografija ‘gostujuéih
radnika’, osobnih pisama i dokumenate, te
transkripata razgovora izmedu umjetnice i
radnica. Rad ukljucuje i privatni album

GUESTS

Multimedia installation
2010

The project investigates the experiences of
women from the territory of former Yugosla-
via who left for Berlin in the 1960s as “guest
workers" (Gastarbeiterinnen) or “workers tem-
porarily employed abroad", and who still live
and work there. In 1968, the government of
socialist Yugoslavia changed the emigration
law, which now allowed unemployed workers
to search for temporary employment abroad.
Installation and performance/lec-
ture Guests presents a continuously growing
‘archive’ of these marginalized moments in
the history of post-war European migration
of workers, which consists of an album of
photographs showing the ‘guest workers',
their personal letters and documents, as well
as transcripts of conversations between them

322

IZLOZENOSTI



323

EXPOSURES

fotografija umjetni¢inih djeda i bake, koji
su emigrirali u Njemacku u kasnim 1960-ih i
radili tamo 22 godine.

Instalacija na izloZbi podsjeca
na radnu sobu, pozivajuéi posjetitelja na
angazman i rad blizak tradicionalnim
arhivskim istraZivanjima: posjetitelji (gosti)
obraduju folije i dijapozitive, kako bi se
postojeci materijali aktivirali. Na taj nalin
instalacija i njezina tumacenja neprestano se
mijenjaju, destabilizirajuéi autorske, estetske
i povijesne ekonomije u radu.

—mk

and the artist. The installation also includes
the private photo-album of her grandparents,
who immigrated to Germany in the late 1960s
and worked there for 22 years.

The set-up at the exhibition recalls
a study room, inviting the visitor to get
involved and to engage in something like
traditional archival research: the visitors
(guests) must process the foils and slides in
order to activate the existing materials. In
this way, the installation and its interpreta-
tions constantly change, destabilizing the
artistic, aesthetic, and historical economies
in the process.

—mk



Margareta Kern
FRAGMENTI MATERIJALA, RAZMISLJANJA I RAZLOGA ZA ODLAZAK U ‘GOSTE’

Prijatelj me posjetio u snu. Iz daleka. I ja sam ga pitao u snu: Da li si doSao sa fotografijom
ili vozom? Sve fotografije su sredstvo putovanja i izraz nepostojanosti.
— John Berger ‘A Seventh Man’ 1975

Prije par godina, a nakon $estnaest godina Zivljenja u Velikoj Britaniji, sam sebe
uhvatila u mislima da ¢éu uskoro otiéi negdje, ne u mjesto iz kojeg sam dosla, niti
unutar ovog u kojem sam se nasla. Ne znam tacno gdje, ali znam da ovdje gdje
jesam nije trajno. U stvari to nisu (bile) misli, to je (bilo) ‘stanje’ - stanje svijesti,
neko unutrasnje vremensko medustanje.

Prepoznavs$i moje stanje ‘trenutanosti’ i konstantnog planiranja
odlaska (ne povratka) prepoznala sam i sli¢no stanje u kojem su moji baka i djeda
proveli 22 godine Zivota i rada u zapadnoj Njemackoj, otiSavsi kao ‘pozvani gosti’
na privremeni rad krajem 1960-tih “na dvije godine dok izgradimo kudu, pa tvoju
mamu dok opremimo (za udaju), pa stalno nesto trebalo, kupi kola, pa vuci vamo,
vuci tamo, i od dvije godine nastale dvadestdvije”.

Jugoslovenska vlada je 1968 godine potpisala ugovor sa Njemackom vladom u
kojem je emigracija iz Jugoslavije legalizovana, a radnicki emigranti su dobili
sluzbeni naziv ‘radnik na privremenom radu u inostranstvu’, razlikujuéi ih od

MARGARETA KERN
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Margareta Kern
FRAGMENTS OF MATERIALS, THOUGHTS AND REASONS FOR GUESTS

A friend came to see me in a dream. From far away. And I asked in the dream:
Did you come by photograph or train?

All photographs are a form of transport and an expression of absence.

— John Berger ‘A Seventh Man’ 1975

I tasted pollen in my mouth. Its stickiness crept into all corners, behind my
tongue, between my teeth and especially at the back of my throat, where it
whizzed and purred like a bee. I couldn’t swallow properly for days.

It was as if that part of me was ticking on a different clockwork, another time
zone. It naturally affected my speech so that the few German words I learned
could not be spoken p-r-o-p-e-r-l-y - pronouncing each syllable as if it stood on
its own and yet formed a word. I had to strain myself and concentrate so that
another person could understand the strange jamboree produced by my mouth.
— Berlin. April. 2009.

A few years ago, and (at that point) after sixteen years of living in the United
Kingdom, I caught myself thinking that I will soon be moving to another country.
It was clear to me that I would be moving, and not returning, but it was not quite
clear where that place would be. In fact, those were not thoughts, but more a
state of mind, some form of internal state, which is in-between time and place.
Recognising my state of temporality and continuous planning (even if only sub-
consciously) of departure, I also recognised a similar state in which my grand-
parents spent twenty-two years of living and working in the West Germany. They
left Yugoslavia, in the late sixties as temporary ‘guest workers’ for “two years
until we build a house, and then until we help your mother with the wedding,
and then constantly there was a need for something else, new car, carry things
to-and-fro, and two years turned into twenty-two.”

In 1968 the government of Yugoslavia had signed an agreement with the West
German government, legalising labour migration. The labour migrants were
called ‘Gastarbeiter’ or ‘guest workers’, framing linguistically the temporary na-
ture of their status in Germany, whilst also avoiding the connotations to ‘alien
worker’, which Nazis used for ‘forced labour’. The Yugoslav officials called them
‘radnik na privremenom radu u inostranstvu’/’a worker temporarily employed
abroad’ in order to distinguish them from political emigrants. However, this odd
combination of words never took roots in our languages and so these temporary
workers, guests in Germany, became and stayed ‘gastarbajteri’.

My grandparents (grandmother Marija is in the middle, arms crossed, grandfa-
ther Vinko next to her) are roasting a pig on a muddy field, flattened for some-
thing that will come after the photograph is taken. In the background a strange
house with a tall tower, is piercing the image, making it seem as if two photo-
graphs are superimposed on top of each other, like two worlds, which are sawn
together but we cannot see its seams. Muddy land is a space in-between, an emp-
tiness which has placed itself between the celebrants and the tower -building.

MARGARETA KERN



politickih emigranata. Pokusavajudi da izbjegnu tamnu sjenu pro$losti Njemci su
privremenim radnicima dali novi naziv ‘gastarbeiter’ - ‘gostradnik’, a ne ‘frem-
darbeiter’ - ‘straniradnik’ koji su Nacisti koristili za prisilne radnike u Drugom
svjetskom ratu. Cudan sklop rijeci se ipak nije mogao prevesti, a sluzbeni naziv se
nije mogao ukorijeniti u nas jezik, te je postao, i ostao ‘gastarbajter’.

Na ovoj slici Marija i Vinko (baka je éetvrta s lijeva, a djed je do nje) s prijateljima
peku prase na blatnjavoj ravnici, sravnjenoj za nesto $to ¢e do¢i poslije njih. U
pozadini je visoka i neobi¢na zgrada sa tornjem, koja ¢ini cijeli prizor pomalo
nestvarnim, kao da su dvije fotografije sloZene jedna preko druge, dva svijeta
spojena, a ne vidimo mu $avove.

Svi na slici djeluju sretno, zadovoljni samima sobom, ¢ak i pomalo odvazni §to na
tom izpraZnjenom prostoru mogu da slave. Osoba koja ih fotografise je kleknula
na zemlju, i ostavila trag, otisak svojeg tijela. Blatnjava zemlja je meduprostor,
praznina koja se postavila izmedu njih i zgrade s tornjem. Zasto oni peku prase
na toj ravnici, a ne u svom dvoristu ili na nekoj zelenoj livadi? I kakva je to cudna
kuéa koja kao da lebdi nad njima, i poletjela bi da nije okovana ¢elikom?

Moj djed je doSao 1969-te da radi kao kovac u fabrici Georg Grube, u kojoj su se
proizvodili automobilski dijelovi - u malom mjestu Willroth u pokrajini West-
erwald. Samo Cetiri godine prije njegovog dolaska, posljednji rudnik tog dijela
Njemacke je zatvoren i pretvoren u fabriku koja ga je zaposlila. Rudnik se pretvo-
rio i u mali muzej, sa tablom na kojoj piSe da se zbog depresije Sezdesetih morao
zatvoriti, i da u dubini blatnjave zemlje jo3 uvijek stoji 3 miliona tona rude. Cetiri
stotine godina rudarstva je zavrSeno u isto vrijeme kada je zapadna Njemacka
prolazila kroz period ekonomskog ¢uda ili ‘Wirtschaftswunder’ zbog kojeg je 14
miliona radnika gostovalo na njenim prostorima. A tko je onda bio u depresiji u
to vrijeme i zbog Cega? I kako su ti rudari gledali na mlade goste koji nisu pricali
Njemacki, i koju su pekli prase na zemlji iza fabrike?

MARGARETA KERN
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Tito i Willy Brandt, Bonn,
1970. Fotografija Ludwig
Wegmann, Commons:
Bundesarchiv.

/

Tito and Willy Brandt, in
Bonn, 1970. Photograph

Ludwig Wegmann, Com-
mons: Bundesarchiv.

EXPOSURES

My grandparents and their friends in the photograph look happy, pleased with
themselves even, as if they are showing off that they can celebrate on this emp-
tied land. A photographer has kneeled on the ground, and left an imprint of that
moment.

Why are they roasting a pig on this flat land, and not in their own gar-
den or in a green field some place else?

Does anyone live in the house that is levitating high above their heads
and would fly away if the iron rods didn’t hold it down, rooting it into the earth?
In the earth, deep inside the muddy land there are three million tons of ore, left
there to wait for another moment, another time, when we will need to dig up the
land again and seek its roots. But for now, the land is sealed, its scars visible only
by the odd building piercing the skyline. The mine has been sealed for over forty
years. It was due to the depression of the Sixties. We are informed by the local
notice board, that this mine, the last one in Western part of West Germany, was
closed. Soon after, a factory manufacturing parts for the booming car industry
was built on its ground.

My grandfather arrived in 1969 to work as a silversmith, at the factory
Georg Grube, in Willroth, Westerwald, West Germany.

It was four years prior to his arrival that four hundred years of min-
ing was closed, while West Germany went through a period of economic miracle
(Wirtschaftswunder). I wonder who was depressed at the time, and why? What
happened to the miners? What did they make of young and eager migrants, who
spoke no German, and had an unusual habit of roasting pigs in muddy fields?

Iarrived in Berlin at the tale end of winter of 2009, with the whole city covered in
snow. I landed at Shonefeld airport and as soon as I left the plane the sharpness
of the air enveloped me. I was its hostage until the end of two-month stay as an
artist-in-residence. My studio was in the street which twenty years ago would
have been sliced by the Wall. Now, at the end of the street there is a long tem-
porary board announcing a more permanent memorial for the Berlin Wall. Next
to the temporary board there was also a temporary ‘showroom’ advertising new
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Svi na slici djeluju sretno, zadovoljni samima sobom, ¢ak i pomalo odvazni $to na
tom izpraZnjenom prostoru mogu da slave. Osoba koja ih fotografiSe je kleknula
na zemlju, i ostavila trag, otisak svojeg tijela. Blatnjava zemlja je meduprostor,
praznina koja se postavila izmedu njih i zgrade s tornjem. Zasto oni peku prase
na toj ravnici, a ne u svom dvoristu ili na nekoj zelenoj livadi? I kakva je to ¢udna
kuéa koja kao da lebdi nad njima, i poletjela bi da nije okovana ¢elikom?

Moj djed je doSao 1969-te da radi kao kovac u fabrici Georg Grube, u kojoj su se
proizvodili automobilski dijelovi - u malom mjestu Willroth u pokrajini West-
erwald. Samo Cetiri godine prije njegovog dolaska, posljednji rudnik tog dijela
Njemacke je zatvoren i pretvoren u fabriku koja ga je zaposlila. Rudnik se pretvo-
rio i u mali muzej, sa tablom na kojoj piSe da se zbog depresije Sezdesetih morao
zatvoriti, i da u dubini blatnjave zemlje jo3 uvijek stoji 3 miliona tona rude. Cetiri
stotine godina rudarstva je zavrSeno u isto vrijeme kada je zapadna Njemacka
prolazila kroz period ekonomskog ¢uda ili ‘Wirtschaftswunder’ zbog kojeg je 14
miliona radnika gostovalo na njenim prostorima. A tko je onda bio u depresiji u
to vrijeme i zbog Cega? I kako su ti rudari gledali na mlade goste koji nisu pricali
Njemacki, i koju su pekli prase na zemlji iza fabrike?
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flats being built in Neue Bauhaus style further down the same street.

It seemed appropriate to start my (re)search in the city which is constructing its
memory with the same intensity as its many construction sites are building new
stylish flats.

From my conversation with the historian, Monika Mattes, I found out that in the
large electro-technical companies of West Berlin, in the 1970’s, the majority of
workers were women - for example in Siemens’ factory 67% of the workers were
women. I was intrigued by this, as it was not a common knowledge that many
women migrated; their stories and their visibility in the existing archives (both
in Germany and the former Yugoslavia) were minimal or did not exist at all. This
‘discovery’ also clashed with the stereotypical image of the migrant worker - a
man, who leaves his village to go and fend for the family, returning in white
Mercedes with Deutschmarks. I decided to try and find the women who came
through the official routes - the Bureau for Employment in Yugoslavia, to work
for the large factories of West Berlin.

At the beginning of research: images from the catalogue ‘Der Weg: Jugoslawishe
Frauen in Berlin’/Journey of the Yugoslav Women in Berlin’, which was pub-
lished by Bosiljka Schedlich, to coincide with the celebrations of 750 years of
Berlin, in 1987. The photographs above were taken in the workers dorm in Flot-
ten Strasse, where Bosiljka stayed when she arrived as a ‘guest worker’ to Berlin
“The beds we slept on were hospital beds. When the factory production (towards
the end of the second world war) stopped, this became a hospital. We kept seeing
in the basement small old people with wispy white hair, who were afraid of us,
and would lock their doors when they saw us. They were German, refugees, who
fled the Russians, and probably our language sounded similar.”

fluorescent lights, burning stripes into the image
rubbing it, erasing it

rows of women, working

one spliced by the camera frame

her movement frozen

un-enviably

the other one, the only one looking at the camera
alarmed

by the orange colour which

has seeped in
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U Berlin sam stigla usred zime, cijeli je bio zavejan i bijel. Sletjela sam na aero-
drom Shonefeld, i ¢&im sam iza$la iz aviona, svjeZina zraka me zaplijenila. Bila sam
njen taoc do kraja mog privremenog umjetnickog rada. Moj atelje se nalazio u
ulici koja bi prije dvadeset godina bila presijeéena zidom. Sada se na kraju te ulice
nalazi dugacka tabla koja najavljuje stalni postav za sje¢anje na Berlinski Zid. Do
privremene table se nalazi isto tako privremeni ‘showroom’ za nove stanove koji
se grade u ‘Bauhaus’ stilu pri dnu ulice.

Djelovalo mi je prikladno poleti moje iztraZivanje o privremenim radnicima u
gradu u kojem se sjeanje konstruiSe istim intenzitetom kao i brojni novi stano-
Vi.

Iz razgovora sa istori¢arkom Monikom Mattes, saznala sam da su u velikim
elektrotehni¢kim fabrikama u zapadnom Berlinu, poetkom 1970-tih, ve¢inom
radile Zene, na duga¢kim trakama ili na mikroskopima. U Siemensovoj tvornici
na primjer, 67% radnika su bile Zene. Od svih ‘gastarbajterica’, Zene iz Jugoslavije
su bile u vedini. Zaintrigirale su me ove ¢injenice jer nisam znala da su Zene odla-
zile na ‘privremeni rad’ u tako velikim brojevima. Njihove price i njihova vid-
ljivost u postoje¢im arhivima pri drZavnim insititucijama su bile minimalne ili
nepostojece. Takode, ova se spoznaja nasla u raskoraku sa stereotipnom slikom
‘gastarbajtera’ - musko odlazi sa sela, vra¢a se sa puno Dojémarks u bijelom Mer-
cedesu. Sve me to navelo da stupim u kontakt sa Zenama koje su dosle u to vri-
jeme preko Biroa za zapo$ljavanje u Jugoslaviji, da rade za velike elektrotehnicke
fabrike u zapadnom Berlinu.

Na pocletku iztraZivanja: slika iz kataloga ‘Der Weg: Jugoslawishe Frauen in
Berlin’/‘Put Jugoslovenskih Zena u Berlinu’, koji je objavila Bosiljka Schedlich
povodom obiljeZavanja 750 godina Berlina. Fotografija je iz radni¢kog doma u
Flotten Strasse, gdje je Bosiljka Zivjela kada je do$la prvi put kao ‘gastarbeiter’ u
Berlin. “Kreveti su bili bolni¢ki, kad je prestala proizvodnja, kad je prestala biti
tvornica tu, na ove krevete su doSle Njemacke izbjeglice, iz isto¢nih Njemackih
dijelova, sada$nje Poljske. Mi smo u suterenu susreli male stare ljude, bijele ko-
sice, koji su se nas bojali, zaklju¢avali kad bi vidjeli da mi prolazimo, oni su bili
Njemci, prognani, iz isto¢nih dijelova, oni su bijeZali pred Rusima, i sigurno im se
nas$ jezik uéinio sli¢nim.”

fluorescentna svijetla, stvaraju goreée linije u slici
kao da ih gumicama briSu

linije Zena, radnica

jedna odsije¢ena fotografskim ramom

njen pokret zamrznut

u ne-zavidnom poloZaju

druga, jedina koja gleda u fotografski aparat
iznenadena

narandZastom bojom koja se

ulila u prostor slike

kutije izmedju njih izgledaju vojnicki

sloZene jedna na drugu stvaraju grani¢ne linije
cijela tvornica gori

vruce naradZasto i crveno
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31 boxes between them look militaristic
stacked, creating dividing lines
the whole factory is burning
hot orange and red

In the beginning in AEG Telefunken they didn’t have ‘akkord’ until later, then we had to
work to ‘akkord” but I wouldn't be able to tell you exactly what the ‘akkord’ time was. For
example, in my current job, for 100 pieces I have 238 minutes, that is 3 and a half hours,
and you have to rush so hard to make it. You see, I've been doing this for quite a long time,
and I am used to it, normally when you work somewhere for a long time you get used to it.
But when you've just started, of course, it is difficult, because you don’t know how fast you
can make it, and when you do the same thing every day it’s normal that what you make in
20 minutes one day, the next day you will make in 15 minutes. But all in all, time limits are
quite tight, it’s a private company, our women used to achieve 150 - 160% but the company
wont allow that anymore, they want you to work for a smaller salary, that’s what it is.

— Gordana U.

* Target (Akkord in German) is a number of units that a worker must produce in
a given period.

The situation has become so complicated because the simple 'reproduction of reality' says
less than ever about that reality. A photograph of the Krupp works or AEG reveals almost
nothing about these institutions. Reality as such has slipped into the domain of the func-
tional. The reification of human relations, the factory, for example, no longer discloses
those relations. So there is indeed

'something to construct', something ‘artificial’, 'invented'.

— Bertolt Brecht in Walter Benjamin, ‘A Short History of Photography’, 1931
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U pocetku u AEG Telefunkenu nisi imao akorda dok se nisi naucio, poslije su oni isto tako
radili s akordom, samo ne bih vam tac¢no znala reci koliki je bio, jer sam to zaboravila, ali
inace sad ovdje u ovoj firmi je knap, minuti su ti tacno knap, npr re¢emo za 100 komada
montaze ja imam 238 minuta, a vi morate toliko toga Zuriti da bi vi to napravili, i to bas
vam kazu u minutama.

Mislim, znate $ta, ja radim to ve¢ dugo, i kad ti dugo radi§ normalno da se naviknes,
medutim kad pocnes$ nesto drugo raditi normalno da je tesko kad ne znate, ne moZete
tako brzo napraviti, kad ti radis svaki dan jedno te isto, normalno da ono $to napravis za
20 minuta ti ée§ napraviti za 15 min zato $to se naucilo ve¢ dugo raditi. Ali sve u svemu
minuti su jako jako mali. Prije su nase zene radile 150 - 160% ali to nama firme viSe nedoz-
voljavaju, oni bi htjeli da ti radi$ za manju platu, eto to je to.

*Akord - Norma (Akkord na Njemac¢kom) je broj jedinica proizvodnje koju radnik
mora postiéi u odredenom vremenskom periodu.

— Gordana U.

Situacija je postala toliko komplikovana jer jednostavna ‘reprodukcija stvarnosti’ govori
manje nego ikad o toj stvarnosti. Fotografija unutar Krupp ili AEG tvornice ne otkriva
nista o tim institucijama. Stvarnost kao takva je skliznula u domen funkcionalnog. Repr-
ezentirati ljudske odnose, i tvornicu, na primjer, ne razotkriva te odnose. Sto znaci da pos-
toji nesto Sto treba konstruisati, nesto artificijalno, postavljeno.

— Bertolt Brecht u Walter Benjamin, ‘A Short History of Photography’, 1931

Kroz proces traZenja i istraZivanja nai$la sam na vieslojni teren. Kroz razgov-
ore sa radnicama, postavljajuéi pitanja o iskustvima, dolasku i radu u Zapadnom
Berlinu, aktivirao se proces prisje¢anja i oblikovanja pro$losti u sadasnjem mo-
mentu; proces koji je pod uticajem prolaska vremena, fragmentiranja sjecanja,
kao i pod rodnim i drustveno-kulturoloskim normama i vrijednostima.

Mnoge price su upuéivale na kontradiktornosti situacije privremenih radnika.
Na primjer, dok su odlasci u Njemacku bili prili¢no bolni, u isto vrijeme su bili
emancipatorni, i za veéinu predstavljali oslobadanje od sprega patrijarhalnog
odgoja, i pofetak novog Zivota (mnoge su oti§le kao osamnaestogodi$njakinje).
Dok su uslovi rada u fabrikama bili eksploatacijski, u isto vrijeme su omoguéavali
nezavisnost, i pomak u druStvenom statusu.

8. The economic reform, which was introduced in Yugoslavia in
summer 1965, led to increased labour emigration (Table II).
One of the objectives of the reform was to open the way for
Yugoslav products into the international marke;. This was to bel
achieved primarily through the modernization of industries and
through more economic methods of preduction. As a result, the
first few years of the reform brought a drop in the number of
employed (Table IV, Fig. 1), and it was not until 1969 that
_the.number of employed in Yugoslavia exceeded the employment
fiqures for 1965. From 1966-127c the country’s employment
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Through this investigative process, I came across a multi-faceted terrain - while
[ was talking to women about their experience of migrating and working in West
Berlin, I was activating a mnemonic recall, a kind of reshaping of the past in the
present moment, whose narratives were influenced as much by the passing of
time, fragmentation of memory, as by gendered and socio-cultural norms and
values of both past and present.

Their stories revealed many contradictions. For example, while their medical
check-ups and journeys to Germany have been quite difficult, some even trau-
matic, the new life in turn was emancipatory, presenting a possibility of freedom
from the constrains of patriarchal upbringing (many women were barely eigh-
teen when they left home). While the conditions of work in the factories were
exploitative, at the same time they enabled a degree of financial independence
and a shift in a social status.

‘The use of foreign labour, whether slaves or immigrants, has been a basic ten-
dency in the development of the world capitalist system. ...The enforcement of
national borders contributes to the peripheralization of a part of the world and
the designation of its workers as a labor reserve. Border enforcement emerges
as a mechanism facilitating the extraction of surplus value by assigning a status
of formal or informal powerlessnes to foreign workers generally and criminality
to illegal immigrants. Foreign workers undermine a nation’s working class when
the state renders foreigners socially and politically powerless. At the same time,
border enforcement meets the demands of oganized labour in the immigration
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“... KoriStenje stane radne snage, bilo to robovi ili imigranti, osnovna je tenden-
cija u razvijanju svijetskog kapitalisti¢kog sistema. ...U¢vr$¢ivanje nacionalnih
granica doprinosi marginalizaciji dijela svijeta i odredivanju njihovih radnika
kao rezervne radne snage. U¢vr$éivanje granica postaje mehanizam stvaranja
viska kapitala kroz davanje formalnog ili neformalnog statusa nemoéi stranim
radnicima, a kriminalaziranju ilegalnih imigranata. ...Strani radnici naruSavaju
radnicku klasu te zemlje kad im drZava oduzme drustvenu i politicku moé. U
isto vrijeme, uévr§éivanje granica odgovara potrebama organizacije radne snage
u imigracionim drzavama dok zasti¢uje domadu radnu snagu od nepravednog
takmiCenja. Medutim, selektivno provodenje zakona moZe zaobiéi granicne za-
kone i zastiti interese kapitala koji ovise o stranoj snazi. Ovo upuéuje na kon-
tradiktornu ulogu drZave u procesu akumulacije.”

