| D E A

artd + societate / arts + society
#42,201230 lei /11 €, 14 USD




Posters realized by students during the workshop "Atelier Popular: New Images of Politics”, led by Bogdan Ghiu and Octav Avramescu
Exhibition view, Km. 0. Representations and Repetitions of the University Square, tranzit.ro/Bucuresti, photo: Eduard Constantin

On the cover: Miklos Onucsan, Pattern for a Sphere, 2012, courtesy: the artist

Aspiratiile celor care ar vrea sa izoleze arta de lumea sociald sint asemandtoare cu cele ale porumbelului
lui Kant ce-si imagina ca, odata scapat de forta de frecare a aerului, ar putea zbura cu mult mai liber. Daca
istoria ultimilor cincizeci de ani ai artei ne nvata ceva, atunci cu siguranta cd ea ne spune ca o artd detasatd
de lumea sociald e libera sd meargd unde vrea, numai ca nu are unde sa meargd. (Victor Burgin)

The aspirations of those who would isolate art from the social world are analogous to those of Kant's dove which dreamed of
how much freer its flight could be if only were released from the resistance of the air. If we are to learn any lesson from the
history of the past fifty years of art, it is surely that an art unattached to the social world is free to go anywhere but that it has
nowhere to go. (Victor Burgin)
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Explicatie

Alexandru Polgar

As minti dacd as spune ca n-am avut un motiv foarte personal pentru a propune grupajul de texte care urmeaza. Voi
lamuri de indata acest motiv, dar cum el conteazd mai putin, sau cum el aruncad o cu totul alta lumind asupra textelor
ce urmeaza, as incepe prin a evoca pe scurt proiectul lui Alain.

Asta presupune sd stim, cft de vag, cine e Alain. Maiintli, numele. El e un pseudonim al lui Emile—Auguste Chartier, nascut
pe 3 martie 1868 simort, pare-se, pe 2 iunie 1951. Afost si este un important filosof, membru al scolii franceze a per-
ceptiei. Dar biografia conteaza, evident, mai putin. As zice, din ce-am citit, ca Alain este un ginditor in sensul cel mai
nobil — viu — al cuvintului, cineva care Tsi bate capul pe cont propriu cu lucrurile care, sub o forma sau alta, i-au atras
atentia. Mare comentator al filosofiei antice si moderne, Alain trdieste in fiece clipd n toatd traditia. Si, poate ca tocmai
din acest motiv, are ceva presocratic, ceva incipient, inaugural, fraged, chiar naiv, as zice, dar naiv intr-un fel care face
sd se vadd lucruri pe care altfel nu le-am fi vazut poate. Alain e viu. Niciunul dintre gindurile sale nu e vetust. Doar pen-
tru cd nu-i mai citim pe cei vechi, nu fnseamna ca ei ar fi ponositi. N-as vrea insd nici sa sterg trecutul, sa spun cumva
ca operele sale vii ar fi si perene, de parca timpul nu le-ar fi facut chiar nimic. Ele se patineazd, fard indoiald, si asta e
valabil si pentru gindirea lui Alain, dar numai pentru atfta nu inseamna ca si miros a naftalina.

N-as vrea sa ma adincesc foarte tare intr-un fel de introducere la cele Doudzeci de lectii despre artd ale lui Alain. Voi
spune doar atit: e vorba de o incercare de a interpreta artele — majoritatea lor — intr-o forma sistematicd, una care pune
n evidenta legdturile genetice Intre ele, de parcd ar trasa un fel de genealogie a lor, dar, Tn mod ciudat, una care nu sta-
bileste si ierarhii, pentru ca nu e vorba, evident, de a considera sculptura ceva mai fnaintat sau mai rdmas in urma decft
pictura. Acest proiect de gindire al lui Alain, care unora li s-ar putea parea dubios din cauza sistemului pe care ncearcd
sa-| construiasca (in orice caz, sint sigur cd asta multora le va mirosi a secol XIX pur si simplu), meritd nsa toatd atentia
noastra, tocmai in masura in care intentia unei sistematici face sd iasa la iveald o multime de detalii pe care altfel nu stiu
cum le-am fi putut accesa. Nu spun ca toate aceste detalii sint aur pur, dar categoric ele sint zacdminte din care mie,
unuia, mi se pare ca mai avem de invatat.

Din pdcate, ca revistd, nu putem sd ne propunem aici prezentarea acestui proiect de gindire al lui Alain Tn integralita-
tea sa. E si o chestiune de spatiu tipografic, dar mai e si altceva. Dacd am decis s fac un tors dintr-o statuie perfect sle-
fuitd — si aici vina toatd e a mea — este pentru cd tocmai ca am vrut sa sterg proiectul lui Alain, sa-1 tin in rezerva, pentru
ca el sd nu distragd atentia, si sa las atunci detaliile privitoare la o suitd de arte, care privesc proiectul nostru editorial mai
indeaproape decit altele, sd iasd la iveald cumva pentru sine, in timp ce, evident, ductul — sira — proiectului lui Alain ram-
ne Tnca vizibil, respectiv vizibild. Am ales atunci sd traduc doar ultimele sase prelegeri (despre sculpturd, pictura, desen
si artist ca atare), mai mult ca pe un fel de invitatie la lectura ntregului si, in general, la lectura acestui tip de texte, adica
al unor materiale care Tmprospateaza, intr-un fel mai mult sau mai putin bricolat, capacitatea noastrd de intelegere a ce
da de gindit arta.

Si-acum motivul personal. in mod ciudat, mi se pare ci, vorbind despre artele plastice, dar si despre literaturd, Alain
atinge, de fapt, o chestiune greu pind si de precizat in mod economicos. Am s-o fac atunci asa cum pot. Sau cum Tmi
iese. E vorba, cred, ca fiecare gest al artelor, asa cum e el surprins de Alain, raspunde sau, mai precis, corespunde —
cel putin asta e experienta mea — scrisului de text speculativ, sau teoretic, sau filosofic, sau logic, adicd al unuia care n-are
pretentii artistice, dar nici unele stiintifice. Text al Logosului Tnsusi care si vorbeste siesi. Daimon necunoscut nici macar
de scriitorul nsusi, dar unic, ca un fel de vacd sacrd, care eq e singura care, n sensul cel mai propriu al cuvintului, scrie.
Schizofrenie esentiald a unei teorii esentialmente supra-realiste sau i-realiste chiar — si nu exista alta. Munca a unui corp
care e muncit de acest freamdt venind nu se stie de unde. Binelnteles ca asa ceva nu se poate marturisi pind la capat,
fiecare metaford, fiecare afirmatie trebuind sa fie luata cum grano salis, adica drept fragment, tors imposibil de totalizat
fard nevroza — ea chiar asa ceva — a prezentei la sine a subiectului care gindeste. S-o spun atunci si asa: textul lui Alain
vibreaza de adevar. Unul care bate chiar dincolo de arte si pe care n-as sti sa-| numesc altfel decit existential. Dar exis-
tential intr-un sens foarte special, mai apropiat de analitica existentiald a lui Heidegger decit de dezvoltarile unui Sartre,
de pilda.

Poate cd acest ultim detaliu, mai mult decit altele, ma face sd jur pe Alain si sd-I ofer, pe cit pot, atentiei cititorilor nostri.

ALEXANDRU POLGAR (n. 1976), absolvent de filosofie, traducitor, redactor de revista.
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Alain (Emile-Auguste Chartier), Vingt
legons sur les beaux-art, editia a sa-
sea, Paris, Editions Gallimard, 1931,

© Editions Gallimard.

Douazeci de lectii despre arta (fragment)
Alain

Lectia a cincisprezecea: sculptura

(25 februarie 1930)

Stilul. — Stinci sculptate. — Respectul fatd de materie. — Garguie. — Basorelieful. — Planurile arhitecturale.
— Ornamentul sculptat. — Moneda.

Prin sculpturd, care e acum obiectul nostru, incepem studiul artelor pe care as dori sa le numesc Tnselatoare, pen-
tru cd ele par sa se prezinte pe sine ca reproducind Tn mod exact alte obiecte, mai ales forme omenesti si anima-
le, ceea ce nu e totusi telul lor. Stim ca prin masuri in desen, respectiv prin fotografie in desen si pictura ne apropiem
de o reproducere cvasimecanicd, una care ar fi deci perfectiunea acestui gen de opere si care nu le este totusi
deloc asa ceva. Pentru sculpturd siin afara mulajului, se poate concepe o masina de sculptat care sa regleze ih mod
precis miscarile daltii pe scobiturile si iesiturile modelului. De altfel, munca practicianului e fondata in intregime pe
masuri, iar munca sculptorului de asemenea, atit cit vrea. Si totusi asemenea reproduceri nu dau nicio idee de
stil, atft de profund ascuns Tn acest gen de opere. Se subliniaza ca stilul presupune o simplificare a formei si o cale
de a ajunge la ea, pornind de la o schitd in mare — cale cu totul diferita de aceea a modelajului sau a masinii de
sculptat. Se ghiceste, de asemenea, ca sculptorul trebuie sd se opreasca, nainte de fintd, la detalii si ca poza nsési
trebuie sa simplifice deja modelul. Dar de ce? De unde vine aceastd asemanare care refuzd asemanarea si care
reface forma omeneasca? Care e acest model care nu existd in vreun fel?

Tocmai in aceastd trecere dificila mi se pare ca ne poate instrui mai cu seama seria artelor. Sculptura vine dupd
arhitecturd; ea este o urmare; ea este Tnainte de toate ca atasata de monument. Carevasazica probabil ca regu-
lile stiluluiin ce priveste statuarul sint arhitecturale. Adica sculptura trebuie sd urmeze natura, in sensul in care arhi-
tectura urmeaza natura, dind ea asculta de legile vegetale, de formele pamintului, de greul ca atare, de tehnica
zidarului; iar asta e altceva decit a imita un model viu. Aceasta disciplina foarte ascunsa a sculpturii trebuie expusa
in primul rind. O voi face In trei parti. Voi vorbi mai intii de raportul sculpturii cu natura insasi; iar apoi despre rapor-
tul sculpturii cu monumentul; si, in cele din urma, despre raportul sculpturii cu ornamentul si semnul, in special
cu arta medalillor si a monedelor.

in primul rind: care este raportul sculpturii cu obiectele naturale? Trebuie remarcat mai intfi cd arhitectura e adesea
un fel de sculptura in solul insusi sau n stincd. Un drum, o scard, terase sint cioplite ntr-o masd. Si, cum spuneam,
acest gen de sculpturd compune opera omeneasca in functie de forma terenului, de parcd ea ar avea drept scop
desavirsirea acestei forme si facerea ei mai vizibild. Aceste vederi ne-ar putea lumina Tn privinta sculpturii celei mai
vechi. Céci se Intimpld uneori ca ni se pare cd am vedea un animal, un om, un chip intr-o stinca sau in nodurile copa-
cilor sau ale unei radacini. Mi se pare ca gindul cel mai vechi al sculptorului fusese acela de a imagina, in sensul ca
mai intfi el fusese uluit, poate pacalit, poate infricosat; iar apoi cd, revenind, miraculoasd munca a omului, el a vrut
sd faca Tn asa fel incft eroarea sd apard iar si sa reproduca inseldtoarea aparenta cautindu-i locul si distanta; asta e ceea
ce facem cu totii. Dar acest rol de spectator nu se potriveste cu fiinta care are miini. Atunci dnd cautd formele adevdra-
te, miscarea banuitorului e aceea de a pipdi, de a explora si de a incerca reliefurile si scobiturile. Sculptorul se gasea
deci aproape la treabd. Dar trebuie spus cd ideea de a invinge aparenta prin fortd si de a-i desavirsi schita e, de ase-
menea, fireascd. Caci instabilitatea si ambiguitatea formelor sint acelea care inspaiminta si numaidect iritd. Imaginatia
nu inceteazd sd-si caute un obiect, cdci, oricum ar sta lucrurile, agitatia corpului omenesc e aceea care Tnspaiminta;
si vedeniile se explicd foarte bine prin faptul ca o miscare sterge adesea aparenta; asa incit nu exista deloc posibili-
tatea unei examindri; zeii se aratd, rid, se eclipseaza; nu ramin decit istorisirile. Omul trebuie mai intii sa-si cucereascd

EMILE-AUGUSTE CHARTIER, zis ALAIN (1868-1951). Filosof, ziarist si eseist francez, celebru profesor timp de decenii la liceul parizian Henri-IV
(la clasele pregititoare pentru Fcole Normale Supérieure); astizi aproape uitat, a exercitat prin activitatea sa o mare influentd asupra mai multor
generatii de scriitori, ziaristi, filosofi in Franta pind dupd al Doilea Razboi Mondial. Foarte prolific, opera scrisd fntr-un stil accesibil e imensa si cu mare
prizd la publicul larg; sint de mentionat, de-a lungul anilor 1908-1934, mai multe volume intitulate voit modest Propos (asupra esteticii, fericirii,
educatiei, literaturii, economiei, politicil); apoi Eléments d'une doctrine radicale (1925) si Le citoyen contre les pouvoirs (1926), care definesc o gindire
politicd indreptata spre apdrarea libertatilor individuale, a muncii artizanale, a micii proprietdti. Autor, de asemenea, al unui Systeme des Beaux-arts
(1920), a mai publicat Les Idées et les Ages (1927), Entretiens au bord de la mer (1931, Les Dieux (1934), Stendhal (1935), Avec Balzac (1935), Elé-
ments de philosophie (1941), En lisant Dickens (1945).

