eva
sturm

stvoriti prostore:
o umjetnosti

i politickome
creating spaces:
about art and

the political
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U doslovnom prijevodu: “galerija za pristup javnosti”

2 Marcia Tucker u jednoj prezentaciji muzeja za becki
list Depot. Kunst und Diskussion, 1996.

1 Marcia Tucker presenting her museum in the

Viennese journal Depot. Kunst und Diskussion,
1996
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UVODNA RIJEC

Zeljela bih izvijestiti o jednom projektu koji
se dogadao od travnja do lipnja 1998.
godine u Novom muzeju suvremene umjet-
nosti (New Museum of Contemporary Art) u
New Yorku. Imala sam priliku suradivati na
tom projektu uglavnom u njegovoj posljed-
njoj fazi, na izlozbi pod nazivom Whose
History is it anyway? - §to bi se moglo pre-
vesti kao Tko tu pri¢a pricu? u smislu Tko
je ovdje (zapravo) ovlasten ispricati (nasu)
pricu? Na toj izlozbi, koja je prikazana u
takozvanoj Public-Access Gallery* u podru-
mu muzeja, mogli su se vidjeti rezultati
visSemjese€ne suradnje troje njujorskih um-
jetnika s ‘u€enicima‘ jedne Skole u Queensu
i njihovim uciteljima i uciteljicama. Um-
jetnike Lynne Yamamoto, Aresha Yavadija i
Judith Dos Santos poslao je New Museum
u okviru svojeg izvan$kolskog gimnazijskog
programa. Pro$li su obuku na muzejskom
obrazovnom odjelu te su stekli naziv ,TAs',
odnosno ‘teaching artists’. Sva tri projekta
imala su isto tematsko polaziste, koje je
unaprijed zadala $kola - americ¢ku povijest -
i sva su tri projekta imala za cilj predstaviti
muzej uz istodobno preispitivanje povijesne
predaje.

Redi ¢u nekoliko rijeCi o0 muzeju i kon-
tekstu u kojem ga valja sagledati. Tako-
zvani The New Museum osnovala je 1976.
godine Marcia Tucker, koja je prije toga bila
kustosica na Whitney muzeju americke
umjetnosti (Whitney Museum of American
Art) u New Yorku. Ondje je, kao prvo, utvr-
dila da su suvremenoj umjetnosti potrebni
drugaciji prostori za prezentaciju i osobito
za dijalog; kao drugo, postavila je obrazo-
vanje u srediSte svojeg novoosnovanog mu-
zeja, koji nije trebao biti nekakav off prostor
ili alternativa, $to bi se mozda lak8e moglo
marginalizirati, nego muzej. Zeljela ga je
pojmiti kao mjesto spora i kao instituciju”...
koja ée dati glas javnosti” (Tucker 1996.).2
To je u ono vrijeme bilo revolucionarno i
jedinstveno. lzlozbe Novog muzeja bile su
od pocetka politicki obojene, rizi¢ne, ekspe-
rimentalne i kontroverzne. Objavljen je niz
publikacija koje su bile vazne za raspravu u
(politiziranoj) domeni umjetnosti. Godine
1987. kustosica za obrazovni odjel - a taj je
odjel u to vrijeme bio ravnopravan s kus-
toskim - otpocela je s primjenom koncepta
g. Tucker: umjetnici i umjetnice postavljali
su s obrazovnim odjelom umijetnicke izloz-

A WORD OF INTRODUCTION

My aim here is to tell something about a
project that took place from April until June
of 1998 at the New Museum of Contem-
porary Art in New York. | had an op-
portunity to participate in the project, espe-
cially in its last phase, an exhibition entitled
Whose History is it anyway? - which may
be interpreted as Who is authorised here to
tell (our) story? The exhibition was set in
the so-called Public-Access-Gallery in the
basement of the museum and presented
the results of several months of work done
by three New York artists with the students
of a school in Queens and their teachers.
The artists were Lynne Yamamoto, Aresh
Yavadi, and Judith Dos Santos and they
had been sent to the schools by the New
Museum within its out-of-school High-
school Program. They had been trained at
the Education Department of the museum
and obtained the title of ,TAs', i.e. ‘teaching
artists’. All three projects had American
history as their thematic starting point -
which had been defined by the school - and
all three had the goal to promote self-repre-
sentation by questioning the historical tra-
dition at the same time.