— Saskia Sassen, in “‘Women, Men and International Division of Labour", 1984.
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country insofar as it presumes to protect native workers from unfair competi-
tion. Yet selective enforcement of policies can circumvent general border poli-
cies and protect the interests of capital sectors relying on immigrant labor. This
points to the contradictory role of the state in the accumulation process. Saskia
Sassen, in ‘Women, Men and International Division of Labour’, 1984.
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I came by train to Zagreb, and that journey I don’t remember, they put us up in a hotel in
Zagreb. The next day we flew out and I remember that in the airplane I suddenly looked
out of the window and saw ‘cirrus’ clouds, white, they were so beautiful, like snowflakes
and I thought God how I wish to lay down into that cotton, nothing would hurt me, I had
a feeling that I had no skin on me. It was so hard, saying goodbye.

— Bosiljka S.

As well as interviewing the women, I collected scans of the photographs from
their family albums. Each of these photographs for me is an unfinished sentence,
ascene from a film not yet made, a moment that is as documentary as it is imagi-
nary. Through their stillness they enliven spaces, places and possibilities of imag-
ining the past. Enlivening emancipatory potential of memory, as a resistance to
the essentialist and singular production of history, is an important component
without which memory runs a danger of becoming just one of many methods in
the production of art, stripped of its political agency.
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Ja sam vlakom otisla do Zagreba i te voZnje se ne sjecam, u Zagrebu su nas smjestili u neki
hotel. Slijedeci dan u avion, i znam da sam u avionu odjednom kroz prozor ugledala ciruse,
oblaciée odozdo bijele, bili su tako prekrasni, kao pahuljice, ja sam pomislila BoZe da mi je
leéi u taj pamuk, nista me viSe ne bi bolilo. Ja sam imala osjecaj da nigdje vise nema koze
na meni, bilo mi je tesko radi tog oprostaja.

— Bosiljka S.

Uz intervjue sa radnicama, skenirala sam i fotografije iz njhovih albuma, iz pe-
rioda kasnih 1960-tih. Svaka od ovih fotografija za mene je nedovr3ena relenica,
scena iz nesnimljenog filma, prizor koji koliko god da je dokumentaran u isto vri-
jeme je i imaginaran. Njihova zamrznutost je njihova mo¢ - one oZivljavaju pro-
store, prizore, i moguénosti zami$ljanja proslosti. OZivljavanje ove moguénosti,
i emancipatornog potenicijala sje¢anja kao otpora esencijalistickoj proizvodnji
linearne i singularne istorije, su bitne komponente ovog rada - bez njih sjecanje
postaje samo jedna od brojnih metoda u proizvodnji umjetnosti, rastavljeno od
svoje politicke modi.

SISAK 18.7.1968

Draga Marijana,

Primili smo tvoje Zeljno i oéekivano pismo u kojem nam pises da si sretno dopu-
tovala u Njemackoj. Mi smo svi dobri. U pismu pie$ da je tamo hladno, kada
dobije$ pare kupi si kaput jesenski ili kostim ali nemoj spuzvasti. Marijana ti si
otisla u petak a Viktor odma iza tebe u Subotu. Marijana ti dobro znaje§ koliko
nam je Zao §to si oti§la ali $ta moZemo kada je moralo tako biti. Milena te uvi-
jek spominje i kaze kada ¢e§ poslati tranzistor i bebu a mi je uvijek laZzemo da
¢e§ do¢i za novu godinu. Marijana slusaj $to ti stric piSe, Budi dobra i poStena
djevojka kao $to si bila kod nas a sada si u tudini i tu moras biti dobra i to éete
cijeniti svaki poSteni ovjek. Marijana ti kod nas uvijek moZe$ do¢i i za tebe su
vrata uvijek otvorena jer ti si Milenu odgojila. PiSem ti ovo pismo kao moje djete
amoje ofi su ovom trenutku pune suza. Marijana gledaj sada svoj poso i u¢i jezik
mislim da ¢e§ dobro prodi jer ti si dobra ono §to ne znas pitaj jer stara poslovica
kaZe ko pita taj ne skita a sada primi puno pozdrava od tvog strica i Milene, Vik-
tora i svi ostali pitaju za tebe.

Saljemo ti sliku od Tvoje Milene
(djetiji rukopis) Marijana kupi bebu i transistor voli te Milena

“Uvjereni smo da je svaki od vas, svjestan toga da odlazi u stranu zemlju, da je
tamo i kao jedinka predstavnik nase zemlje i da po ponaSanju svakog pojedinca
od vas se ocijenjuje jedna nacija, jedna zemlja.”

— Iz dokumentarnog filma ‘Specijalni vlakovi’, Krsto Papi¢, 1972.
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SISAK 18.7.1968

Dear Marijana,

We've received your long awaited and longed for letter in which you tell us that
you have arrived safely to Germany. We're all well. In your letter you say that it’s
cold over there so when you receive money buy a coat or two-piece suit but not
a spongy one.

Marijana you left on Friday and Viktor followed straight after you on Saturday.
Marijana you know very well how sorry we’re that you're gone but what can we
do when it’s got to be this way. Milena always speaks about you and asks when
you’ll send a transistor and a baby doll and we always lie to her that you’ll come
for the New Year.

Marijana pay attention to what your uncle’s writing and be a good and respect-
able girl as you were here with us, for now that you're in a foreign land you
should also be good, as that’ll be respected by any decent man. Marijana you can
always come back to stay with us and our door is always open to you as it’s you
who have brought Mileva up. I'm writing to you as if you were my child and my
eyes are now filling up with tears. Marijana look after yourself now and learn the
language I think that you will adjust well as you are good what you don’t know
ask about because the old proverb says ‘the one who asks does not lose her way’
and now receive lots of warm regards from your uncle and Milena and all others
who’re asking about you.

We're sending you a picture of Your Milena
(Child’s handwriting) Marijana buy a baby and transistor. Love Milena.
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13 godina sam radila u Telefunkenu, i dobili smo otkaze. MoZda ne bi ni dobili otkaze ‘81.
godine, nego kad je Tito umro 1980., mi masovno iz firme izasli zato §to je bio direktni
prenos na televiziji, pogreba Tita u Beogradu. Mi smo taj dan znali za to jer je iz konzulata
doslo ispred Telefunkena, i nama su rekli da bi to bilo lijepo kad bi se moglo izaéi vani,
i pogledati to na Televiziju. Medutim nama firma Telefunken nije to dozvolila, zato Sto
smo mi, kaZem vam, zato $to smo mi radili izmedu, nismo radili svi kompletno ono bandt
(traka) da bi bio same nase Zene, nego je to bilo lancano, ja radim, sada vi, Njemica onda
dalje. I3lo je tako sve lancano, sada ja radim sama, prije ne, mi smo imali sve lanéano, na
bandtu, zato nama nisu to htjeli dozvoliti, medjutim mi smo pored svega toga otisli, neki
su otisli, neki nisu, neki nisu imali hrabrost da odu, ja sam otisla, ne samo ja, jako puno
nas je otislo, nego sutradan kad smo dosli na posal nismo mogli doci na svoje mjesto, nego
su nas odveli gore kod Sefa I dali pismenu opomenu.

— Gordana U.

Kad smo dosli, nas su éekali na aerodromu, i odma odveli u Flotten str. gdje su nas smjes-
tili u radnicki dom. Ujutro bi isli na posao, svi zajedno u koloni, jer nisi znao kud, nas je
jedanput odvelo i pokazalo, sutradan smo mi morali sve sami. Posto smo trebali najprije
i¢i u kantinu, jer smo najprije imali dorucak, poslije dorucka smo krenili na posao, i ongj
ko je malo bolje znao kasnije iSao je na bus, a onaj koji nije pijeske, pa necu vas lagati
pa ja mislim vise od po godine da smo mi pjeSacili i pjeSacili i to, da vam kaZem mi smo
imali jako malo i para, sad sam to sve zaboravila, samo sje¢am se dobro da je bila jedna
zemicka/brochen, 5 feninga, a kad smo tek dosli ja sam htjela svaki dinar da kupim nesto
mojim sestrama.

I da vam kaZem ono jezik, ono sve, u pocetku je bilo jako tesko, jer nas je stavilo na bandu
(traku) gdje smo radili, nas je stavilo, bili smo mi pa onda Njemica, pa onda mi, a ono nisi
znao, Cujes govor njen a onda nista ne razumijes, to je bilo tako tako tesko, mislim ono u
pocetku, neke su bile jako dobre i prijatne, pa onda bi rekle da idu s nama pa bi kupile
rije¢nik pa onda bi kad bi nesto htjela kazati, ili bilo Sta, onda bi ona pogledala. Bilo je
tumaca, al' dok ti dobijes tumaca, dok ti nesto hoces, ...u pocetku je bilo strasno, meni, ja
sam bila, dobro ja sam kao cura uvijek bila mrsava, ali mene je to toliko pogodilo, ja sam
mislila da ¢u ja nakon godine dana, ma kako godine dana, ja sam htjela i¢i i prije ¢a, zato
Sto je bilo tako tesko, tesko, i prvi put sam otisla od roditelja, drugo jednu stvar, mlada sam
dosla, ali sve u svemu, poslije sam se nekako navikla, onda imali smo drustvo ono izmedju
sebe, po soboma, i vamo i tamo, sve u svemu bilo je jako dobro.

— Gordana U.
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“I would like to greet you on the behalf of the Institute for Employment before
you leave to work abroad. We are convinced that you all know that you are leav-
ing for a foreign country and that, over there, each of you represent our country
and that, by the behaviour of each of you, people will judge our country and
nation.” From the documentary film “Special Trains” by Krsto Papi¢, Yugoslavia,
Zagreb Film, 1971

I'worked for 13 years in Telefunken, and we were sacked in 1981. Maybe we would not have
been sacked, but in 1980 when Tito died, we massively walked out of the factory because
there was a live relay of his funeral in Belgrade, and we knew about it that day, because
they came from the Yugoslav consulate in front of the factory and told us that it would
be nice if we could go and watch the funeral on television, but our company Telefunken
wouldn’t allow that, because we were working, there was always a German person on the
conveyer belt with us. Now I work on my own, but before I always had somebody next to
me on the conveyer belt, that’s why they wouldn't let us go. But we went anyway, some
went some didn’t have courage to leave, I left, not only me, many of us went, but the next
day we came to work and they wouldn't let us go straight to our work place, instead they
called on us to see the boss and gave us a verbal warning.

— Gordana U.

When we arrived, they waited for us at the airport and immediately we went to Flot-
ten strasse where they housed us in a worker dorm. In the morning we went to work, all
together in a line, because we didn’t know where we were going, they only took us there
once and showed us the way, the next day we had to go on our own. As we had to go to
the canteen first to have breakfast, we would go to work after breakfast; those who knew
how, later used the bus, but most of us walked, to be honest, I think we walked to work for
more then half a year. We also had little money, I forgot most of it but I remember that one
bread roll cost 5 phenings, and when I came to Germany [ wanted to save every dinar to
buy something for my sisters.

In the beginning the new language was so difficult, because they’ve put us to work on the
conveyer belt between German women, but some were really nice and friendly, and bought
a dictionary, and helped us. We did have interpreters, but by the time they would come...
The beginning was really difficult for me, I was always quite skinny as a young girl, all
of that had a huge impact on me, I thought I would leave in one year, I wanted to leave
sooner, it was the first time I was away from my parents and I came so young, but later I
got used to it, and made friends, and then we hung out in the dorm, and here and there, in
the end it was all quite good.

— Gordana U.

My whole life here, 40 years of it, and if tomorrow the Germans tell us to go home, I would
go and say Thank you! I can’t complain that they did anything bad to me. In the compa-
nies I worked, they respected me. And who am I? A foreigner. I always felt like a foreigner,
and I feel like a foreigner now, even though I am here for 40 years. And I respect that they
still keep me here. They pay me well, how can I not work well. I treated them with respect,
and the respect always came back.

— Vinka B.
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Za cijeli ovaj Zivot, ovih 40 godina, i da sutra kazu Njemci da idemo kudi, ja bih otisla i rekla
bih im hvala. Ne mogu se potuZiti, da su mi nesto ucinili, gdje god sam bila, u firmama npr.
cijenili su me, ko sam ja? Stranac. Uvijek sam se osjecala, i sad se osijeCam stranac iako
sam tu 40 godina. I postivam ih $to me drZe, on mene plati, ne mogu ja onda da ne radim, a
plati me dobro, tako sam se ja odnosila prema njima, a to mi se vracalo uvijek nazad.

— Vinka B.

Djed mi je nedavno rekao da se ‘sjeéa par tih rudara, oni su veé bili stariji od nas i nismo
sa njima pricali. Vrlo brzo su oni otisli u penziju. Ali bilo je onih koji su nam prigovarali,
obicno kad bi se napili, da smo mi stranci ugrozili njima radno mjesto. Bio je jedan, i kad
mi je to rekao, odmah je Sef njega opomenuo, i od tad mi nista nije spomenuo. Veéinom,
Njemci su bili uvijek korektni prema nama.

Putujuéi iz Dusseldorf-a za Berlin, 2007 sam svratila do Willroth-a. Toranj bivieg
rudnika, i sada ve¢ pomalo utihnute tvornice, se nazirao s autoputa. Zgrade do
tvornice, u kojima su baka i djeda Zivjeli, namjenski izgradene za gostujuce rad-
nike, i danas su nastanjene sa radnicima iz Turske, Albanije i svih dijelova bive
Jugoslavije. Tvornica i dalje prozivodi autodjelove, ali kaZu - proizvodnja je sman-
jena. Muzej djeluje jo§ stariji, nije bio otvoren za posjetioce, mislim da je bio vik-
end kada smo svratili, a tabla sa informacijama zahrdala. Na mjestu motela koji
se zvao ‘Gasthaus’, u kojem je baka radila, se nalazila nova, blistava Shell benzin-
ska pumpa, i Sareni McDonalds.

MARGARETA KERN
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My grandfather told me recently that he remembers the miners who were working with
him: ‘they were older then us, and we did not talk much with them. Very soon they all went
into pension. But there were those who would complain about us, usually when they were
drunk, saying that we foreigners have ruined their work places. When one of them said
this, my boss told him off, and he never said anything like that since. Overall, the majority
of Germans were very fair with us.

While travelling from Dusseldorf to Berlin, in 2007, I dropped by the village where
they lived and worked. The tall tower of the former mine could be seen from the
motorway. The Georg Grube factory is still producing parts for the car industry,
but they say, the production is reduced. The Museum looks even older, it was not
open to the visitors, it must have been Sunday when I came by. Blocks of flats,
purposely built for the factory workers, were still inhabited by the workers from
Turkey, Albania and the former Yugoslavia. In the place of the Motel where my
grandmother worked, which was aptly named ‘Guesthouse’, a shiny new Shell
petrol station stood, and a colourful McDonald’s.

The classic questions which every migrant faces are twofold: ‘Why are you here?” and
‘When are you going back home?’ No migrant ever knows the answer to the second ques-
tion until asked. Only then does she or he know that really, in the deep sense, she/he’s
never going back. Migration is a one way trip. There is no home to go back to. There never
was.

— Stuart Hall, Identity the Real Me, Postmodernisms and the question of identity,
1987.

In this text are included fragments of the material that makes up an installation Guests,
which is set up as a working room, inviting an engagement and labour akin to the tradi-
tional archive research: visitors (guests) are asked to handle transparencies and files, in
order to activate the content within. The material can be viewed in any order, freeing the
image and text from the constrains of the linear form, and opening possibilities of multiple
interpretations, with the hope of unsettling the authorial and historical economy within
the work.
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Klasi¢no pitanje s” kojim se svaki migrant mora suoCiti je: ‘Zasto si ovdje?’ i ‘Kada Ce$ se
vratiti?” Niti jedan migrant ne zna odgovor na drugo pitanje dok ga netko ne pita. Samo
tad ona ili on zna da se nece nikada vratiti. Migracija je put u jednom pravcu. Nema vise
doma kojem se moZe vratiti. Nije nikada postojao.

— Stuart Hall, Identity the Real Me, Postmodernisms and the question of identity,
1987.

U ovom tekstu su fragmenti materijala koji ¢ine arhiv-instalaciju ‘Gosti’, postavljenu kao
radni/istrazivacka soba u prostoru nekadasnje fabrike Cajevec u Banja Luci. .Ohrabrujuci
aktivno angaZiranje sli¢no tradicionalnom arhivskom istraZivanju, posjetioci (gosti) su
pozvani da biraju materijal koji Ce gledati i Citati, da bi aktivirali sadrZaj u tekstovima i
slikama. Materijal se moze gledati u bilo kojem redoslijedu, oslobadajui sliku i tekst od
sprega linearne forme, otvarajuci moguénost razlicitih interpretacija, i uznemiravajuci
autorsku i istorijsku ekonomiju u radu.

Voljela bih se zahvaliti slijede¢im osobama koje su podijelile svoja li¢na iskustva
i sje¢anja i na taj na¢in omogucile stvaranje ovog rada, i produbljivanje razumije-
vanja migracijskog stanja ‘trenutacnosti’.

Bosiljka Schedlich, Mira Renka, Monika Mattes, Gordana U., Jana K., Marija C.,
AnaH., Vinka i Djuro B., Ljiljana R., Mileva S., Smilja S., Jela B., Milojka N., Dragica
F.,, Danica P,, Zlata R., Jula P., Zorka M., Gospodja Rusti¢, baka Marija i djed Vinko.

www.guestworkerberlin.blogspot.com
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I would like to thank the following individuals who have shared their personal
and professional experience, memories, documents and photographs, enabling
me to make this work, and deepening my understanding of migratory temporal-
ity. Bosiljka Schedlich, Mira Renka, Monika Mattes, Gordana U., Jana K., Marija C.,
AnaH., Vinka i Djuro B., Ljiljana R., Mileva S., Smilja S., Jela B., Milojka N., Dragica
F.,, Danica P,, Zlata R., Jula P., Zorka M., Gospodja Rusti¢, grandmother Marija and
grandfather Vinko.

www.guestworkerberlin.blogspot.com
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Lala Rasc¢ié

PROKLETA BRANA

Video instalacija, crtezi, video dokumentacija
razgovora
2010.

Prokleta brana polazi od stvarnog dogadaja
emitiranja radio drame Katastrofa koja je u
bosanskom mjestu Lukavcu izazvala efekt
Rata svjetova Orsona Wellesa. U svojoj izvedbi,
Lala Ra$¢i¢ smjesta radnju u 2027. godinu.
Prica se gradi oko Tarika, mladog inZinjera

i Merime, njegove ljube, te nadolazece
poplave. Stanovnici Lukavca ée biti spaSeni
od poplave jedino ako emitiraju radio dramu
Katastrofa iz 2000. godine. Motiv poplave
nastao je na temelju Lalinih istraZivanja
stvarnih lokacija i dogadaja u regiji, objedin-
jenih u umjetnicke objekte, video instalacije,
zvulne zapise, blog i performanse kao dio
ovog modularnog projekta. S obzirom na
narativne strategije koje umjetnica koristi

u svom radu, Prokleta brana se oslanja na

DAMNED DAM

Video installation, drawings, video documen-
tation of discussions
2010

Damned Dam was inspired by a true story,
namely the broadcasting of a radio drama
Catastrophe, which, in the Bosnian village of
Lukavac, had an effect comparable to Orson
Welles’s War of the Worlds. In her version, Lala
Rascic sets the plot to 2027. The story evolves
around a young engineer named Tarik and
his beloved Merima, as well as the oncom-
ing flood. The inhabitants of Lukavac will be
saved only if they broadcast the radio drama
Catastrophe from 2000. The motif of flood
resulted from Lala’s research on the actual
localities and events in the region, assembled
into art object, video installations, sound
recordings, a blog, and performances, which
all form part of this modular project. Regard-
ing the narrative strategies that the artist has
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bosanskohercegovacku tradiciju usmene
knjiZzevnosti. Na temelju izu¢avanja tradicio-
nalnih formi, Ras¢i¢ pripovijeda fantasti¢nu
ljubavnu pricu s drustveno-politickim
konotacijama. Performans i dokumentarna
struktura rada Prokleta brana otvara teme:
ikonografije katastrofe, komunikacije sa
tradicijom, romantizacije i kultivacije
katastrofe, odnosa kapitalizma i korupcije,
uzroka i posljedice, nade u bolju buduénost,
posljedi¢nog odnosa sadasnjosti i buduénosti,
emancipacije, socijalne pravde, eskapizma

u fikciji, regije na margini, brane - granice,
bosanskog ep kao granicarskog epa,

brane kao metafore.

— Ir & Asja Hafner

used in her work, Damned Dam relies on the
Bosnian-Herzegovinian tradition of oral lit-
erature. Based on her research of traditional
forms, Ras¢i¢ narrates a fantastic love story
with social and political connotations. The
performance, and documentary structure of
this artwork, open up numerous issues, such
as the iconography of disaster, communica-
tion with the tradition, romanticizing and
cultivating the topos of catastrophe, the rela-
tionship between capitalism and corruption,
between cause and effect, hope for a brighter
future and the consequential relationship be-
tween the past and the future, emancipation
and justice, social justice, escapism into fic-
tion, the region on its margins, dam - border,
Bosnian epic poetry - epic of the border and
the dam as a metaphor.

— Ir & Asja Hafner



348

RADIO DRAMA KATASTROFA

2008. sam od svog brata Arslana ¢ula interesantnu pricu. Ekipa progresivnih
radio emitera je napisala, producirala i na frekvenciji Radio Lukavca emitirala
uznemirujucu radio dramu Katastrofa, u kojoj je inscenirano pucanje lokalne
brane. Emitiranje ove radio drame natjeralo je brojne stanovnike Lukavca na
bijeg u brda. IstraZujem taj dogadaj i po¢injem graditi umjetnicki projekt na
temelju price za koju sam ranije vjerovala da je samo urbana legenda.

Razmisljala sam o proslosti. IstraZivala sam odnose u jacini reakcija na radio
drame Rat svijetova Orsona Wellesa iz 1938. i Katastrofa iz 2000. Zakljucila
sam da je lukavacka radio drama ipak imala silniji odjek i prouzrodila pravu
paniku medu ljudima, dok je Wellesova senzacija bila viSe napuhana kroz medije
nego $to je prouzrocila iskrenu zabrinutost gradanstva. Wellesova radio drama,
na pocetku ere razvoja masovnih medija manje je uznemirila ljude nego jedna
radio drama emitirana u doba baroka mass medija i tehnoloskog napretka u polju
razmjene informacija i komunikacije.

Razmisljala sam o izolaciji, neznanju, naivnosti. Orwellijanskom konstantnom
stanju rata... I o narodu — masi koju se odrZava neinformiranom, antagonizira-
nom...

RADIO DRAMA CATASTROPHE

In 2008 my brother Arslan told me an interesting story. A team of progressive radio

producers at Radio Lukavac wrote and broadcast a disturbing radio drama, entitled
Catastrophe, about the breaking of the local dam. The broadcast caused numerous
inhabitants of the town to start running for the hills.

| began exploring this event and soon started working on an art project, based on
the story for which, up to that point, | believed was merely an urban legend.

| thought about the past. | researched the relations between the intensity of reac-
tions to the radio drama War of the Worlds from 1938 and Catastrophe from 2000.
| concluded that the Lukavac radio drama actually caused a stronger reaction and
real panic among the people, while Welles' sensation was more overblown in the
media, rather than causing real worries among the citizens. Welles' radio drama,
dating from the beginning of the era of the development of mass media, caused
less panic than a radio drama broadcast in the 'baroque’ of the mass media and
technological development in the field of exchange of information and communica-
tion.

| thought isolation, ignorance, naivete. The Orwellian constant state of war... And
the people — the masses, who are kept uninformed, antagonized, ...

LALA RASCIC IZLOZENOSTI
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Panika zbog radio-
drame!

SARAJEVO, 8. ozujka - Radiotelevi-
ziji iz gradic¢a Lukavac pored Tuzle us-
pielo je ponoviti nesto sliéno onome 5to
je George Orwell uéinio s radio-dra-
mom =Hat svietova« prije vise od pola
stoljieca. Doduse, ovoga puta nije bilo
rije¢i o iskrcavanju vanzemaljaca na
Zemlju, ve¢ o pucanju vodene brane
Modrac, no strah i panika koji su osje-
tili Lukavcani bio je slican onome Sto
su ga tijekom emitiranja Orwellove
drame osjetili brojni Amerikanci.

Naime, zbog emitiranja radio-drame
»Katastrofa= u programu RTV Lukavac,
u kojoj je izreZzirano spomenuto pu-
canje brane, obustavljena je nastava u
lokalnoj Osnovnoj 3koli i Srednjoskol-
skom centru, a radnici u vise poduzeca
su prije isteka radnog vremena poslani
kucéama.

»Nitko nije otekivao da ée emitiranje
drame 'Katastrofa' izazvati takvu pani-
ku medu gradanimas, izjavio je direk-
tor RTV Lukavac Zijad Sejdinovié, koji
se ispricao sludateljima. Inace, kako
pise sarajevski tisak, Sejdinovi¢ i ured-
nik postaje Semsudin Smajlovi¢ imali
su informativne razgovore s policijom
oko ovog sluc¢aja. (Alenko Zornija)

EXPOSURES
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EP

Moje zanimanje za ep proizilazi iz fascinacije epskim pjevacem. Usmeno
komponiranje epa deSava se u trenutku izvedbe, performansa. Pjevac barata sa
fondom tema, likova i jezi¢nih formula koje koristi u trenu izvedbe. Pjevajuci u
desetercu pjevac niZe formule koje ¢upa iz bogatog fundusa pounutrene tradicije
koja se uc¢i od malena. Ritam deseterca omogucuje pjevacu da niZe stihove, da
"kiti" pjesmu, ponekad je kiteci po nekoliko dana. Storytelling par excellance.
Obradujuci teme koje su od Zivotne vaZnosti za zajednicu, ep govori u ime svih
njezinih ¢lanova koji kroz epsko pjesnistvo ¢uvaju svijest o vlastitom identitetu.
Obicno prati sudbinu jednog junaka, bavi se njegovim junackim djelima i javno
ih pokazuje.