zeii, adicd sd-i fixeze, ceea ce fnseamnd a marca un pic mai apasat un ochi, o gurd, sa stearga semnele ambigue sau
stranii, In fine, sd desavirseasca statuia. Cine n-a terminat macar o datd un desen Tnceput din purd intimplare? Cine
n-a sculptat o figurd de om sau de animal intr-o rdddcina? Conditile acestui joc sint usor de inteles si elucideaza poate
toatd sculptura. Caci unde e modelul in asemenea cazuri? Modelul este ceea ce se intrevede Tn lucrul nsusi, care
pare amenintator sau surizator si la Tnceput pare cap de om, de cal, de mistret. Modelul e efectiv inca ascuns Tn piatrd
sau in lemn; e vorba de a-I elibera. Dar cum? El e cel care ne va spune, aratindu-se mai bine in masura n care e
desenat potrivit lui insusi. Toti cei care au cioplit un toiag sau capete de marionete in radacini vor ntelege; toatd lumea
vaintelege. E vorba de a face o statuie care seamana tot mai bine cu eainsasi. De unde o munca plind de prudenta.
Cici s-ar putea pierde aceastd asemanare, s-ar putea sterge aceasta fantoma de model. De unde o executie spri-
jinita pe gindire continud; caci dupa fiecare loviturd de daltd examindm schimbarea intregii opere; o intrebam dacd
sintem pe drumul cel bun. Aceste subtilitti, care sint dictate de cea mai fireasca si mai veche munca de a sculpta,
explicd bine si inventia, care, n toate artele, depinde Tn acelasi timp de gindire, de munca si de lucru. Scoate mult
din sine cel care da multa ascultare. De unde vedem cd metoda de a schita mai intii in mare si de a merge dupa
aceea intr-acolo unde conduce schita este o lectie a sculpturii naturale. Dar intelegem de asemenea ca respectul
fatd de materie, fata de formele naturale pe care le ntiinim, fatd de inegalitati date ca noduri in lemn sau granulatie
a pietrei, linii de ruptura, fibre sau planuri de clivaj este o parte importantd a artei de a sculpta. Nu sculptim ce vrem;
as spune cd sculptam mai degraba ceea ce lucrul vrea; de aici vine aceasta uniune intimd intre materia inumana si
semnul omenesc, precum si admiratia pentru aceste Tntilniri miraculoase in care lucrul poarta atit de bine semnul
sau lucrul face semn. Aceastd analizd se acorda cu istoria artelor. Remarcam peste tot incercari de a sculpta muntii
sau falezele si cei care au inceput astfel cunosc caile inspiratiei. Egiptenii au sculptat faleze. Insula Pastelui, astazi disparuta
[drept civilizatie], fusese populatd de sute de coloane de bazalt, in care sculptorul naiv continuase grimase infricosatoa-
re incepute de naturd. C& i fusese frica de opera sa, asta ne poate surprinde; si rdmine ceva din acest sentiment in
fiecare artist, cci el simte cd opera sa e mai puternica decit el si exprima cu totul altceva decit a vrut el sa exprime.
Cu toate astea, In aceste ncercdri naturale, sculptorul naiv cauta mereu un fel de pace prin certitudine; el merge de
la instabil cdtre stabil si de la mobil catre imobil; el inldntuie zeul. De unde Tntelegem ca imobilul, in sculpturd siin
artele care i urmeazd, nu e o conditie diminuantd, ci mai curind o perfectiune si o cucerire.

Pe acest drum sintem condusi la cea de a doua dintre dezvoltarile noastre, aceea care trateaza despre raportu-
rile sculpturii cu monumentul. Caci e adevdrat, de asemenea, cd anumite forme de monument pot ardta seara,
sau dintr-un anume punct, precum o fatd. O birnd care se-ntinde n afard deasupra unei strazi este precum un
cap care priveste. Dar as vrea sd ma opresc aici asupra unui exemplu pe care fiecare va avea ocazia sa-| intero-
gheze. Fiecare a avut de-a face cu acesti monstri de gargui; or, uneori, de pildd la Saint-Etienne-du-Mont, gargu-
iele se refac doar potrivit formei utile, fard niciun chip, ornate cu o simpld mulurd; ei bine, nu te poti abtine sa nu
vezi acolo un git lung care se intinde, o fatd care se schimonoseste, un monstru care varsa apa. Se intelege ca anti-
cul jgheab de piatrd 1l ispitise pe sculptor. lar aceste schite trebuiau sa se arate cu atft mai masive cu cit materia
raminea mai rugoasa, croitd cu aproximatie, nefinisata. Imaginatia noastra, in mod firesc informd si deliranta In lipsa
unui obiect, se-ntinde prea bine la a desavirsi, printr-o munca in intregime de anticipatie musculard, formele alea-
torii pe care le deseneaza fortele. Da Vinci sfatuieste artistul s3 acorde mare atentie crapaturilor zidurilor si attor
accidente naturale. Asta inseamnd a te pregiti sa continui in loc sd cauti in gol sa ncepi. A vrea sd pornesti de la
ceea ce ai facut fdrd sa vrei e vrerea insdsi. Artistul se lasa sfatuit de ceea ce este si de ceea ce a fcut; aceasta jude-
catd nu inceteaza sd ghideze artele imobile; ea domneste Tn picturd, unde, in mod mai evident decft in altele, pro-
iectul e subordonat executiei.

Dupa toate aceste remarci, se intelege ca sculptatul de monumente, ca si acela al muntilor sau al raddcinilor, fuse-
se guvernat de forma lucrului, de masa cdreia el ii apartinea. Arta basoreliefului se ntilneste peste tot printre rui-
nele stravechi; si se intelege cd aceste opere, care par sa se refugieze in suprafata arhitecturald, sint mai bine pastrate
decit altele. Dar tocmai aceasta remarcd mai da incd un fel de reguld, caci prea mult relief sau scobiturd diminueaza
rezistenta, iar sculptorul, in chiar cursul muncii sale, a putut observa ca sculpturile prea indrdznete, prea iesite I
afard, au aceeasi soartd ca si ornamentele armelor; timpul si accidentele le deterioreaza. Fard a mai lua in calcul
cd, deoarece tot ce tine de monument e sacru, iar asta prin vechimea insdsi, modelele venerate vor fi readuse
de timp la suprafata intinsad care le-a purtat, ca si curdtate de ceea ce era tdios si fragil. Timpul Tnsusi a dictat deci
acest stil. Si cred cd se poate spune ca basorelieful guvernase intreg statuarul. Ceea ce fnseamna a spune ¢4, initial,
forma monumentului e cea care regizeazd statuia. Planurile arhitecturale se prelungesc si se Intretaie in ea, asa
cum se vede ca figura de prord adund si uneste cele doua flancuri curbate ale navei, de pilda chila continuindu-se
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in etrava. Cariatida este un alt exemplu al acestei dependente; caci ea nu e decit un suport sculptat. Ceea ce face
sa Intelegem vorba lui Michelangelo conform careia o statuie frumoasa trebuie sa poata fi rostogolitd de pe un
munte fard a pierde mare lucru din ea. Aceasta lectie a primei arte n-a fost uitatd. Pind si n statuia izolatd, in sta-
tuia care se separd, care se expune riscului, adevaratul sculptor insistd ca legea arhitecturala sa fie conservata. Pla-
nuri invizibile se intretaie I lucrare si o guverneaza. Am remarcat ieri o statuie cu totul modernd, surprinzatoare.
Se vedea pe ea, poate chiar prea tare, cd arhitectura a preluat iar comanda, ceea ce anunta o renastere. Totul in
aceastd statuie de femeie avea forma de zid. Nu indrdzneald, ci mai curind Tntoarcerea la antica prudenta, care
construieste Tnainte sa exprime. E clar; de altfel, ca un sculptor poate fi cu mult mai indraznet decit legea zidaru-
lui; dar el n-o poate uita totusi fard a cadea n acest detaliu al figurinelor, care nu place. De ce? Fard indoiald pen-
tru cd puternica lege a naturii, fnscrisa in monument, nu mai e lizibild in aceste lucrdri separate. Ideea e atunci cea
care guverneaza forma; si cind ideea guverneaza forma, nu mai e vorba de artd, ci de industrie. Dimpotriva, cind
forma se pliazd dupd natura care apasa si, chiar mai bine, cind natura pare sa schiteze deja forma, avem de-a face
cu miracolul frumosului, poate singura revelatie.

O idee secundara ne va conduce la ornament; si anume aceea ca sculptura, fn anumite parti care sustin multe alte-
le, poate fi si precum o probd a materiei; asa sint sculpturile de capiteluri sau cele de mobild. Sivad n asta nu doar
un certificat de duratd, ciincd un martor, cum ar zice arhitectul; caci sculptura, cariatidd, mulurd, floare sau frunzd,
va resimti pina si cea mai micd miscare de dezagregare. latd-mad deci la cea de a treia idee a noastrd; asta va fi de
ajuns pentru lectia de azi. E vorba acum de ornamente, de stilul ornamentelor; de distributia si de repetitia lor. Subiec-
tul e imens; am spus deja cite ceva despre asta. Ornamentul poate fi un limbaj simbolic, cum sint semnele heral-
dice si atributele; el poate fi un martor de soliditate; el poate fixa un efect fugttiv; el poate fi un joc; el poate fi o semnatura.
In toate aceste cazuri, cum am vizut deja, stilul rezultd nu atft din idee, it din lucru si necesitdti. Ceea ce ne inte-
reseazd acum e ornamentul considerat drept stapin al sculpturii. Sd spunem mai intii in mare cd, nainte de a se sepa-
ra de edfficiu, sculptura fusese ornament, iar necesitatile arhitecturale au impus sculpturilor un stil ornamental. Aceste
reguli de palmas au orientat sculptura spre cai dificile, de care vedem ca ea nu se poate indeparta fara pericol. Ormind
s-a nvdtat cum sa se sculpteze; cladind s-a invatat ornarea. Privite sub acest unghi, florile stilizate se supun naturii
intr-un grad mai mare decit dacd, servile, ar imita-o. Arhitectura izbaveste ornamentul, iar ornamentul nu inceteaza
sd izbdveascd sculptura si chiar pictura, cum tocmai ca putem observa in momentul de fatd.

Pentru a explica mai bine aceasta idee destul de ascunsa, v-as propune exemplul monedei. Arta monedei e cu totul
supusa naturii. Nimic nu e arbitrar in cazul ei; nimic nu e facut acolo pentru a placea. E nevoie de un metal inalte-
rabil si rezistent la frecare; e nevoie de o forma maniabild, care sa permitd adunarea in gramezi si fisicuri. O forma
care sd poata fi recunoscutd, a cdrei imitatie sa fie foarte dificild, in asa fel incit industria falsificrii s nu se poata exer-
safdrd a alasa urme. Astfel, efigia lui Cezar, inscriptia, atributele heraldice sint toate guvernate de legea comertului.
Legea arhitecturald pare aici uitatd; ea este totusi reprezentata de poanson si de baterea de monedd, de aceastd
operatie de forta si de greutate care descurajeaza falsificatorii, dar care, de asemenea, determind formele Tntr-un
mod foarte strict. Putem ntelege, din asemenea conditii, aceastd sculptura aplatizatd, nivelatd, foarte aproape de
suprafatd, fard crestdturi prea adinci, supusa legii planului, tangentd in toate curbele sale la un acelasi plan. Or, acest
stil impus fard indoiald cd a guvernat sculptura si, mai ales, reproducerea formei omenesti. El e exemplul cel mai
frapant al acestui tip de axioma, atit de putin nteleasd si mereu regasita, conform cdreia libertatea nu e cu totul bund
pentru artist. Cu toate astea, aceasta axioma nu are sens decit pentru artele pe care le studiem in momentul de
fatd; caci, pentru artele prime, al caror mijloc de expresie e chiar corpul omenesc, e foarte clar cd anatomia si fizio-
logia impun limite, dansului, muzicii, poeziei, elocventei, artei teatrale. Si putem spune de asemenea, pentru arhi-
tecturd, cd greutatea il impune regula, fie ca se vrea, fie cd nu. i toate aceste arte —si prin aceste constringeri inevitabile
—, natura domneste, natura nu poate fi uitatd. Ceea ce nu fnseamnd ca nu s-ar putea sculpta si picta cai cu aripi sau
oameni cu patru brate. E clar insd cd, Tn asemenea divagatii, ideea nu salveaza mereu forma. Putem spune chiar
mai mult; putem spune c3, In artele libere care ne intereseaza aici, forma modelului, luata ca reguld, nu e incd sufi-
cientd pentru a uni in mod intim, cum ar veni, In firul operei, natura si ideea. Asemanarea cu un om, animal sau
plantd nu e decit o reguld exterioard, aproape mecanicd, mai apropiatd de industrie decft de artd. Natura trebuie
sd se arate In lucrarea insasi cu totul altfel, prin conditiile pe care le impune o materie insuficient supusa, prin conditii-
le unei materii ce conserva ceva din formele sale proprii; deci prin toate conditile mestesugului, care, atunci cind
se aratd pe sine, elibereaza mereu formele si le infrumuseteaza. fnainte de toate artizan: iati deviza artistului. lar
asta revine la a spune cd dacd executia nu depdsea ideea, n-ar exista artisti, ar exista numai ingineri.

Lectia a saisprezecea: sculptura (continuare)

('l martie 1930)

Statuia si portretul pictat. — Omul lui Spinoza. — lubirea de sine. — Eternul. — Chipul egiptean. — Chipul grec.
— Chipul crestin.

Trebuie Tncercat acum sa spunem ce fnseamna sculptura; subiect imens si periculos. Toate artele sint ca niste oglinzi
in care omul cunoaste si recunoaste ceva din el insusi, ceva ce nu stia. Dansul e oglinda n care ne vedem atenti,
respectuosi, grijulii fatd de celdlalt, iar asta in chiar pasiunea cea mai vie, adesea cea mai iute, mereu cea mai putin
disciplinatd. Muzica si poezia fac sentimentele sd fie asigurindu-le dedesubturile, carevasazica undele fiziologice de
emotie care poartd toate sentimentele. Elocventa face sd apard o mdrinimie, o serenitate, o maiestate de care
omul nu s-ar fi crezut deloc capabil fard constringerile suflului si ale acusticii. Teatrul obtine aceasta educatie prin
tertipuri proprii. Sitoate aceste arte, care reprezinta pentru om un om care ii seamand mai mult decit fsi seamana
el nsusi, o fac nu printr-o idee sau prin maxime, ci prin exterior, prin inferior; ascultind de necesitatile naturii, chiar
printr-un fel de masaj visceral, as indrdzni sa spun. Subliniez ca neglijez acum nuantele, cici e vorba de a pregiti
o idee difficila sau, mai precis, doud idei opuse si corelative. Dupd ce am traversat arhitectura, care actioneaza asu-
pra formei omenesti in felul unui vesmint, ajungem la sculpturd si picturd, doud fiice ale arhitecturii, care ne ofera
spre contemplare, e obiectul lor principal, doua imagini imobile ale persoanei umane, doua imagini care se afla
in cel mai violent contrast si dintre care fiecare face sa reiasa un aspect pretios al omului, unul pe care omul nu I-a
cunoscut decit prin ea. Si mi se pare cd tocmai opozitia acestor doua imagini, a statuii si a portretului pictat, va
ajuta la a surprinde sensul veritabil al fiecareia dintre ele.