Let me say a word about the museum
and the context in which it should be seen:
the so-called New Museum was founded in
1976 by Marcia Tucker. She had worked
as curator at the Whitney Museum of
American Art in New York and realized that
contemporary art needed different spaces
for presentation and above all for dialogue;
therefore, she made education the focus of
her newly established museum, which was
not meant to be an off-space or alternative,
which would have perhaps been easier to
marginalize, but a museum. She wanted to
understand it as a place of controversy and
as an institution that would ”...Give a Voice
to the Public.” (Tucker 1996)* At that time,
it was revolutionary and unique. In the
beginning, exhibitions of The New Museum
were political, risky, experimental, and con-
troversial. There was a series of new publi-
cations that were important for the discus-
sion in the (politicised) field of art. In 1987,
the curator began with the application of
Tucker's concept in the Education Depart-
ment - and the Education was in those ti-
mes equal to the Curatorial: artists and the
Education Department were setting up



be izri¢ito okrenute suradnji u sklopu Citave
kude - u New Yorku, koji je u ono vrijeme
bio u znaku koncepta Art as Activism, reak-
cije na Reagonomiku i posljedice politizaci-
je umjetnosti u Sezdesetima. Pocetkom de-
vedesetih Zoya Kocur osnovala je gimnazij-
ski program, reagirajuci na Cinjenicu da nije
bilo moguce ‘posvetiti se’ svim skupinama
stanovniStva u samome muzeju. Namjera-
vala je preseliti umjetnost i njezinu politi¢ku
eksplozivnost u predgrade. Na sve nave-
dene dogadaje utjecalo je to Sto je krajem
sedamdesetih godina 20. stoljeca njujorski
gradonacelnik Koch ukinuo umijetnost kao
predmet na Skolama. To je rezultiralo broj-
nim inicijativama, prvenstveno od strane
umjetnika. Nastava umjetnosti nudila se na
drugim mjestima, dakle izvanskolski.

Rad obrazovnog odjela Novog muzeja
na taj je nacin utjecao na brojne projekte u
New Yorku i ¢itavoj Sjevernoj Americi - prije
svega svojim nacelima participacije i umre-
Zavanja institucija.

decidedly participatory art exhibitions in the
whole house, and that in New York, which
was stamped by Art as Activism - a reaction
to the Reagonomics and a consequence of
the politicisation of art in the 60s. In the
early 90s, Zoya Kocur established the High-
school Program as a reaction to the fact
that not all groups of population could be
‘addressed’ in the museum. The aim was to
take art and its capacity for political bri-
sance to the suburbs. All that happened
against the background of New York mayor
Koch abolishing art classes in schools. As a
result of that, there were numerous initiati-
ves, primarily by artists, to offer art classes
in other places, that is, away from school.

Work of the Education Department of
The New Museum had followers in New
York and throughout North America - above
all regarding its participatory principles and
establishing a network of institutions.

In 1988/89, as | worked at the New
Museum, in the Education Department, its

1. Cijeli razred s umjetnicom Lynne Yamamoto
(desno) i uciteljicom engleskog (lijevo). Predstava u
Skoli / The entire class with artist Lynne Yamamoto
(right) and the English teacher (left). Performance
at school
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2. Fotografije, monolozi i rekviziti / Photos, mono-
logues, and stage properties

3. Kostimi na vjesalici, ispred njih jedna od
ucenica i Judith Dos Santos / Costumes on the
rack, a student with Judith Dos Santos in the front
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Dok sam 1988./89. godine radila na
obrazovnom odjelu Novog muzeja, njegov
ravnatelj bio je Greg Sholette, aktivistiCki
umjetnik i intelektualac iz New Yorka. Izloz-
ba Whose History is it anyway? organizi-
rana je tijekom njegova mandata. Pritom
sam bila svjedokom - i to ¢u ovdje samo
usputno spomenuti - postupno realiziranog
procesa preoblikovanja muzeja u main-
stream instituciju, a bila sam ondje i kada
je Greg Sholette bio prinuden otiéi. Posta-
jalo je sve jasnije: pregradeni muzej, koji je
promijenio ime iz The New Museum u New
Museum, nije viSe trebao/zelio biti toliko
eksperimentalan, provokativan ili decidira-
no politicki aktivan, a uz to se nalazio i u fi-
nancijskim poteSkocama. Kada kazem
“muzej”, pritom ovdje ne mislim na kustos-
ki odjel i na glavnog upravitelja. Marcia
Tucker odavno viSe nije bila vazna. Pos-
ljedica svega bilo je to da obrazovni odjel
vi$e nije bio u sredistu kao $to je to bio rani-
je i od njega se ocekivalo da ne poduzima
nikakve rizicne projekte.