THE EPIC

My interest in the epic stems from the fascination with the epic singer. The oral
composition of an epic happens in the moment of performance. The singer has at
his disposal a body of topics, characters and language patterns that he uses at the
moment of performance. Singing in the decasyllable, the singer lines up formulae
that he retrieves from a rich body of internalized tradition that he has been taught
since childhood. The rhythm of the decasyllable enables the singer to compose
verses, to [Idecoratel] the song, which sometimes lasts for several days. Storytelling
par excellance. Dealing with the topics that are of crucial importance for the com-
munity, the epic speaks in the name of all its members who, through epic poetry,
nurture the consciousness of their identity. It usually follows the destiny of one
hero, publicly presenting his heroic deeds.
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EPSKI PJEVAC

Epski pjeva¢ mora imati na umu publiku. Zato se pjesme moraju ograniciti,
prilagoditi za usmenu izvedbu i auditivno pracenje. Usmeni stvaralac pamti samo
fabulu, tekst improvizira uz pomo¢ epskih tehnika — formula, obrazaca. Pjesma
nastaje svaki put kada se izvodi i zato je svaka verzija autenti¢na. Tekst postoji
tek apstraktno, virtualno, kao potencijal koji se prenosi u buduénost.

THE EPIC SINGER

The epic singer has to keep in mind his audience. The songs need to be limited,
adapted for a vocal performance and listening. The oral performer memorizes only
the plot, while the text is improvized through the use of epic techniques — formulae
and patterns. The song is born anew by each performance, which makes each ver-
sion an authentic one. The text exists only in an abstract sense, as a potential that
is relegated to the future.

Fig, 29 Avdo Medjedoviteh, peaasant
farmer, 12 the finest ainger the expedition
encountered, FHis poems rerched ms many as
1 fteen thousnnd lines. A veritable Yuroslay
Homer!
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POZITIVNA CENZURA

Publika je bitan akter u odrZavanju i formiranju epske tradicije, a moZe funkcion-
irati i kao potencijalni pripovjedac. Teme, junaci, pjesme koje nailaze na podrsku
tadasnje publike opstaju. Losi pjevaci, nevjerodostojene ili dosadne pjesme se
docekuju s negodovanjem. To organsko prociséavanje usmene predaje od strane
publike se naziva pozitivna cenzura.

POSITIVE CENSORSHIP

The audience is an important factor in maintaining and forming an epic tradition,
and it can also function as a potential narrator. Topics, heroes and songs that meet
the approval of the audience are those that remain. Bad singers, unreliable or bor-
ing songs are met with disapproval. The term for such organic cleansing of the oral
tradition with the audience being the filter is called positive censorship.
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PITANJE ZANRA

Ep je fokusiran na junaka i njegovo junastvo koje se deSava u javnom prostoru.
Moja prica o Tariku i Merimi vise sli¢i na tranzitornu epsko-lirsku formu, na
baladu ili romansu, premda uvidam da me upravo ta sjeciSta zanimaju.

THE QUESTION OF GENRE

The epic is focused on the hero and the heroic deeds happening in public space.
My story about Tarik and Merima is more like a transitory epic-lyrical form, a bal-
lad or romance, although | realize that what I'm actually interested in are these
intersections.

MOJ STORYTELLING

Napustila sam ideje o desetercu. Napustila sam ideju o epskom Zanru. Moj sto-
rytelling nije direktni nastavak bosansko-hercegovacke usmene tradicije; njome
je inspiriran, posuduje od nje i igra se s njom. Moja izvedba komunicira s tom
tradicijom na osnovu sestrinske empatije univerzalnog iskustva usmene naracije,
preko granica i generacija. Moja izvedba je pak nesto drugo, u drugom vremenu,
drugom prostoru i s drugom svrhom.

Komuniciram sa tradicijom, preko vizije bucnosti — utemeljene na osobnoj per-
cepciji: sadasnjosti.

MY STORYTELLING

| abandoned the idea of the decasyllable. | abandoned the idea of the epic genre.
My storytelling is not the direct continuation of the Bosnia-Herzegovinian oral tradi-
tion; it is inspired by it, it borrows from it, and plays with it. My performance com-
municates with this tradition on the basis of a sisterlike empathy for the universal
experience of oral tradition, across borders and generations. My performance is
something else, in another time, another space, and with a different purpose.

| communicate with tradition, through a vision of the future — based on a personal
perception of: reality.
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ZAGREB

Prokleta brana se prelila preko granica BiH. Tarik i Merima putuju u Zagreb na
poziv Urbanfestivala 2009. Tema festivala je Granica. Mjesto odrZavanja: obale
Save.

Sa Sonjom, jednom od organizatorica festivala, zaputih se prema slapovima na
Savi, o kojima mi je ranije pric¢ala. Prije toplane pocinje nesto §to bi najbolje
mogla karakterizirati kao odlagaliSte gradevinskog otpada. Voda tece preko
gromada betona. U blizini velike cijevi iz koje suklja otpadna voda iz toplane
sreéemo ribara. To je samo rekreacija, govori nam. "MoZe li se Sto uloviti?" -
"Kako da ne!" odgovara. "Govori se da gradonacelnik Bandi¢ hoce ovdje na
slapovima napravit sportsko-rekreacijski centar. Rafting i sve!"

Slapovi Save su zapravo brzaci Save. Bili bi idealni za rafting da nema te opasne
armature i grubog betona. Tradicija epske geografije mi nalaZe da ih i dalje
zovem slapovima, dok potencijal za izgradnju sportsko-rekreativnog centra
buducnosti nalaZe da zagrebacku epizodu romanse o Tariku i Merimi nazovem
"Rekreativni potop".

Tijekom istraZivanja za tkanje "narativa u nastajanju" projekta Prokleta brana u
sklopu Urbanfestivala 09 odvijao se i projekt Sava Svima. Koristim dio njihovog
istraZivanja, a osobito me inspiriraju stare fotografije koje svjedoce o tradiciji
rekreacije na obalama Save, ¢lanak o drvenoj modernisti¢koj zgradi veslackog
kluba "Uskok" arhitekta A. Ulricha iz 1932. i pric¢e o ¢estim poplavama Save
prije izgradnje nasipa.

RazmiSljam o buduénosti Save u kojoj se pojavljuju moji likovi Tarik i Merima.
Nakon poplave u Lukavcu oni dolaze u Zagreb i zaposljavaju se u sportsko—
rekreativnom centru koji je izgraden na lokalitetu "Slapova Save".

ZAGREB

Damned Dam crosses the borders of Bosnia-Herzegovina. Tarik and Merima are
travelling to Zagreb, on the invitation of the Urbanfestival 2009. The topic of the
festival: Border. Place: banks of the Sava river.

Sonja, one of the organizers of the festival, takes me for a walk to the Sava water-
falls, which she told me about earlier. Before we reach the heating plant, we en-
counter what could best be described as the building material waste disposal site.
Water runs across huge chunks of concrete. Next to a large outlet pipe, discharging
the waste water from the plant, we meet a fisherman. It's just recreation, he says.
[1Can you actually catch something here?(] - [1Yes, of course!l], he replies. [1There's
word that the mayor Bandi¢ wants to build a sports-recreational center here. With
rafting and all!’J
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The Sava waterfalls are actually rapids. They would be ideal for rafting if it there
weren't for the dangerous iron construction and the rough concrete. The tradition of
epic geography requires that | still call them waterfalls, while the potential to build
the sports-recreational center of the future gives me the idea to call the Zagreb
episode of the Tarik and Merima romance [JRecreational flood (.

During my research for weaving the [longoing narrative(] for the project Damned
Dam, another project in the framework of Urbanfestival 09 was presented — The
Sava to Everyone. | used part of their research and was especially inspired by the
old photographs witnessing the tradition of recreation on the Sava banks, an article
about the 1932 wooden modernist building of the [1Uskok[ rowing club by architect
A. Ulrich, and the stories about the frequent flooding of the Sava, before the con-
struction of the dam.

I'm thinking about the future of the Sava in which my characters Tarik and Merima
appear. After the flood in Lukavac, they will come to Zagreb and get a job at the
sports and recreation center, built at the [1Sava waterfalls(.

VESLACK] KLUB -USKOK= NA SAVI U ZAGREDY
Adtteat A Wi - WL
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PRVA IZVEDBA

Performans Rekreativni potop izveden je na obalama Save u Zagrebu 1.10.2009.
u sklopu Urbanfestivala. U tradiciji epskog pjevanja odlucujem se okusati u us-
menom komponiranju — postati u istom Casu i spisateljica i performerica. Izvorno
sam ga zamislila kao neku vrstu javnog Citanja scenarija, medutim, prerastao je
usmeno pripovijedanje price publici. Bez ¢itanja. Morala sam ipak organizirati
svoje misli i tijek narativa, te sam sebi pripremila natuknice koje sam drZala u
ruci tijekom preformansa u svitku. Iako ih nisam konzultirala, bile su tu kao neka
vrsta oslonca, sigurnosti. Kao i ¢aSica rakije koju sam drzala u istoj ruci.

THE FIRST PERFORMANCE

Recreational Flood was performed on the Sava banks in Zagreb on October 1
2009, in the framework of the Urbanfestival. Following the tradition of epic singing, |
decide to try the technique of oral composition — to become simultaneously a writer
and performer. | originally imagined it as a form of public script reading, but it grew
into an oral storytelling. Without reading. | still had to organize my thoughts and

the sequence of the narrative, so | prepared a series of notes that | held in a scroll
during the performance. Although | didn't consult them, they were there as a sort of
crutch, security. As well as the glass of grapa that | held in the same hand.
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BEOGRAD

Dio narativa o Tariku i Merimi odvija se u Beogradu. Tarik i Merima stiZu u grad
i nalaze poslove vezane za rijeku — Savu i Dunav. Faza istraZivanja u Beogradu
otpocCinje 7.04. Stizem u Beograd i nalazim se sa Markom iz Kontekst Galerije.
Kreéemo sa Setnjom od Zemuna, Marko me brzinski upuéuje u povijesti Zemuna
i Beograda, dok Setamo niz Kej Oslobodenja. Nailazimo i na prve splavove. Veéi
su uglavnom ugostiteljski objekti, tu i tamo na kojem manjem splavu je necija
vikendica. Zadivljena sam raznolikoS¢u oblika i veli¢ina splavova, zadivljena
sam stilskim ekperimentima, ni jedan splav ne li¢i na drugi. Oc¢igledno je da su se
vlasnici potrudili dati svojim splavovima vriStece identitete.

BELGRADE

A part of the narrative on Tarik and Merima happens in Belgrade. Tarik and Merima
arrive in the city and find jobs related to the Sava and Danube rivers. The Belgrade
research phase begins on April 7, when | arrive in the city and meet Marko from the
Context Gallery. We start the walk from Zemun; Marko gives me a quick introduc-
tion to the history of Zemun and Belgrade, as we walk down the Liberation Quay.
We reach the first rafts. The bigger ones are mostly bars and restaurants, and the
rare smaller ones are private weekend houses. I'm impressed by the variety of the
shapes and sizes of the rafts, by the experiments in style — not a single raft resem-
bles another. It's obvious that the owners tried to give their rafts blatant identities.
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Ada Medica je od 60-ih godina regulirana kao UdruZenje gradana koji su se
samo-organizirali i na ovom otoku poceli dizati svoje sojenice. S vremenom,
kako obale rijeke postaju sve popularnije, regulacije za gradnju se sve manje i
manje postuju. To je dovelo do guzvanja splavova kao i dizanju nouveau-riche
vikendica-splavova koje naruSavaju skladni ambijent skromnih plovnih objekata.

Medica Ait has since the sixties been organized as an association of citizens who
self-organized and started building their houses on stilts. With time, as the banks
of the river have become more and more popular, construction regulations are

less and less respected. This has led to crowding of the rafts and the rise of the
nouveau-riche raft-cottages that distrub the harmonious environment of the humble
floating objects.
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Cijela obala Save i Dunava izgleda kao potencijalni rudnik zlata u nekretninama,
centar grada, na rijeci. Pitam se kako to da taj dio grada nije odavno izgraden,
preureden, iskoriSten? Moji su mi sugovornici spomenuli nekoliko zanimljivih
tema po tom pitanju: Europolis ("Tre¢i Beograd") — plan pro§irenja grada na
lijevu obalu Dunava; Kolos — najveéi splav na Balkanu, ¢iji je vlasnik, nakon
niza mafijaSskih spletki, po¢inio samoubojstvo; Delta Holding — firma koja drZi
monopol nad raznim interesantnim nekretninama i projektima.

The whole length of the Sava and Danube banks look like potential real-estate
goldmines, the center of the city on a river. | wonder why this part of the city hasn't
long since been built, renovated and exploited? My interlocutors have mentioned

a couple of interesting subjects regarding my question: Europolis ((/the Third
Belgrade() — the plan of expanding the city on the left Danube bank; Kolos — the
biggest raft on the Balkans, whose owner, after a series of mafia deals, committed
suicide; Delta Holding — the company that has monopoly over numerous interesting
real-estate ventures and projects.
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DRUGA IZVEDBA

Izvedba Proklete brane u Beogradu je odrZana 19.10.2010. u 19h u Malom klubu
Akademija u organizaciji Kontekst Galerije.

Izdvojena na podiju od svoje malobrojne publike, ostvarila sam komunikaciju
koja je kulminirala kada se nakon ispripovijedane pri¢e, meni na pozornici
pridruZio kolega Ivan Grubanov. On je spontano osjetio potrebu da moderira i
potakne diskusiju na koju sam apelirala. Kako su moja pitanja nailazila na tisinu,
smatrao je da umjetni¢ka gesta "neposrednosti" na koju sam se odvazila zasluZuje
svojevrsni reciprocitet od publike. Hvala mu. Hvala svima koji su njegove ko-
mentare prihvatii kao povod da mi postave pitanja, da se angaZiraju.

Kroz kratkotrajno iskustvo izvodenja ovog rada postaje o¢ito da moj narativ,
metoda i proces otvaraju visestruke rukavce za diskusiju. Kako je rad jo§ uvijek
u momentu razvoja i aktualizacije, prihvatam prijedlog Antonije Majace da dis-
kusija nakon izvedbe ili povodom izvedbe postane sastavni dio ovog projekta.

SECOND PERFORMANCE

The performance of Damned Dam took place in Belgrade, Octover 19, 2010 at 7
pm at the Academy's Small Club, organized by the Context Gallery.

Separated from my audience by the stage, | managed to create a communication
that reached its peak when, after | told the story, my colleague lvan Grubanov
joined me on the stage. He spontaneously felt the need to moderate and encour-
age discussion that | wished to happen. When my questions reached a wall of
silence, he felt that the artistic gesture of [directness( that | dared to expose myself
to deserved the reciprocal response from the audience. Thank you lvan! And
thanks to everyone who accepted his comments as an invitation to ask me ques-
tions and become engaged.

Throughout the short experience of performing this piece, it becomes obvious that
my narrative, methodology and process, open up multiple streams for discussion.
As the work is still in the moment of development and actualization, | accept the
proposal of Antonia Majaca to keep the discussion after the performance an inte-
gral part of the project.
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LUKAVAC

Koliko god se tvrdi da je brana fakticki neunistiva, svejedno su generacije
Lukavcana Zivjele sa znanjem da ona moZda moZe jednog dana da pukne. Nakon
rata te svijesti je nestalo, osim u masti autora radio drame Katastofa. U doba
kada je drama emitirana, 2000. godine, bilo je poznato da je sanacija brane preko
potrebna, no radovi jos nisu bili ni otpoceli. Kad sam u svibnju posjetila branu,
srela sam timove radnika koji su neumorno radili na uévrs¢ivanju brane. MoZda
je radio drama zapravo bila uspjeSan apel nadleZnim organima da se prihvati
posla i ubrza proces sanacije.

LUKAVAC

As much as it was claimed that the dam was actually indestructible, generations

of Lukavac inhabitants have nonetheless lived with the knowledge that one day it
might break. After the war, this awareness has been reduced, except in the imagi-
nations of the authors of the Catastrophe radio drama. At the time when the radio
drama was broadcast, in 2000, people knew that the renovation of the dam was
more than necessary, although the works hadn't even begun yet. When | visited
the dam in May, | met teams of workers who worked diligently on strengthening the
dam. Maybe the radio drama was, in the end, an actually successful appeal to the
authorities to finally get down to work and speed up the process of renovation.

EXPOSURES LALA RASCIC




362

ZIVOT KAO KONSTANTNA ANTICIPACIJA KATASTROFE

Interesantno mi je razmisljati o Zivotu sa konstantnom anticipacijom katastrofe.
Svi bi se trebali sloZiti da nam katastrofa visi nad glavom. NaSa katastrofa je
pak apstraktna, moZe bit elemantarna, moZe biti nukleana, moZe biti ratna. Kod
Lukavcana je potpuno vidljiva, brana je nadomak mjesta. Njihova potencijalna
katastrofa je Cak iizucena i graficki reprezentrirana markerima. Svejedno ona
postaje zaboravljena, potisnuta, zanemarena do te mjere da prelazi u apstrakciju.
Potencijalna katastrofa kojoj je kao i betonu prosao rok trajanja.

LIFE AS A CONSTANT ANTICIPATION OF DISASTER

| find it interesting to think of life with constant anticipation of disaster. Everyone
should agree that disaster is looming above our heads. It is abstract, it can be

an elementary disaster, a nuclear one, or war. To the inhabitants of Lukavac, it is
fully visible, since the dam is just next to the town. Their potential disaster is even
studied in detail and graphically represented my markers. Nevertheless, it becomes
forgotten, repressed, neglected, so that finally it transforms into abstraction. A po-
tential disaster whose lifetime expectancy has passed, just like that of the concrete.
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PREMIJERA - SARAJEVO

Dosao je i taj dan da objavim premijernu izvedbu "finalnog" oblika Proklete
brane u sklopu 3 proklete utopije: 3 narativna performansa Lale Ras¢ic¢. Od 26 —
28.09. 2010. sam tri dana za redom izvodila performanse Prokleta brana, Put u
kutiji i Individualne utopije. Mjesto odrZavanja: Zvono, Hamdije KreSevljakovica
17, Sarajevo.

THE PREMIERE - SARAJEVO

It is finally time for me to announce the premiere performance of the [Ifinal(] version
of Damned Dam, in the framework of 3 damned utopias: 3 narrative performances
of Lala Rasci¢. From 26 to 29 September 2010, | performed three performances in
three days in a row: Damned Dam, Travel in a Box and Individual Utopias. Place:
Zvono cafe, Hamdije KreSevljakovi¢a 17, Sarajevo.

‘

Povodom projekta Gdje se sve tek treba dogoditi izvela sam u Sarajevu jo§
jednom performans Prokleta brana, 14.10.2010, u SCCA, nakon cega je uslijedio
irazgovor o projektu. Sretna sam da imam priliku pokazati ovaj rad u kontekstu
ovog projekta. Sve su to neki radovi u nastanku, svi smo negdje na pola procesa i
ranjivi kako i naziv ovog projekta govori. MoZda moje tapkanje u mraku, i stalni
proces istraZivanja u radu Proklete brane, nece izgledati tako brutalno kao dosad.
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In the framework of the project Where Everything is Yet to Happen | performed
Damned Dam once more in Sarajevo, on 14 October 2010, at SCCA, followed by
a discussion on the project. I'm happy to have the opportunity to show this work
in the context of this project. It includes many other works in process, we are all
somewhere only half-way there, vulnerable, as the title of the exhibition indicates.
Maybe my own searching in the dark, and the constant process of research within
Damned Dam, won’t seem as brutal as it has so far.

BANJA LUKA

Performans sam, u okviru istog projekta, izvela i na otvaranju izloZbe Gdje se sve
tek treba dogoditi: IzloZenosti, u Banja Luci, 31. oktobra, 2010, gdje je rad prika-
zan i u formi instalacije na izloZbi. Malo je re¢i da mi je suradnja sa kustosicama
Ivanom Bago i Antoniom Maja¢om na mojoj banjaluckoj, fragmentarnoj prezen-
taciji projekta Prokleta brana bila jako korisna u smislu razvoja cijelog projekta.
Diskusije koje se odvijaju poslije storytellinga su mi podarile neka iskustva i
saznanja koje sam uspjela da asimiliram u svoj rad u nastajanju. Organski razvoj
umjetnic¢kog projekta.

BANJA LUKA

| did another performance of Damned Dam in the framework of the same project,
at the opening of Where Everything is Yet to Happen in Banja Luka, on 31 October
2010, where the work was also shown in the form of installation at the exhibition. It
is an understatement to say that the collaboration with the curators lvana Bago and
Antonia Majac¢a on my Banja Luka, fragmentary presentation of the Damned Dam
project, was very useful for the development of the entire project. The discussions
happening after the storytelling gave me experiences and insights that | managed
to incorporate in my work in progress. An organic development of an art project.
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Performans uZivo je jedna forma, pretvaranje istog u video rad ga transportira

u potpuno drugi svijet. Moram priznati, a neki ¢e se sloZiti sa mnom, da mogu
izvudi vise iz svoje izvedbe u kontroliranoj situaciji repeticija pred kamerom.
Video Prokleta brana dokumentira izvodenje pripovijetke na brani Modrac.
Fiksiranjem narativa zaokruZuje se pri¢a o Tariku i Merimi, branama, poplavama,
Savi, Dunavu, Spreci, regiji, buducénosti i prokletoj utopiji.

Live performance is one form, while transforming it into a video work transports

it to a completely new world. | must admit, and some will surely agree, that | can
get more from my performance in a controlled situation of repetitions in front of a
camera. The video Damned Dam documents the storytelling performance at the
Modrac dam. By fixing the narrative of Tarik and Merima, of the dams, floods, the
rivers Sava, Danube and Spreca, of the region, the future and the damned utopia.

Lala Ras¢i¢, isjecci postova na blogu http.//prokletabrana.net/ koji predstavlja
javni radni arhiv umjetnice i dokumentaciju svih faza nastanka projekta Prokleta
brana.

Lala Ra&¢i¢, excerpts from the posts on the blog http:/prokletabrana.net/ which
presents a public working archive of the artist and a documentation of all phases of
the development of the project Damned Dam.

20

EXPOSURES LALA RASCIC




! @ * '8

(. .'1'1’!"{7!."#(! “’(H(‘('S up ey f!ﬂ‘_’]‘ are H.-'(J-S‘J'r.r(.‘{! fl“ﬁ ot -\'J'r.rU!\"'. ,\‘J’H’

recognizes the Sava Hﬂp.r}f.n‘ Recreattonal Center. She fas
done business with them. Hiding Tarik, she convinces the
director of the Center to lure her as a manager. In turn she
gets Tarik hived as a rafiing instructor.

The layout of the sports center is described.
The arrival of Slovenian extreme sportsmen is
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until the dam guarding the Center starts to
crumble.

A dialog between the mayor and his assistant &8 He falls
Sollows. - impedin
They manage to save the Slovenian sportsmen Merima
6' Jrom death by assembling them all on a barge. The twe
The barge washes up on top of the hill used by negliger

the center as a paragliding polygon.
Tired of the constang flooding Tarik and
Merima mount o faar shute and set q,{],' over the
tower blocks of New
ZLagreb, into the sunset,
towards a brighter fitture.

. Inorder

5. Tarik and Merima resurface in Belgrade, now
called Europolis, as a couple in love.

Remembering the fairy s advece Tarik seeks out his
eousin Janga,

Janja works on a raft on the river Sava and gets
them jobs. The three of them conceal their relation-
ship from the boss and work out a successfil system
of stealing from the bars and the cash registers on
the disco raft.

By accident they meet the generous Mr. ko who
hedps them get settded in his hut on a flood island
surrounded by a floating shantytown on the rivers
in between the Old Town, New Belgrade and Third
Belgrade.
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Description of the history of the shantyviown and its It is Corvicor 5S¢, the fifth pan-European corridor.

stractures folfow:. Tarik and Merima converse about their future plans.

Realizing a big flood wave is coming, Tarik and Sthe is impressed at how Tarik lost his stutter and

Werima hurry home to warn Me flko. They get warms to him. She now trusts him fully and loves him H

homee i time by running through a secret as a close friend, He is satisfied.

unelerground corridor connecting Zemun end After they climb up on the l’!}z?fnw;}: the narrative loses

K ufr*mc;ml’:m. track ry’ ‘them ﬁ;r the next fwao years. Their whereabouts

They manage to warn their neighbors but they find during that time are unknown.

themselves again on their rafi, the flood wace Speculations are that they made their way up to Russia |

washing them downstrean, Sollowing Corridor 5e. ;
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2 Tarik sees Merima on the sireets of Lukavac and remembers his
Sirst love as they met as children in 2000, Tarik recalls the events of
that day when a spoof audio drama about The Dam breaking

was broadeast on the radio.

in love again but is unsuccessfied in wooing her as he has a speech

ient and is just a worker at The Dam.

meanwhile, gets a new job, again with a US. company:

: qf ‘them are f)r'uugﬁ! fn’)g‘{.’f;ﬂ'f fx_r a work-relaced issue, when, due to
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1o save the citizens of Lukavac from death by flood, they join forces
and broadeast the audio drama of 2000, All are saved except
Merima’s grandmother:

Merima is griefstricken.