Pentru sculpturd am vrut sd ardt cum regula arhitecturald, precum si necesitdtile materiei si ale mestesugului tre-
buie sd produca un monument cu o forma omeneasca, diferitd de figurinele care se obtin prin mulaj sau servila
imitatie. Si din aceasta munca dfficild, din aceasta munca de muncitor, fiecare simte cd se aratd un om mai maies-
tuos decft omul, mai simplu, mai mare, mai straniu, mai solitar; surd si orb, evident; in sine suficient. Ce fnseamnad
asta? Pentru a clarifica aceasta cautare, precum si aceea care va urma si care e chiar mai dificild, am putea spune
cd exista ceva metafizic in omul sculptat si ceva psihologic in omul pictat. Ati credea cd asta nu e decit un nor pe
un fond de nori. Comparati totusi Ginditorul lui Rodin si tindrul cazut pe ginduri al lui Rafael. Ambii gindesc. Dar
ce diferentd! Sd incercdm deci a sculpta acum sculptura.

Omul lui Spinoza e sculptat mai degraba decit pictat. Goethe s-a retras pentru sase luni pentru a citi Etica si reve-
nise din aceastd cdldtorie, din care nu ntotdeauna se revine, purtind aceasta maxima uluitoare: ,Fiece om e etern
in locul sau®. Mi se pare ca statuia apare toatd in aceastd vorba. Dar mai trebuie ncd desenatd ideea. Stranie si
puternica idee, mereu uitatd; poporul de statui trebuie sd ne ajute s-o purtam. E vorba de esentd si de existent,
care sint dubla noastra carta. E vorba de a decide daca omul e doar ceea ce face din el existenta, vinturindu-| pre-
cum se vintura griul. Fiecare om ce rezistd ia o pozitie. El refuza s fie o creasta de val sau un virtej de scurta duratd,
sau una dintre acele coloane de fum care-si pastreazd forma pret de-o clipa; el refuza, caci aceste ginduri sint slabe
silenese. Trebuie pricepute Tnsa ratiunile metafizicianului; daca ele nu verifica in mod absolut ideea, macar o afirma.
Pentru toti oamenii, Petru sau lon, zice Spinoza, exista in mod necesar in Dumnezeu o idee sau o esenta, o for-
muld de echilibru, de miscari, de functii legate, care sint sufletul Iui si care e acelasi lucru cu corpul sau. Si cind
gindesc drept corp, vreau doar sd spun ca el nu e deloc singur, ci asaltat din toate partile si batut. Chiar dacd el
trebuie sd fie in cele din urmad gonit din existentd, ceea ce s-a ardtat din el de-a lungul acestei scurte perioade de
timp e altceva dedit atacul fortelor exterioare. Caci nu trebuie crezut deloc ca aceasta arhitecturd esentiald ar putea
fi bolnava vreodatd prin sine, sa se sfirseascd, sd se epuizeze, s moara prin sine. Dacd aceasta esentd de lon sau
Petru ar avea in ea vreo contradictie, vreo imposibilitate sau doar o dificultate de a fi, ea ar muri de-ndatd; ea nici
macar n-ar incepe. Omul nu e distrus deci decit prin cauze exterioare. Fluxul existentei nu inceteaza sa bata fale-
zele noastre; dar, spune n mod apasat Spinoza, omul nu se omoard niciodatd pe el insusi, nici macar atunci cind
Tsi indreaptd un pumnal spre piept, decit daca o altd mind, mai puternicd, o ghideaza pe a sa. Aici, In aceastd filo-
sofie austerd se gaseste centrul sperantei si al curajului, precum si temeiul veritabil al iubirii de sine.

Acum, unde e cel care se iubeste? Unde e cel care crede in el insusi, care crede in formula sa intima, care crede
in propria sa eternitate? Un asemenea om e rar; pot fi citati Socrate, Spinoza, Goethe. Si vedem, dimpotriva — si
in pofida brutalului avertisment spinozist —, cd omul n-are deloc nevoie de perfectiunea calului; 1l vedem pe fieca-
re imitindu-si aproapele, incerdind sa se Imbrace intr-o perfectiune strdind. Oamenii politici cintd ca asta e o virtu-
te; sociologii de asemenea. La scoald vi se spune: ,Fii ca astalalt”. Putini spun: , Fii tu Tnsuti®. Cine i va zice deci omului:
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,Esti tu insuti. Trebuie s pricepi, sa iubesti, sa vrei n felul tau si conform esentei tale; tot asa trebuie sa descoperi
in tine insuti propria ta asemanare*? Vorbind de originalitate, as zice ca singurul mijloc de a-i ajuta pe ceilatti, de a
le vorbi cum trebuie, e acela de a nu-ti face griji pe seama lor, de a te ocupa de propria-ti mintuire. Descartes, scri-
ind Discursul despre metodd, zicea ca el nu sfatuieste pe nimeni sa- imite si cd nu se propune pe sine insusi drept
model, povestind doar cum a reusit el sa-si elibereze spiritul. Egoismul e aici de departe depasit, caci acest a fi tu
insuti e un a fi universal, valabil pentru toti camenii si egal n fiecare dintre ei. S acceptam Tnsa cuvintul si sa zicem
cu Balzac: , Egoism sacru®. Multimea nu se insald. Ea nu inceteaza sa zica omului: ,Nu fii ca noi; fii tu”. latd ideea.
Or, In aceasta lume de aparente, fiecare om care salutd, imitd, reflecteaza, fiecare om scoate la plimbare o statu-
ie ignoratd. Ea apare uneori intr-un cersetor. Ea apare in toti la orele dind omul nu mai accepta sfaturi decit de la
sine insusi, cind se ascunde, cind se inchide. Acest solitar si aceasta Tebaidd de-o clipd, iata ce aduce la lumina sculp-
torul prin chiar mestesugul sau. Cdutind astfel, prin mijloacele sale de artizan, o imagine liticd a omului, el gdseste
un zeu. Nu spunem oare uneori: ,profil de medalie“? Oamenii au cu totii acest contur absolut, aceasta formd de
castel-fortareatd care respinge asaltul. Dar oamenii stiu, de asemenea, sd ascunda bine aceasta fiintd puternicd, perseve-
rind Tn a fi, care se Incapatineaza de partea sa si care, cum spune Spinoza, n-are nicio afta virtute. Ceea ce fnseamna
aici: putintd; iar aceasta virtute e suficienta. Aceasta virtute, oamenii o ascund sub semnele si mesajele, ridurile si
tremuraturile intregului Univers — atacuri respinse. Caci pricepem repede forma atacului; forma insolentului, a indiscre-
tului, a invidiei; unii etaleaza fierea celor care i invidiaza ca pe o glorie. lar invidiosul ce altceva este dacd nu ceva
imprumutat? Da, ne ascundem fiinta proprie prin aceastd lumind a ochilor care pindeste pinditorul si Tsi face pro-
pria fiinta din aceastd aparenta. Pictorul pindeste la rindul sau aceastd tremuratoare reflectie. Da, marginindu-ne
la sculptor, sintem Tn masura, cred, sa pricepem indeajuns ce e adevarat si omenesc in statuia fard ochi, in statu-
ia oarbd, imobild, sprijinindu-se pe ea insasi. Rarele noastre momente de fiinta, care sint eterne, iatd ce reprezin-
td omul de piatra. El e regasit, in momente de crizd, precum un refugiu de securitate in sine Tnsusi; asta revine la
decizia de a se pastra in ntregime sau a de a dispdrea in ntregime. Socrate e aici un model stralucitor, chiar mult
mai imitat decit s-ar crede; fiecare om, poate, are momentul sdu de om. Si asa 1l arata statuia,

Cum in sfirsit in Sinesi eternitatea-| schimbd [...J'

Trebuie sa citez inca o datd acest mare vers. Tnteleget,i acum singuratatea statuilor si cui fi este portret statuia; a
omului care n-are nici proiect, nici afacere, nici dorintd; care persevereaza; care tine. Si expresia acestui chip, rapor-
tatd la societatea oamenilor, nu e decit dispret la adresa agitatiei, a intrigii, a linguselii oferite sau primite. fncd un
exemplu al limbajului absolut. Omul vorbeste indeajuns omului, inca de cind omul se aratd; dar i lipseste aceasta
artd, caci niciun om viu nu poate purta povara omului. Si se vede dupa asta cine merita o statuie, la fel cum se
vede poate si cine meritd un portret; st doi oameni diferiti. Inteleptii Greciei, Solon, Thales, sint mai degrab
statui, mi se pare, decit portrete pictate. S-ar putea crede din asta ca as lua idealul grec drept centru al statuaru-
lui, urmindu-1, aici, pe Hegel. Dar cum? Centru, reguld, canon, proportie, scoald — toate astea sint factice. Nu sta-
tuia greaca e model pentru statuar, ci omul. Atletul grec e o solutie perfectd; dar exista cu siguranta atitea solutii
clti oameni; iar trebuie citat Goethe: ,Fiece om e eternin locul sau”. Fiece om! — sa auzim acest detaliu. Nu exista
hidosenie daca gasiti esenta, daca gasiti ce tine omul in picioare. Si as vrea, pentru a trasa acum o schitd a acestei
diversitati posibile, sé desenez aici trei chipuri ale statuarului, la fel de diferite, dar nu mai mult, decit sint doi cameni
pe stradd: Egipteanul, Grecul si Goticul; ajutindu-ma cu Hegel, pe riscul meu.

Mai intfi, chipul egiptean. Ce sd zicem despre acest om ce sta in picioare cu capul ridicat, despre acest scrib asezat
pe vine si despre multe alte figuri care par mereu severe, uneori infricosatoare, dar nu sint niciodata lipsite de forta,
care spun nu se stie ce, dar care o fac cu asprime? Ultimul secret al statuarului nu e oare Tn acest erete atit de el
nsusi, atit de bine inchis in el insusi, care, din cauza cd doar este, pierde in cele din urma orice sentiment, orice
gindire? Aici e cdderea animalului, printr-un fel de perfectie inumand. Dar ce vrea sa zica acest semn daca e ridi-
cat la nivelul omului? Eu vdd Tn asta o mare decizie, un fel de atentie orientata inspre granitele fiintei, o serenita-
te a nemultumirii, unul dintre tipurile echilibrului omenesc. Dacd as vrea sa exprim toate astea ntr-un singur cuvint,
as spune munca. Munca divizata si reglatd. Ca oamenii triesc prin munca, printr-o muncal Ca oamenii sint in tota-
litate prin ea si conform eil Aceasta renuntare e un tip de eternitate. Durata e abolita.

Si-acolo, sovdi-va-n sensibila lui barca
La orice-atac de val un pescuitor etern.?

Eternitate a muncii; caste separate precum muncile insele; separate si legate. Scribul nu e mai putin decit mare-
le-preoct. lar asta e de ajuns; aceasta ordine e de ajuns. Dacd urmarim acest versant, eretele e, si el, zeu; la fel si
pisica. Exista o manierd de a persevera in sine prin munca, prin aceasta certitudine a mestesugului si acest angre-
naj de munci, conform revenirii anotimpurilor. Un tip de atentie marginita, de autosuficientd, de dispret pentru
orice altceva; existd un dogmatism si o metafizicd a muncii; asa a fost Egiptul; si asa este arta sfincsilor, cdci aceasta
ordine e impenetrabild. Nu exista ratiune exterioard, sperantd, ambitie — pentru nimeni. Acesti zei ce stau asezati
gindesc chiar asta; ei gindesc cutuma imobila si unica decizie de a continua. Am vazut si ati vazut asemenea sfincsi
Vii, cu picioarele pe un mic carou de tapiterie, nemultumiti si multumiti, decisi sa dezaprobe din capul locului orice
fel de schimbare, orice fantezie, orice evaziune. Nu fard o indignare gata pregatita si o rautate enigmatica. Uceni-
cul adord, maestrul dezaproba. latd, pe scurt, aceasta ordine imobild a meseriilor. Propun aceastd modalitate de
a citi un alfabet misterios. ,Asa am facut dintotdeauna; asa facea si tatal tau.” Si pentru a imprima iar aceastd marca
in spiritele noastre frivole, reamintesc doar aceasta anecdotd pe care cutez s-o numesc egipteand si pe care am
gasit-o la Montaigne. Un fiu care si tirdste tatdl de par fard ca acesta sd zicd ceva ajunge la o usa. Acolo tatal i striga:
,Opreste-te aidi, fiule! Opreste-te! Caci pind aici l-am tirit eu pe al meu”.