1ZLOZBA

Ali vratimo se izlozbi!

U projektu pod vodstvom Lynne Yamamoto
uvjezban je zahtjevan performans koji je sa-
drzavao monologe fiktivnih povijesnih uloga
iz razli¢itih epoha americke povijesti u od-
nosu prema osobnoj povijest. Kostimi su
kreirani posebno za tu priliku.

director was Greg Sholette, an activist artist
and intellectual from New York. The exhibi-
tion Whose History is it anyway? took place
during his mandate. | was there and - to
mention it only marginally - witnessed the
gradual process of restructuring the muse-
um into a mainstream institution. | was
also there when Greg Sholette had to go. It
was becoming more and more evident: The
New Museum, which changed name into
New Museum with the reconstruction
works, was no longer supposed to/willing to
be so experimental, so risky, so decidedly
political; it was in financial difficulties.
When | say, “the museum”, | do not mean
the Curatorial Department and the
Managing Director. Marcia Tucker had long
ceased to be of any importance. The conse-
quence of all this was also that the
Education Department was neither as cen-
tral as it used to be, nor expected to engage
in risky projects.

THE EXHIBITION

But let us turn back to the exhibition.

In the project directed by Lynne Yamamoto,
a complex performance was set up with
monologues of fictitious historical roles
from various epochs of American history,
referring to the personal histories and with
costumes designed for the occasion.

PERFORMANCE AT SCHOOL

The exhibition presented photographs of
‘students’ in their costumes, the costumes
themselves, monologues, stage properties,
and a video of the performance.

In the project by Judith Dos Santos,
the students (in this case only girls) pro-
duced costumes, jewellery, and masks, in
which they practically fused various cul-
tures from different American epochs. The
visitors could try on the costumes in the
exhibition hall.

In the project by Aresh Yavadi, the stu-
dents made interviews with members of
their families and photographed them,
developing black-and-white photos by
themselves. This resulted in installations
composed of enlarged photographs, tran-
scribed interviews, and objects owned by
the portrayed persons.

Besides, the exhibition included a par-
ticipation corner with a ‘Hope-chest-activi-
ty’, in which visitors could find white, emp-
ty boxes and all sorts of materials (paper,
pens, foil, textile, beads, etc.), as well as a
form to fill in data about their person and



PREDSTAVA U SKOLI

Na izlozbi su se mogle vidjeti fotografije ‘uce-
nika’ kostimiranih prema ulogama, kostimi,
monolozi, rekviziti i video s performansa.

U projektu Judith Dos Santos ucenice
(u ovom sluéaju samo djevojke) su izradiva-
le kostime, nakit i maske u kojima su se na
neki nacin mijesale razlicite kulture iz raz-
li¢itih razdoblja ameri¢ke povijesti. Publika
je mogla isprobati kostime u izlozbenom
prostoru.

Naposlijetku su u projektu Aresha
Yavadija ucenici i uCenice pripremili inter-
vjue s ¢lanovima obitelji, snimili ih i sami
razvili crno-bijele fotografije. Rezultat su
bile instalacije sloZzene od povecanih foto-
grafija, transkribiranih intervjua i predmeta
iz posjeda portretiranih osoba.

Osim toga, na izlozbi je ureden takoz-
vani participacijski kutak, Hope-Chest-Acti-
vity, u kojemu su posjetitelji mogli nadi
prazne kutije i obilje raznog materijala (pa-
pira, olovaka, folija, tkanina, perlica itd.),
kao i formular za podatke o svojoj osobi i po-
vijesti. Pozvani su da osmisle jednu ano-
nimnu kutiju tako da postane portret njihova
‘identiteta’ / povijesti. Kutije su mogli ponijeti
sa sobom ili izloziti na polici u muzeju.

Oblikovanje izloZbe preuzeo je obra-
zovni odjel u suradnji s umjetnicima. Uce-
nici su sudjelovali samo u neznatnoj mjeri.
Njihova prisutnost u zgradi - i tu se prvi put
pokazala nevoljkost institucije prema cijeloj

history. They were invited to create an
anonymous box, which would become a
portrayal of their own ‘identity’ / history.
They could then take the box with them or
exhibit it on a special board in the museum.