3. Without anything left in the world Tartk and
Verima set off on a raft over the lake hoping to start
over somewhere else.

farih's stuttering expressions of love.

he lake fairy, known as the White Woman, appears to
im 1o seek out his cousin Janja in Belgrade.

to cure s .\'pc‘ﬂ':"! pn;Nr'm. T.r"rr'ﬁn":_‘_l‘.'.‘u_,-_rgt.‘.\':‘.v that h‘u_’_:'
hottom q," “the lake and that she take Merima'’s pi’nn'_

1 is now without anything, while I have my magic

s,

out o curse, banishing the fairy to the dark bottom of

v float into a river and fe finds that he

EXPOSURES

Tarik’s efforts of winning Merima’s
affection have just been interrupted by
a catastrophe...

The land is transversed by Corridor 5c.
Power lines and fast highways criss-
cross the coun Lry.

The administration's sole concern is
the exploitation of hydro-energetic
sources.

Many segments of life have fallen into
oblivion, including the monitoring of
The Dam.

Constructed in the past to supply
now-obsolete industries with water,
and neglected for years, The Dam
breaks during heavy rains.

Follow our heroes over the g(_'.ugrzlph__\-
through which the epie romance of
Tarik and Merima takes place.

1. Merima loses her job in Sarajevo. Lamenting her fate, she calls
her grandmother in Lukavac and cries. fler grandmother tells
Werima to return home and describes the beauty of the natire,
since all the industry Merima remembers from childhood has died
away:

As Merima travels to Lukavac the landscape she sees out of the
window is described: the buildings, pmrr.rufr'urr{ antennas and
power lines, the deserted landscape.

Werima remembers her father, a professor of literature at the Uni-
versity of Tizla, and the day in 2000 when he decided to move his
Samily out of Lukavac, after a spoof broadcast of an audio drama

about The Dam breaking.
She again laments her fate, dreading small town life and the isola-

rion of its inhabitants,
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Sandra Dukié¢ & Boris Glamoc&anin

LJUBIJA UBIJA

Multimedijalna instalacija i intervencija
u javnom prostoru
2010.

Ubija! (lokalni sleng): izraz koji ima pozitivnu
konotaciju, a ima znalenje “rastura, razbija
ili u bukvalnom smislu - ubija“, npr. “Dodik
ubijal®, “DrZava ubija!", “LjUBIJA UBIJA!"
Osnova Zivota Ljubije danas je
rudnik. Rudnik je glavna tema svih pri¢a u
Ljubiji i u pokretanju ponovne proizvodnje
stanovnici vide potencijalni spas za ovu
sredinu. Ljubijska livnica kroz proizvodnju
Sahtova usla je u sve gradove regiona i tako
nas zastitila od svih “sranja” koja se nalaze
ispod nas i za koja ne Zelimo znati. Inter-
vencijom u javnom prostoru, markiranjem i
obiljeZavanjem $ahtova po glavnom gradu RS
Banja Luci, koji su napravljeni u livnici Lju-
bija, skrece se paZnja na zaboravljene sredine
naseljene marginaliziranim ljudima na rubu
egzistencije, na periferiji RS. Saht, predmet
koji sluzi kao zastita za kanalizacijske rupe,
posluZio nam je kao simbol Ljubije danas.

LJUBIJA UBIJA
(LJUBIJA KILLS)

Multimedia installation and installation
in public space
2010

That kills! (local slang): an expression with
positive connotations, meaning “rad, kicks
ass, or literally - kills", e.g. “Dodik kills!",
“The state kills®, “LjUBIJA KILLS!"

Life in Ljubija today depends on
its mine. It is the main topic of all stories in
Ljubija and its reopening is considered by the
inhabitants of the region as a possible way
out of the crisis. Manhole covers produced
in its foundry are present in all towns of the
region, protecting us from all the “shit" that
sits down there below us and that we don’t
want to know anything about. The interven-
tion in public space by marking and mapping
all manhole covers in Banja Luka, the capital
of Republika Srpska, draws attention to the
forgotten regions, inhabited by marginal-
ized people that barely make it from one
day to another, living at the periphery of RS.
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Ovdje govorimo o “drustvenoj kanalizaciji“ za
koju neko danas mora biti odgovoran.

Saht mat je intervencija u javnom
prostoru, postavljena na viSe mjesta u gradu,
na mjestima gdje se obi¢no nalaze Sahtovi.

Ljubija ubija je zvucna instalacija u
prostoru, izmjeSten $aht iz javnog prostora u
galerijski prostor, zamiSljen kao stol za Cetri
osobe.

Ne ¢ujem i ne vidim je akcija koja je
zamisljena kao pomo¢ Zenama iz Ljubije -
dizajnirani upotrebni predmeti - pokrivala
za oci i usi koji se na otvaranju izlozbe kao i
svakog dana do zatvaranja mogu kupiti i time
se donira pomo¢ Zenama u Ljubiji. Ru¢no
Strikani predmeti rukama Zena iz Ljubije
su simboli¢an prikaz stanja drustva zabo-
ravljenih sredina. Na predmetima se nalazi
zastitni grb grada, ujedno i logo rudnika.

—sd & bg

The manhole cover, an object that serves to
protect the entry into the sewage, is here

a symbol of Ljubija today. We refer to the
“social sewage", for which someone must be
called to account.

Checkmate (a pun on the similar-
ity between Saht = manhole cover and sah =
chess, translator’s note) is an intervention in
public space, placed on several localities in
the city, in places where manhole covers are
commonly found.

Ljubija Kills is a sound installation
in space, a manhole cover dislocated from
public space into the space of the gallery and
transformed into a dining table for four.

I Don’t Hear, I Don’t See is an action
intended to help the women of Ljubija. It
consists of designer covers for eyes and ears
that can be bought at the exhibition from its
opening until the end, whereby the profit
will be donated to the women of Ljubija.
These hand-knitted objects, produced by the
women themselves, are symbols of the state
of the society in these forgotten regions. All
of them contain the town’s emblem, which is
also the logo of the mine.

—sd & bg
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Sandra Dukié, Boris Gla

Ljubija ubija, s prggentacije projek




Renata Poljak
VELIKA OCEKI VANJA GREAT EXPECTATIONS
Video, transfer s 16mm filma Video, transfer from a 16mm film
17 min 17 min
2005. 2005

Film simptomati¢nog naslova Velika
olekivanja, prati transformacije urbanog
krajolika - rezultate masovne izgradnje
i gradevinskog nasilja na hrvatskoj obali
tijekom zadnja dva desetljeca. Istovremeno,
umjetnica rekonstruira razvoj i transformac-
iju tog nasilja u vlastitoj sredini, od ratnog
nasilja do nasilja divljeg kapitalizma kroz
osobnu, rodno svijesnu perspektivu. Renata
to Cini istraZujudi tri generacije iste patrijar-
halne obitelji u tradicionalnoj dalmatinskoj
sredini. Cesto groteskna arhitektura koju
umjetnica promatra zapravo je prefigu-
racija erektivnog, Sovinisti¢kog hrvatskog
drustva u kojemu se dominacija patrijarhalne
nuklearne strukture ogleda u akumulaciji
nasilne intruzije u prirodni i urbani okolis.
Ovo dvostruko kodiranje usmjerava
narativ ispunjen ikonografijom tranzicijske
arogancije, pohlepe i post ratnih drustvenih
trauma. Jednako tako film se dotice novo
uspostavljene ‘moralnosti’ nove nacionalne
drzave i nerijetko pervertiranih nacina koji-

This film with a telling title Great Expecta-
tions tracks the transformations of an urban
landscape, which have resulted from mass
construction and architectural violence
on the Croatian coast during the past two
decades. At the same time, the artist has
reconstructed the evolution and transforma-
tion of that violence in her own midst, from
wartime violence to that of wild capitalism,
in her personal, gender-conscious perspec-
tive. Renata does that by investigating three
generations of the same patriarchal family
living in a traditional Dalmatian setting.
The often grotesque architecture that the
artist observes is actually a prefiguration of
the erective, chauvinist Croatian society, in
which the dominance of patriarchal nuclear
structure is mirrored in the accumulation
of violent intrusion into natural and urban
environment.

This double encoding directs the
narration, filled with the iconography of
transitional arrogance, greed, and post-war
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ma se u magli ratnog i post-ratnog bogaéenja
ostvaruje projekt ‘normalizacije’ i pripajanja
kapitalisti¢kom ‘progresivnom’ zapadu.
Implemantacija nekriticki usvojenih modela
‘napretka’ u ovim zemljama, dvadesetak
godina od uspostave nacija drzava ne stvara
uvijete za istinsku drustvenu transformaciju,
drustvo suoleno sa vlastitom proslosti veé
zastaje na velikim oéekivanjima koja i dalje
definiraju drustveni i individualni imaginarij.

- DeLVe

Ko-produkcija: Camera Lucida (Paris) Hrvatski filmski savez (Zagreb)
podrzali: Centre National de la Cinématographie (CNC) La Procirep
L’ANGOA - AGICOA, Ministarstvo kulture RH, uz sudjelovanje TV
France 2.

Direktor fotografije: Jean-Louis Vialard A.F.C.

social traumas. In a similar way, the film tack-
les the newly established “morality” of the
new national state and often perverted ways
in which the project of “normalization™ and
adhesion to the capitalist, “progressive” West
is realized in the haze of profit hunt during
and after the war. Implementation of uncriti-
cally adopted models of “progress" in these
countries, twenty years after the establishing
of nation states, does not create conditions
for a genuine social transformation, while
the society, facing its own past, is already
stuck with its great expectations, which
continue to define its societal and individual
imagery.

- DelVe

Co-production: Camera Lucida (Paris) and Croatian Cinema Associa-
tion (Zagreb)

Sponsored by: Centre National de la Cinématographie (CNC) La
Procirep ANGOA - AGICOA, Croatian Ministry of Culture, with
participation of TV France 2.

Director of photography: Jean-Louis Vialard A.F.C.



Renata Poljak
VELIKA OCEKIVANJA

Nakon §to sam deset godina promatrala arhitektonsko nasilje, po otocima i ko-
pnu u ‘novoj Hrvatskoj’, sa novim bogatasima i novom generacijom “pravih" ljudi
proizaslih iz rata, ideju za ‘Velika ofekivanja’ uspjela sam na poslijetku artiku-
lirati krajem 2004., u Amsterdamu, nakon Cetiri mjeseca provedena u Bolu na
Bracu.

U Bolu, za kojeg sam emotivno i geografski oduvijek vezana, uglavnom
sam provodila ljeta, a te sam se godine nekako zadrZala te ostala tamo ¢&itav rujan,
listopad i studeni.

Sudjelovala sam u jematvama, u prazninama otoc¢kog mjesta i Cinilo se
da nista nisam radila. Vrijeme je prolazilo, kako valjda prolazi na otocima, ¢ineéi
nas svjesnima svake minute koja bi mogla biti dosadna. Medutim, stapanje sa
prirodom i ritam te mirne praznine dovode do stanja uma u kojem vrijeme vise
nije urbana kategorija, ne mjeri se sastancima, guZzvom, ponedjeljkom, utorkom...
Tako me nista “konkretno™ tamo nije zadrZavalo ja te godine nisam mogla otiéi s
otoka. Zlatni Rat - kilometar i pol duga plaza na kojoj sam ¢itala Virginiu Wolf,
u malom mjestu, na malom otoku, u maloj zemlji, stopljena sa prirodom, sama
u beskrajnom pejzazu. OboZavala sam te kontradikcije i senzacije kroz koje sam
prolazila na otoku. Sve viSe me boljela nova izgradnja u tom pejzazu.

Nakon $to mije partner gotovo pod ultimatumom kupio avionsku kartu,
oti$la sam u Amsterdam i nakon 3 dana napisala scenariji za ‘Velika o¢ekivanja’.
Dislokacija i drugi kontekst; okruZenje prijateljima umjetnicima/umjetnicama,
muzejima i drugim radovima, a s iskustvom promatranja u Bolu, pomogli su ar-
tikulaciji ideje za film; jedna familija, muska loza. Kroz osobno iskustvo, kao i
Cesto u mojim radovima, pokusSati oslikati $iri drustveni kontekst. Jer politika,
rat, geografija, familija - sve je u meni, oko mene pa onda i u mom radu. Najkraci
sinopsis u jednoj redenici bi mogao izgledati ovako: ‘Velika oekivanja’ ée se bavi-
ti temom razli¢itih vrsta nasilja koja iz jedne generacije u drugu, u istoj muskoj
lozi, mijenja svoju formu pod utjecajem socijalno-politickog konteksta.

I) Otac od Kroja

Proslo svreno vrijeme - Socijalisti¢ka Jugoslavija (do moje 17-te godine). U fil-
mu “pri¢a" o didi tj. njegovoj socijalisti¢koj generaciji, o njemu kao direktoru
tvornice. Njemu osobno “dodjeljujem™ prvo nasilje - ono emotivno, pri¢ajuéi o
vremenu od 1950-tih do 1970-tih u Jugoslaviji, o njegovom macho svijetu u kojem
dvije “piSulje”, od kojih je jedna moja mama, prethode radanju dugo ¢ekanog
sina - nasljednika - Kroja (Kralja na hrvatskom).

Rodi se, ljudi! Rodi se, Rodi se kroj!

The King Is Born! - objavljuje moja nona kad se rada moj barba u malom selu u
dalmatinskoj zagori. U selu gdje se zna $to rade muskarci a $to rade Zene.

1) Kroj

Barba, roden pod tim pritiskom velikih oéekivanja u promjeni sistema iz socijal-
izma u divlji kapitalizam postaje jako uspjeSan (u financijskom smislu) za vrijeme
i odmah nakon rata.

To je vrijeme druge generacije, druga polovina 1990-tih, odmah nakon
rata; drugi politicki sistem, drugi sistem vrijednosti, novi mentalitet koji se u
filmu oslikava u novo izgradenim ku¢ama koje kao odijela odaju ukuse i socijalni
status vlasnika.

Filmska voZnja kuca u izgradnji, neurbaniziranih novo nastalih naselja,

RENATA POLJAK
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Renata Poljak
GREAT EXPECTATIONS

After having observed the architectural violence on both the islands and the
coast of “the new Croatia” for ten years, with new rich people and a new genera-
tion of the “right" people, all byproducts of the war, I could finally articulate my
idea for “Great Expectations". It happened in Amsterdam in 2004, following my
four-month stay in Bol, a small town located on the Island of Bral.

It was in Bol, a town I have always had emotional and geographical con-
nection to, where I spent my summers and that year in particular I had stayed for
the whole of September, October and November.

I took part in handpicking grapes during the harvest and was caught in
the monotony you can always find in small places, so it seemed as though I was
not doing anything.

Time was passing slowly, as it always does on islands I suppose, making
you aware of every minute of potential boredom. However, becoming one with
nature and the rhythm of the island and its steady calm, brings your mind to a
state in which measuring time through urban categories such as meetings, the
rush, Mondays and Tuesdays doesn't exist. Although I had no “real” reasons to
stay there for so long, I just couldn’t force myself to leave the island that year.
Zlatni rat (Golden Horn) is a kilometer and a half long beach on which I read Vir-
ginia Wolf. It is located in a small place on a small island of a small country. There,
I became closer to being one with nature, standing alone in the endless scenery.
I adored the contradictions and sensations I was able to find on the island. The
development of new buildings irritated me more and more.

When my partner bought me a plane ticket and sent it with sort of an
ultimatum, I flew to Amsterdam and three days after that, I wrote the script for
Great Expectations. The dislocation and being in a different context, being sur-
rounded by artists, friends, museums and artworks, together with my experience
of observing from Bol, all helped me to articulate the initial idea for the film:
“one family, one male blood line". Through my own experience, as is often the
case in my work, I tried to portray a wider social context. Politics, war, geogra-
phy, and family - it is all in me and around me, so it finds its way to my work as
well. The shortest one-sentence summary would look something like this: Great
Expectations deals with the subject of violence inherited through the male line
in one family, but the kind of violence that changes its form from one generation
to the next due to different socio-political contexts.

1) Kroj's (King’s) Father

The Past Simple Tense - Socialist Yugoslavia (till the time I was 17). The film talks
about my grandfather, that is, about the socialist generation and him as the CEO
of a factory at that time. I assign to him the emotional violence - referring to the
1950’s and the 1970’s in Yugoslavia and the macho world he lived in, in which
these two ‘pisulje’ (a derogatory term for girls in the Dalmatian dialect) (one of
whom was my mother) precede the birth of his long awaited son: Kroj (meaning
“king" in this Croatian dialect).

He’s is born! He’s is born! Kroj is born!

The King Is Born! - My nana announced when my barba (master of the house, my
mother’s brother) was born in a small village in Dalmatian Zagora, a village in
which men and women know their places well.

RENATA POLJAK



kaosa koji me u tom pejzaZu Dalmacije (kopna i otoka) podsjeca konstantno na
karijes koji nikad nece pro¢i ve¢ e boljeti, biti sve tamniji i s vremenom se sve
vise Siriti.

Kroj izmedu ostalog, i izmedu ostalih, gradi i kuéu u Bolu na Bracu,
ispred kuée svoje sestre (moje mame). Malu vikend kué¢u koja onda malo naraste
i zakloni nasu, potpuno. Gotovo! Sa naseg balkona do njithovog krova ima cca 10-
15 cm. Mama mi kaZe: Ne brini duso i ne pretjeruj, ovako ¢e nam barem biti hlad!
To podrZava i njena sestra, obje starije sestre od Kroja. Koli¢ina Zenske namjerne
gluposti u pravdanju muske agresije je takoder nesto $to se provladi cijelim fil-
mom. Arhitektonsko nasilje je nasilje druge generaciju ove iste muske loze, u
drugom politickom sistemu (sad kapitalizmu), u zemlji koja se sad drugacije zove
(Hrvatska). Arhitektonsko nasilje predstavlja centralni dio filma i ogleda se sada
u mom novom pogledu; umjesto na nebo, more i daleke otoke, sada je to pogled
na crveni krov, odmah tu, 10 cm ispred, zid od kupa.

Da se ne brinem kaZu, nema veze, to jei onako samo za par mjeseci
ljeti... A onda akumulirajucih godina, ali o tome nitko ne govori. To nije bitno,
sacuvajmo mir u familiji, ne reci nista, nasmijesi se i zaboravit ¢e$, naviknut ¢ée§
se. Ne znam kako kad ta kuéa daje konstantnu sjenu i hladno je i zimi se viSe ne
moZe dodi. Eto paine dolazimo, a i onako nismo bas esto ni isli, nego samo ljeti a
ti (ja) ono malo zimi. Sta ée ti to? Bolje ti je Splitu, kaZe mama i tako vrijeme ide.
Poslijeratno vrijeme prolazi, divlji tranzicijski kapitalizam postaje okrutni ne-
oliberalni kapitalizam, generalna atmosfera u zemlji, novih generacija je vise
na strani novih materijalnih vrijednosti, obrazovanje vie nije u modi; biznis i
zaradivanje $to viSe novca $ta brZe, bez obzira na posljedice je “in". Jer intelektu-
alci su siromasni i nitko ih ne razumije i ovako i onako.

11I) Krojev sin

Treca generacija iste muske loze. Prvo rodeni sin (ima ih tri - dok se nije rodila
djevojéica - kraljica) postaje skinhead i borbeni navijal Torcide (splitskoga kluba
Hajduk). Svida mu se to, osjeca se jak i moc¢an, pametan, Hrvat, bijeli nacionalista
Celave glave. Mamina sestra mi kaZe: Ma nije ti on skinhead, ne zna on §ta to znadi,
on misli da je to kao Snikers (€okolada). Svi se smiju - osim mene. Negacija prob-
lema je fantasti¢na. U filmu, trecoj generaciji iste muske loze pripada “fizi¢ko™
nasilje; acident u Dugopolju - grupa navijaca iz Splita protiv grupe navijaca iz
Zagreba - sukobljavaju se kod Dugopolja, zapalili su Zivog Covjeka u autu.

I onda....

Godine prolaze, na sve se navikavamo. Gotovinina slika stoji na Dioklecijanovu
zidu, ratni zlo¢inci u Haagu se proglaSavaju zastitnicima i herojima u Hrvatskoj,
njihove slike su svagdje, nasmijeSeni, u uniformi, stoje i tite Hrvate i novu
Hrvatsku i novi joj pripadajuéi mentalitet.

Moj rodak vise nije skinhead, sada ima 25 godina i lijepo je zaposlen u tatinom
poduzeéu u Zagrebu i najdraZe mu je kada zna da je u pravu (nakon $to sve dobro
provjeri) da ide i da vi¢e na zaposlenike koji su po hijerarhiji ispod njega ali koji
imaju 40 ili 50 godina. Provjeri, jo$ jednom provjeri i onda ide, vi¢e i uZiva...

o000

Zvuk za film koji sam radila u suradnji s Ramuntchom Mattaom jedan je od meni
najdraZih aspekata filma 'Velika ocekivanja'. Zelja mi je od pocetka bila da cijeli
film ima i zvuk kao poveznicu koji bi povezao tri generacije muske loze i dodao
jo¥ jedno Citanje. Cinilo mi se nepotrebno da zvuk govori isto to i slika i glas u

RENATA POLJAK
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1) Kroj

Barba, born in the time of great expectations and the change from socialism to
wild capitalism, becomes very successful (financially) during and right after the
war. It was the time of the second generation, in the second half of the 90’s, right
after the war, in a different political system and a changed system of values. This
new mentality is reflected in the movie with newly built houses which match the
tastes and social statuses of their owners. All the new houses being constructed,
new neighborhoods and the chaos of this newly arisen landscape in Dalmatia (on
the islands and the land) reminded me of a dental cavity that will only become
more painful, darker and will spread in time. My uncle, the Kroj, among other
things and among other people, builds a house on Bol, in front of his sister’s
(my mother’s) house. A small lodge that little by little become so big it cuts off
the view from our house completely. Done! There was approximately 10 to 15
centimeters from our balcony to their roof. My mother said to me: “Don’t worry
honey and don’t exaggerate, this way we at least get some shade!” Her sister,
older than her, also supports this, even though they are both Kroj’s seniors. The
amount of intentional absurdity that women will embrace in order to justify
male aggression is present throughout the movie. Architectural violence is the
violence of the second generation of the same male line in a new political system
(now capitalism) in a country with a new name (Croatia). Architectural violence
represents the central part of the film and is reflected in my modified ‘view’:
from looking at the sky, the sea and the islands to looking into a red tile roof,
right there, 10 centimeters away... They tell me not to worry, it doesn’t matter, it is
just for those couple of summer months per year... But then years accumulate without
anyone ever saying anything. It’s not important, we should keep the peace in the fam-
ily, do not say anything, you will forget about it, you'll get used to it. I just don’t know
how to get used to it, when the house creates a constant shadow and it is cold
inside because of it and you cannot visit during winter anymore. So we don'’t go
during winter months, it’s not like we used to visit a lot anyway, it was just over the sum-
mer, and only you (meaning me) visited for short periods over the winter. Why do you even
visit then? You are better off in Split in winter anyway says my mother and repeats the
same story for a while...

Then the postwar time comes and the wild transitional capitalism
transforms itself into a neoliberal one. The overall atmosphere in the country,
especially among the new generations, is one of new material values; the educa-
tion is no longer ‘in’, doing business and making as much money as possible, as
quickly as possible, not caring about the consequences is “in", because - intel-
lectuals are poor and no one gets them anyway...

11I) Kroj’s son

The third generation of the same male line. The firstborn son (there are three
sons, until a girl is born the queen) becomes a Skinhead and a fierce supporter of
Torcida (fans of Hajduk Split, a Croatian football club). He likes it; it makes him
feel strong, powerful and smart. A Croat, a white bald headed nationalist. My
mother’s sister tells me: “He’s not really a Skinhead he doesn’t know what that
means. He thinks its like Snickers (the candy bar).” Everyone laughs at this, but
me. Their absolute negation of the problem is fascinating. In the movie, this third
generation incorporates the “physical” violence; during an incident in Dugopolje
they lit a man in a car on fire (a group of football supporters from Split fought
against the supporters from Zagreb).

And then....

RENATA POLJAK



off-u, trebao mi je jo$ jedan aspekt. Ramuntcho je odmah shvatio film i aspekt koji 378
mi je nedostajao. U éetrnaestoj minuti filma pojavljuje se scena u kojoj se spaljuje

automobil (u trecoj generaciji - fizicko nasilje). Zvuk koji Cujemo tokom cijelog

filma se u toj sceni otkriva. Naime zvuk laganog pucketanje vatre nas prati, uz

moj glas u off-u i ambijentalni zvuk, od samog pocetka filma. Uz to nejednako

pucketanje, scene filmske voZnje po novo izgradenim ku¢ama postaju scene ar-

hitektonskog nasilja. Vatra se koristi i kao konceptualni okvir za film - kao sim-

bol okupljanja familije oko vatre u prvotnoj zajednici pa do vatre kao simbola

destrukcije.