Atletul grec e un alt om. Explicatia acestei forme sta nu fn munca, ci in joc. Culturd a sinelui, de data asta, cu sco-
pul de a-i retrage omului orice echilibru posibil si orice putere posibild. Nu mai gasesc aici cutuma urzita, ci, dim-
potriva, obisnuinta, in sensul cel mai profund, in sensul veritabil al cuvintului, care e luarea in posesie a corpului,
a intregului corp, ceea ce inseamna reconcilierea puterilor dusmane, sensibile in momentele de furie. Trimit aici
la omul lui Platon, despre care am spus deja cite ceva. Urmindu-I pe Hegel, vreau sd analizez doar chipul grec;
ideal rind pe rind adorat si tagaduit; dar, inca o datd, nu dau aici lectii de gust; e vorba, pentru noi, de a pricepe.
Ei bine, ce inseamna acest chip, daca nu ca partea animald e redusd si guvernatd? Nasul e atirnat de frunte si de
ochi, fiind conectat astfel la sistemul cunoscator, in loc sd se alungeasca si sa coboare inspre gurd, sa alerge n aju-
torul gurii, care e bot. Gura insdsi e bine formata, mai degrabd pentru a exprima decit pentru a simti. Barbia, aceasta
primd pereche de membre, cum zicea Goethe, [e] readusa la rolul ei atletic de a refuza si de a brava, in loc sa
lase gura sd se indoaie, sd se alungeascd, sa ceard si sa cerseasca. Acest ansamblu semnificd o decizie luatd, o afta
decizie decit aceea a sclavului-rege. Aceasta dezvoltare poate fi urmaritd pind la extremitatea membrelor, unde
circuld libera posesie de sine. Corpul e precum un fluid ascultator si guvernat, departe de aceasta rigiditate a cutu-
mei, mereu indignatd, fra sd se stie daca impotriva ei insesi sau Impotriva a ceea ce indrazneste sa fie liber. Tre-
buie sd scurtez; dar cum sd nu citez o frumoasa vorba a lui Hegel, comparind statuia oarbd cu opera pictorului
care traieste in intregime Tn ochi? in ochi straluceste sufletul captiv care Tsi trimite mesajele. Suflet separat. Dim-
potriva, gindirea e peste tot in statuie; ochii sint peste tot; ,iar statuia fara ochi ne priveste cu intregul ei corp®.
O alta solutie: sfintul. Amintiti-va acum de Cristul de la Amiens si de atitia evanghelisti si sfinti, mereu doar pe jumdta-
te retinuti Tn masa catedralelor noastre. latd, asadar, o alta artd si o altd decizie; un alt model de eternitate. Prin
ce? Printr-o pace, de asemenea, dar una care vine dimpotrivd sd ignore si sa dispretuiascd trupul. Acest om apos-
tolic e deja mort; mort pentru mestesuguri si nevoi; mort pentru jocul si bucuria puterii. Statuia nu mai trdieste
declt prin aceastd renuntare, prin aceastd negare a formei, prin aceasta abandonare a formei, care apare n simpli-
tatea chipului, unde revine echilibrul animal, dar un echilibru de cadere, departe de amenintarea egipteand. Aceasta
mare revolutie incepe cu Socratele din Fedon, cu acest suflet care se pregateste si care asteapta sa fie eliberat; asa
e spiritul revolutiei crestine, un suflet pe care existenta sa corporald nu-I poate multumi. Ceea ce exprima foarte
bine formula lui Hegel, subiectivitate infinitd. Caci sufletul nu se cunoaste decit pe sine si ramine ca strain in lume;
dar de partea aceasta, el gaseste universalul, care e zeul sufletelor. Subiectivitate infinitd, unicd valoare; pe care sta-
tuarul crestin incearca s-o exprime. Dar Hegel remarcd aici cu profunzime cd acest statuar nu mai este atunci rege-
le artei. El'si atinge limitele puterii sale, deoarece, prin formd, el neaga forma insasi. Aceasta forma dispretuita are
inca putinta arhitecturald de a semnifica separatia, moartea, o viatd altminteri; ea e incd prea departe de aceastd
viatd. Sa remarcam, de asemenea, ca ea se refugiaza in masa edificiului; ea decoreaza propriu-si mormint. Expre-

adica muzicii si picturii.
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Lectia a saptesprezecea: pictura

(18 martie 1930)

Aparenta. — Aparenta purd. — Mestesugul de a picta. — Vopseaua de ulei. — Gradinarul ca pictor.
— Mozaicul. — Vitraliul. — Fresca.

Ordinea pe care am urmat-o, si pe care o cred naturald, m-a condus la a opune sculpturii pictura si desenul luate
impreund; in continuare, vom cauta o opozitie mai ascunsa intre picturd si desen. Pe moment, mi se pare util sa
adun si sd separ cele doua arte ale aparentei pure, care sint pentru noi ceva cu totul nou. Arhitectura si sculptu-
ra nu produc deloc aparente; ele se dau ca obiecte reale; si acest caracter solid, masiv, greu este poate cel care
conteaza in cea mai mare masura. Ceea ce nu este masa sau prins intr-o masa e strdin acestor arte. Ceea ce nu
exclude aparenta; caci odata ce obiectul, monument sau statuie, va este propus, cercetarea diverselor sale apa-
rente vad incumba, la fel cum vad incumbd si a le face sa treacd unele intr-altele prin miscarea voastra. Aceasta exi-
gentd de miscare e proprie arhitecturii. Nimic nu e mai miscator decit monumentul. Aceste mari structuri imobile
nu Tnceteaza sa miste masele, sa le adune, sé le disperseze. Sculptura fixeazd ceva mai bine spectatorul; dar, la
urma urmei, o statuie oferd o infinitate de aspecte.

Pictura, aceasta e trdsdtura ei cea mai pregnant, ne oferd, dimpotrivd, o aparentd, de pildd cea a unui monument,
aunui pod, a unui peisaj, a unei fete, o aparentd pe care miscarea noastrd nu o schimba deloc. Trunchiurile, coloa-
nele nu primesc prin mersul nostru aceastd miscare si aceste eclipse care ne fac sa recunoastem ca obiectul este
real. Din asta devine pe loc evident cd imaginea pictatd nu e decft o imagine; si ajungem numaidecit la aceasta idee,
care are importanta sa, ca pictura n-are drept scop sd insele ochiul sau, cel putin, cd ea a renuntat sa caute n aceasta
directie. Citim in Cicero cd Zeuxis si Apelles rivalizau, unul inselind pasarile prin imitatii de struguri, celdlalt insefind
oamenii prin aparenta unei perdele; aceastd anecdotd dovedeste ca pictura era inca luatd uneori pe vremea aceea
drept o artd a iluziei, asemandtoare din acest punct de vedere cu arta teatrald, in cazul careia ne lasam fericiti inselati.
Nu cred cd adevarata picturd n-a pastrat nimic din aceste cautdri; rama insdsi o marturiseste. Prin rama, separa-
re in mod vadit artificiald, pictura zice: ,nu sint decit picturd”. Fiecare a putut observa cd rama orneaza pictura si
ii da valoare. Astfel, pictorul isi stabileste drept scop o aparenta ca atare; el ne-o propune pe aceasta si chiar ne-o
impune; dar el dispretuieste acest succes facil in a ne insela, pind si cu consimtamintul nostru, cum fac inca Panora-
mele si decorurile de teatru. De unde incredintarea perfectd a spectatorului de picturd, care cauta doar punctul
de unde se vede cel mai bine neschimbadtoarea aparenta, iar dupd aceea se opreste acolo pentru o contempla-
re pe care o putem numi vehementd, mai ales in fata portretelor celebre. Ce are loc deci acolo, in rama aceea?
Nu mai e vorba de o eternitate esentiald, ci de un moment fixat. Desenul se margineste poate chiar la clipd; pictu-
ra, nu; si e vorba de a pricepe cum anume ajunge pictorul sa adune intr-o aparenta ceva cu mult mai mult decit
clipa — momentul; si, prin acest moment, nu esenta, ci istoria unei vieti intregi.

Cu toate astea, Tnainte de a merge mai departe vreau sa insist inca asupra caracterului de aparenta purd, care e o
manierd de a vedea proprie pictorului si fird gindire. Munca artistului, am remarcat deja indeajuns, nu il conduce
niciodatd de la concept la opera, iar cel mai frumos in ceea ce face este mereu ceea ce n-a prevdzut si n-ar sti sa
numeasca. Dar pictorul e acela despre care trebuie spus in mod eminent ca el creeaza fard concept; caci desenul,
de pildd, inca permite ca artistul sd numeasca ceea ce deseneaza; pe cind in viziunea picturald e un refuz perpetuu
de a sti. Courbet picta o gramada de lemne moarte sub copaci doar prin aparenta si fdrd sd stie ce era. A picta dupd
concept insemnd a da obiectului nu culoarea pe care o primeste de la ora si reflexii, ¢i culoarea pe care stim c-o
are, culoarea pe care trebuie s-o aibd. A desena dupd concept inseamna a vrea sd trasezi forma veritabila, de pilda
cele cinci degete ale miinii sau cei doi ochi ntr-un profil. Un copil care n-a desenat niciodata refuza sa reprezinte
tabloul negru printr-o figurd cu unghiuri inegale, adicd asa cum 1l vedea; caci, spunea el, stia ca unghiurile tabloului
erau egale. lata ce Inseamnd a picta si a desena in mod inteligent, adica dupa concept. Dar cel care deseneaza refuza
ideea, iar pictorul se exerseaza inca si mai energic sd vada fard sd gindeascd, adica el se descotoroseste de ideea
unei fiinte care e acolo n fata Iui, care are alte aspecte si, in cele din urma, de o fiintd asa cum e ea cu adevarat.
Asta Tnseamna ca el cautd un alt adevar; caci e adevarat ca, aceasta fiintd, eu o vad In felul acesta; iar acest adevar
nu e abstract precum celdlalt; el nu e separat de mine care il cunosc; el e adevarul pozitiei mele proprii si adevarul
orei; dedi, impreund, adevarul modelului, adevarul Universului, prin fulgerari si reflectii, si adevarul pictorului. Cadi,
asa cum forma aparenta si perspectiva nu apartin obiectului, ci exprima un raport intre obiect si mine, culoarea nu
este nici ea inerentd obiectului; ea depinde de lumina care pune in evidentd, de mediile traversate, de culorile veci-
ne reflectate. latd o descoperire stranie si o naivitate savantd. Pictura ar refuza deci fiinta separatd; ea ar fi fn mod

natural cosmicd. Departe de a exprima esenta adunata asupra ei insesi, ea regaseste existenta dispersatd, atacul lumii
si riposta; dar totusi prin imobil, prin imuabil si printr-un alt fel de eternitate. Aceastd idee seducdtoare, dar care,
prin chiar natura ei, depaseste discutia de fatd, o las pe mai tirziu. Mi-ar placea mai degrabd, conform metodei impu-
se de celelalte arte, sa examinez mai intfi si inca pentru o vreme conditiile inferioare si, daca as putea, miscarile
mestesugului; dar acest mestesug e cel mai misterios dintre toate.

Deoarece sint deja la aparentd, care e vinat al picturii si vinat al desenului, vreau sd subliniez, intre omul care pic-
teaza si omul care deseneaza, o opozitie de gest care mi se pare de o importantd capitald. Desenul e facut din-
tr-un gest care apucd, intemniteaza si reconstruieste; chiar refuzind fiinta si marginindu-se la aparente, e vorba totusi
de un gest care inca gindeste. Vom avea de examinat dacd pictura poate sa se separe cu totul de desen; e clar ca
ea se straduieste s-o faca. Si ceea ce mi se pare demn de remarcat este cd acest gest de a pune tusa trece drept
un refuz de a gindi nu doar Tn privinta obiectului, ci si in aceea a formei. Caci pictorul, dupd ce a desenat forma,
0 va sterge si o va sterge altfel decit prin gestul hasurarii si al mizgalirii, unde eu simt decizie si pozitie asumata.
Pictorul nu nceteaza deci sa zica, printr-o mimica plind de sens: ,Nu stiu ce fac; nu voi sti decit atunci cind e gata“.
Dupa aceste remarci despre aparenta purd, putem judeca mai bine anumite libertati, pe care am vrea s le numim
poate indrdzneli. Caci, deoarece e vorba de a traduce ce vedem, am putea intreba: ,Ce nu vedem sau ce vedem
in primul moment?* Daca ne livram atit ¢t putem primei priviri, dacd, din cauza refuzului de a gindi, urcam pina
acolo, lucrurile nu-si au inca aplombul si distributia care vin deopotrivd din concept si din uzajul sau obisnuit. Un
pictor, in piata Panteonului, reprezentase intr-o zi cerul de o parte si hornuri care pareau sa cada din cer; de unde
a rezultat un efect de culoare, de profunzime, de prapastie care nu era lipsit de fortd; m-am ncredintat cd era
destul sa-ti inclini capul pentru a vedea in felul acesta. E asta mai putin adevarat? Tn cadrul aparentei totul e adevarat.
Asa am ajunge s restituim miscarea insisi a pictorului printr-un fel de pictura sparti. imi duc ochii aidi, apoi acolo;
fiinchid, i deschid. Ce-am vdzut!? Un haos plin de potentialitate, bogat in fintd si chiar absolut suficient, caci intreg
universul danseaza acolo. Clipd de eu si voi care niciodata nu va mai fi, amestec de suflet si lucruri. In aceste pro-
cedee stranii si mai naturale decit s-ar crede, rezultd ca desenul revine si readuce decizia si un fel de ordine in dezor-
dinea Tnsasi. lar asta dovedeste ndeajuns ca pictura, analoagd din acest punct de vedere cu teatrul, trebuie sa-si
descopere procedeele pentru a reconcilia aparenta si fiinta. Dar centrul si sufletul picturii, chiar lucrind intr-un plan
dictat de desen, nu sint din acest motiv mai putin cdutarea si regasirea perpetud a primei aparente, a aparentei
tinere, ca nasterea unei lumi, fara cunoastere care sa se amestece, fara niciun concept; asa sint privirea si aerul
chipului Intr-un portret frumos. Ideea se propune, si aici, de la sine. Dar o0 aminam fnca o datd.