The conception of the exhibition was
done by the Education Department, in co-
operation with the artists. The students par-
ticipated only to a very limited extent. Their
presence in the house - and here it was for
the first time that the institution showed
some uneasiness about the situation - was
obstructed by numerous prohibitions. For
the ‘students at risk’,? this only confirmed
the fact that they were excluded from insti-
tutions of the sort.

Nevertheless, many of them had tra-
velled from Queens to be there. They
brought their relatives and were proud to
see their aesthetic articulations on the walls
of a museum, despite showing permanent
self-restraint and caution with respect to
the new situation.

And their scepticism was justified.
After the exhibition opening, the institution
directly intervened in terms of censorship.
Some texts had to be rewritten, the exhibi-
tion was not officially advertised, and there
were almost no signposts within the build-
ing for the ‘show’ in the basement, while
access to the ‘Public Access’ gallery was
accidentally obstructed by a huge plant. As
a result, the Public Access-Gallery - found-

°
2 The students originated from a very poor neighbour-
hood in Queens. They are called ‘students at risk’
because normally they prefer selling drugs to

showing up at school.
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4. Ucenica pred fotografijom svoje sestre i njezinim
predmetima / A student standing in front of her
sister’s photograph and some of her belongings
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situaciji - otezana je brojnim zabranama. Za
‘students at risk’® bila je to potvrda njihove
iskljuéenosti iz takvih ustanova.

Ipak, na samo otvorenje doputovalo je
mnogo ucenika iz Queensa. Doveli su svoje
rodake i bili su, unato¢ stalnoj suzdrzanos-
ti i oprezu prema stranoj situaciji, ponosni
§to vide svoje estetske artikulacije na
zidovima muzeja.

Medutim njihova skepti¢nost pokazala
se opravdanom. Naime, institucija je nakon
otvaranja neposredno intervenirala u smislu
cenzure. Neki su tekstovi morali biti pre-
radeni, izlozba se nije reklamirala u javnos-
ti, a izvan zgrade je postojalo vrlo malo
putokaza prema izlozbi u podrumu, dok je
pristup u sam izlozbeni prostor slu¢ajno
zagraden divovskom biljkom. Kao rezultat
toga, Public-Access Gallery, koja je osno-
vana jo$ za uprave Marcije Tucker, sada je,
izuzev jedne izloZbe,* uglavnom koristena
za potrebe kustoskog odjela.

PITANJA

Zasto 2005. godine izvjeséujem o izlozbi
koja se dogodila u SAD-u prije pet godina,
u sasvim drugacijem kulturnopolitickom,
drustvenom i umjetnickom kontekstu, uz
sasvim drugaciju predodzbu o demokraciji i
obrazovanju nego Sto je to slucaj u Europi,
osobito u Njemackoj i Austriji? Mozemo i
nesto od toga prenijeti u nase iskustvo?

ed while Marcia Tucker was still in power -
was now mostly used by the Curatorial-
Department, with the exception of a single
exhibition.?

QUESTIONS

Why do | speak now, in 2005, of an exhi-
bition that took place in the USA five years
ago, in a completely different cultural and
political setting, in a completely different
social and artistic context, with a different
idea of democracy and education - than in
Europe, especially in Germany or Austria?
Can any of it be transferred to these cir-
cumstances?

My hypothesis is that the value of this
project in terms of discussion and reflection
rests on several levels:

| am interested in the motivation with
which the education work was done. What
is also interesting is the urgent need of an
art institution to work seriously with ‘stu-
dents at risk‘ and allow them into the mu-
seum beyond the usual measure of cooper-
ation between the school and the muse-
um.* | am interested in the expectation of
the museum that it would ”... give a voice
to the public” - and, related to that, in the
question whether there is a possibility, on
which level, and at what price, to offer rep-
resentation surfaces to those people who
are normally completely invisible in the so-



Moja je teza da je taj projekt vrijedan
rasprave i refleksije na viSe razina.

Osobno me zanima motivacija s kojom
se tu pristupilo radu na obrazovanju.
Zanimljiva je i hitna potreba jedne umjetni-
Cke ustanove da ozbiljno suraduje s ‘rizic-
nim ucenicima’ i omogudi im pristup u mu-
zej iznad uobitajene mjere suradnje izmedu
Skole i muzeja.® Zanima me odekivanje
muzeja “... da ée dati glas javnosti” - a u
sklopu toga zanima me pitanje je li uopce
moguce ponuditi reprezentacijske povrsSine
osobama koje su u drustvu inace nevidljive
i na kojoj razini, kao i uz koju cijenu, $to se
sve time nenamjerno proizvodi, od kojeg
trenutka i za koga to viSe nije podnosljivo,
odnosno kada projekti te vrste, za koga i u
kojem pogledu postaju ‘projects at risk'.