Jean Luis Vilard (snimatelj) inzistira na no$enju svog rasklopnog krana
iz Pariza jer je lagan i uvijek moZe zatrebati. Tako nastaje meni jedna od najdrazih
scena filma, kada s kranom snimamo iz oéiju naratorice (mojih oéiju) sadasnji
pogled sa balkona, na sada jedino moguce - crveni krov ispred. Zahvaljujuéi teh-
nici krana kamera tj. pogled, polako se diZe, kamera nadilazi krov, otvara pogleda
na ono $to je tu prije bilo: plavo more s nasuprotnim otocima. Kran se zatim
ponovo spusta, vraca u moju realnost - nasilje pred nasim o¢ima.
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Years go by and we get used to everything. There is a picture of general Gotovina
on the Diocletian’s Wall; war criminals in Haag are considered protectors and
heroes in Croatia. Their pictures are everywhere, smiling and in uniform, stand-
ing there, protecting Croatia and the new Croatia and the new mentality that
goes with it.

My cousin is no longer a Skinhead. He’s 25 years old now and has a nice job in his
dad’s firm in Zagreb and likes to be right more than anything (after he double-
checks everything), so he can go and yell at the employees who are under him
and at least twice his age. He checks everything and then checks it once more and
then goes on to yell and enjoy himself.

ooo

The sound for the movie was done in collaboration with Ramuntcho Matt and
represents one of my favorite aspects of the movie. My wish from the beginning
was to have a sound that can link the three generations of the same male line
together and add another dimension to it. It seemed redundant to me for the
sound to just convey the same message as the images and the narration, so I
wanted to add an additional aspect. Ramuntcho understood the movie from the
start as well as its missing aspect. In the fourteenth minute of the movie there is
a scene in which a car is being put on fire (in the third generation i.e. the physi-
cal violence). The sound one can hear throughout the movie reveals itself in that
one scene. From the first minute of the film, aside from my voice and the ambient
sound, there is a fire crackling sound in the background. The scenes of driving
around the newly built houses (the architectural violence) are also accompanied
by this uneven fire crackling sound. Fire is used as a conceptual framework for
the movie; from being a symbol of family gatherings in prehistoric times it here
it symbolizes destruction.

Jean Luis Vilard (cameraman) insisted on carrying his crane from Paris
with him, because it is light and one never knows when they might need it. We used it
to shoot one of my favorite scenes in Great Expectations - the view from the nar-
rator’s eyes level (my eyes level) from the balcony to the only thing that can still
be seen from it, the red roof. Thanks to the camera on the crane the view reap-
peared above the roof, showing what used to be seen from the balcony before,
the blue sea and the islands on the other side. The crane then descends again,
back to my reality- to the violence before my eyes.

— translated to English by Jelena Baji¢

RENATA POLJAK



Abart, Mostar (Anja Bogojevié & Amila Puzié)

u suradnji s / in collaboration with DelLVe

ISTRAZIVACKI ARHIV
“NOGOMET METAFORA
ZIVOTA?"

Radionica, seminar, multimedijalna
instalacija

Nogomet metafora Zivota? predstavlja
istrazivacki projekt u okviru kojeg se
dogodilo nekoliko razli¢itih aktivnosti:
istraZivacki proces i radionica sa studentima/
icama sa Filozofskog fakulteta Sveucilista

u Mostaru i Nastavnickog fakulteta Uni-
verziteta “DZemal Bijedi¢", jednodnevni
seminar i dokumentarna izlozba na kojoj

su prikazani materijali sakupljeni kroz
istraZivacki proces/radionicu. Seminar je
zamiSljen kao zavr$na aktivnost projekta,

i njegov cilj je bio da se kroz predavanja,
prezentaciju dokumentarnog materijala i
javnu diskusiju na jednom mjestu objedine i
prikaZzu rezultati istraZivanja, te da se pokusa

RESEARCH ARCHIVE
“FOOTBALL - A METAPHOR
FOR LIFE?"

Workshop, seminar, multimedia installation

Football - A Metaphor for Life? is a research
project encompassing a number of different
activities. The first was a research carried out
by the students of the Faculty of Philosophy,
University of Mostar, and the Faculty of
Pedagogy at “DZemal Bijedi¢" University. It
was envisioned as a workshop including a
one-day seminar and a documentary exhibi-
tion where all the materials gathered during
the research process/workshop could be pre-
sented. The seminar was intended as the final
activity of the project, with an aim of unify-
ing and presenting the results of research

in one place through lectures, presentation
of the documentary materials, and a public
discussion. The purpose was to help develop
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razviti nova perspektiva u promisljanju na
temu konstituiranja kolektivnih identiteta
navijacke subkulture mladih koji se, prije
svega, prepoznaju i ogledaju u ritualnim
navijackim izvedbama i manifestacijama
simbolickog, a nerijetko i zbiljskog nasilja.
Format projekta Nogomet metafora Zivota?,
kao i svih pojedinaénih aktivnosti unutar
njega edukativno je koncipiran, s intencijom
da se kroz seminar analizira i interpretira
subkultura mladih navijackih skupina u kon-
tekstu bosanskohercegovacke socio-politicke
situacije, te da se uz komparativnu analizu
primjera iz Hrvatske pokuSa detektirati ko-
liko Cesto i pod kojim okolnostima manifest-
acije simboli¢kog nasilja eskaliraju u zbiljsko.

S obzirom da je relacija sporta,
navijacke subkukulture i nasilja ekstremnih
navijackih skupina neodvojiva od drustvenog
i politickog konteksta, ovaj istrazivacki
projekt, zamiSljen je kao platforma za
kriti¢ku refleksiju sada$njosti i imaginaciju
buduénosti u kojoj se ... sve tek treba dogoditi,
te tek ukazuje na potrebu da se ove fenom-
ene pocne sustavno preispitivati, promisljati
i diskutirati s aspekta razli¢itih drustvenih
znanosti i disciplina.

—ab &ap

a new perspective in reflecting upon the
subject of constructing collective identities
in the youth subculture of soccer fans, which
are primarily identified in and reflected as
ritual performances and manifestations of
the symbolic and often actual violence. The
format of the project and of all individual
activities that it consisted of were envi-
sioned in didactic terms, with an intention
of analyzing and interpreting the subculture
of young fan clubs in the context of Bosnian
and Herzegovinian socio-political situation,
as well as using the comparative analysis of
relevant examples from Croatia in order to
detect how often and in what circumstances
these manifestations of symbolic violence
escalate in an actual one.

Considering the fact that the rela-
tionship between sport, fan subculture, and
violence of extremist fan clubs is inseparable
from their social and political context, this
research project was conceived as a platform
for critical reflection on the present and for
imagining the future in which ... everything
is yet to happen. 1t also indicates the need of
conducting a systematic research on these
phenomena, as well as their analysis and
discussion from the angle of various social
sciences and disciplines.
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Anja Bogojevié¢ & Amila Puzié
NOGOMET METAFORA ZIVOTA?

I) Polazita

Nogomet metafora Zivota? istraZivacki je projekt realiziran kroz razli¢ite aktivnosti:
jednomjeseénu radionicu sa studentima/icama Univerziteta “DZemal Bijedi¢” i
Sveucilidta u Mostaru -, jednodnevni seminar i dokumentarnu izloZbu na ko-
joj su prikazani materijali nastali tokom istraZivatkog procesa. Format projekta,
kao i svih pojedina¢nih aktivnosti unutar njega, edukativno je koncipiran s pri-
marnom namjerom da se kroz njega analiziraju i interpretiraju subkulture mla-
dih navijackih skupina u kontekstu bosanskohercegovacke socio-politicke situ-
acije, te razvije nova perspektiva na konstituiranje kolektivnih identiteta kroz
navijacke rituale i manifestacije simboli¢kog, a nerijetko i zbiljskog nasilja. Neke
od polazisnih to¢aka u koncipiranju projekta bile su sljedece:

» Navija¢i sebe smatraju “dvanaestim igracem” koji direktno sudjeluje u igri,
utjeCe na njen tok i bez koga, na koncu, ta igra ne bi bila moguéa. Emocionalno
se identificiraju s klubom za koji navijaju, izjednacavajuéi ga s regijom, gradom,
vjerskom i nacionalnom pripadnosti. Stoga navijacku subkulturu mladih proma-
tramo kao Subjekt koji navijanje za odredeni klub koristi kao Objekt za formiran-
je kolektivnog identiteta.

» Navijacka skupina ne predstavlja koherentu i homogenu tvorevinu - unutar
nje se izdvajaju najaktivniji navijaci koji kolektivno i manje-viSe organizirano
iniciraju bodrenje i druge navijacke aktivnosti, pokuSavajuéi na taj nalin utjecati
na ostale navijale i publiku da prihvati njihove modele ponasanja. 2-

» Do devedesetih godina pro$log stolje¢a, a u velikoj mjeri i danas, rock, pop i
druga glazba, uz navijanje na sportskim stadionima, tvorili su one dominirajude,
najulestalije podloge i posredovanja mladim ljudima za stvaranje subkulturnih
stilova Zivota. 3~ Reprezent ovakve subkulture jeste navija¢ iz trenda *— na &ijem
smo stilu i modelu ponaSanja zasnovali ovo istraZivanje. >

Modeli pona$anja savremenih nogometnih navijaca, u okviru kojih promatramo
navijace iz trenda, ukazuju na Cinjenicu da ove navijacke skupine u prvi plan ne
stavljaju pruZanje podrske momcadi, ve¢ su prije svega usredotoéeni na ritualno
izraZavanje grupne identifikacije.

Promatramo li i definiramo spomenutu navijacku skupinu kao masu,
u onom smislu u kojem je o masi pisao Elias Canetti u knjizi Masa i mo¢ (Canetti
2008), onda navijalki ritual koji je od strane jedne skupine navija¢a usmjeren
prema van, moZemo smatrati jednom vrstom Zelje ili teZnje da se izade iz zat-

1_Univerzitet “DZemal Bijedi¢" je pod bo$njatkom, dok je 'Sveudiliste' u Mostaru pod hrvatskom ingerencijom.

2 Veé samim pogledom na dijelove tribina gdje se te skupine nalaze, moguce je uoiti kako izrazitu vecinu njihovih
¢lanova &ine mladi, stoga moZemo primijetiti da one predstavljaju tipiéni omladinski fenomen koji funcionira kao zaseb-
na subkultura.

3 Perasovi¢, Benjamin. 2001. Urbana plemena - sociologija subkultura u Hrvatskoj. Zagreb: Hrvatska sveucili$na naklada,
str.11.

4 Lali¢ (1993.) u studiji Torcida - pogled iznutra pronalazi &etiri tipa navijata; “navija¢-navijac”, *
“navijad-nasilnik” i “navijac-politicki aktivist".

navija¢ iz trenda®,

5 U Mostaru su aktivne dvije navijacke subkulture - Ultras i Red Army. Navijaca iz trenda u kontekstu dvaju lokalnih
navijackih skupina moZemo prepoznati na osnovu vizualnog identiteta koji proizlazi iz nacionalne pripadnosti kao pri-
marnog sredstva deklariranja i postajanja navijatem. Analizom lokalnih navija¢kih subkultura detaljnije ¢emo se baviti
u nastavku teksta.
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Anja Bogojevi¢ & Amila Puzié
FOOTBALL - A METAPHOR FOR LIFE?

1) Points of departure

Football a metaphor for life? is a research project conducted through various ac-
tivities: a one-month workshop for students of DZemal Bijedi¢ University and
Mostar University ' and a one-day seminar and a documentary exhibition at
which materials created during the research process were shown. The format of
the project and all the individual activities within it are educationally conceived,
the primary intention being to use the project to analyse and interpret the sub-
cultures of young supporters’ clubs in the context of the Bosnia and Herzegovina
socio-political situation and to develop a new perspective on the constitution of
collective identities through supporter rituals and events of symbolic and also
quite frequently actual violence. Some of the premises for the conception of the
project are as follows.

» Supporters consider themselves a twelfth man that directly takes part in the
game, has an effect on its course and without whom in the end the game would
be impossible. They identify emotionally with the club they support, identify it
with region, city and religious and ethnic affiliation. Thus we look at the sup-
porters’ subculture of the young as Subject that uses its support for a given club
as Object for the formation of the collective identity.

» A supporters’ group does not comprise a coherent and homogenous construct
- within one the most active supporters stand out, those who collectively and
in a more or less organised manner initiate the cheering and other supporters’
activities, endeavouring by so doing to affect the other supporters (fans) and the
public to accept their model of behaviour. 2-

» Up to the 1990s, and to a large extent today, rock, pop and other music, along
with supporters’ activities at sports stadiums created the dominant and most
frequent bases for and mediators of the creation of subculture styles of life for
the young. 3 A representative of this kind of subculture is the supporter who fol-
lows the trend, - on whose style and behaviour-model we based this research. 2

Models of behaviour of contemporary soccer supporters, within the frame of
which we watch trend-following supporters, show that these supporters’ groups
do not primarily focus on providing support for the team, rather are focused
primarily on the ritual expression of group identification.

If we look at and define the said group as a crowd, in the sense used by

| _DZemal Bijedi¢ University is under the authority of the Bosniak part, while Mostar University is controlled by the

Croatian entity.

2 Lali¢ (1993) in the study Torcida - pogled iznutra [Torcida - view from inside], finds four types of supporter: the pure
supporter, the trendy supporter, the hooligan supporter and the political activist supporter.

3 In Mostar there are two active supporters' subcultures - the Ultras and the Red Army. In the context of the two lo-
cal supporters' groups can be recognised pursuant to the visual identity that stems from belonging to an ethnic group
as primary means of declaring oneself and becoming a supporter. The sequel of the text will deal with a more detailed
analysis of the local supporters' subcultures.

4 A mere glance at the part of the stands where these groups are located will reveal that a marked majority of their
members consists of the young, which means we can consider them a typical youth phenomenon that functions as a

separate subculture.

5 Perasovi¢, Benjamin. 2001. Urbana plemena - sociologija subkultura u Hrvatskoj [Urban Tribes - sociology of subcultures in
Croatia]. Zagreb: Hrvatska sveulili$na naklada, p.11.
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vorenog okvira, tj. da se probiju zadate granice. "IzlaZenjem iz okvira", zatvorena
navijacka skupina pocinje da se ogleda u drugoj, $to predstavlja njen osnovni cilj,
jer je njena odrZivost uvjetovana postojanjem druge skupine - one se medusobno
odrZavaju i komentiraju. Stoga se moZe pretpostaviti kako je navijacki ritual
usmjeren prema van - prema javnosti i on se ne moZe odrZati bez specifi¢nih
oblika komunikacije s igra¢ima na terenu, drugim dijelovima publike, a osobito
bez suparnicke navijacke skupine.

Navijackim skupinama, dakle, treba odredeni ritualni model pona$anja,
padanja. Ne radi se o ritualu i njegovoj manifestaciji u izvornom - metafizickom
obliku i smislu, nego o simbolickom ponavljanju ritualnih radnji koje se sada
smijestaju u kontekst savremenog, neoliberalnog drustva zadobivajuéi nova
znacenja.

Nasilje ¢ini jedan od osnovnih konstitutivnih elemenata fenomena ek-
stremnog navijanja i pripadajuceg subkulturnog stila. Ono je viestruko uvjeto-
vano i rasprSeno na razli¢itim nivoima suparnistva i rivalstva, a od presudnog su
znacaja specifi¢ne drustvene okolnosti koje diktiraju prirodu tog nasilja. 0d njih,
dakle, zavisi da li e biti rije¢ o simboli¢kom ili stvarnom nasilju.

1) Lokalni kontekst

U nogometu se stvari kompliciraju zbog prisustva drugog kluba.
(Jean Paul Sartre)

Nasilje simboli¢nog karaktera prevladava kada dominiraju klupska ili grupna ri-
valstva, tj. rivalstva karakteristi¢na za sport, dok stvarna nasilja prevladavaju u
situacijama kada se isti¢u nacionalna i politicka rivalstva, odnosno rivalstva koja
se referiraju na Siri drustveni okvir, $to je u Bosni i Hecegovini najce$éi slucaj.
Perasovi¢ (2001) smatra kako je u skladu sa subkulturnom teorijom simbolitke
agresije moguce ustvrditi da navijacko nasilje, gledano u ¢jelini, u veéoj mjeri
ima simboli¢ki nego stvarni/realni karakter, premda u kontekstu istraZivanja
i analiziranja bosanskohercegovackih navijackih skupina ne moZemo iskljuditi
primjere u kojima je simboli¢ko navijacko nasilje poprimilo zbiljski karakter.

Bosna i Hercegovina je specifi¢na i nekoherentna socio-politicka za-
jednica, podijeljena na tri naroda/nacionalnosti. U Mostaru je ta specifi¢nost,
zbog transparentne podijeljenosti grada osobito izraZena. Ovakva situacija
pogoduje i osnaZuje agresivnost navijackog ponasanja. Postoji ipak i nepisani
kodeks pona$anja na tribinama i izvan njih, premda najaktivniji pripadnici loka-
Inih navijackih skupina Ultras i Red Army napominju da ih se veéina navijata ne
pridrzava.

0d navijaca smo saznali da ¢e uvijek stati na stranu svojih rivala kada
su u sukobu s policijom, a kada se radi o medusobnim sukobima nepisano je
pravilo da se ne upotrebljava vatreno oruZje ili noZevi, dok se palice i baklje toler-
iraju. No, stvarni dogadaji i zabiljeZeni primjeri zbiljskog nasilja medu lokalnim
navijatkim skupinama pokazatelji su kako se u praksi ova nepisana pravila ne
postuju.

Jedan od najpoznatijih incidenata dogodio se u Mostaru za vrijeme
odrZavanja utakmice izmedu Brazila i Hrvatske u lipnju 2006., u kojem je jedna
osoba tesko ozlijedena metkom iz vatrenog oruZja. Ozlijedeno je i Sest policajaca,
dok je 26 izgrednika privedeno. Neredi su izbili nakon $to se skupina navijaca,
nose(i obiljeZja hrvatske reprezentacije i deklarirajudi se kao navijaci hrvatske
nogometne reprezentacije, okupila na Spanjolskom trgu (mjestu nekadasnjih rat-
nih sukoba mostarskih Hrvata i Bo$njaka), te demolirala klupe na trgu, razbijajudi
reklame na okolnim objektima i napadajuéi vozila koja su prometovala tim di-
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Elias Canetti in the book Crowds and Power (Canetti, 2008), then we can consider
the supporters’ ritual that, on the part of some supporters, is outwards-directed,
just one kind of wish and aspiration to get out of an enclosed framework, to push
through the given borders. By getting out of the framework, an enclosed sup-
porters’ group starts to take its cue from another, which is its basic object, for
its sustainability is conditional on the existence of another group - they reflect
and comment on each other. Thus it can be assumed that the supporters’ ritual is
directed outwards - towards the general public and cannot be maintained with-
out specific forms of communication with the players on the field and with other
parts of the public and particularly cannot subsist without the rival supporters’
group.

Supporters’ groups, then, need a certain ritual model of behaviour, for
it can be read as a dream of a revival of a collective identity and collective sense
of belonging. 1t does not concern ritual and its manifestation in the original
metaphysical form and sense, rather of a symbolic reiteration of ritual actions
that are now placed in the context of contemporary neoliberal society and thus
take on new meanings.

Violence is one of the constitutive elements of the phenomenon of
extreme supporters’ activity and of the pertaining subculture style. It is condi-
tioned in many ways and diffused at various levels of rivalry and competition; of
crucial importance are the specific social circumstances that dictate the nature
of this violence. For they determine whether there will be symbolic or actual
violence.

1) Local context

In football, things get complicated because of the presence of the other club.
(Sartre)

Symbolic violence prevails when club or group rivalries are dominant, i.e. this
is the rivalry that characterises sport itself, while real violence is uppermost in
situations when it is ethnic [national] and political rivalries that are highlighted,
that is, rivalries that draw upon the broader social setting, which is most often
the case in Bosnia and Herzegovina. Perasovi¢ (2001) thinks that in accordance
with the subculture theory of symbolic aggression it is possible to say that sup-
porter violence, looked upon as a whole, has a greater symbolic than actual char-
acter, although in the context of research into and analysis of the Bosnia and
Herzegovina supporters’ groups we cannot exclude examples in which symbolic
supporter group violence takes on an actual character.

Bosnia and Herzegovina is a particular and incoherent socio-political
community divided into three ethnicities. In Mostar, this specific aspect, because
of the patent division of the city, is particularly well expressed. Such a situation
underpins and strengthens the aggressiveness of supporters’ conduct. Still, there
is an unwritten code of conduct on the stands and outside, although the most
active members of the local clubs, the Ultras and the Red Army, say that most of
the supporters do not adhere to them.

We found out from the supporters that they will always help out their
rivals in the event of a clash with the police, and when it is to do with inter-
club conflicts, it is an unwritten rule that firearms and blades are not to be used,
while clubs [i.e. cudgels] and torches are tolerated. But real events and recorded
examples of actual violence among local groups of supporters indicate that in
practice these unwritten rules are not honoured.

One of the best known incidents happened in Mostar during the time of the Bra-
sil versus Croatia match in June 2006, in which one person was gravely wounded
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jelom grada. Na to okupljanje odgovorila je skupina mladica iz isto¢nog (veéinski
bosnjackog) dijela grada koji su se deklarirali kao navijali reprezentacije Brazila.
Dvije skupine su se sukobile masovnim bacanjem kamenja i drugih predmeta pri
Cemu je nalinjena fizicka i materijalna $teta na okolnim objektima.

Drugi incident u kojem je do$lo do eskalacije simbolickog nasilja u
ono zbiljskog karaktera dogodio se u lipnju 2008. godine, po zavrSetku utak-
mice izmedu reprezentacija Turske i Hrvatske. Povremenim reakcijama viSe od
600 policajaca i pripadnika specijalne policije sprijedena je eskalacija sukoba i
kontakt izmedu suprotstavljenih navijatkih skupina. U tu¢njavi je povrijedeno
Sesnaest policajaca i privedeno Sesnaest maloljetnika.

Osim pasioniranih navijackih skupina koje brane boje reprezentacija
Bosne i Hercegovine, Hrvatske, Brazila i Turske, za olekivati je da ¢e se u Mo-
staru uskoro pojaviti i Zestoki navija¢i Mongolije, Kenije, Mozambika i Kazah-
stana, kako Setaju gradom i nose svoja, ili pak njihova nacionalna obiljeZja. Sto-
ga moZemo zakljuciti kako Sartreova izjava da se u nogometu stvari kompliciraju
zbog prisustva drugog kluba, predstavlja sinegdohu situacije u redovima lokalnih
navijackih skupina.

111) Sa radionice

Navijacki ritual kao zaseban, neovisan svijet igre i simbolickih suprotstavljanja
Navijacki ritual kao zaseban, neovisan svijet igre i simbolickih suprotstavljanja na-
ziv je radionice i dokumentarne izloZbe, kroz koju su se studenti/ice bavili
istraZivanjem, sakupljanjem i arhiviranjem materijala koji su se odnosili na pro-
pitivanje razli¢itih aspekata lokalnih navijackih skupina - Ultras &— i Red Army
Z_, nastojedi na taj nalin doéi do relevantnih podataka o genezi ovih navijatkih
skupina, zatim do arhivske grade koju njeni ¢lanovi posjeduju, i pokusavajuéi, na
koncu, do¢i do vlastitih interpretacija ovog fenomena kroz razli¢ite umjetnicke
koncepte. 1zloZba je predstavila materijale generirane radionicom, prezentirane
u formi audio, vizualnih i tekstualnih zapisa, Cije fragmente navodimo umjesto
zakljucka, a s obzirom da je ovaj istrazivacki projekt zamisljen kao otvorena plat-
forma za kriti¢ku refleksiju sada$njosti i imaginaciju buduénosti, te tek ukazuje
na potrebu da se ove fenomene pocne sustavno preispitivati, promisljati i dis-
kutirati s aspekta razli¢itih drustvenih znanosti i disciplina.

Vladimir Corié: Nogomet metafora Zivotal, tekst

Iz pozicije bivieg pasioniranog navijaca Ultras-a autor se u tekstu bavio fenom-
enom nogometa kao 'najvaznije sporedne stvari na svijetu'. Paradigma, koja po
njemu predstavlja objasnjenje ovog fenomena, krije se u navija¢kim skupinama.
Autor potkrijepljuje tu tvrdnju &injenicom da bez navijaca i njihovih rivaliteta
nogomet gubi na svojoj energi¢nosti i utjecaju. Cori¢ smatra kako navijaci i navi-
janje sami po sebi ne predstavljaju nesto loSe, ali da u odnosu na specifi¢ni socio-
politi¢ki kontekst Mostara, poprimaju ekstremne oblike rusilackog djelovanja.
Cinjenica da su se ovdje tijekom rata devedestih odvijali brutalni medunacionalni
sukobi uveliko je utjecala na ponasanje lokalnih navijatkih skupina, koje su pak
podlozne politi¢kim i medijskim manipulacija. “Grad koji bi sebe u svijetu mogao

6 Navijatka skupina Ultras postoji od 1994. godine, a formalno-pravno Klub navijaca Ultras-Zrinjski Mostar (najprije Zrinje-
vci) utemeljen je u oZujku 1998. godine. Prve prave prostorije, caffe bar i fan shop Kluba navijaca Ultras - Zrinjski Mostar
otvorene su pocetkom oZujka 2006. godine. Do tada su se navijadi Zrinjskog okupljali i redovite sastanke odrZavali ili na
stadionu, ili u nekim od gradskih caffe barova.