Deoarece subliniasem gestul propriu pictorului, condus aici de prima dintre arte, care nu e decit gest, deoarece
dorisem sa determin arta aparentei pure dupa un fel de dans al artistului, care nu-si poate schimba prea mult sen-
timentele si, in cele din urma, gindurile, trebuie sa fac acum, urmind aceasta cale, o trecere in revista a meseriei
de pictor considerate ca mestesug; a pictorului luptind ca muncitor impotriva unei materii rebele, dificil de maniat,
darn schimb durabild, ceea ce ne readuce la un fel de arhitectura. Aceastd trecere n revistd va fi sumard si mize-
rabil de incompletd; ea va fi de ajuns poate pentru a propune ideea. Cunosc, printr-un numar destul de conside-
rabil de incercdri nefericite, vopseaua de ulei; stiu cum ea refuza sa se intindd, sa stea locului, sa se omogenizeze.
Daca as fi un pictor bun, n-as vorbi despre picturd. Dar as dori sa povestesc cum Tntr-o zi m-am simtit gata sa fiu
pictor. Prin aleatoriul razboiului am fost adus la a ma exersa pe un panou de orologiu, pe alocuri lucios; iar asta
Cu niste creioane colorate proaste, care nu lasau urme decit o data la trei incercari. Voiam sa-i reprezint pe Adam
si Eva, pomul si sarpele; nu cred cd voi face vreodata ceva mai bun; iar asta nu e echivalent cu un regret; dar am
putut macar sa inteleg ce Tnseamna dificultatea, retusarea obositoare si, mai ales, un tip de reflectie asupraa ce e
de facut si ca e imposibil de prevazut [ce e de facut]. in fine, cred 3, prin chiar sdrdcia mijloacelor, in acea zi am
inteles ceva. Comparati pictura cu poezia; percep in munca pictorului, precum siin aceea a poetului, o providenta
mereu solicitatd si adesea favorabild, ceea ce e exprimat de anecdota anticd a buretelui; un pictor din Antichita-
te, disperat ca nu reusea sa redea balele unui cfine furios, si-a aruncat buretele plin de vopsele in tablou; iar asta
a rezolvat problema. Nestiind sa-mi fac o meserie din Tntimplari fericite, m-am gasit blocat in pragul unei analize
care ar trebui sd fie revelatoare. Md limitez, in schimb, la a enumera genurile de picturd cele mai dificile din punc-
tul de vedere al executiei si care pot fi numite scoala pictorului, la fel cum arhitectura este scoala sculptorului.
Voi cita Tn primul rind, din nou, gradinile; caci gradinarul este, si el, un pictor; el vrea sa creeze ceva placut prin
juxtapunerea sau amestecarea anumitor culori. Or, as face observatia ca el nu isi compune culorile. Plantele si ano-
timpurile i le impun, la fel cum i impun, de asemenea, forma si marimea tusei elementare. Trebuie spus si cd aces-
te culori nu inceteaza sd se schimbe n functie de ord si de Virsta; si cd umbrele, Tn aceastd artd care amenajeazd
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natura pentru odihna omului, nu sint atit semne de relief cit tot culori, care exercitd, prin contrast, o actiune odih-
nitoare. I toate cautirile sale, gradinarul, acest pictor, se supune naturii, fird insd a o imita. Nu stiu daca aceste
remarci duc departe; cel putin, sint sigur cd un pictor va gasi multe de Tnvétat observind acest pur joc de culori,
care nu vor decft sa miste prin strdlucire si contrast. Un pictor marturiseste adesea cd prima trdsdturd a unei pic-
turi frumoase este cd ea face o frumoasa patd de culoare, armonioasd, echilibratd; da, frumoasa chiar dacd tabloul
e cu capul in jos, chiar si atunci cind nu percepem inca deloc ce-a vrut sa reprezinte pictorul. E clar cd imaginea
pictatd, scend sau portret, disciplineazd acest prim sentiment; e clar, de asemenea, cd ea nu il suprima. Acest hol
de culoare stabileste numaidecit emotia de sanatate si umoare de unde cele mai inalte sentimente Tsi trag viata.
Sifard indoiald ca din acest haos prim pentru spirit, dar deja ordonat in raport cu fibrele noastre vii, se face o naste-
re miraculoasa care refncepe cu fiecare privire.

As cita, In al doilea rind, artele focului, care sint o pictura aventuroasd, tinutd strins, de pildd in olarit si smaltuire, unde
uneori se conteazd pe hazardurile focului. I aceste arte ne supunem deci naturii, care deturneaza atuncide laa o
imita. Aici culorile sint rare siimpuse, conform compozitiei lutului. Culori conventionale si pur ornamentale. As mentio-
na doar albastrul si galbenul de Quimper, atit de cunoscute. Dar, de asemenea, subliniez ca atft conventia, it si sim-
plificarea sint departe de a dduna si ca artizanul se ridicd la arta prin dificultatile mestesugului. Luturile macinate si
combinate cu ulei sint ceva mai putin rebele; si totusi pictorii stiu bine ca trebuie sa fie nelncrezatori fatd de vopse-
lele noi, obtinute cu ajutorul chimiei; cd trebuie sa tind cont de efecte de uscare, de absorbtie, de alterare prin efec-
tele lente ale luminii; anumite vopsele crapd, cum ar fi bitumul; altele, precum albastrul de Prusia sau rosul de aniling,
se Intind si invadeazd; materia ocupa gindurile si intirzie executia. 13 epoca de aur a picturii, pictorii lsi macinau sin-
guri culorile; ei aveau secretele lor; pregitirea pinzei sau a panourilor fi retinea de asemenea. Munca de a picta cuprin-
dea si bazele, precum un edificiu. Meditatia proprie pictorului si care nu e niciodatd suficient de ramasa in urma,
care nu e niciodatd suficient de lentd, fusese hranita cu aceste constringeri si poate fi inca si astdzi. Se povesteste ca
Titian, n primul moment al unui portret, picta pe un fond o patd luminoasa si aproape uniformd, apoi intorcea pinza
cufata la perete si o ldsa sd doarmd citeva zile. Presupun cd el cauta astfel, printr-un fel de evocare, primele trasaturi
ale lucrdrii; acesta e sensul in care el imagina; dar iatd-ne departe de reverii inconsistente si foarte aproape, mi se
pare, de sculptorul de radécini. Dar cine urmdrea tocmai aceastd munca de la o tusa la alta?

Separ de artele focului mai ntii mozaicul, Tn mod evident arhitectural, si care ar mai putea fi pind si astazi o scoald
pentru pictor. Poetul, conform unei vorbe bine-cunoscute, trebuie sd invete sa faca in mod dificil versuri usoare; dar
asta el n-o stie niciodata indeajuns; si, terminind prea repede, si fard sa astepte indeajuns, el rateazd o alta fericire,
si mai naturald. Chateaubriand, judecind poetii cei fazi ai secolului al XVlll-lea, a rostit o vorbd care lumineaza toate
artele, o vorba pe care deja am citat-o si care meritd repetatd. Nu e vorba, zice el, cd acestor poeti le-ar lipsi fires-
cul, ci cd le lipseste natura. Critica, In ce ma priveste, nu poate ardta ceva mai profund decit asta. Or, pictorul tre-
buie, de asemenea, sd invete sa picteze in mod dificil; si, la fel ca toti artistii, nu prin primul moment, ci prin materie
regdsesc ei natura. Si asa cum Michelangelo regaseste natura in blocurile carierei sale de marmurd, tot natura o regaseste
si pictorul de mozaicuri in micile sale bucdti de piatra coloratd. Dar cum anume? Se va zice poate cd ideea e toatd
in proiectul pregétit de desen. Trebuie spus inca o data cd executia, in masura in care ea e copie a unei idei, e strdind
tuturor artelor, oricit de amestecata ar fi cu ele. Mozaicul nu e o artd decft pentru ca regulile mestesugului dicteaza,
dimpotriva, formele. Chiar n acest punct, acolo unde materia colaboreaza prin rezistentd, se gaseste inspiratia; in
virful uneltei, as zice. Dar ce anume n mod precis poate Tnvata pictorul de la mozaic? Mai intii, un fel de linie care
nu e linia desenului. E un lucru demn de remarcat ca o linie este toata numai spirit tocmai atunci cnd materia o
intrerupe; mereu, ideea se asazd cel mai bine pe ruine; si, mereu, cel care va urmdri liniile unui mozaic va intele-
ge mai bine ornamentul. Dar, mai ales, mozaicul impune tusa uniforma si chiar separatd. Un asemenea procedeu,
de atftea ori incercat in timpul nostru, nu e, fard indoiald, uttimul cuvint al picturii; dar faptul cd s-a revenit la el arata
macar ca procedeul alternativ, de fuziune si de gradare a culorilor; antreneaza foarte curind pictura pe caile lingusirii.
Fiecare a vdzut aceste pinze enorme, constructe, dupa vorba la moda, care seamand cu niste mozaicuri.

As mai scoate n evidentd, printre artele focului, arta vitralilor: E pictura cea mai stralucitoare, care aproape cd regaseste
culoarea purd a pietrelor pretioase, care 1l pasionau pe Goethe. Pictura e cea care participa cel mai direct la stralu-
cirea luminii cosmice; e singura care coloreaza si celelalte lucruri, amestecindu-le cu propria sa imagine. Va amintiti
de vitralille de la Combray la Proust. Culorile sint uniforme si fard amestecare. Mai addugati, prin dubla conditie
aramei de plumb, care urmeaza conturul culorilor siimpune astfel un tip de desen, precum si al ramei de piatra,
care urmareste legea edificiului, mai addugati deci o constringere continud pe care artizanul o exercita asupra artis-
tului. Constringere fatd de care artistul, In fiece artd, sfirseste mereu prin a se supune. El ar incepe de aici dacd ar

ntelege [de la bun inceput] ca arta n-are deloc drept scop exprimarea unei idei, ci, dimpotriva, acela de a face sa
apara prin mijloacele mestesugului sdu, prin mijloace impuse, o idee pe care spiritul, prin propriile sale mijloace,
n-ar fi putut s-o formeze. Aceastd natura dupa spirit, care e nsa mai ntii naturd si care ramine naturd, e miraco-
lul artei. Sa zicem doar ca lectia vitralilor; care ramine obscurd, e totusi mare si frumoasa.

Ajung la fresca; si ma opresc pe pragul acestui mare subiect. Ca materia e aici arhitecturald si legatd de edificiu,
asta vedem numaidecit. Ca dificultatea, care regleaza executia si chiar pregdtirea, impune o simplitate eroica, poate
chiar epicd, se poate inca presupune. Dar dacd fresca ne conduce la pictura adevarata sau daca, dimpotrivd, ea
ne ghideazd inspre desen, si daca, regasind astfel miscarea, ea subordoneaza culoarea liniei, asta n-as mai indrazni
sa decid. Se poate cd ceea ce vom avea de spus despre desen clarificd un pic aceastd mare problema. Si aici,
ca-ntotdeauna, mestesugul poartd lucrarea, iar noi regdsim cu siguranta in frescd servitutea si grandoarea ames-
tecate, precum si natura constituantd purtind infinitezimala vointd, trasaturi comune tuturor lucrdrilor frumoase.
Pentru a termina, sa zicem ca, in ce priveste stilul, pictura propriu-zisa datoreaza ceva tuturor acestor arte arhi-
tecturale si, mai ales, lectia principald, cea mai ascunsa dintre toate, ca adevaratul model e lucrarea insasi.

Lectia a optsprezecea: pictura (continuare)

(25 martie 1930)

Acuarela. — Portretul. — Istoria unui suflet. — Pictorul, singurul psiholog. — Célimene. — Vesmintul si nudul.
— Pictura si miscarea.

Trebuie acum sd procedez prin tuse si retusuri, ca pictorul insusi, dacd vreau sa spun care e obiectul propriu al
picturii. Sintem pe punctul critic al dificultatii si al subtilitati. Desenul, cu care ne vom ocupa pentru a termina si
care, h mod indirect, ne-a luminat deja, poate sa ne lumineze si in continuare; cdci desenul este poate cel mai
putin ascuns dintre toate artele, cel mai apropiat parinte al gindirii.