Zanima me uloga umijetnosti unutar
tog projekta. Zanima me za$to su sve troje
umjetnika sa svojim ucenicima tijekom ra-
da na $koli uvijek iznova promatrali povijes-
nu i suvremenu umjetnost, zasto su pos-
jecivali atelijere umijetnika i razne muzeje
koji izlazu umjetnost. Sto se tu vidjelo /
naucilo - o umjetnosti?

Zanima me uloga samih umjetnika.
Jesu i oni kao ‘TAs’ bili tek kapi na uzare-
nom kamenu, jesu li bili instrumentalizirani
i koje su od njihovih kompetencija ‘kup-
liene’ kao sudbonosno obeéanje - za timski
rad sa Skolskim uciteljima? Je li tu uopée
ostalo neSto umjetnosti? | Sto?

| Sto je od toga ostalo do danas?

Danas je New Museum institucija
mainstreama, za koju je planirano arhitek-
tonsko $irenje tijekom iducih godina.®

Odjel za obrazovanje i medije o sebi
piSe da: “organizira programe za ucenike i
profesore srednjih $kola (predavanja, javne
diskusije, performanse) te grupna vodstva,
ureduje i odrzava stranice muzeja na inter-
netu te kod muzejskog osoblja podize razi-
nu razumijevanja za javne edukativne pro-
grame U muzeju suvremene umjetnosti.””
Dva su teziSta: VKP-program (Visible
Knowledge Programm) i projekt pod naslo-
vom Youth Council, u kojem mladi u muze-
ju dobivaju neku vrstu internshipa i u sklo-
pu toga suraduju s omladinskim organizaci-
jama. Ipak, sasvim sigurno ne osmisljavaju
nikakve izloZbe unutar muzeja i sasvim si-
gurno je njihovo kretanje vrlo brizljivo kore-
ografirano. Moglo bi biti i sasvim drugacije.
Koncept prema kojemu se mladi integriraju
medu osoblje muzeja i obrazuju valja cije-
niti kao izuzetan angazman takve jedne in-
stitucije.® Usput re¢eno, s mreZne stranice

ciety, what is taking place there unintentio-
nally, from which point it becomes unbear-
able and for whom, that is to say, when do
projects of this sort become ‘projects at
risk, for whom, and in which respect.

| am interested in the role of art in that
particular project. | wish to know why all
three artists, during their work with the stu-
dents at school, always looked at the his-
torical and contemporary art, went to the
artists’ studios, visited various art muse-
ums. What was it that they saw / learned -
about art?

| am interested in the role of the artists
themselves. Were they, in their quality of
‘TAs', just drops on hot stones, were they
instrumentalised, and which of their com-
petences were ‘bought’ there as an enthusi-
astic promise - for the teamwork with class-
room teachers? Was there anything left of
art at all? And what?

And what is still left of it today?

Today, the New Museum is a main-
stream institution, about to be enlarged in
the near future.’

The Education and Media Department
writes about itself that it ”...organizes pro-
grams for high school students and teach-
ers, public programs for adults (lectures,
panel discussions, performances), group
tours and internships, and is responsible for
the development of the Museum’s web site.
Interns will gain an understanding of public
education programs related to a contempo-
rary art museum.”® It sets two points of
emphasis: the VKP-Program (Visible Know-
ledge Program) and an option entitled
Youth Council, in which young people win
a sort of internship in the museum and co-
operate from there with youth organiza-
tions. However, they certainly do not organ-
ise exhibitions within the museum and their
movements are most probably choreogra-
phed to the smallest detail - but that is only
a suspicion. It could also be entirely differ-
ent. The concept of integrating young peo-
ple in the staff and educating them must be
appreciated as an extraordinary engage-
ment on the side of an institution.” By the
way, one can download from the web, at
http://www.newmuseum.org - within the
VKP-Program - a complete plan of lessons
from the project of Lynne Yamamoto within
Whose History is it anyway? for use in
schools, without any mention of her name
or the context in which the plan was made:
clean, user-friendly, critical, without any
doubtful rests. And although the museum

v
3

8

Ucenici i ucenice potjecu iz vrlo siromasSnog dijela
Queensa. Nazivaju ih ‘students at risk’ zato $to u
pravilu radije preprodaju drogu nego Sto se
pojavljuju u Skoli.