7_Red Army je naziv za navijacku skupinu FK Velez, Fudbalski klub VeleZ je od svog nastanka 1922. godine, imao svoje
navijaCe. Prva organizovana navijatka skupina nastala je 1981.godine pod imenom Crveni Sejtani, a povod za njeno os-
nivanje bilo je uestvovanje i pobjeda Veleza u 'Kupu Mar3ala Tita' protiv sarajevskog Zeljeznicara. Do preimenovanje
navijacke skupine u Red Army dolazi 1986. godine, poslije finala Kupa koji je VeleZ odigrao protiv Dinama.
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with a bullet. Six policemen were injured, and 26 hooligans were remanded. The
disorder broke out after a group of supporters wearing emblems of the Croatian
team and declaring themselves to be supports of the Croatian national team gath-
ered in Spanjolski trg (site of the war conflicts between the Croats and Bosniaks
of Mostar in the 1990s) and demolished benches on the square, smashing adverts
on surrounding structures and attacking vehicles moving in that part of the city.
A group of youngsters from the eastern (i.e. mainly Bosniak) part of the city, who
had pronounced themselves “for" the Brazil team, responded to this assembly.
The two groups clashed, and many stones and other objects were thrown, physi-
cal and financial damage being caused to the surrounding structures.

A second occasion on which there was an escalation of symbolic into
actual violence occurred in June 2008 after the end of a match between Croatia
and Turkey. With occasional reactions from more than 600 police officers and
police special forces any escalation of the conflicts and contact between the op-
posed groups was forestalled. In the punch-up, sixteen policemen were injured
and sixteen juveniles were remanded.

Apart from impassioned supporters’ groups that support the colours
of the teams of Bosnia and Herzegovina, Croatia, Brazil and Turkey, it is expected
that quite soon in Mostar there will be ferocious supporters of Mongolia, Kenya,
Mozambique and Kazakhstan, who will stroll around their city and carry these
teams’ or their national emblems. For this reason we can conclude that Sartre’s
statement that in football things are complicated by the presence of the other
club is a synecdoche for the situation that unfolds in the ranks of the local sup-
porters’ clubs.

I1I) From the Workshop

The supporters’ ritual as a separate, independent world of play and symbolic oppositions
The supporters’ ritual as a separate, independent world of play and symbolic oppositions
is the title of a workshop and a documentary exhibition through which the stu-
dents dealt with research, collection and archiving of material that relates to
the testing out of various aspects of the local supporters’ groups - the Ultras
¢ and the Red Army 2, trying in this manner to arrive at relevant informa-
tion about the genesis of these clubs, then to come by archival records that their
members possess and finally trying to arrive at their own interpretations of this
phenomenon through diverse artistic concepts. The exhibition presented ma-
terials generated in the workshop, presented in the form of audio, visual and
textual records, excerpts from which we cite instead of a conclusion, since this
research project was imagined as an open platform for critical reflection on the
present and imagination of the future, and only just indicates the need for these
phenomena to be systematically tested out, thought through and discussed from
aspects of various social sciences and disciplines.

Vladimir Corié: Football a Metaphor for Life, text.
From the position of a former impassioned member of the Ultras supporters the

6 The Ultras have existed since 1994. In formal terms, the supporters' club called Ultras-Zrinjski Mostar (earlier, the
Zrinjevci) was founded in March 1998. The first real premises, the cafe bar and fan shop Supporters' Club Ultras-Zrinjski
Mostar was opened in early March 2006. Up to that time the Zrinjski supporters met and had their regular meetings at
the stadium or in some of the city's cafes.

7 The Red Army is the name for the supporters' group of the VeleZ FC [or VeleZ FK]. VeleZ has had its supporters since its
foundation in 1922. The first organised group came into being in 1981 and was known as the Red Satans; it was founded
to mark the participation of VeleZ, and its victory in, the Marshal Tito Cup against Sarajevo's Railwaymen. The name
of the supporters' group was changed to the Red Army in 1986 after the final of the Cup in which VeleZ played against
Dinamo [Zagreb].
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promovirati pod sloganom: “Huliganizam-turizam®, trpi veoma teke posljedice.
Hode li se desiti da se Mostarci zatvore u kuée kada se odigrava utakmica izmedu
Ghane i Obale Slonovace? S obzirom na dosada3nje iskustvo, te inertnost i zatu-
pljenost mladih, ni taj scenarij nije isklju¢en. Nogomet i religija bore se za pr-
vaka oblikovanja svijesti i miSljenja rezigniranih gradana, a do sada su rezultati
izjedna&eni. (iz teksta Nogomet metafora Zivota!, Corié, 2010).

Jasenko Delié: Jedanaesterac sa tribina, tekst

& Almir Halil¢evié: Jedanaesterac sa tribina, ilustracija za tekst

Jasenko Deli¢ tijekom radionice piSe o navijatkim skupinama u Mostaru, u
kojoj na ironi¢an nalin mijenja stvarne i fiktivne podatke lokal-patriotskih
navijatkih skupina Ultras i Red Army. HSK Zrinjskom autor atribuira epitet najs-
tarijeg nogometnog klubana prostoru cijele BiH, te piSe o njegovoj temperament-
noj navijatkoj skupini &iji zanos Zesto izlazi iz okvira sportskog ponasanja, kao
i samog stadiona. Kako bi izbjegao pristranost autor nam pise i o nogometnom
klubu rodenom na mostarskoj poljani i nazvanom po planini VeleZ. Kao glavne
protagoniste i izvore problema u gradu navodi navijacke skupine, koje zajedno s
drugim nevoljama postaju tesko breme za sve slabija “klupska leda".

Marina Papié: Biti Red Army (audio zapis, 7°)

Marina Dapié razgovarala je s jednim od navijaca navijacke skupine Red Army.
On odgovara na pitanja o razlogu i nadinu na koji se pripada ovoj navijackoj
skupini, te o njihovom odnosu prema navijackoj skupini Ultras. Sugovornik
naglaSava kako istinski navijali Red Army-a, Ultrase ne smatraju pravim rivalima,
nego kvazi- navijacima kvazi-kluba koji je formiran radi Sirenja faSizma, te da su
pjesme koje im upuduju za vrijeme utakmice jedan od rijetkih nacina kroz koji
iskazuju odnos (rivalitet) prema njima. Takoder navodi kako strateski ne nastoje
povrijediti protivni¢ku navijacku skupinu, jer se smatraju antifaistima koji se
bore za jednakost svih gradana u gradu.

Kathryn Hampton i Robert Jandrié Gradski derbi VeleZ - Zrinjski 2009
(dokumentarni film, 23’)

20.10.2009. na Stadionu pod Bijelim brijegom odrZan je gradski derbi izmedu HSK
Zrinjski i FK VeleZ. Prije derbija tim AbraSMEDIA, Omladinskog kulturnog centra
Abrasevié iz Mostara, posjetio je navijale oba kluba i zabiljeZio pogled iznutra - in-
tervjuom s vodom navijaca VeleZa, dokumentiranjem njihove navijacke skupine
prije i za vrijeme trajanja derbija, te kroz posjetu i intervju s jednim navijaem
Zrinjskog, koji je zahtijevao da ostane anoniman.

Mostarski derbi je prosao bez problema, medutim istoga dana u Sirokom Brijegu
smrtno je stradao navija Fudbalskog kluba Sarajevo Vedran Puljié.

Marija Kolobarié i Josip Viskovié: Jebo vas vas fudbal i nogomet

(video dokumentacija javne akcije, 2'11")

Javna akcija Jebo vas vas$ fudbal i nogomet s jedne strane predstavlja direktnu kri-
tiku masovih medija koji ovom sportu pridaju enorman znacaj, i koji su zasluzni
za njegovu globalnu ekspanziju; s druge pak strane predstavlja osobnu reakciju
na lokalni kontekst u kojem se nogomet koristi kao alat za potpirivanje etno-
nacionalnih tenzija.

Zeljka Kutle i Sabina Maslo: Vizualni identiteti lokalnih navijackih skupina
(dvije slike, dim. 120X90)
Autorice primije¢uju kako lokalne navijacke skupine Ultras i Red Army svoje iden-

titete najéesce ispoljavaju kroz street art. Prilikom istraZivanja grafita, dolaze do
zakljucka kako su oni u velikoj mjeri nacionalno obojeni i kontaminirani razli¢itim
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author dealt in this piece of writing with the phenomenon of football as the most
important irrelevant thing in the world. The paradigm explaining the phenom-
enon is hidden in the supporters’ groups. The author backs up this claim with the
fact that without the supporters and their rivalries soccer would lose its energy
and impact. Corié thinks that the fans and their supporting activities do not rep-
resent something bad per se but that in connection with the specific socio-politi-
cal context of Mostar they take on extreme forms of destructive activity. The fact
that here, during the war of the nineties, brutal inter-ethnic conflicts went on
has had a great influence on the behaviour of local supporters’ clubs, which are
furthermore subject to political and media manipulations. “The city that might
be able to sell itself in the world through the motto of “Hooligan tourism" suf-
fers very severe consequences. Will Mostar people have to shut themselves up in
their houses when a match between Ghana and the Ivory Coast takes place? Con-
sidering experience to date, and the inertia and desensitisation of the young, this
scenario cannot be ruled out. Football and religion are fighting to be champions
of the public’s awareness and thinking, while the citizens themselves have more
or less given up, and so far the result is a tie.

Jasenko Delié: Penalty from the Stands, text

& Amir Halil¢evié: Penalty from the Stands, illustration for text

Jasenko Deli¢ during the workshop wrote about the supporters’ clubs in Mostar,
in an article in which in an ironical way he exchanges the real and fictitious data
of the local patriotic supporters’ groups the Ultras and the Red Army. The author
gives HSK Zrinski the label of the oldest soccer club in the whole of Bosnia and
Herzegovina and writes of its high-strung supporters’ club the ardour of which
often escapes the framework of both sporting behaviour and the physical actual
stadium. In order to avoid taking sides the author writes about a soccer club born
on the Mostar poljana and named after Mt VeleZ. He gives the fans as the main
protagonists and sources of problems in the city. Together with other troubles,
they are an ever heavier burden on the increasingly feeble club’s back.

Marina Papié: To be the Red Army (audio recording 7°)

Marina DPapi¢ talked with one of the supporters of the Red Army. He replied to
questions about the reason for and the manner of belonging to this supporters’
group, and their attitude towards the Ultras supporters’ group. He says that real
Red Army members do not consider the Ultras real rivals, rather quasi-support-
ers of a quasi-club that was set up for the sake of disseminating fascism, and that
the songs that they direct at them during a match are one of the few ways in
which they show their attitude (their rivalry) to them. He also says that strategi-
cally they do not try to hurt the opposing supporters’ group, for they consider
themselves anti-fascists who fight for the equality of all in the city.

Kathryn Hampton and Robert Jandrié: City Derby - VeleZ - Zrinjski 2009
(documentary film, 23")

On October 20, 2008, at the Bijeli brijeg stadium the local derby between Zrinjski
FC and VeleZ SC was held. Before the derby the team of AbrasMEDIA, Abrasevié
Youth Culture Centre of Mostar, visited the supporters of each club and recorded
inside views - an interview with a leader VeleZ supporter, documentation of this
supporters’ group before and after the derby, and through a visit to and inter-
view with one Zrinjski supporter who preferred to be anonymous. In fact, the
Mostar derby passed off without any problems; on the same day, in Siroki Brijeg
a supporter of Sarajevo FC, Vedran Pulji¢, was killed.
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politi¢kim porukama i sadrZajima. Kako bi dokazale da se politika i politi¢ke ma-
nipulacije reflektiraju na odabir i sadrZaj vizualnog identiteta ovih navijackih sk-
upina, poigrale su se s njihovim ikonografijama tako $to su na slikama zamijenile
njihova formalna mjesta, postavljajuéi pitanje da li grb jedne navijacke skupine,
koji je istrgnut iz vlastitog konteksta i apliciran u drugi - protivnicki, gubi svoje
znalenje, prvotnu poruku i smisao?

Stefan Marinovié: Virtualni identitet/i lokalnih navijackih skupina

(3 foto printa, dim. 50X35)

Ovo istraZivanje fokusiralo se na koriStenje interneta kao sredstva samopropa-
gande navijackih skupina. Internet je danas forum za vise od 300 milijuna ko-
risinika u cijelom svijetu, i samim tim platforma za razli¢ite nacionalne, rasisticke,
nasilne i druge ekstremne skupine. Marinovi¢ je istraZio internet stranice i fo-
rume lokalnih navijackih skupina, kako bi ispitao da li, i u kojoj mjeri opseg i
sadrZaj poletnih stranica poziva na zlo/upotrebu nogometa kao platforme za
propagiranje mrZnje, etno-nacionalisti¢ke propagande i nasilnih aktivnosti.
Analiza i rad na ovoj temi jo$ uvijek traje.

Andela Prnjak Sta znai biti Ultras - pogled iznutra, tekst

Esej Sta znaci biti Ultras - pogled iznutra, Andela je napisala na osnovu intervjua
koje je vodila s najaktivnijim Ultrasima kako bi, parafrazirajudi i citirajudi odgov-
ore, pokusala $to vjerodostojnije prikazati njihovo gledanje na njihovu navijac¢ku
skupinu. Autorica se bavi konstitutivnim elementima neophodnima za postojanje
jedne navijacke skupine kao §to su: voda navijaca, udarni transparent, navijacke
podgrupe, dress code i navijacki uzori. Nasilje predstavlja tamnu stranu navijanja
u kojoj sudjeluju sve podgrupe Ultrasa, a za najZe$ée neprijatelje smatraju grad-
ske rivale Red Army, tuzlanske Fukare, te sarajevske Manijake i Horde zla. Pasion-
irani navija¢ Ultrasa, koji je zahtijevao da ostane anoniman navodi: “Iskusili smo
i ono najbolnije, a to je zabrana praéenja naseg kluba na gostovanjima od strane
policije.”

Nikola Roné&evié: Ne/mogucénost navijanja bez mrznje i nasilja, tekst

Roncevi¢ propituje porijeklo navijackih skupina kao proizvoda urbanih sredina,
te navodi kako su iste zapravo imitacija gesti koje su izvodila prvotna plemena.
“Ugoda koja se osjeéa kroz pripadnost je privlana i iskonska, i predstavlja odraz
Zelje za primitivnom i “opipljivom" mo¢i i proZivljenim iskustvom zajednistva.
A huliganizam? To je stanje trenutka, stanje ludila i pretjerane emocionalnosti.
Stanje nasilja.”

Marko Tomas: Nogomet je rat drugim sredstvima, tekst

Toma$§ piSe o utjecajima, pozitivnim i negativnim efektima nogometa,
komparirajuéi recentne primjere iz Bosne i Hercegovine i Hrvatske. Smatra kako
je hrvatski klupski nogomet u dugogodi$njoj agoniji, ali kako su najbitniji akteri,
koji su zasluZni za plasman dva najveca hrvatska kluba u Euro ligu bili jedan Bo-
sanac, Senijad Ibri¢i¢ te jedan Hercegovac, Vahid HalilhodZi¢. “U zagrebackom
Jutarnjem listu osvanuo je naslov iz pera Tomislava Zidaka, koji je glasio: “Nema
stranca do Bosanca". Svi hrvatski mediji u svojim sportskim rubrikama bavili
su se, skoro isklju¢ivo, likom i djelom ova dva bosanskohercegovacka sportasa.
Isti se proces u istom trenutku odvijao u bosanskohercegovalkim medijima.
Svi polinju pratiti pomalo zaboravljene jugoslavenske sportske gigante, a ra-
zlog njihovog zanimanja upravo su uspjesi “nasih zemljaka” Vahida i Senijada.”
U mostarskim i sarajevskim kafanama, ponovno se pri¢a o Hajduku i Dinamu.
Bosanskohercegovacke televizije se bore za preuzimanje prijenosa njihovih eu-
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Maria Kolobari¢ and Josip Viskovié: Screw your football and soccer

(video documentation of a public action, 2’ 11°)

The public action Screw your football and soccer & is on the one hand a direct criti-
cism of the mass media who impart such enormous importance to this sport, and
that are responsible for its global expansion; on the other hand it is a personal
reaction to the local context in which the game is used as a tool for stoking-up
ethnic/national tensions.

Zeljka Kutle and Sabina Maslo: Visual identities of local supporters’ groups

(two paintings, dim. 120 x 90 cm)

The authors observe that the local supporters’ groups the Ultras and the Red
Army most often express their identities through street art. While doing research
into the graffiti they came to the conclusion that they are to a great extent eth-
nically tinged and contaminated with various political messages and contents.
In order to show that politics and political manipulations are reflected in the
choice and contents of visual identities of these groups, they played with their
iconographies, by switching their formal places on the paintings, asking whether
the coat of arms of one supporters’ group, ripped out of its own context and ap-
plied onto another, the adversary’s, loses its meaning, its original message and
purpose.

Stefan Marinovié: Virtual identity/ies of local supporters’ groups

(3 photographic prints, dim. 50 x 35 cm)

This research focused on the use of the Internet as a means for the self-advertis-
ing of the supporters’ groups. The Internet is today a forum for more than 300
million users worldwide, and ipso facto a platform for various nationalist, racists,
violent and other extreme groups. Marinovi¢ explored Internet sites and forums
of local supporters’ groups, in order to test out whether, and if so how much, the
range and content of the home pages invited the ab/use of football as platform
for propagating hatred, ethnic-nationalist propaganda and violent activities.
Work on and analysis of this topic is ongoing.

Andjela Prnjak: What it means to be an Ultras - a view from inside, text

Andjela wrote the essay What it means to be an Ultras - a view from inside on the
basis of an interview she had with the most active Ultras so as, rephrasing and
quoting their answers, to try to present as faithfully as possible their own view-
point of their group. She deals with the constitutive elements essential for the
existing of a supporters’ group: leader of the supporters, banners, subgroups of
supporters, dress code and supporters’ models. Violence represents the dark
side of supporters’ activity, in which all the subgroups of Ultras take part, who
take the city rivals the Red Army, the Fukaras from Tuzla, and the Manijaks and
Horde of Evil from Sarajevo as their main enemies. An impassioned Ultras mem-
ber, who wanted to be anonymous, says: “We have tried out what hurts most, and
that is being forbidden to go to away matches by the police".

Nikola Roncevié: The Im/possibility of cheering without hatred and violence, text

Roncevil tests out the origin of supporters’ groups as product of urban milieus
and says that they are an imitation of gestures carried out by the original tribes.
“The pleasure that is felt by belonging is attractive and primordial, and it is a
reflection of the desire for primitive and tangible power and experienced feeling
of community. Hooliganism? This is a matter of a moment, a state of madness and

8 In fact, these two words for the same game represent the different terms used in Bosnian/Serbian and in Croatian
language respectively - t.n.
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ropskih utakmica, a sve kako bi drustvo moglo pratiti “nase"”. Kroz njihove uspje- 392
he navijadi Zive vlastite snove, potvrduju svoju superiornost u odnosu na druge,

te se izdiZu iznad svoje, obi¢no turobne, svakodnevice. Ovo su tek crtice, osnov za

platformu u okviru koje Tomas raspravlja o uskoj povezanosti nogometa i lokal

patriotizma, na nasim prostorima, neodvojivog od nacionalizma.

Literatura

> Canetti, Elias. Masa i mo¢.

www.4shared.com/document/TFOLG8lh/Elias_Canetti_-_Masa_i_moc.html (15.08.2008)

- Lali¢, DraZen. 1993. Torcida - pogled iznutra. Zagreb: AGM.

- Lali¢, DraZen i Biti, Ozren. 2008. Politika, sport i nasilje: Cetverokut sporta, nasilja, politike

i drustva, u Politicka misao, Vol. XLV, br. 3-4, str, 247-272.

- Ortega y Gasset, Jose. 2003. Pobuna masa, prev. Duska Geri¢ Koren. Zagreb: Golden marketing.

» Perasovi¢, Benjamin. 2001. Urbana plemena - sociologija subkultura u Hrvatskoj. Zagreb: Hrvatska sveutilisna naklada.
» Zanié, Mateo. 2007. VaZnost rituala u poslijeratnom razdoblju: primjer Vukovara,

Polemos Casopis za interdisciplinarna istraZivanja rata i mira, br. 10, 73-90. Zagreb: Hrvatsko

socioloko drustvo i NakladaJesenskiiTurk.

Nogomet metafora Zivota?, iz
arhiva radionice. / Football - A

Metaphor for life?, from the
workshop archive.

ABART, MOSTAR IZLOZENOSTI



393

EXPOSURES

exaggerated emotion. A state of violence".

Marko Tomas: Football is war with other means, text

Tomas writes about the influences, the positive and negative effects of football,
comparing recent examples from Bosnia and Herzegovina and Croatia. He thinks
that the Croatian club game is in a long-term decline, and that the most es-
sential actors responsible for putting the two biggest Croatian clubs in the Euro
League were a Bosnian, Senijad Ibri¢i¢ and Herzegovinian, Vahid Halihodzi¢. “In
Zagreb’s Jutarnji list a headline once appeared written by Tomislav Zidak that
said Nema stranca do bosanca (No alien like a Bosnian). All the Croatian media in
their sports columns were soon dealing only with the personalities and activities
of these two Bosnia and Herzegovina sportsmen. The same process at the same
moment went on in the Bosnia and Herzegovina media. All started to follow the
somewhat forgotten Yugoslav sporting giants, and the reason for their interest
was in fact the success of “our guys", Vahid and Senijad. In the Mostar and Sa-
rajevo cafes there was once again discussion of Hajduk and Dinamo. Bosnia and
Herzegovina televisions were fighting for the right to transmit their European
games, and all just so that the society could watch “our guys". Through their suc-
cesses, the fans live their own dreams, act out their own superiority over others,
and rise up above their usually dire everyday life. This is just a sketch, a basis for
a platform within the framework of which Tomas discusses the close connection
of football and local patriotism, which, in this country, are too inseparable from
nationalism.

— translated to English by Graham McMaster
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Amel Ibrahimovié

SAN MARINO 2005

Video
2008.

U junu 2005 godine, putovao sam u San
Marino (Italija) zajedno sa grupom bosan-
skih fudbalskih navijaca, koji sebe nazivaju
BHFanaticos. Oni su izbjeglice iz BiH i Zive u
Skandinaviji, kao i ja. Redovito putuju na sve
internacionalne utakmice bosanske repr-
ezentacije.

— ai

SAN MARINO 2005

Video
2008

In June 2005, I travelled to San Marino to-
gether with a group of Bosnian soccer fans,
who call themselves BHFanaticos. They are
refuges from Bosnia and Herzegovina living
in Scandinavia - just like me - and they regu-
larly travel to see all international matches
played by the Bosnian representation.

—ai
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OVO JE ZEMLJA ZA NAS - THIS IS THE LAND FOR US -

PRIJEDLOG ZA HIMNU BOSNE PROPOSITION FOR THE

[ HERCEGOVINE ANTHEM OF BOSNIA AND
- HERZEGOVINA

Ovo je zemlja za nas

Ovo je zemlja za sve nase ljude This is the land for us

Ovo je kuca za nas

Ovo je kuca za svu nasu decu
Pogledaj me, o pogledaj me
Ocima deteta.

U zemlji vidim spas

Iz sna me budi glas koji prepoznajem

Dok grane miluju nasa tela
Dok senke prave pokrov za nas
Pogledaj me, o pogledaj me
Ocima deteta.

Cujem: vrati se, Cujem: ostani
Cujem: vrati se - dozvoli mi!
Cujem: vrati se, cujem: ostani
Cujem: vrati se - oprosti mi!

U svakom porazu

ja sam video deo slobode

I kad je gotovo

Za mene, znaj, tek je pocelo
Pogledaj me, o pogledaj me
O¢ima deteta.

Cujem: vrati se, cujem: ostani
Cujem: vrati se - dozvoli mi!
Cujem: vrati se, cujem: ostani
Cujem: vrati se - oprosti mi!
Ne idi, ne idi, ne!

This is the land for all our people
This is home for us

This is home for all our children
Look at me, oh look at me

With the eyes of a child

In the land I see salvation

A voice I recognize is waking me up from a dream
While branches are caressing our bodies

While shadows are making a shroud for us

Look at me, oh look at me

With the eyes of a child.

I hear: return, I hear: stay
I hear: return - allow me!
I hear: return, I hear: stay
I hear: return - forgive me!

In each defeat

I have seen fragments of freedom

And when it’s all over

You should know that for me it is only beginning
Look at me, oh look at me

With the eyes of a child.

I hear: return, I hear: stay
I hear: return - allow me!
I hear: return, I hear: stay
I hear: return - forgive me!
Don’t go, don't go, no!

Ekaterina Velika: “Zemlja“ [The Land], stihovi/lyrics: Milan Mladenovi¢, Margita Stefanovié, album: Ljubav [Love], 1987.