Desenul, dar cel dens, greu de materie, arhitectural, sustine culoarea in cadrul vitraliului. Desenul, prin necesitatile
unei executii prompte si fard retusuri, circumscrie culoarea in fresca si, fard indoiald, fncorporarea culorii in edificiu
contribuie la a da o autoritate incomparabild acestor desene colorate; fard a neglija nici marimea reald, care e impusa
de arhitect. Dar daca detasam desenul colorat de cladire, dacd vom lua in considerare, de pildd, acuarela si paste-
lul, vom observa ca aceste arte, pina si in punctul lor cel mai Tnalt de perfectiune, sint departe de a avea aceeasi
putere expresiva ca pictura in ulei. Fiecare a remarcat cd, Tn acuareld, culoarea nu poate stapini desenul, poate pen-
tru cd ea e atft de transparentd si aproape lipsita de materie. Aici, precum n cadrul desenului, hirtia e regind. Dese-
nul e deci cel care ne va explica stampa. Se stie, n orice caz, cd acuarela nu poate sustine indeajuns portretul. Chipul
omenesc i poate placea, dar el e cu usurinta dominat de costum; aproape ca am vrea sa spunem ca moda e cea
care domind aici si gratiile pur exterioare. Pentru pastel, care e picturd prin materie, oricit de fragild, dar care e desen
prin gestul artistului si prin forma uneltei, e dificil sa zici ce i lipseste, dar fiecare o simte. Nicio profunzime in privi-
re; toata fiinta in afard; o atitudine de societate cu o grij si aproape cu o pasiune de a pldcea, o frivolitate fard dede-
subturi, o masc mondend. in aceste trisituri eu cred ca desenul e cel care se aratd, desenul mereu purtat de o
miscare sau alta. Aceste nuante, doar propuse aici, au drept tel sa ne readucd la mijloacele noastre de analizd, care
sint materia, gestul, metoda de retusare la anumite intervale si, in cele din urma, la ceea ce e zidarie in munca pic-
torului. Trebuie deci sa ne orientdm atentia incd o data spre minuirea acestui impregnat mai mult sau mai putin trans-
parent, care se transforma prin uscare intr-un depozit incrustat pe pinza sau pe panou, la fel de rezistent ca lemnul
cel mai dur. Tabloul, fructul unei munci indelungate de suprapunere, inchide chiar prin asta secrete impenetrabile,
care duc la disperarea copistului si poate chiar si a pictorului. Aceastd munca fndelungatd, atit de des reluatd, cores-
punde unei observari rabdatoare, in care e vorba de a surprinde si de a fixa ceva. Dar ce? Portretul este centrul
picturii; iar portretul pictat nu poate, prin chiar natura muncii, s fixeze o atitudine, o clipd, o gindire care trece, si
cu atft mai putin o actiune. Portretul, din cauza rabdarii, sfirseste prin a fixa o intreaga finta; nu un episod; nici aceasta
imperturbabild esentd inchisa asupra ei insesi, cum face sculptura; mai degrabad sa reluam formula lui Hegel, subiec-
tivitatea infinitd. Dar ce vrea sd zicd asta? Nu natura primitiva si nudd, ci natura facuta din experiente acumulate si
adunate toate intr-un moment pretios pe care pictorul il fixeazd pentru totdeauna. Exista corespondenta intre for-
marea lentd a unei naturi pline de amintirile sale, imbogatitd, modelata si, de asemenea, schimbata prin intfiniri, si
chiar munca pictorului, care nu fnceteaza sa acumuleze, sa suprapund, sa schimbe pastrind. Ceea ce e inchis aici e
memoria, istoria unui suflet. Caci, pentru a reveni la vederile noastre spinoziste, existd doud lucruri de chibzuit in
Petru sau lon; exista o naturd imuabild, o idee eternd care persevereazd In fiintd; si existd ceea ce se poate numi
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chingile existentei, ciocnirile, frecusurile, concesiile, diminudrile din care se fac cresteri, in fine, lenta formare a sen-
timentelor politice; politice in sensul plin al cuvintului; sentimente de societate, unde e admirabil de remarcat cum
natura proprie, incapatinatd, invincibild, se Tmbracd totusi in aparente ajustate la ea si la altii si pare sa zicd, prin aceastd
privire civilizata: ,latd cum am trait; iatd toate episoadele vietii mele, dar incorporate, digerate, asimilate”. E clar cd,
n aceste sentimente sociale, pe care Imi place sd le numesc politice, trebuie acordat primul rang sentimentelor fami-
liale, pentru cd atunci, in mod eminent, compromisul e voit si chiar iubit. Fiinta care exprima asta exprima deci mai
mult decit pe ea insdsi. Portretul poarta astfel in el un secret de societate si o putintd de simpatie care nu exista nicio-
datd in statuie. Statuia e singurd. Statuia nu ne vede. Stendhal zice despre o persoana tindra foarte chipesa ca ochii
ei par sd converseze cu lucrurile pe care le priveste. Exista aici un pic de exces si Stendhal asta si vrea. Dar aceasta
pictura vie prin cuvinte ne orienteazd cum trebuie pentru a intelege ce caracterizeazd portretul pictat; e privirea si
tot ce Inconjoard si completeazd privirea. Statuia n-are deloc ochi; oarba si surda. Ea fsi dd doar propria lege. Solon
isi ldsase legile precum niste statui; ele nu ascultd deloc; ele nu raspund deloc; astfel nu era loc nici pentru acord,
nici pentru compromis. Acest Solon era mereu absent. El i-a lasat lui Cresus cel glorios aceasta maxima conform
cdreia nu se poate zice dacd un om e fericit pind cind n-a murit. Mai tirziu, Cresus pe rug strigase: ,Solon! Solon!*
Ceea ce l-a mirat pe Tnvingdtor si, in cele din urmd, I-a imblinzit. Cu toate astea, Solon, rege asupra acestor regi,
fusese altundeva. Asa e vinatul sculptorului. Prin opozitie, incercati sd concepeti un om de stat grijuliu fatd de retusuri,
care se preteaza la conversatii, care trdieste din compromis si care mereu il gaseste, print-o muncd de prezenta
si de simpatie; iatd vinatul pictorului. Ziceam: metafizica in sculpturd, psinologie in picturd; psihologie, istorie a unui
suflet; sentiment total. Deloc al ceea ce as fi vrut sd fiu, a ceea ce am afirmat si am compus, ci al ceea ce as fi putut
sa fiu; sentiment compus din sine si din altele, din iubiri, din prietenii, din intliniri; toate impreund si indivizibile. I
experienta reald, in vederile pe care le avem despre altii, sintem impresionati ca de niste fulgere de aceastd reve-
rie integrald; inventam atunci un roman al unei vieti; dar i pierdem urma. Nu fi revine decit pictorului sa pindeasca
aceste semne, de a le pregati locul, de a le conserva si de a le relua, acumulind toate aceste fncercari intr-un semn,
portretul, care nu e deloc echivalent si pe care modelul nu Il poate egala; e in acest sens ca pictorul ajunge sa faca
mai multd asemanare decit natura insasi.

Pentru a face aceastd idee mai sesizabild, sa remarcam nca o relatie de armonie intre acest obiect psihologic si natu-
rafnsasi a picturii, care, prin decret, se tine la nivelul purei aparente. E cea mai inaltd cucerire a spiritului sa inteleaga
ca toate aparentele sint adevdrate, exprimind fiinta si imprejurimile ei, toate lucrurile si spectatorul insusi. De exem-
plu, un miraj dd de stire deopotrivd aerul supraincdlzit si mecanismul corpului omenesc si al memoriei. Faimosul
baston frint da de stire deopotriva suprafata apei si indicele de refractie. Dar fard a cauta acolo si fard a astepta dovezi,
e mereu adevarat cd eu fac experienta mirajului atunci cind o fac. Or, pretul unei vieti sau, mai precis, al romanu-
lui unei vieti este Tn faptul ca totul e adevaérat in ea, chiar si erorile, chiar si sireteniile, chiar si schimbdrile, chiar si
uitarile, chiar si aceasta siretenie a uitarii care Tsi aduce aminte; si aceastd transparenta sau semitransparenta a sine-
lui pentru sine, ce ne place, ce vrem, ce refuzdm, tot acest ton al tabloului intim, tot ce sculptorul reduce atit de
bine, pictorul conservd fntr-un amestec just, prin decizia de a nu gindi deloc, ci de a se tine doar de ceea ce vede.
Acolo unde romancierul nu tine niciodata decit o schita simplificatd, caci el trebuie sa judece si sa cintareasca, pic-
torul, prin mestesugul sau si prin rabdarea sa, prinde sufletul in aparenta expresivd, pe care o compune putin cite
putin, la fel cum viata interioard si secretd se face putin cite putin. Pictorul e poate singurul psiholog.

Cum sd observi un suflet pe un chip, cind atentia insasi, cea mai alarmanta dintre semne, le pune pe fuga pe toate
celelalte, nelasindu-le decit pe cele ale nelinistii si ale supravegherii? Caci ochiul viu nu inceteazd sa lanseze acest
semn: ,Ghicesc ca vrei sa ma ghicesti®. Or, miracolul picturii e cd acest foc de societate, acest reflex de opinii si de
judecati, lucru prin excelentd mobil si inseldtor, face un obiect durabil si de acum Tnainte imobil. Acest suflet, de pildad
Gioconda sau Fecioara Nuntii, acest suflet e de prins; el nu se ascunde; dar, de asemenea, el nu se divizeazd; nu se
explicd pe sine, ci se oferd. Ceea ce este in cea mai micad masurd un obiect pe lumea asta a devenit un obiect; I
posedam ntr-o aparentd imuabild si suficientd; ne revine noud, printr-o simpatie care nu va deranja aceasta imagj-
ne, printr-o simpatie care poate ezita, se poate insela, poate reveni, ne revine noud sa ntelegem acest limbaj fara
cuvinte. Aceasta incredere e fard capat si trezeste In noi o dezvoltare paraleld, tot fara cuvinte; nu o suitd de clipe,
ci o suitd de momente unde o viatd intreaga, trecutd, prezentd, viitoare e adunatd. De unde aceastd contemplatie
vehementa despre care vorbeam. E propriul aparentei ca ea sa exprime tot si sa fie suficientd; dar numai pictura
fixeazd aparenta; si doar marea pictura alege in mod just aparenta in dreptul careia am voi sa ne oprim. Asa se face
ca pictorul adevarat, prin refuzul de a gindi, adica de a defini, si alegind doar momentele prin indepartarea clipelor,
si-a pregatit pretiosul obiect pentru o contemplare fara sfirsit. Acest dublu sentiment, al pictorului si al spectatoru-

lui, seamana destul de mult cu dragostea; caci el sperd, se incapatineaza, ia aparenta ca atare, accepta tot; de la ea
asteapta el istoria unui suflet. Si in mod clar iubirea, distincta sub acest aspect de stima, se ataseaza de exterior si
jurd sd gaseasca acolo interiorul, considerind o greseald a sa ceea ce n-a stiut sa inteleagd. Stima refuza aparenta;
ea merge la dovezile adevdrate; ea se adreseaza, cum se zice, sufletului prin discursuri si actiuni; sufletului, si nici-
decum chipului. Dar iubirea a jurat sd salveze chipul si sd nu aleaga deloc. Alceste fara indoiald ca n-ar intelege pictu-
ra, acest post de observatie de unde nu ne Tnseldm niciodata. Dar o statuie a lui Célimene ar fi, de asemenea, un
nonsens. Céliméne e Tmbracata in circumstante si toate aceste reflexii sint veritabile; dar e nevoie de ochiul picto-
rului pentru a surprinde in ntregime si, mai intfi, pentru a iubi acest adevar superior.

Asta revine la a spune, Tn limbaj spinozist, ca in Dumnezeu existd, de asemenea, un adevar al existentei; dar aceastd
idee e fard Indoiald insurmontabila pentru inteligenta. Trebuie deci sd md multumesc cu aceste remarci; si totusi
ele ne permit, cred, sa aborddm cu folos un subiect primejdios, nudul. Totul in picturd merge Tn directia exprimarii
unor sentimente de societate, purificate, dominate, salvate de amintire si cu mult deasupra emotiei momentu-
lui, mereu fard masura si fagadduita aproape in intregime unei uitdri totale. Lucru exprimat de vesmintul de sarbatoa-
re, acompaniament firesc al portretelor frumoase, care readuce toata atentia asupra chipului omenesc, traducere
compusd atundi si curatata de toate miscarile animale. Trebuie spus de asemenea cd emotia naturald rezulta din
faptul cd sintem aruncati in naturd si atacati in fiece clipd pe toatd suprafata noastrd; or, costumul atenueazd, evi-
dent, majoritatea acestor impresii, arcordind un avantaj emotiilor, mai apropiate de sentiment, pe care le prin-
dem prin ochi. Cu alte cuvinte, nudul exprimd comunicarea omului cu natura mai degraba decit relatiile de societate.
Am simplifica prea tare o problema discutata frecvent, dacd am reaminti ca vesmintul e de ceremonie si corespun-
de la ceea ce civilizatia a dus de la géteald la sentiment. Aceastd géteald, daca e privitd cu atentie, e chiar sentimen-
tultinut In friu; si e vorba inainte de toate de pasiunile stapinite, spre deosebire de emotia purd. Astfel negatia costumului
echivaleaza cu negatia lucrurilor. Se intelege atunci cd invincibila naturd se manifesta in fiecare printr-o desconsi-
deratie a opiniei si a costumului. Pentru a exprima echilibrul de nefmblinzit caruia ii place mai mult sa dispard decit
sd se schimbe, se poate spune chiar ca e bine ca intreg corpul sd contribuie la a sustine capul prea prudent. Si
chiar capul singur face sa se inteleagd ca el nu e decit o parte a corpului. Astfel simplitatea sculpturii intr-un fel ne
dezbraca. Nu cred cd s-ar putea spune la fel despre picturd, in pofida nenumaratelor incercari. Amintiti-va de frumoa-
sele ginduri ale lui Hegel despre statuia fara ochi; sufletul e ca raspindit in intreg corpul atletului si se exprima pina
si in cel mai marunt fragment. Si, prin opozitie, ginditi-va la privire si la imprejurimile ei, care sint obiectul pretuit
al pictorului, si doar al Iui. Privirea, acest virf de suflet, pe care Goethe o cerceta cu dragoste: si stiti ca se temea
de oamenii cu ochelari, care, de fapt, se ascund sub straluciri artificiale. La fel cum amintirile sint adunate in reve-
ria totald, toate gindurile se aduna in privire. latd de ce se poate spune ca vesmintul si podoabele sint accesoriile
firesti ale portretului si ca portretul nud e imposibil. Natura noastra e nuda; statuia noastra e nuda; dar fiinta noastra
care e fiica istoriei e imbracatd; sentimentele noastre sint imbracate. De asemenea, nu e deloc obiectul propriu
al picturii sd reprezinte atletul si nici chiar ginditorul.

La fel, si anticipind un pic ceea ce as avea de spus despre desen, care, de altfel, suporta atft de bine nudul, trebu-
ie sd recunoastem ca pictura nu convine pentru reprezentarea miscarii. De pildd, o adunare pictatd cind e agitata
nu este decit o clipa, niciodatd un moment. Adunarea pictatd va fi un ansamblu de portrete, fiecare imobil si expri-
mind Tntreaga sa viatd. Nu mad intelegeti gresit, nu vreau deloc sé legiferez, si nu e deloc interzis pictorului sa reali-
zeze o capodoperd care sd reprezinte miscarea. Ceea ce ncercasem eu este sa gasesc citeva forme de reflectie
care sa poata porni de la operele consacrate si sa nu fie deloc nedemne de acestea; opera e cea care face legea.
Se ntimpld mereu cd portretul este, In realitate, regele picturii; si asta am vrut sd incerc a intelege, reflectind sub
chiar imperiul operelor. in adevar, sculptura nu se potriveste nici ea prea bine miscarii; ea e mai frumoasa in repaus.
Cu toate astea, esenta unei fiinte se poate ardta in miscare. Lucru demn de a fi remarcat in trecere, miscarea con-
vine cel mai bine basoreliefului, miscare esentiald, instituire, cortegiu, dans; si ratiunea este, cred, ca basorelieful
ne apropie de desen. Desenul este alertd; desenul e al unei clipe. Asta va fi examinat mai indeaproape. Propun,
pentru a termina, un fel de reguld, careia veti putea sd-i cercetati aplicatile. Culoarea impovareaza mereu misca-
rea; In schimb, desenul trage mereu culoarea spre artificiul decorativ. Exemplele de desene colorate sau de dan-
suri pictate, precum si incercarile de portret nud, mi se par a fi un loc de disputa intre doua arte vecine, dar, de
fapt, strdine unele de altele. fncd o data spun ca nimic din gestul pictorului nu anunta cd el va infringe intr-o zi dese-
nul. Se poate conchide ca diversele arte se amestecad oarecum n operele lor medii, dar ca ele se separa si chiar
se opun Tn capodoperele pe care le produc.
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Lectia a nouasprezecea: desenul

(I aprilie 1930)

Linia. — Descartes. — Geometrul. — Miscarea. — Umbrele. — O gravura de Rembrandt. — Portretul desenat.
— Despre imaginatie. — Despre inspiratie.