Izlozbu "Urban Encounters” osmislio je Greg
Sholette i u njoj je niz aktivistickih skupina umjetni-
ka, koji su aktivno djelovali jo§ 1998. godine, doku-
mentirao svoj rad i stavljao ga na diskusiju. Nedugo
nakon otvaranja izlozbe Greg Sholette je dobio
otkaz. Izlozba je doZivjela velik uspjeh - prije svega
na politicko aktivistickoj sceni.

Ni prije ni kasnije u New Yorku nije postojala izlozba
na kojoj bi ucenici predstavljali svoje radove kao u
umjetnickoj galeriji.
http://www.newmuseum.org/info_about.php (zadnji
posjet 16.11.2005.).
http://www.newmuseum.org/info_internships.php
(zadniji posjet 16.11.2005.). U engleskom originalu
citat glasi: "...[it] organizes programs for high
school students and teachers, public programs for
adults (lectures, panel discussions, performances),
group tours and internships, and is responsible for
the development of the Museum'’s web site. Interns
will gain an understanding of public education pro-
grams related to a contemporary art museum.”

The Youth Councilis a one-year internship program
for a group of 5 to 7 high school students who work
with staff at the New Museum. Students gain skills
in critical thinking, creative and professional writ-
ing, leading and presenting discussions, events
coordination and promotion, and new technology.
Orientation for the Youth Council takes place during
an annual Summer Session when students are
introduced to contemporary art through studio
visits, artists’ presentations, practical art projects,
and discussions with museum staff. During their
internship, Youth Council members host a series of
events called Youth Presents that are often collabo-
rations between the New Museum and community
youth organizations.
http://www.newmuseum.org/more_youth_pre-
sents.php#documentary (zadnji posjet
16.11.2005.)

“Urban Encounters”, organised by Greg Sholette,
was an exhibition in which a number of activist
groups of artists, who were still active in 1998,
documented their work and offered it for discus-
sion. Shortly after the exhibition opening, Greg
Sholette was fired. The exhibition was a great
success - above among political activists.

It was the first and the last time that students
could present their work in New York in a sort of art
gallery.
http://www.newmuseum.org/info_about.php (last
visited on 16/11/2005)
http://www.newmuseum.org/info_internships.php
(last visited on 16/11/2005)
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® U engleskom originalu citat glasi: ” Our purpose is
to engage diverse audiences ranging from arts
professionals to those less familiar with contempo-
rary art”.

Usp. STURM, EVA: Von Kunst aus. Kunsvermittlung
mit Gilles Deleuze. Habilitacijska disertacija u pos-
tupku (radni naslov).

LINGNER MICHAEL i PIERANGELO MASET, Zwischen
Reiz und Regel liegt die Lust. Dialog zur dsthetichen
Bildung, u: Bauer, J., Eigenmann, S., et al. (ur.):
Zwischen Kiinsten, Medien, Wissenschaften und
ihrer Didaktik. Miinchen, 2000.

ROLLIG, STELLA, Aus Zuschauern Mitwirkende
machen. Neobjavljeni rukopis iz 2003.
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The Youth Council is a one-year internship program
for a group of 5 to 7 high school students who work
with staff at the New Museum. Students gain skills
in critical thinking, creative and professional writ-
ing, leading and presenting discussions, events
coordination and promotion, and new technology.
Orientation for the Youth Council takes place during
an annual Summer Session when students are
introduced to contemporary art through studio vis-
its, artists” presentations, practical art projects, and
discussions with museum staff. During their intern
ship, Youth Council members host a series of
events called Youth Presents that are often collabo-
rations between the New Museum and community
youth organizations.
http://www.newmuseum.org/more_youth_pre-
sents.php#documentary (last visited on
16/11/2005)

Cf. Sturm, Eva: Von Kunst aus. Kunsvermittlung mit
Gilles Deleuze. (working title) Habilitation disserta-
tion, in process.

Lingner, Michael, Pierangelo Maset: Zwischen Reiz
und Regel liegt die Lust. Dialog zur dsthetischen
Bildung. In: Bauer, J., Eigenmann, S. et al. (ed.):
Zwischen Kiinsten, Medien, Wissenschaften und
ihrer Didaktik. Munich, 2000.