Ideja za javno promoviranje prijedloga da se za himnu Bosne i Hercegovine usvoji
pjesma “Zemlja" grupe Ekaterina Velika (EKV) nastala je 2009. godine, u vrijeme
kada je kulminirala javna rasprava o odabiru i usvajanju novog teksta drZzavne
himne. 0d 1992. do 1998. himna BiH bila je “Jedna si jedina®, ¢ija je glazba temelji-
la na staroj bosanskoj narodnoj pjesmi, a stihove je napisao Edin Dervishalidovi¢

(Dino Merlin):

Zemljo tisucljetna

Na vjernost ti se kunem
0d mora do Save

0d Drine do Une

Jedna si jedina
moja domovina
Jedna sijedina
Bosna i Hercegovina

Bog nek' te sacuva
Za pokoljenja nova
Zemljo mojih snova
Mojih pradjedova

Medutim, hrvatska i srpska zajednica glazbenu podlogu himne poistovjeéivali
su s isklju¢ivo bo$njac¢kom tradicijom. Ured Visokog predstavnika medunarodne
zajednice u BiH, Carlosa Westendorpa, raspisao je 1998. natje¢aj za novu himnu,
a predstavnicki dom parlamenta odabrao je 1999. skladbu “Intermezzo" Duana
Sesti¢a. Medutim, Dom naroda nije usvojio prijedlog Zakona o himni, nakon ega
su uslijedile dugotrajne rasprave o stihovima - ¢inilo se, naime, da stihovi koji
bi istovremeno odgovarali predstavnicima sva tri konstitutivna naroda, jednos-
tavno ne postoje. Izravnom odlukom Visokog predstavnika, Zakon o himni ipak
je nametnut i usvojen - “Intermezzo™ sluzbeno postaje drZavna himna, a BiH,
uz primjerice Spanjolsku, postaje jedna od rijetkih zemalja &ija drzavna himna
nema teksta, odraZavajudi tako i nepostojanje konsenzusa o temeljima drzavnosti
i ustavno-pravnog poretka. Rije¢ima SnjeZane Muli¢ (Dani, br. 399, 2005.), ona
tako postaje “himna za fu¢kanje”, “instrumentala uz koju Bo$njaci pjevaju Jedna
si jedina, Srbi BoZe pravde, Hrvati Lijepa nasa, navija¢i Hajmo Bosno, Bosno..."

Nakon gotovo deset godina, novoosnovana ‘Komisija za izbor teksta
himne Bosne i Hercegovine' raspisala je 2008. natjeCaj za izbor teksta himne, ot-
voren svim gradanima BiH, uz nov¢anu naknadu od 30.000 KM za pobjednicke
stihove. Jedan od osnovnih kriterija bio je da se svi gradani BiH mogu identi-
ficirati s pjesmom. Odluka je donesena 2009. godine, a odabrani tekst zapravo je
spoj dva prijedloga prispjela na natjecaj - DuSana Sesti¢a i Benjamina Isoviéa. Na-
knadnim prilagodbama izbaceno je samostalno spominjanje geografskih odred-
nica i prirodnih ljepota Bosne odnosno Hercegovine, pridodat je sluzbeni naziv
Bosna i Hercegovina; rijekama i planinama pridodato je i more, a rije¢ “krajina“
zamijenjena “zemljom". Konalni tekst, jo$ uvijek sluZbeno neusvojenog prijed-
loga, glasi:

Ti si svjetlost duse
Vjecne vatre plam
Majko nasa zemljo
Tebi pripadam
U srcu su tvoje
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The idea for public promotion of the proposition that the song “Land” by the
band Ekaterina Velika (EKV) should be accepted as Bosnia-Herzegovina’s nation-
al anthem dates back to 2009, at the peak of the public debate on the selection
and official confirmation of the new lyrics to the national anthem. From 1992 to
1998 the song “Jedna si jedina® [You are One and Only] was used as the national
anthem. Its musical component was based on an old Bosnian folk song, while the
text was written by Edin DerviShalidovi¢ (Dino Merlin):

Oh, thousand-year old land
I pledge my loyalty to you
From the Sava to the sea
From the Drina to the Una

You are one and only
My homeland

The one and only
Bosnia and Herzegovina

May God preserve you

for generations to come
the land of my dreams
the land of my forefathers

However, the Croatian and Serbian community considered that the anthem’s
music identified it primarily with the Bosniak tradition. The Office of the High
Representative of the International Community, who was Carlos Westendorp at
the time, launched a public competition for the new anthem in 1998, and in 1999,
Parliament’s House of Representatives selected the composition “Intermezzo™
by Dusan Sesti¢. However, The House of Peoples rejected the draft of the Law
on the National Anthem, which launched a longlasting discussion on the lyr-
ics - it seemed that there were simply no lyrics that would simultaneously suit
representatives of all three constituent peoples. By direct decision of the High
Representative the Law was finally imposed and passed - “Intermezzo" thus be-
came the official national anthem and Bosnia and Herzegovina, along with, for
example, Spain, became one of the rare countries whose anthem has no text,
which reflects also the non-existent consensus on the basis of statehood, as well
as constitutional and legal order. In the words of SnjeZana Muli¢ (magazine Dani,
no. 399, 2005), the anthem thus became a “whistling anthem®, “an instrumental
to which the Bosniaks sing You Are One and Only, the Serbs God of Justice, the Croats
Our Beautiful Homeland, and the football supporters Go Bosnia, go..."

After almost ten years, the newly-founded “Commission for selection
of the text of the national anthem of Bosnia-Herzegovina® launched in 2008 a
competition for the text, open to all BH citizens, with the reward of 30.000 KM to
the winner. One of the basic criteria was that all citizens of Bosnia-Herzegovina
can identify themselves with the lyrics. The decision was made in 2009 and the
selected text is actually an amalgam of two accepted propositions - by Dusan
Sesti¢ and by Benjamin Isovié. Additional adaptations removed the individual
mention of the geographical areas and natural beauties of Bosnia, and of Herze-
govina, and added the official name Bosnia and Herzegovina. The mention of riv-
ers and mountains was enriched by inclusion of the sea, and the word “krajina”
[a word for region, but also bearing too specific connotations, t.n.] was replaced
by “land". The final text of the still not officially accepted proposal is the follow-
ing:

IVAN SUSNJAR



Rijeke, planine
Plavo more
Bosne i Hercegovine

Ponosna i slavna
Zemljo predaka
Zivjece$ u srcu nasem
Dovjeka

Pokoljenja tvoja
Kazuju jedno:

Mi idemo u buducnost
Zajedno!

Neformalni prijedlog da se za himnu BiH razmotri “Zemlja" Ekaterine Velike,
predstavljen na ovoj izloZbi, motiviran je upravo preispitivanjem potencijala
zajedniCke vizije buduénosti, koja se optimisti¢no najavljuje zadnjim stihovima
novoizabranog prijeloga himne. Pozivajudi se na zajednicko naslijede proslosti,
u formi popularne i alternativne kulture, preispituje moguénost konsenzusa oko
klju¢nih odrednica “zemlja“ i “mi” (“Ovo je zemlja za nas"), u danasnjoj klimavoj
postdejstonskoj konstrukciji i drustveno-politi¢koj stvarnosti BiH. 1z prakti¢nih
razloga neostvarena, jedna od ideja bila je i da se u odabranim gradovima BiH or-
ganizira poziv gradanima na javno izvodenje pjesme prilagodene u “himnicku"
varijantu. Prijedlog je na izloZbi predstavljen u obliku tekstualnog obrazloZenja
i video-snimke izvedbe pjesme EKV-a na Yutelovom koncertu za mir u Sarajevu
1991. godine. Stihovi pjesme “Ovo je zemlja za nas" preinadeni su u pitanje: “Da
li je ovo zemlja za tebe?", koje je pozivalo sve posjetitelje izlozbe da, na post-it
naljepnicama koje okruZuju video-ekran, ispi$u vlastiti odgovor, odnosno daju
vlastite komentare na ovo pitanje i njegove $ire reperkusije.

—i$ & delve

DALI JE OVO ZEMLJA ZATEBE?

IVAN SUSNJAR
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You're the light of the soul
Eternal fire's flame

Our mother-land,

I belong to you

We hold in our hearts

Your rivers and mountains
The blue sea

Of Bosnia and Herzegovina

Proud and full of glory
Land of ancestors

You shall live in our hearts
Forever

All your generations
Say a single thing:
We go into the future
Together!

The informal proposal to consider Ekaterina Velika’s song “Land" for the na-
tional anthem of BH, presented at this exhibition, is motivated precisely by ques-
tioning the potential of a common vision of the future, optimistically announced
in the ending lines of the newly elected proposal for the anthem. By invoking
the common heritage of the past, in the form of popular and alternative culture,
it questions the possibility of consensus on the key notions of “land" and “us"
(“This is the land for us®) in today’s fragile, postdayton construction and social
and political reality of Bosnia-Herzegovina. One of the ideas, unrealized due to
practical obstacles, was to organize a call to citizens for public performance of
the song, adapted to an “anthem" version, in various cities of BH. In the exhibi-
tion, the proposal was presented in the form of textual explanation and the video
recording of EKV’s performance of the song at Yutel’s piece concert in Sarajevo
in 1991. The line of the song “This is the land for us" was transformed into the
question: “Is this the land for your?", inviting all visitors of the exhibition to use
the post-it stickers around the video screen, to give their own answer and their
own comments on this question and its wider repercussions.

— i & delve

IS THIS THE LAND FOR YOU?

IVAN SUSNJAR
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Histenaa

Vahida Ramujki¢
BIBLIOTEKA ISTORIJE DISPUTED HISTORIES
U RASPRAVT* LIBRARY*

Radionica, zbirka udzbenika, skripta
s radionice
2006. - 2010.

Danas uéenici osnovnih i srednjih skola bivse
Jugoslavije izu¢avaju $tiva istorije drasti¢no
razli¢ita od onih koja su se udila prije samo
dvadesetak godina. Ne samo $to se te istorije
razlikuju od prethodnih, kada je bila u opti-
caju samo jedna verzija istorije koja je svima
bila referentna, jedna ‘istina’ koja nije bila
podvrgavana preispitivanju ni poredenju, ve¢
sada istorije aktuelnih drzzava nude nepris-
trasnom posmatracu jedan varijetet ‘istina’ o
nacinu na koji su se istorijski dogadaji u re-
gionu odvijali, éesto ulazedi u kontradikcije.
Svaka od novonastalih drZava, re-konsti-
tucijom nacionalne politike resituira svoju
posebnu tacku gledista i stvara ‘verodostojnu’
verziju toga to se i kako u proslosti dogadalo.
1z tih perspektiva, na primer, Jugoslovenski
period Cesto je smatran prekidom u pravo-
linijskom razvoju nacionalnih drzava. Za to
vreme u Europi se odvija proces usmeren u

Workshop, collection of textbooks, workshop
reader
2006 - 2010

Nowadays, students of primary and second-
ary schools on the territory of former Yugo-
slavia learn history from textbooks that are
radically different from those that were used
only twenty years ago. These histories not
only differ from the previous one, which was
uniform and represented a single point of
reference for everyone as the ‘truth’, subject
to no questioning or comparison. Today, his-
tories of the individual states offer a variety
of ‘truths’ to the impartial observer about
the way in which the historical events in the
region actually happened, truths that are
often in contradiction to one another. The
aim of these newly created states has been
to reconstruct their national policies and to
re-establish their specific points of view, cre-
ating ‘authentic’ versions of what occurred
in the past and how. From these perspectives,
for example, the Yugoslav period is often
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drugom pravcu. U politickom smislu Sirenje

i konstituisanje Evropske Unije ka “federal-
nom" modelu dolazi sa zahtevima za nor-
malizacijom i utvrdenjem fundamentalnih
principa medu zemljama ¢lanicama, ¢ime se
namede i potraga za novim trans-nacional-
nim, pan-evropskim identitetom koji se sada
bazira na gradanstvu. Opste je prihvaéena
ideja da su u Skolskom sistemu gradiva
drustvenih materija velikim delom indoktrin-
irana, obojena aktuelnim politi-ckim ambici-
jama doti¢ne drzave, u kojoj ¢ine i temeljni
deo institucionalne arhitekture, a nastavni
programi koriste se kao moéna alatka za
rekonstrukciju nacionalne svesti “izmucene
neuspelim pokusajem bratstva i jedinstva“.
MoZemo postaviti ¢itavu seriju pitanja: Kako
i sa kojim parametrima se piSu istorije jednog
naroda i vezuju za odredenu teritoriju? U
kojoj meri istorija predstavlja nepristrasni
opis minulih dogadaja a koliko je uslovljena
svojom funkcijom u aktuelnom politi¢kom
kontekstu? Kojim delom programa uéenja se
generiSe i kojim inZenjerira jedan kolek-
tivni identitet (narod/nacija)? Da li je zaista
neophodno uspostavljanje konsenzusa oko
jedne, jedine istine? Ili upravo obrnuto, moze
li se smatrati da ne postoji samo jedna istina,
ve¢ da se ona komponuje od razlicitih verzija
ustanovljenih sa razli¢itih ta¢aka gledista?

— Vr

* Prezentacija na izlozbi predstavlja zbirku udZbenika i skriptu
nastalu na radionici koju je umjetnica odrZala u Banja Luci

considered as a rupture in the straight line of
development of national states. In the mean-
time, Europe is taking an entirely different
course. In terms of politics, the spread and
constitution of the European Union accord-
ing to a “federal” model goes hand in hand
with the demands for normalization and with
establishing some fundamental principles
among the member states, which implies
searching for a new, transnational and pan-
European identity, now based on citizenship.
It is a generally accepted idea that the teach-
ing materials in social subjects as prescribed
by the curriculum are largely indoctrinating
and tainted with the actual political ambi-
tions of the state, since they are also a basic
element of its institutional architecture.
Thus, the curricula are used as a powerful
tool for reconstructing social consciousness,
“tortured by the failed attempts at achiev-
ing brotherhood and unity.” We may raise a
whole series of issues: How and according to
what parameters are the histories of nations
written and linked to a particular terri-

tory? To what extent is history an unbiased
description of past events and to what extent
is it determined by its function in the actual
political context? Which part of the curricu-
lum generates a collective identity (a people/
nation) and which is the part that engineers
it? Is it really necessary to establish a consen-
sus about a single truth? Or is it precisely the
opposite, namely that there is no single truth
and that the truth is actually composed out
of various versions, which have been reached
from various viewpoints?

—Vr

* Presentation at the exhibition showed a collection of textbooks
and a reader resulting from the workshop that the artist coordi-
nated in Banja Luka



Isjedak teksta iz:
Dubravka Stojanovié, Ulje na vodi [0il on Water], Pe$¢anik, 2010

U udZbenicima se nalazi upravo ona slika proslosti koja je potrebna sada$njem
establiSmentu, koji stvara sopstvenu verziju istorije da bi napravio svoju “novu”
tradiciju, da bi sebi pribavio podobne pretke, da bi se pozvao na svoje “vekovne
ideale”. Takve “radnje” sa istorijom narocito su Ceste u vremenima velikih lo-
mova, promena sistema, ratova. Sve se to dogodilo u bivSoj Jugoslaviji. Bilo je
neophodno hitno proizvesti “novu proslost”, “stariju i lep§u” od one prethodne.
Bilo je potrebno prekrojiti istoriju, mnogo toga u nju dodati i jo§ vise toga iz
nje izbaciti. Sadasnjost je trebalo smestiti u “podobnu” proslost kao njen logi¢an
nastavak, kao kontinuitet. Kada je poCeo rat u bivsoj Jugoslaviji, trebalo je, na
primer izbaciti sve podatke o zajedni$tvu naroda bivSe Jugoslavije, da bi se iz
proslosti izvukao kontinuitet konflikta, da bi rat koji je bio u toku izgledao kao
jedini mogudi ishod.

Masovno prekrajanje istorije dogodilo se u nastavi svih novostvorenih drZava;
bio je to jedan od najspektakularnijih eksperimenata u kome su istori¢ari dobili
zadatak “laboratorijskih radnika”, koji, menjaju¢i odnos unetih elemenata, mogu
izmeniti rezultat. Pro$lost se menjala u hodu i bila je to jedinstvena prilika za
istrazivace sada$njosti da znacajnu promenu uhvate odmaj, dok je jo§ “vruca”.
Nastava istorije pokazala se kao “predvojnicka obuka”, kao riznica “nacionalnog
identiteta”, nadin da se posalje poruka, kako se govorilo, “ko smo i odakle smo”.
Istori¢ar sada$njosti iz tog istorijskog izvora moZe da vidi dominantnu ideologiju,
vladajuéi sistem vrednosti, kulturni obrazac koji nameée establisment. Citav taj
eksperiment ponovio se posle promene reZima u Srbiji 2000. godine, kada se nova
elita posvetila potrazi za svojim “idealnim pretkom”, za novoskrojenom tradici-
jom kao najboljim nafinom samodefinisanja. Zbog toga sam udZzbenike istorije
uvek razumevala kao izvrstan istorijski izvor koji otkriva mnogo vise od veéine
drugih, pa i onih koji ée biti na raspolaganju za 30 godina. Arhivski dokumenti
nikada tako koncizno, tako sinteticki i tako sustinski ne mogu otkriti idejnu osno-
vu jednog vremena. Zato za mene nije bilo presudno pitanje $ta ¢e daci zapamtiti
i nauditi, $ta ¢e im od toga znanja ostati. UdZbenici istorije su, za mene, bili isto-
rijski izvor koji najrecitije govori o strategijama vladajuée elite. Dokle god postoji
samo jedan udZbenik istorije, onaj koji objavljuje Zavod za izdavanje udzbenika
kao paradrzavna institucija na ¢ijem se Celu nalaze ljudi od najveleg politickoj
poverenja vlasti, mi imamo stanje u kome postoji “monopol nad istinom”. I onda
se zakljuak sam namede: “istina o sada$njoj “istini” je tu, na dohvat ruke - u
Skolskim klupama.

VAHIDA RAMUJKIC
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Exerpt from:
Dubravka Stojanovié, Ulje na vodi [Oil on Water], Pe$anik, 2010

The textbooks hold exactly that view of the past that is necessary for the cur-
rent establishment to produce its own version of history, in order to create its
own “new” tradition, to appropriate suitable ancestors, to refer to its “century-
old ideals”. Such “work” with history is especially frequent at the times of great
breaks, system changes, wars. All this happened in former Yugoslavia. It was
necessary to urgently create a “new past”, “more ancient and more beautiful”
than the one preceding it. It was necessary to situate the present in a “suitable”
past, so that it appears as its logical follow-up, a continuity. When the war in ex-
Yugoslavia started, it was necessary, for example, to eliminate all information on
the solidarity of the peoples of former Yugoslavia, so that a continuity of conflict
could be extracted from the past, so that the war that was taking place would
look as the only possible outcome.

The mass modifications of history occurred in school curriculums of the newly
founded states; it was one of the most spectacular experiments in which the his-
torians were given the assignment of “lab workers”, who, by changing the rela-
tion of inserted elements, could also change the result. The past was altered on
the way and it was a unique opportunity for explorers of the present to hold on
to this significant change, while it was still “hot”. History class turned out to be
a kind of “premilitary training”, a treasure trove of “national identity”, a way to
send the message, as it was proclaimed, about “who we are and where we come
from”. By examining this historical source, the historian of the present can grasp
the dominant ideology, the ruling value system, the cultural pattern imposed
by the establishment. The whole experiment was once again repeated after the
regime change in Serbia in 2000, when the new elite dedicated itself to search-
ing for its own “ideal ancestor”, the newly-tailored tradition as the best way of
selfdetermination. This is why, for me, history textbooks always represented an
exquisite historical source revealing much more than most others, even those
that will be available in thirty years. Archival documents can never reveal the
ideological basis of a time so concisely, synthetically and in its essence. To me,
the question was not what the students will learn, what will remain from that
knowledge. I regarded history textbooks as a historical source that most elo-
quently spoke of the strategies of the ruling elite. As long as there is only one his-
tory textbook - the one published by the Institute for textbook publishing acting
as a para-state institution led by people in whom the government has utmost
confidence - we deal with a state of the “monopole over truth”. The conclusion
is then logical: “the truth” about the present “truth” is here, within reach - on
school desks.

VAHIDA RAMUJKIC
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Vahida Ramujkié: Istorije u raspravi,
s izloZbe/ Disputed Histories, exhibition
view.
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Goran Ferlec / Borut §eparovic’

GENERACIJA 91.-95.
SAT HRVATSKE POVIJESTI

GENERATION '91-'95:
CROATIAN HISTORY CLASS

Multimedijalna prezentacija projekta
2010.

Predstava Zagrebackog kazaliSta mladih Gen-
eracija 91- 95 nastala je po motivima romana
Jebo sad hiljadu dinara poznatoga splitskog
novinara i pisca Borisa DeZulovi¢a. U pred-
stavi glume i polaznici dramskog U¢ilista
Zagrebackog kazalista mladih, a redatelj

je Borut Separovié. Predstava je hommage
skupini MontaZstroj koja je s radom pocela
prije 20 godina upravo u Zagrebackom
kazali$tu mladih. Okosnica price je apsurdna
situacija koja nastaje susretom dviju skupina
prerusenih vojnika na tajnom zadatku,
pripadnika HVO-a i Armije BiH, u ljeto

1993. negdje u bosanskoj zabiti. Tragedija
zabune neizbjeZna je. Dezuloviceva je prica
izmiSljena, dok je povijesna Cinjenica u koju
je smjeStena, realna.

Dvanaest mladiéa (izabranih na au-
diciji organiziranoj u prosincu 2008.) u dobi
od Cetrnaest do osamnaest godina preuzima
na sebe biografije dvanaest DeZuloviéevih

Multimedia project presentation
2010

Generation '91-'95, a performance by Zagreb
Youth Theatre, a has been inspired by the
novel “Fuck Those Thousand Dinars Now"
by a famous journalist and literary author
from Split, Boris DeZulovi¢. The play is
directed by Borut Separovié and the cast
includes students from Center for Education
of the Zagreb Youth Theatre. It is a hom-
age to MontaZstroj, a group that started its
activity 20 years ago at the same theatre.
The plot is based on an absurd situation that
resulted from the meeting of two masked
soldiers on a secret mission, one from the
Croatian Army and the other from Bosniak
one, in the summer of 1993, in a godforsaken
place in Bosnia. The tragedy of confusion is
inevitable. Dezulovi¢’s story is fictional, but
the historical situation in which it has been
placed is real.

Twelve young men between 14
and 18 years of age (chosen at an audition

IZLOZENOSTI
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fikcionalnih likova i preko njih ulazi u ratnu
kronologiju devedesetih i vrijeme koje je
prethodilo devedesetima. U prostoru izmedu
fikcije romana s jedne i fikcije kazaliSta s
druge strane, jedini realni element su upravo
djecaci i mladié¢i rodeni u vrijeme Domovin-
skog rata, odnosno, generacija Cije je iskustvo
Domovinskog rata mogude tek posredstvom
nekoga (obitelj, $kola, mediji...) tko im je o
ratu govorio. Rad dvanaestorice mladi¢a
na ulogama fikcionalnih likova s vremenom
se transponirao u izvedbeni (javni) i intimni
(osobni) oblik bavljenja odabranom pov-
ijesnom temom, u ovom slu¢aju izmisljenim
dogadajem u povijesnoj ¢injenici rata. Ve¢ u
pocetnoj fazi proces rada na predstavi orga-
nizirao se istrazivacko-radionicki model u
kojem su aktivirani osobni stav, misljenje i
iskustvo svakog od dvanaest mladica.
Konaéni izvedbeni oblik pred-
stave Generacija 91-95 oformio se u Sirokom
prostoru kazaliSne morfologije; od fizi¢kog
teatra pokreta, preko kazalisne fikcije, da bi
zavrsio u obliku dokumentarnog kazalista,
propitujudi poziciju i sposobnosti kako fikcije
tako i kazali$ta uopce da iznese barem neke
razine odnosa i posljedica sadasnjosti prema
proslosti i proslosti prema sadasnjosti.
Predstava Generacija 91-95 je hommage
MontazZstroju, performerskoj, plesnoj i dra-
mskoj skupini, utemeljenoj potkraj 1989. go-
dine, koja je s radom je pocela prije 20 godina
upravo u Zagrebackom kazali$tu mladih.

— ZeKaEm

Redatelj: Borut Separovié, dramaturg i asistent redatelja: Goran
Fercec

Glume: Aldin Kasumovi¢, Andrej Kopéok, Andrej Vesel, Bernard
Tomié, Dario Stajci¢, Filip Jurkovi¢, Ivan Fedor, Ivan Pagali¢, Luka
Pulje, Matija Cigir, Matija Sakoronja, Nikola Nedi¢, Svebor Kamenski
Bacun

organized in December 2008) have appropri-
ated the life stories of the twelve DeZulovi¢’s
fictional characters, thus entering the war
timeline of the 1990s and the time that
preceded it. In the space between the novel’s
fiction on the one hand and the theatre fic-
tion on the other, the only realistic element
are the boys and young men, who were born
at the time of the Croatian Liberation War - a
generation whose only knowledge of the war
comes from others (their family, school, the
mass media...), who have told them about it.
With time, the efforts of the twelve young
men playing the fictional characters has
been transposed into a performative (public)
and intimate (personal) form of dealing with
the chosen historical subject, in this case

an invented event framed by the historical
fact of war. As early as its initial phase, the
working process was organized according

to a research and workshop model, in which
personal attitudes, opinions, and experiences
of each of the twelve young men could be
activated.

The final performative form of
Generation 91-95 has acquired its form within
the broad space of theatre morphology; from
the physical theatre of movement to theatri-
cal fiction, eventually ending as documentary
theatre that questions the position and the
possibilities of both fiction and theatre as
such in order to establish at least some levels
of relations and consequences of the pres-
ent with regard to the past and vice versa.
Generation 91-95 is a homage to MontaZstroj, a
group of performers, dancers, and actors that
was founded in late 1989 and started its activ-
ity twenty years ago at Zagreb Youth Theatre.