Desenul e in toate artele, ncepind cu arhitectura, ca si cum ar anticipa si ar pregati, dar mereu pentru a fi depasit.
latd acum cd el se elibereaza si se prezintd ca o arta completd. Nimeni nu doreste ca un frumos desen sa fie reali-
zat sub o altd forma; nimeni nu vede acolo o simpla schitd. Desenul e aproape fard corp; dar e voit astfel. fnca
amestecat cu un fel de picturd in cazul gravurii si al desenelor cu umbre, simtim cad este in sfirsit el fnsusi atunci
cind e redus la o linie aproape fard materie si la albul hirtiei. Dam atunci peste un mod de expresie care e sufi-
cient si care si are puterea sa proprie. Relieful, umbra, culoarea nu i adauga si chiar nu i scad nimic. In starea sa
de puritate, el e prompt, e sumar, e complet. Ginditi-va la conturul unui chip intr-un desen japonez. Nicio arta
nu declama mai putin; misterul i se afld cu totul in ceea ce are el just, explicit si terminat; fara pregdtiri, nici dede-
subturi; fard nicio masa. Desenul se opune astfel deopotriva arhitecturii, sculpturii si picturii.

Desenul pare sa fie clar asa cum o idee e clard, de pilda la Spinoza; dar, aici, ca si acolo, aceasta transparentd are
profunzimi. Atit de putine mijloace si o asemenea perfectiune, pind siin cele mai mici incercari, intr-un fragment,
intr-o mina! Acceptam tatondrile, retusarile, modelarea, dar simtim ca o linie cu totul pura si fard greutate ar fi sufi-
cientd pentru a reprezenta carnea, forta, viata, miscarea si, prin asta, sentimentul. Ce inseamna desenul? De unde
ii vine aceasta putere? De la inventia care i este proprie, de la linie.

Dacd am vrea sa discutdm cum se cuvine despre linie, ar trebui sa discutam despre spirit si sd urcam la sursa acestu-
ia, la spiritul viu, care este un gen de indrazneald fard nicio violentd. Linia nu e deloc in naturd; linia nu vrea deloc sa
existe; trasarea ei pe hirtie, care nu fi este decit umbrd, nu'fi dd deloc corp. Cu toate astea, printre operele imaginatiei
reale, aceea care se gaseste la urma urmei fn lucrari, linia trasatd e cea care seamand cel mai mult cu ideea; si dmpul
fara diferente, cimpul uniform, albul pur, pe care linia | imparte sau 1l circumscrie, reprezinta intreg continutul posibil
si, intr-un fel, ceea ce va voi natura, ceea ce nu altereaza deloc linia, ceea ce nu o atinge deloc, ceea ce'li este cu totul
supus. I orice caz, existi in linie o anticipare curajoasa si 0 metoda suverand, care incepe prin a termina. Linia curge.
Toate proiectele noastre de gindire si de actiune sint linii. Linia figureazd indrazneala ginditoare. Vad in asta securitate,
indiferentd si un fel de legislatie. Comparati desenul cu pictura. Pictorul, in asta el e om, tremurd in fata sentimentu-
lui. Exista un fel de rugdciune in picturd; o sperantd, o asteptare; de unde o manierd prudentd si fara nicio anticipare,
cel putin nu asupra lucrurilor care conteaza. Desenul ia in posesie; el exprima o vointd, o alegere, un decret. Cu cit
e mai prompt si mai usor, precum o aripd, cu atit mai mutt e el insusi. Miracolul propriu desenului e acela cd linia cea
mai subtire e de ajuns. O gurd fara culoare si din linii care nu exista deloc, fara nicio cautare a vieti, atit de vie, atit de
vorbitoare, asta poate descuraja pictorul. Aparentd in intregime inventatd, pentru care negrul pe alb e suficient, sau
albul pe negru; sau negrul pe albastru; nu conteazd. Ginditi-vd la linia obrazului, la cea a barbiei, a gitului cind ea este
perfects; pare ca toatd natura fusese prinsa in capcana. Aceasta hirtie, care rdmine atft de bine hirtie, care face sd se
vada granulatia sa si materia sa straina si intactd, aceasta hirtie incepe sd trdiasca. Un desen frumos e deja imaginea a
ceea ce gindirea poate face doar cu cuvinte, fard nicio grija sd imite, prin zgomot sau ritm, tesatura bogatd a lumii. Dese -
nul e o proza sublima. Apare aici un tip de adevar care nu depinde decit de om. Descartes reconstruieste lucrul dupa
spirit prin linii subtiri si nu-si bate capul deloc sd dovedeasca faptul ca lucrurile stau cum spune el, ca Dumnezeu le
facuse asa. Ele sint prinse in aceastd plasd, care n-are deloc forma lor; curcubeul si magnetul sint prinse; iar tesatura
le va fi cum va voi ea. Caci spiritele medii renunta la a sti cum e ea; pe dind cei mari nu vor sa stie niciodata. lata ce
zice albul hirtiei si aceastd marca a formei, strdina, care nu conteaza deloc. Am fost deviat de aceasta nrudire, care
imi este evidentd, intre desen si gindire. Linia desenului nu e deloc in lucruri; o suvitd desenatd e mai suvitd prin con-
tur, care nu e deloc in model, decit prin liniile firelor de par; pe care marele desen le dispretuieste. lata de ce e impo-
sibil sa discuti despre linie, inventatd toatd, fard a te gindi la linia geometrului, care nu existd si care, in ceea ce e trasat,
exista mereu prea mult. Gindirea nu vrea deloc sa recunoascd linia in imaginea gindirii; linia i neagd gindirii acest gen
de afi care este acela al lucrurilor. latd trei stele; gindite impreund, ele sint de-ndata un triunghi; triunghi fara linii, caru-
ia nu i lipseste nimic. Acest raport imediat al unei stele cu o alta, aceastd distanta fard parti si fard diferente, iatd sufle-
tul liniei, aceasta fi este ideea. Distanta de la mine la fundul acestei sdli nu e decft un pur raport, o cale trasata dinainte
si fara diferente; este un pur proiect. Asa este, s-ar putea zice, starea prima a oricarui desen. latd de ce trasarea ca
atare se grabeste si se calmeaza. Niciun pic de materie, sau aproape. Niciun efort; nicio pasiune de a cuceri. Nicio
brazda adincitd, nici gaurd pe hirtie. Mina e lejerd, impartiald, indiferentd, ca gindirea.

Existd o mare semnificatie Tn linia trasatd de ucenicul geometru, inca sélbatic, incd speriat de lume. Linie greoaie,
contorsionatd, apasata, trasind pasiuni, nerabdare, furie sau o teama de aceste lucruri. De fapt, uritd. Ea nu anunta
politehnicianul, slab legislator, ci mai degraba dusmanul legilor, care lasa o amprentd si un fel de pista peste tot pe
unde trece. Si, dimpotriva, o libertate, o decizie, o imaterialitate a liniei anunta nu fiii pamintului, ci pe cei ai ceru-
lui, pe Pitagora, pe Platon. Aceasta diferentd e clard precum un chip; sensibila Tn scriituri, la fel 1n figurile geome-
trice siin semnele algebrei, ea straluceste in desen. Exista o frumuseste proprie a trasarii, in desen, care reprezinta
mai Intii, oricare ar fi lucrul, o manierd de a contempla si de a sesiza, unde presiunea pasiunilor; a posesiei, a dorintei
nu se exprima deloc, ceea ce se exprima fiind mai degraba un refuz de a prinde si o victorie fara nicio violenta.
Cine Tsi rupe creionul e departe de artd. Desenul e astfel, cum s-a intuit de cind lumea, avertismentul, disciplina
prealabild in toate artele plastice. Pentru cd exprimad refuzul de a musca si animalul invins, desenul dobindeste prin
el insusi un sens enorm. El reprezinta spiritul de Tntreg si de contemplare in actiunea Tnsasi, si un fel de atletism
propriu artistului. Cel mai marunt desen e un portret clar al desenatorului.

Aceasta e deci semnificatia liniei ca trasaturd, consideratd carevasazica in materia siin greutatea sa. Dar ce Tnseamnd
ea daca o consideram ca linie justa, In sensul celdlalt, conform caruia ea reprezintd obiectul? Un gest, o miscare
fixata. Orice actiune deseneazd un fel de dird in lume, de pilda o fugd, o armd cu care s-a tras, chila unei nave trase
Tn nisip. lar acest desen natural seamana mai mult cu actiunea decft cu lucrul. Astfel linia desenului e dira lejerd a
acestei miscdri a miinilor care vor sd apuce si care renuntd. Noinsine, spectatori care percepem aceastd linie, aceasta
linie care nu are decit o singurd dimensiune, atfta cft i permite materia, noi fnsine o urmarim, alergdm cu ea. Se
poate, cum spuneam, ca sculptura exprima prin accident miscarea; aceastd reprezentare nu convine deloc pictu-
rii. Arhitectura, n ce o priveste, e imobild, puternic imobild. Dimpotriva, desenul merge mereu sa reprezinte misca-
rea, deci o clipd, nu un moment. Pictura reprezinta prin excelentd momentul, adica o lunga durata adunatd intr-un
sentiment total; de unde alegerea pozei, care conteazi. in loc ca totul s3 convind desenului, picicarele ingerului
care tocmai a zburat pe fereastra, intr-o gravurd de Rembrandt, un profil pierdut, un brat, un umar, o mind. Foile
de Tncercari ale marilor artisti oferd comori; si nimeni nu va simti diferenta dintre aceste contururi subtiri si per-
fecte si celelalte desene, incarcate de umbre si cautdri, care pregatesc evident pictura. Se simte atunci ca desenul
e pe cale sd dispard si sa treaca intr-o alta arta.

E indeajuns ca o idee sa fie la locul ei si n-avem nevoie niciodatd de vreo altd dovada. E momentul de a spune
din nou ca desenul refuza culoarea; mai degraba ar trebui zis ca el o dispretuieste si 0 anuleazd. O sanguina nu
reprezintd mai bine nudul. O hirtie albdstrie va fi carne la fel de bine ca o hirtie roz. Aceste remarci pot pérea fra-
pante. Ceea ce va urma e de la sine inteles ca nu e decft o propunere sau o maniera de a citi acele arte interme-
diare care amesteca pictura si desenul. Vom intelege poate de ce, deja in cazul acuarelei si mai ales al stampei,
adicd peste tot unde desenul nu cedeaza in fata culorii, se vede cd aceasta primeste, mai mult sau mai putin, valoa-
re de ornament, adica devine o trasdtura arbitrara si strdind. De pildd, copaci desenati cu vigoare in negru i puteti
face vizibili si cu o trasdtura rosie, precum si cu una care sa combine negrul si albastrul.

Umbrele ar da loc unor remarci de acest gen, tot fara dovezi; si mi se pare ca aceste remardi, ca orice idee, sint
cel mai util de urmdrit in exemplele lor decit sa le discuti. Marturisesc ca ma sustrag mereu celor care discutd, ne-
fiind deloc un tiran. Umbrele, cum indicasem deja, sint ca o incercare de a picta cu negru si alb, adicd de a ster-
ge linia. Aici se arata gravura, pe care gusturile mele proprii nu ma fac deloc sa o neglijez; dimpotriva. Gravura
face vizibila o putere de reproducere a portretelor pictate, o putere pe care o are in parte de la picturd; prima
munca de interpretare e deja ficutd; modelul viu nu mai conteaza. Trebuie deci urmata gravura in incercdrile sale
de a pictan alb si negru dupa natura fnsdsi, dar prin procedeele si gesturile desenului. Voi considera aici un exem-
plu, piesa zisa de O sutd de florini a lui Rembrandt, pentru cd ea este foarte cunoscuta si pentru cd se potriveste
de minune pentru a explica un pic mai bine propuneri care trebuie cd va par, fard indoiald, prea subtile. Exista
doud parti in aceastd lucrare; de o parte lisus i vindeca pe cei bolnavi, orbi, paralitici, masa de mizerie puternic
subliniatd cu umbre, muncitd, supraincarcatd; de cealaltd, doctorii legii discuta cazul. Or, acest colt al tabloului e
facut din linii foarte subtiri pe alb; e desen pur si reprezintd de minune o clipa de disputa. O disputd e facutd din
clipe. Nimic nu e mai complet decit acest desen rapid; nimic nu zice mai mult. Si, dimpotriva, chipul lui Cristos,
opera de expresie, imobild, lucratd cu umbre, am zice chiar pictatd in negru si alb, mi se pare inferior schitei. Sen-
timentul nu are profunzime; ar fi nevoie aici de picturd. Si, cu sigurantd, Rembrandt ar fi putut sa picteze acest
chip; asemenea sentimente profunde si concentrate nu depaseau geniul sau; dar gravura, fiica a desenului, se afld
aici in afara domeniului sau. Intermediarul ne este oferit, in gravura insdsi, prin miscarea acestui om care Tsi cautd
calea.
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Un orb cu mina-ntinsd de temerea sperantei??

Aceasta miscare e atit de admirabild pentru ca este o miscare; desenul e de ajuns aici si isi gaseste puterea pro-
prie. Dar liniile pure ale partii din stinga exprimd incd si mai bine clipa si aceste personaje aflate Tn disputd, care
scapd lor insile.

Dupa aceste remarci, ar trebui spus ca desenul nu poate viza portretul. Nu putem. Existd un mare numar de dese-
ne care exprimd, fard urma de dubiu, o naturd de om. Unde eu vad totusi o nuantd, iar asta chiar veti putea veri-
fica. Desenul, atunci, seamana mai mult cu sculptura, prin aceea ca el fixeaza ntr-o clipa naturile care nu se schimba
si nu se vor schimba, acelea pe care imi place sd le numesc crocodiliene. Acestea sint naturi care au rezistat expe-
rientei sau ceea ce este reprezentat aici e partea lor rezistentd si solzoasa. Punct de vedere din care portretele
desenate se opun, printr-o forta afirmativa si oarecum tiranica, gratiei portretului pictat, care ne povesteste o viata
de societate, o viatd de sentiment, o viatd de politete in sensul cel mai profund. Pe scurt, ceea ce se poate sculp-
ta se poate, de asemenea, si desena; dar ceea ce exprima pictura prin munca pe care o face cu culoarea, dese-
nul nu poate atinge. O spun incad o data: capodoporele separa genurile — si chiar le opun.