19 Rollig, Stella: Aus Zuschauern Mitwirkende machen.
Unpublished manuscript, 2003.
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http://www.newmuseum.org moguce je
preuzeti - u okviru VKP-programa - potpuni
nastavni plan projekta Lynne Yamamoto iz
Whose History is it anyway? za $kolsku
upotrebu, a da se nigdje ne spominje ime
niti kontekst u kojem je plan nastao: Cisto,
pregledno, kriti¢ki, bez dvojbenih ostataka.
A sam muzej, doduse, pisSe: “NaSa je svrha
angazirati razli¢itu publiku u rasponu od
one koja se profesionalno bavi umjetnoscéu
do publike koja je manje upucena u suvre-
menu umjetnost.”.? ali moZemo pret-
postaviti da se oni kojima muzej nije toliko
blizak - dakle, drustveno i kulturno margi-
nalizirane zajednice - daleko stroZe nadziru
i s manje rizika ukljuCuju u umjetnicke i
umjetni¢koobrazovne projekte nego Sto je
bio slu¢aj u vrijeme Marcije Tucker i njezi-
na nesto rizi¢nijeg odnosa prema obrazo-
vanju "at the heart of the institution”.

OBRAZOVNI RAD

Naslov ovog teksta glasi Stvoriti prostore.
Uciniti obrazovni rad moguéim znaéi -
prema mojem misljenju - stvoriti prostore:
prostore u kojima se moze dogadati nesto
§to u tom obliku prije nije postojalo, buduci
da u tome uvijek sudjeluju drugi ljudi. Pros-
tore za povezivanja, za susrete, za spozna-
je, iskustva, raspravu, eksperiment, anali-
zu, kritiku, mozda i dekonstrukciju. Za tak-
ve poduhvate umjetnost moze biti vrlo dob-
ro polaziste i inspirativan izvor ideja.

Medutim, zeljela bih postaviti pitanje
jesu li ti stvoreni prostori takoder prostori za
nastup necega radikalnije nepredvidljivog,
prostori za strano koje nije moguce integri-
rati, za drugost koja se ne da svesti na uobi-
¢ajeno? Jesu li to prostori spora, sukoba i
kritiCke autorefleksije, za moguéi neuspjeh
koji se ne dozivljava kao poraz, nego kao
simptom? Ili su to prostori za sklad i pro-
nalazenje sebe sama, za samoumirivanje i
samopotvrdivanje, za nadzor bez ostatka i
po mogucnosti za slavljenje mentaliteta
zrtve? Jer ovo potonje mogli bismo s razlo-
gom pripisati trima projektima iz Novog
muzeja: ljudi koji su tu nastupili doista su
bili gubitnici u americkom drustvu. Ali na
koji nacin su uspostavili - oni, koji su inace
isklju€eni i nereprezentirani - tu svoju uni-
Stavajuéu poziciju unutar institucionalne
igre? Moze li se to uopce?

Tendencija samopotvrdivanja mogla bi
se utvrditi i u projektu Hope-Chest Activity.
Kutije koje su ljudi ostavljali u muzeju bile
su brojne. Ali niti u jednom trenutku nije se
o tome razgovaralo ili zajedno promisljalo.

itself writes: "Our purpose is to engage
diverse audiences ranging from arts profes-
sionals to those less familiar with contem-
porary art, "one can presume that an eye
will be kept rather on those people who are
less familiar with the museum - namely,
the socially and culturally marginalised
communities - and that they will be in-
volved in artistic and art-related education-
al projects in less risky ways than it was the
case in the times of Marcia Tucker's some-
what riskier way of dealing with education
"at the heart of the institution.”

EDUCATIONAL WORK

The title of this text is Creating Spaces.
Making educational work possible means -
in my opinion - creating spaces: spaces in
which something can take place, some-
thing that did not exist in that form before,
since different people are involved each
time. Creating spaces for connections and
encounters, for insights, experiences, conf-
licts, experiments, analysis, criticism, per-
haps also for deconstruction. For such en-
terprises, art can be a very good starting
point, an inspiring pool of ideas.

Still, my question is: are these created
spaces also spaces for the enactment of
something more unpredictable, spaces for
something different, something that cannot
be integrated, the irreducible Other? Are
they spaces for contradiction, conflict, and
critical self-reflection, for possible failure
that is not considered a defeat, but rather a
symptom? Or are they spaces for harmony
and self-discovery, for self-appeasement,
self-assertion, for absolute control, and if
possible for celebrating the victim mentality?
The latter could indeed be ascribed to the
three projects from the New Museum, and
with good reasons: people who performed
there were the losers of the American soci-
ety. But how did they - who were otherwise
excluded and non-represented - win that
extraordinary position within the institution-
al game? Does that work at all?