— ZeKaEm

Director: Borut Separovié, dramaturge and director’s assistant:
Goran Fercec

Cast: Aldin Kasumovié, Andrej Kopéok, Andrej Vesel, Bernard Tomi¢,
Dario Stajéi¢, Filip Jurkovié, Ivan Fedor, Ivan Pasali¢, Luka Pulje,
Matija Cigir, Matija Sakoronja, Nikola Nedi¢, Svebor Kamenski Batun



Generacija 91-95
ODABRANI ISC]ECCI IZ EMISIJE “ODEON - IZVEDI ILI SNESI POSLJEDICE*
HRVATSKI RADIO, 3. PROGRAM, EMITIRANO: 7. SUEéN_]A 2010.
Autorica priloga i urednica emisije: Agata Juniku

Dodamo li vojsci, crkvi, stadionu i skolu, dobivamo standardni Molotovljev kok-
tel kojim politika priprema Covjeka za Zivot u drustvu, i na trzistu dakako. Bo-
rut Separovié je te mehanizme oduvijek reflektirao u svojemu radu, pa tako i
u najnovijoj predstavi Generacija 91.-95., nastaloj u suradnji s Dramskim ucilistem
Zagrebackog kazalista mladih. Kao $to je Cesto ¢inio i u projektima izvedbene sk-
upine MontaZstroj koja je prosli mjesec obiljeZila dvadeset godina djelovanja, za
ovu predstavu izvodace je okupio preko audicije, zalaze(i tako i izvan takozvane
profesionalne kazali$ne zajednice. Dva uvjeta koji su kandidati morali ispunitijest
da su djecaci rodeni izmedu 1991. 1 1995. godine. U kona¢nom odabiru uéinjeno je
ipak nekoliko iznimaka. Tako je najstariji izvodac roden 30. sije¢nja 1990.

1z razgovora s glumcima:

Ivan PaSalié: Ova predstava sastoji se iz viSe dijelova. Jedan dio je fikci-
ja koju je napisao Boris DeZulovi¢ u romanu “Jebo sad hiljadu dinara®. U tom
se djelu prikazuje situacija u jednom danu u kojem ratuju dvije strane, znaci
HVO (Hrvatsko vijeCe obrane) i Armija Bosne i Hercegovine. Nas dvanaestori-
ca utjelovljujemo te likove u koje smo dali dio sebe. Prikazujemo situaciju koju
prozivljavaju i jedni i drugi. Sest na jednoj i 3est na drugoj strani - kao $to je ve¢
napisano, Ogledalo u kojem se de$avaju sli¢ne situacije. Drugi dio je dokumentarni
dio u kojem svi govorimo nes$to o osobnom Zivotu, o nacionalnosti, govorimo
koje smo vjeroispovijesti i tu se moZe vidjeti da svi nismo isti. I upravo to poka-
zuje kakva bi Hrvatska po nama trebala biti. Ne moramo svi biti isti, ali da se svi
medusobno poStujemo... treba prelaziti preko razlika jer mi smo u to vrijeme
tek rodeni i konkretno nemamo veze sa onim $to su radili ljudi kada smo se mi
radali.

Ivan Fedor: Ja mislim da je ova predstava zapravo o tome kako mi vi-
dimo ovaj rat i o tome koliko mi zapravo znamo o tom ratu i §to smo mi naucili
o njemu. Govori o tome kako smo mi jedna generacija koja je obiljezena time. 1li
su nas naucili o tome u $koli, ili roditelji ili okolina... i mi se uvijek moramo na
neki nacin deklarirati u odnosu na taj rat. Predstava prikazuje kako mi to vidimo
i kako smo nauéeni misliti o tom ratu.

Andrej Vesel: Zanimljiva su na$a razmisljanja, kako se mi odnosimo
prema tome. Na primjer, s jedne strane sluSano Thompsona, a s druge strane
sluSamo srpske cajke. I to nas uopée ne dira. Jer mi ne razmisljamo “to su sada
Srbi koji su nas ubijali pa ih mi ne trebamo slusati“. Ne, to je nama dobar ritam i
mi ¢emo to slusati i ba$ nas boli briga, uZivat ¢emo.

Ivan Fedor: Mi zapravo nemamo veze s tim ratom. Niti smo tamo sud-
jelovali, niti pucali. Trebali bi nam dati priliku da se deklariramo bez obzira na to.
Ako ¢ujavoljeti Srbiju - voljeti ¢u ju, a to nema nikakve veze s ratom i onim $to su
oni radili. Ja znam da smo se mi branili u ratu, da su oni nas napali, poStujem rat
i poStujem sve te Zrtve i sve to $to se dogodilo. Ali trebaju nas jednostavno pustiti
da mi imamo svoj Zivot, da Zivimo onako kako mi to Zelimo. Ako Zelimo Zivjeti u
Beogradu, na primjer, to ne znadi da smo izdajice. Taj pritisak nije toliko o¢it, ali
ako bilo kome kaZe$ *Srbin’, imam osje¢aj da se svatko na to ‘Strecne’. MoZda ne
mi u tolikoj mjeri, ali pitaj nekoga starijeg i imat e tu reakciju. To se generacijski
prenosi na nas, a ne bi trebalo. Ova predstava je o tome, kako mi to vidimo.

Filip Jurkovié: Mislim da mi s tom predstavom zapravo Zelimo poka-
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Generacija 91-95 (Generation 91-95)

Clips selected from the show “Odeon - izvedi i snosi posljedice
(0deon - Perform and Face the Cosequences) Hrvatski radio, 3. Program
(Croatian radio, Channel 3) Broadcast on January 7, 2010
Author and editor: Agata Juniku

If we add schools in the mix with the army, the church and the stadiums, we
get the standard Molotov cocktail that the politics uses to prepare one for life
in the society and on the market as well. Borut Separovi¢ has always reflected
these mechanisms in his work and that is also the case with his latest production
Generation 91-95, made in a collaboration with the Center for Education of the Za-
greb Youth Theater. As has often been the case in the projects of the MontaZstroj
theater group, which celebrated its 20th anniversary last month, here also the
performers were selected through an audition process, in order to reach beyond
the so-called professional theater community. The only two conditions the can-
didates had to meet were that they had to be boys, and born between 1991 and
1995. In the final selection however, a few exceptions were made, so that the old-
est performer was born on January 30, 1990.

[From the interview with the actors:]

Ivan Pagalié: This show consists of several parts. One part is fiction and
it was written by Boris DeZulovié. His novel is called Jebo sad hiljadu dinara [Fuck a
Thousand Dinars Now] and it is about one day of war between the HVO (Hrvatsko
vijece obrane - Croatian Defense Council) and Armija Bosne i Hercegovine (Army
of Bosnia and Herzegovina). The twelve of us gave a small part of ourselves to
portray these characters. We show a situation the both sides were going through.
Six people on one side, six on the other - as it was already written, it is a “mir-
ror", with similar situations happening on both sides. The other part is the docu-
mentary part in which we all talk about something from our private lives - our
nationality, religion and here one can see the differences between us. It is pre-
cisely that which shows what we think Croatia should be like. We don't all have
to be the same, but we should respect each other... one needs to see past the dif-
ferences because, at the time of war we were only being born and have nothing
to do with what other people did at the time we were only staring our lives.

Ivan Fedor: I think what this show is really about is our perspectives on
the war, our knowledge of it and what we have learned about it. It's about the fact
that we are a generation marked by it. We have learned about it either in schools
or from our parents or our surroundings... and we sort of always have to declare
our opinions regarding that war. The play shows how we see it and what the oth-
ers taught us about the war.

Andrej Vesel: 1t is interesting to see our way of thinking and dealing
with it. For example, on one side we listen to Thompson, while on the other we
also listen to Serbian turbo folk. And this doesn‘t bother us in the least, because
when we listen to this music we do not automatically think “those are Serbs who
killed our people and we should not listen to them". No, if the music has a good
rhythm to it, we will play it and enjoy it and will not care whose it is.

Ivan Fedor: We do not really have anything to do with the war. We were
not in it, we didn‘t do the shooting. They should give us a chance to have our say
regardless. If I am to love Serbia, I will love it, it has nothing to do with the war
and what the Serbs did in it. I know we were the ones defending our state and
they were the ones who attacked and I respect the war and all the casualties and
all that went on. However, they still should let us live our own lives the way we
want to live them. If we wish to live in Belgrade, for example, it doesn't make us

GENERATION 91-95



zati neke stvari kojih jednostavno nismo svjesni, niti smo ih prozivjeli. Zna¢i,
pri¢amo o nelem $to se dogadalo dok smo se mi tek radali, ili se jo$ ni nismo
rodili. Mi smo o tome slusali doma, i u 8koli, ali nismo proZivjeli. Zelimo dokazati
da su stereotipi u naSem drustvu toliko veliki i jaki, i da imaju toliki utjecaj da
smo jednostavno - iako nismo bili dio toga, i ne znamo iz prve ruke §to se zapravo
dogadalo - morali podleéi pod njih. Svi. I kao grupa i kao cijela generacija.

Bernard Tomié: Meni je ovih godinu dana rada na predstavi pomoglo
da neke stvari bolje shvatim, da se odmaknem od nekih stereotipa vezanih za
drustvo koje utjece na nas. Pogotovo preko medija... sad u novije vrijeme su sve
liberalniji, ali prije su bili veoma, hajmo redi, antisrpski nastrojeni zbog tog rata.
Mi, mlade generacije, smo na neki nacin patili zbog toga. Svasta smo umisljali, a
nista zapravo nismo znali o tome. Kroz ovu predstavu stvarno puno toga naudis.
Gotovo nijedne ¢injenice od onih koje se spominju u drugom dijelu predstave, na
tzv. ‘Presici’, nema u udZbenicima koji se nama nude u $koli. Tu su zapravo neki
detalji, neke sitnice koje stvarno puno znace, kroz koje se moZe puno nauditi...
$to je dobro i za publiku da ih shvati.

Matija Cigir:Ja mislim da se ova predstava ne ti¢e samo nase generacije,
da mi bolje saznamo o tom ratu, ona je u stvari za cijeli narod. Ne samo nas Hr-
vate, ve i za ove spomenute Srbe i za Bosnu i Hercegovinu. To je rat koji ne treba
biti zaboravljen, ali vrijeme je da se krene dalje i da neka pitanja ostanu iza nas.
Jednom nam je redatelj rekao jako dobru stvar, a to je: “prvo treba pocistiti ispred
svog praga, a onda krenuti dalje”. Mislim da se ova predstava najvise bazira na
tome da treba krenuti dalje.

Filip Jurkovié: Prije svega Zelimo pokazati da nismo svi isti, ali da se na
Zalost moramo deklarirati kao da jesmo. Neki medu nama izvodacima nisu Hrva-
ti. Godinu dana smo radili zajedno, a neke osobe su tek nakon par mjeseci skupile
hrabrost i rekle da oni stvarno nisu Hrvati. Jer da su oni to rekli na pocetku,
odmabh bi se to drugalije gledalo... “on nije Hrvat, on je ovakav, on je onakav"...
i on bi bio manje vrijedan. Ali, zas$to? Svi smo mi ljudi, koje god vjeroispovijesti
i narodnosti da jesmo. Zelimo pokazati koliko je to loSe i jadno $to se mi pet-
naestak godina nakon zavr$etka rata jo§ uvijek ne smijemo deklarirati onakvima
kakvi zaista jesmo, nego onakvima kakvima nas drustvo prihvaca.

Andrej Vesel: Meni su zanimljiva na$a stajalita prije audicije, prije
godinu dana, i sada nakon predstave. Trebalo nam je godinu dana rada da bismo
uopde shvatili $to glumimo, da bismo uopde bili svjesni toga $to mi na sceni go-
vorimo. U¢ili smo, informirali se sa raznih strana. Kao $to je rekao kolega, ne
mozemo sve nauditi iz knjiga, udZbenika i iz $kola... $to nam oni zapravo ne Zele
redi, jer ima dosta zataSkanih stvari koje ljudi u stvari ne bi smjeli znati.

Luka Sulje: Puno toga smo sami istraZili, ali smo dobili isto tako
od dramaturga neke skripte u kojima je bilo dosta toga napisano, $to je ug-
lavnom izvuleno iz udZbenika. Iskreno, uopée nisam znao da se to sve nalazi u
udzbenicima. Uglavnom, svaki od nas je prenio nesto $to je ¢uo kod kuée ili od
okoline, §to s vremenom naudi§ i prenese$ nekome drugome. Kroz ovih godinu
dana saznali smo, mislim, puno vie nego $to svi saznaju kroz dvanaest godina
Skole i kroz povijest i zemljopis.

Andrej Kopéok: Zanimljiva je stvar Sto mi u predstavi svi kaZemo da
imamo odli¢an iz povijesti. Jer mnogi i imaju odli¢an iz povijesti, a zapravo je ne
znaju, bar $to se ti¢e Domovinskog rata i ove naSe bliZe povijesti. Tu je taj apsurd
kako se drustvo zapravo odnosi prema cijeloj prici i $to drustvo Zeli, kako da se
stvari odvijaju dalje.

Ivan Fedor: Sto se tice rata i toga svega, u tih godinu dana rada puno
sam naucio iz razgovora s drugima. Svatko od nas ovdje je donio neko svoje
videnje rata i neku svoju ideju koju su nam dali kod kuce, ili netko drugi. I kada su
se sve te ideje spojile u jedno, to je bilo zanimljivo i bas iz toga sam puno naucio o
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traitors. The pressure is not so tangible, but if you say “Serb“ to anyone, I have a
feeling that they will ‘flinch® at hearing it. Maybe not to that extent, but ask an
older person and you'll get this reaction. This is being transmitted to us through
generations. This play is about how we view this matter.

Filip Jurkovié: I think that with this play we are aiming to show things
we are not fully aware of and have not lived through exactly. So we are talking
about something that took place at the moment we were being brought to this
world or hadn't even been born yet. We only listened about this at home or in
schools, but we haven't actually experienced it. Our goal is to demonstrate that
the stereotypes in our society are so big, strong and influential that even though
we were not part of it and have no firsthand knowledge, we had to succumb to
this influence, as a group and as a whole generation of people.

Bernard Tomié: Working on this play for the past year has helped me
understand some things better and to move away from certain stereotypes that
affect us...especially through the media, which have become more liberal nowa-
days, but were once very, we could say “anti-Serbian” when it came to the war.
We, the younger generations, suffered for it in a way. We had all these miscon-
ceptions, when in fact we knew nothing about it. You really learn a lot with this
play. Almost none of the facts mentioned in the second part of the play, the so
called Press-release" are not in books we read at school. It is more about some
detail which means a lot, through which you learn a lot...which is also good for
the audience to realize.

Matija Cigir: I think this play doesn't only concern our generation, it is
not only teaching my peers more about the war, but it is for everyone. It is not
only for us Croats, but also the above mentioned Serbs and people from Bosnia
and Herzegovina. This war is something which should not be forgotten, but it is
time to move on and leave some questions behind. The director told us once a
very smart thing: “first you have to sweep up in front of your own doorstep, then
you continue walking". I think this play is mostly about the fact that we should
move on.

Filip Jurkovié: Above all, we wish to show how we are not all the same,
but unfortunately we have to declare as though we were. Some of the performers
are not Croats. We had been working together for a year and it took some people
a few months to muster the courage to admit that they were not really Croats.
Had they said it at the beginning, they would not have been treated the same...
“He's not a Croat, he's this and that"...and they would have been considered less
worthy. Why? We are all people, no matter what religion one worshipped or what
their nationality was. We wish to demonstrate how bad and pathetic it is that
15 years after the war we still cannot speak freely about who we really are, but
pretend to be what the society accepts.

Andrej Vesel: For me what is interesting are our opinions a year ago,
before the audition, and now, after the show. It took us a year to even realize
what it was we were acting, to become fully aware of what we were saying on
stage. We have been learning and getting information from everywhere. Like
my colleague has previously stated, you cannot learn everything from books or
in school. You cannot learn what they won't tell you, because there are many
things that are covered up, that some people don’t want you to know about.

Luka Sulje: We did a lot of research ourselves, but we also got a script
from the playwright in which there was a lot of information, mostly from school-
books. Honestly, I didn't even know the schoolbooks contained all that. Mainly,
we got our information at home or from our surroundings, this becomes your
knowledge and and over time you transmit it. In my opinion, we learned a lot
more during this year than people learn through 12 years of going to school and
learning about history and geography.

GENERATION 91-95



ratu. Jest da nam je i Borut pricao, ali to je njegovo videnje rata, $to isto nije ob-
jektivno. Puno toga bilo mi je jasnije kad se sve to na kraju na neki nacin spojilo.
Na neke stvari drugacije gledam i zbog toga mi je drago. A $to se ti¢e $kolovanja,
stvarno je istina da nemamo svi pet iz povijesti. I to $to se uéi o ratu u skoli je
stvarno sramotno. Ja bih to sada rekao javno. U osmom razredu u¢imo mjesec
dana o tome, a u srednjoj $koli mislim da uopce ne ucimo, do toga se ne stigne.
To nije u redu, ljudi bi trebali znati o tom ratu istinu. Ali ne neku subjektivnu, veé
objektivnu istinu. Mi smo to ovdje naudili i zbog toga mi je drago.

Agata Juniku: Ima li objektivne istine?

Ivan Fedor: Mora je biti. Jer ako nema objektivne istine, ¢ega onda ima?
Ima neka objektivna istina, ali sve se to... Sada sam se zapetljao, ali ono $to sam
htio reéi je da sam neke stvari poCeo objektivnije gledati i da mi je zbog toga
drago.

Filip Jurkovié: Dotaknuli smo se objektivne istine i ovog $to smo naucili
u godinu dana. Mi svi zapravo u¢imo u $koli, ué¢imo o nekom ratu, ué¢imo kroz de-
finitivno subjektivnu istinu koja je takva da su nas Srbi napali i da smo se mi samo
branili i da nismo napravili nikome ni$ta naZao. A svi smo svjesni da to nije tako.
Zatim smo govorili svoje neke doZivljaje kako smo mi to doZivjeli preko nasih
roditelja koji su nam pricali i koji su to proZivljavali. Naravno da svi roditelji nem-
aju isto miljenje i svi smo dosli sa drugacijim gledi§tem prema tom ratu. Bilo je
jako zanimljivo sluSati kolege, Boruta i Gorana koji su to proZivjeli i sve kolege
koji su od kuée donijeli miSljenje koje je drugacije od moga. Cuti $to oni misle, $to
je njima ispri¢ano. Tada smo zajedno to sagledali, skupili miSljenja i mislim da
smo tu najblize dosli nekoj objektivnoj istini, nikako ne do kraja. Puno smo vise
dosli do nje i puno smo viSe naucili nego $to znaju nasi vrinjaci.

Matija Cigir: SluSajuéi Boruta, koji je zbilja svestran ovjek, puno smo
nauili i on nas je zapravo motivirao da po¢nemo i sami istraZivati o tome ratu.
Shvatili smo da jako malo znamo o naSem Domovinskom ratu.

Andrej Kopcok: Ova predstava koliko govori o Vukovaru toliko govori i
o logoru u Lori kod Splita. I bas zato e se nekima svidjeti, a mnogima i nece.

Nikola Nedié: Ova tema, Domovinski rat... to je jako potresno razdoblje
za Hrvatsku i to je tema o kojoj nisam puno znao prije nego §to sam se pridruZio
ovoj predstavi. Moram priznati da me toliko nije ni zanimala. Nekako sam uvijek
Zivio u drustvu i okolini gdje su svi govorili protiv Srba, mrzili ih. Drago mi je $to
sam puno naucio o Domovinskom ratu, $to ¢e mi trebati kroz cijeli Zivot.

Aldin Kasumovié: Ta tema, ta predstava, govori o stvarima koje se u
Hrvatskoj dosta kriju. Krije se neka istina koja je stvarno bila. Poanta je da se
nikoga ne treba mrziti, ve¢ postivati sve vjere i nacije. Isti ne moZemo svi biti.
Svaki je Covjek razlidit.

Bernard Tomié: Nadin na koji stje¢emo ovo znanje se uvelike razlikuje
od 8kole gdje nam se prezentira znanje koje se uéi ve¢ godinama... U ovom pro-
jektu mi smo sami stvarali veliki dio predstave, sami smo istrazivali i na taj nalin
stvarali svoje Skolske sate.

Andrej Kopéok: U danasnje vrijeme masovnih medija Covjeku su
dostupne sve moguée informacije. Moderna $kola viSe se ne bi trebala baviti
uéenjem informacija, ve¢ time na koji nacin ih koristiti, a to smo mi kroz ovaj
projekt naucili. Skola nas tome nikako ne uéi.

Filip Jurkovié: U $koli nama netko namece to znanje koje je godinama
prije odredeno. I to je to¢no takvo znanje koje ‘mora$* imati. A ovdje smo dosli
svatko sa nekim svojim znanjem, odnosno predznanjem, skupili ga kao cjelinu i
sami izvlalili ono $to mislimo da je bitno.

Matija Cigir: Skola zapravo predstavlja neku teoriju, a ovo ovdje je
praksa. Nama tj. meni viSe znaci ova praksa, a to su stvarno dvije razli¢ite st-
vari.
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Andrej Kopéok: I find it interesting how we all say in the play that we
have an A in history. A lot of people have an A in history but don't really know
about history, at least not when it comes to the war and the more recent history.
There is this absurdity about the way the society deals with the whole story and
what it wants from it, in what direction it wants to keep going.

Ivan Fedor: When it comes to the war and everything related, I have
learned a lot during that year from talking to others. Each of us had their own
version of the war they had brought with them, together with the ideas we got
from home or someplace else. When all of these merged into one it became in-
teresting and from that I learned a lot about the war. Borut also told us about
it from his own perspective, which likewise lacks objectivity, so a lot of it made
more sense to me when it was all combined in a way into one version in the end.
Now I see certain things differently and I am glad for it. As for the schools, it re-
ally is true that we do not all have an A in history. What they teach about the war
in schools is really a disgrace. I wish to declare this publicly now. In the eighth
grade we dedicate a whole month to it, in high-school we do not even cover it
I think, because there is too much curriculum so it doesn't get covered. That's
wrong; people should know the truth about that war. Not a subjective truth, but
an objective one. We have learned it here and I am really glad because of it.

Agata Juniku: Is there such a thing as objective truth?

Ivan Fedor: There has to be. Because if there is no objective truth, what
is there? There is some sort of objective truth, but it is all....Now I lost my train
of thought, but what I meant to say is that I started thinking about some things
with a lot more objectivity and I am really happy about it.

Filip Jurkovié: We mention now the question of objective truth and ev-
erything we have learned during one year. We all learn about this war at school,
but what we learn is definitely a subjective version of the truth, which states
that Serbs were the aggressors and we only defended ourselves and never did
anything to hurt anyone else. And we all realize that that is not the case. Then
we spoke about some of our own experiences which were mediated by the ex-
perience of our parents, who told us about it and who witnessed this period. Of
course, not all parents share the same opinion and we all came with different
opinions about the same war. It was very interesting to listen to the colleagues,
Borut and Goran, who had lived through this time, and all the other colleagues
who only had opinions they had brought from home, opinions different from
mine... to hear what they thought, what they had been told. When we listened to
all of this and tried to see the bigger picture, I think that in that moment we came
closer to some sort of objective truth, but certainly not the ultimate one. We did
reach it to some extent however and learned more about it our peers have.

Matija Cigir: Listening to Borut, who is a very versatile man indeed, we
have learned a lot and he was the one who actually motivated us to start finding
out for ourselves about the war. We realized how little we knew about it.

Andrej KopCok: This play talks about Vukovar as much as it does about
the Lora camp near Split. And that is precisely why some will like it and a lot of
people won't.

Bernard Tomié: The way in which we learned here is a lot different
from the way you learn at schools, because there they only teach the same things
they have been teaching for years, apart from some new school subjects. And in
this project we were able to create a great deal of the play ourselves, we did our
own research and created school classes for ourselves.

Andrej Kop&ok: In today's world of mass media, information is omni-
present and available. Modern day schools should not be teaching people infor-
mation but they should be teaching us the way to use them and that is precisely
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Andrej Vesel: To u $kolama je na odreden nacin manipulacija nama. A
kada smo dosli ovdje, mogli smo na neki na¢in manipulirati sami sa sobom. Zato
$to smo saznali da imamo mnoge moguénosti kojima se moZemo koristiti, dok
smo u $kolama bili ograniceni.

Nikola Nedi¢: Shva¢am $kolu kao ustanovu za kontrolu; uvijek se zna
gdje smo u koliko sati i $to radimo.
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what we have learned through working on this project. The school doesn't teach
you that.

Filip Jurkovié: In schools they impose on you the knowledge that had
been determined as finite, years before. And they present it as the exact knowl-
edge you “have to have", while here we all came with our preconceived notions,
gathered them together and independently selected what we thought was im-
portant.

Matija Cigir: Schools represent a sort of theory and this right here is
practice. To us, that is to me, the practice is much more significant, and theory
and practice are two very different things.

Andrej Vesel: Schools are a form of manipulation. When we came here,
we could manipulate ourselves in a way; because we found out we had the op-
portunities we could utilize while in schools we are restricted.

Nikola Nedié: I think of schools as institutions of control; so that it is
always clear where we are, at what time and what we are doing.

— translated to English by Jelena Baji¢

Borut Separovié, Goran Fercec, Generacija 91-95, s predstave/ Generation 91-95, documentation of the theatre play.

Photos: Mara Brato§, courtesy of ZeKaEm, Zagreb
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