One could also attribute self-assertion
tendencies to the Hope-Chest-Activity. The
boxes that were left there were numerous.
But one never discussed them or reflected
on them together.

This is the point on which | am basing
my criticism of the projects - of the victim
status and the continuation of an idea of
identity in which the minority is trying to be
like the majority - but | will come back to
that later in my argumentation.®



Na tome se zasniva i moja kritika spo-
menutih projekata - na mentalitetu Zrtve i
na ustrajanju na poimanju identiteta u ko-
jem manjina nastoji biti ista kao vecina - ali
na to ¢u se jo3 detaljnije vratiti.*®

Pozivam na precizniju raspravu o tome
Sto bi takvi projekti mogli biti i ¢emu bi
mogli teZiti. Cemu sluZe, $to predstavljaju,
koja je njihova intencija i $to se tu sve
‘doista’ dogada - bilo to i nenamjerno; i to
pitanje valja postaviti sasvim konkretno,
drustveno-politicki i samokriticno s obzirom
na umjetnost - ako to igra neku ulogu. Na
koji nacin se tu angazira umjetnost?

Moj prijedlog bio bi usvojiti neko suvre-
meno poimanje umjetnosti, koje ne bi toliko
polagalo na “djelo”, nego na (kriticka) raz-
vojna kretanja. “Danas se nalazimo u situa-
ciji u kojoj, s obzirom na agoniju politickoga
u sustavu politike i krajnje kolonizacije jav-
noga od strane ekonomskih imperativa,
umjetnost predstavlja jednu od malobrojnih
institucija posredstvom koje je moguca ne-
determinirana kreativnost”, kako kaze
Pierangelo Maset (Maset 2000.)."

Slino konstatira i Stella Rollig kada
pise: “Jer ako umjetnost i nije nekakav au-
tonomni otok blazenih, ona je ipak slobod-
na trgovinska zona za ideje, dijaloge i de-
bate, za kolektivna djelovanja i individualne
senzibilitete. Podrucje na kojem postoji mo-
guénost postavljanja tema koje nisu unapri-
jed zadane politikom i medijima. Estetskih
iskustava koja nisu ve¢ instrumentalizirana
i otrcana reklamom, robnim dizajnom i
dozivljajnim environmentom.” Nakon toga
pise: “Danas mozemo ustvrditi: vrijednost
“javne umjetnosti” raste. Naposljetku, ona
moze mnogo toga ponuditi: prakti¢ne Zi-
votne promjene, relevantnost tema, radost,
uskomesavanje uvijek istoga.” (Rollig
2003.)'? Ali ono $to moZze ponuditi prije
svega, to je otvaranje diskurzivnih podrucja
koja ne nestaju bez ostatka, nego - u
drustveno-politickom smislu - ostaju razara-
juéa. Moglo bi biti tako i u posredovanju,
mozda. v

| wish to call for a more detailed dis-
cussion on what such projects could be or
strive to become. Why are they there, what
do they represent, what is intended with
them, and what is ‘really* happening there -
even unintentionally; and | mean it quite
concretely, in terms of society and politics,
and also self-critically, with respect to art -
if this is playing a role. How is art put to use
there?

| would suggest adopting a contempo-
rary notion of art, which would not place an
emphasis so much on the "artwork,” but
rather on (critical) processes. "We live to-
day in a situation, in which, given the ago-
ny of the political in the system of politics
and the utmost colonisation of the public by
imperatives of economy, art remains one of
the few institutions through which a non-
determined creativity is possible,” says
Pierangelo Maset (Maset 2000).°

Stella Rollig means something similar
when she writes: "For even if art is no auto-
nomous island of the blessed, still it is a
free trade zone of ideas, dialogues, and de-
bates, of collective actions and individual
sensibilities. An area in which it is possible
to set up themes that are not determined by
politics and the media. To have aesthetic
experiences that have not been previously
instrumentalised and worn out by adverti-
sements, trade designs, and adventure en-
vironments.” Further on, she writes: "To-
day, we can conclude the following: the va-
lue of “public art” is on the increase. After
all, it has much to offer: practical changes
of life, relevance of topics, joy, and throw-
ing the same old things into turmoil.”
(Rollig 2003)* But what it can offer first of
all, is to open up critical fields of discourse
that will not disappear without a trace, but
- in terms of society and politics - retain
their brisance. And that could be the same
in mediation, perhaps. @

prijevod / translation: Marina Miladinov
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