{mi rdmine de expus sau mai degrabd de reluat, explicind un pic mai mult, o idee care conteazi in ce priveste
imaginatia si puterea sa reald. Desenul e o ocazie excelentd, mi se pare, pentru a Intelege cum se poate copia
din amintire. Aici doctrina clasicd, s-ar putea zice chiar scolard, e foarte simpla; din pdcate insd ea e straind naturii
omenesti. Un om cu imaginatie, cum e artistul, este un om capabil sa fixeze imaginile care i trec prin spirit, sa le
descrie, s le copieze. T felul acesta descrisese dramaturgul Curel, deja demult, munca de creatie; personajele
mele, zicea el, se plimba in jurul meu; nu trebuie decit sa le ascult. Un pictor va spune in acelasi fel ca face sa se
aseze Tn fata lui modelul imaginat si ca fl copiazd cum ar face cu un model aievea. Se povesteste cd Newton avea
puterea de a evoca n fata ochilor lui imaginea soarelui. Aceste mari autoritdti au terminat chestiunea. Dar e oca-
zia de a observa cd imaginatia, care ne nsald in privinta tuturor lucrurilor; ne nsald si in privinta ei insesi. Cum expli-
casem deja la inceputul acestor lectii, sint de parerea ca nu trebuie crezuti prea tare cei care isi descriu propriile
fantome. In ce ma priveste, m-am surprins nu o datd descriind ceea ce nu vedeam deloc; si remarcasem ca descrie-
rea Tnsasi fusese cea care dadea consistenta fisiilor insesizabile. La fel, cind se deseneaza din amintire, evocarea
foarte vaga a modelului e insotita de un sentiment de prezentd care se afla, in intregime, n corpul nostru si care
cheamd gestul, prin insuficienta Tnsdsi a fantomei vizuale. Asa schiteazd creionul o forma ce ramine si care e atunci
pentru noi precum crevasele, fisurile, fumurile si frunzisurile care sustin atft de bine imaginatia si in care vedem cu
usurinta schitele pe care vrem sa le Tmplinim. A recunoaste Tn prima schita portretul pe care fl cautam, a pastra si
a marca si mai bine aceasta asemanare, iatd ce mi se pare ca este desenatul din memorie. Desenul nu e atunci
o copie a imaginarului; ci mai degrabad face sd apara imaginarul. Si aceasta idee, regdsita aici, are o bdtaie lunga in
ce priveste artele. Cdci imaginatia nu e decft un chin; imaginatia nu ne satisface niciodatd; oricare ar fi incantatia,
adica forta persuasiva a discursului, nu ajungem niciodata la halucinatie. Poate ca faptul halucinatiei se reduce mereu
la un gen de elocventd; iar medicii par sa mentind aceastd banuiald. Se Intimpla mereu ca omul normal cauta un
obiect pentru reveriile sale; el fl face pe acesta. E pentru cd imaginatia e incapabild sa creeze doar in spirit, de aceea
exista artele. Imaginatia nu poate crea decit schimbind efectiv lumea, prin miscare, prin munca miinilor, prin voce.
Muzica e cea care ne clarifica lucrurile acestea cel mai bine, la fel si dansul, si elocventa, si poate chiar mai bine
poezia; caci nu existd aici incertitudine; nimeni nu cauta sa-si imagineze o arie fard s-o dnte; nici un pas de dans
fdrd sd danseze, nici un discurs fdrd sa-l pronunte; cu atit mai putin am vrea sa imagindm un vers fdrd a-I spune
urechii noastre. Aceste remardi atit de simple m-au invatat mult si m-au facut sa vad ca era bine sa discut toate
artele intr-un sistem, adica potrivit unei serii bine ordonate. Caci m-am Tntrebat prin ce miscari ale corpului ome-
nesc s-a cautat imaginarea unei forme, a unui contur, a unei culori, si mi-am dat seama cad desenatul si sculptatul
nu erau mai putin naturale decit cintatul sau dansatul. Asa arata realul reveriei; fard el ar trebui sa marturisim extre-
ma sardcie a imaginilor care nu sint decit imagini. i, in mod real, nu pot spune ce este o imagine contemplata
doar in spirit; descopar in ea perceptii vagi si citeva amintiri fulgurante, care sint de retind. Spectrele noastre nu
sint deloc modelele noastre. Dimpotriva, artele se explicd prin faptul cd executia nu inceteaza sa devanseze con-
ceptia, mai ales cind o lungd munca de artizan a stabilit comunicarea liberd dintre sentimente si miscari. Se numeste
inspiratie aceasta miscare a naturii care depdseste sperantele noastre; iar artistul este omul in care realizarea, prin
dntec, prin constructie, prin picturd, prin desen, depaseste cu mult imaginatia doar mentald, care promite atit de
mult si care tine atft de putin. Fiecare om vrea sa-si fixeze gindurile si imaginile si le vede topindu-se sub privirea
directd, precum Euridice Tn fata lui Orfeu. Si e aici o lege admirabild, mereu negata si mereu verificatd, conform

cdreia atentia pune aparitia pe fugd. De altfel, e clar cd amintirea operei nu inlocuieste deloc opera; asta ne uimeste
pind si in cazul unui poem recitit in mod solem; iar aceasta uimire nu se uzeaza deloc.

Lectia a douazecea: artistul

(8 aprilie 1930)

Pitia. — Artistul salveaza oracolele. — Munca si inspiratia. — Artistul si opinia. — Poemul primaverii.
— Ginduri si sentimente. — Omul liber.

Reflectiile noastre sint fara sfirsit; o lume se deschide, exemple se propun; ideile cautd obiect si gasesc obiect. Dar
am ajuns la finele acestor lectii; trebuie sd tragem o concluzie. As intreba acum: ce idee trebuie sd ne facem des-
pre artist! Este el un cetatean? Mi se pare cd supunerea fata de oameni nu e treaba Iui. Michelangelo pictase n
infernul sdu un cardinal pe care nu-I placea deloc; de unde o reclamatie la atotputernicul papa. in asemenea cazuri,
spiritul e refugiul puterilor. ,Pot totul in cer, rdspunsese papa; dar nu pot nimic in infern. Era un fel de a marturisi
ca puterea cea dubld, adunata intr-un om, n-avea nicio putere asupra geniului. Nu e nici n afara, nici induntrul
vreunui fel de doctrind cd artistul va merge sa-si caute ideile. Ideile sale sint operele sale. Si ghicim un pic acum
cum le cautd el. Nu in cdrti sau la scoald, in discutii sau Tn traditie; sau, mai degraba, el nu ia de acolo decit ideea
exterioard; de pilda, Judecata de Apoi nu e decit subiectul. In ce priveste ideea interioard, el o cautd in maniera
sa, cea mai veche, singura care sd fie confirmata prin rezultate stralucitoare, singura care sd faca acordul, singura
care domind discutiile. Dar, pentru a aduna sub privirile noastre, in aceasta lectie finald, aceasta stranie metoda de
gindire, trebuie sd ne reprezentam Pitia si felul in care grecii si barbarii o interogau. Pitia? O nebund, asezata in
asa fel incit sd nu mai poata spune nimic de la ea insasi, exprimind prin miscdri si tipete, exprimind fard sa stie ce.
lata locul unde oamenii, obositi sd mai cugete Tn van despre viitor, veneau sa caute ceva lumind asupra situatiei
cosmice din prezent si asupra a ceea ce fi va urma. Ce idee putea conduce la acest demers si la aceastd cautare?
Cu sigurantd, gindirea, iar grecii stiau asta mai bine decit orice alt popor, are puterea sa proprie, care vine din fap-
tul ca ea divizeaza si ordoneazd, ginditi-va la tatdl nostru Descartes, in asa fel incit virful rationdrii vine sa se fixeze
intr-un punct de lume si sa-1 determine n mod perfect. Asa se masoara eclipsa. Si acest exemplu face sa se vada
bine cd aceasta metoda este abstracta pind si in experientd; caci n fapt o eclipsd e totul si, la fel de bine, o batdlie
pierdutd din cauza panicii. Or, evenimentele care ne intereseaza, invazii, victorii, schimbdri de regim, nu sint deloc
separabile; iar analizele noastre se pierd in intreg. Dar corpul omenesc e un rezonator admirabil, un aparat de
inregistrare a universului, o abreviere a lumii. Ce presiune, ce sunet, ce lumina nu-l modificd un pic? Imensa mare
a existentei vine sd batd de toate partile acest invelis sensibil; invelisul reactioneaza; de unde umoarea melanco-
licd sau veseld; doar aceasta e temperata prin ratiune si politete; noi actionam si noi alegem. E din cauza ca sin-
tem rezonabili ca nu ne facem oracole. Pitia nu alege citusi de putin; nu este flexiune a corpului sau a vocii ei care
sd nu exprime toate lucrurile deodata. Pitia, remarcati asta, rezuma mii de exemple de acelasi fel. Au fost intero-
gati nebunii; au fost interogate animalele si chiar viscerele lor. Toate astea sint Pitia. Tn acest spectacol al unei fiinte
a carei umoare e eliberatd, al uneifiinte care a redevenit virtejul naturii flexibile fata de toate, in acest spectacol se
exprima un mare secret, un intreg moment al lumii, de care depind momentele care stau sa vina. A observa asta,
a interpreta asta, asta era dificilul. Tn consultirile de acest tip se adopta aproape mereu unul sau aftul dintre lim-
bajele conventionale; dar limbajul comun 1i poate conveni doar cu conditia ca ratiunea carteziand sa nu vina sa-
deranjeze. Se sperd atunci cd cunoasterea intregului, care e in mod evident in corpul livrat purei ematii, se va tra-
duce, de bine, de rau, prin limbajul obisnuit, chiar daca frint, rupt sau deformat. Mi se pare ca aceste tentative,
mereu miscdtoare, sint acum judecate. Totul e ambiguu si fiecare face ce-i place.

Siartistul? Artistul e cel care a salvat oracolele, printr-o metodd mai rabdatoare, sprijinita pe un mestesug, pe lucrari-
le rezultate, pe studii de expresie initial destul de obisnuite, a cinta, a sculpta, a orna, a picta, dar care sint remar-
cabile tocmai pentru ca depasesc de departe discursul. E corpul omenesc, am explicat deja indeajuns, care e pus
in joc, care e somat sa exprime adevarul profund; printr-o varietate de miscdri, nu arbitrare, ci dinainte circum-
scrise; printr-un freamat si o ondulatie a conturului conform delirului pitic. Si aici, ca si in cazul oracolului, artistul
cautd ideea si o ghiceste; dar in timpul acesta lucrarea se face; ea nscrie oracolul, I pastreaza si se oferd ca o tableta
mai sensibild unde se nscriu alte miscari ce vor veni. Versul se deseneaza pe sine; citeva cuvinte apar n cintec;
un licdr lumineaza portretul pictat. Munca artistului consta in a recunoaste ideea in embrion; in a o elibera cu pre-
cautie, avind grija ca ratiunea sa nu deranjeze aceastd misterioasd munca, acest raspuns al corpului omenesc in
comunicare cu toate lucrurile. Si ca fiecare s-o judece dupa arta pe care o cunoaste cel mai bine. In ce ma pri-
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veste, e In munca muzicianului si, mai ales, in aceea a poetului cd sesizez cel mai bine aceasta rabdare de a refu-
za tot ce e dubios si a ciocani oarecum la usa lucrarii incepute pind cind aceasta raspunde. Se intelege atunci cum
munca este legatd de inspiratie, cum ea o pregateste si o solicitd; cum, de asemenea, e 0 mare artd sa nu stergi
in mod temerar si cum o indulgenta deplina fata de sine se acorda cu o inflexibild severitate. Eroicd incredere in
sine, curajoasa sperantd a sinelui singur. Artistul e singurul optimist. Recompensa de-o clipd in clipd, invizibila pen-
tru altii, este ceea ce 1l sustine. Pe acest drum lung el gaseste, sub forma de obiect, ideea ineprimabila si inepui-
zabild, sursa fard de sfirsit de ginduri, la rindul sdu oracol, oglinda a sufletului si raspuns la pasiunile noastre. Asa
este un poem frumos; asa un portret frumos.

De unde eu inteleg cel mai bine ceea ce avansasem, respectiv ca supunerea fata de altii, fatd de obiceiuri, legi,
puteri, interese si, in cele din urma, fata de toate Ratiunile de Stat nu e ceea ce conteaza in figura artistului. Dar
acum, pe cel care stie sa se facd pitie pentru el insusi si pentru fiecare, eu Tl vad nu discutind si refuzind, ¢i mai curind
increzator in mestesug, revenind la el, gindind cu el. Sfiddtor deci cu privire la ceea ce e dovedit Tn mod rational,
explicat, si pe care el I numeste un lucru intelectual; acesta din urmd e moneda curentd, gindirea abstracta si comu-
nicabild, care vine din afard si care se nvata de la altii. Anvéta de la altii? Mestesugul, da, se invata de la aftii; dar
gindirea artistului e precum o conversatie cu propriul sau geniu prin limbajul unui anumit mestesug. Artistul se teme
de opinie; vreau sa zic ca se teme sa fie iubit, respectat. El se teme de elogiu chiar mai mult decit de blam. El se
teme sa steargd in mod temerar si, prin ratiune, ceea ce natura sa fi dicteaza. El e original in acest sens precis ca
gindurile sale, care sint lucrdrile sale, Tsi au originea in el, si nuin altii. Astfel, artistul e izolat Tntr-un sens; dar uman,
universal, frate al tuturor, mai mult poate decit orice om. Original? Trebuie inteles acest cuvint. Spuneam ca doar
locurile comune sint adevérate. Nu trebuie sa credem ca artistul cauta o idee rard; nu, ci mai degraba o maniera
rard, unicd, proprie lui de a produce o idee comund, de a o produce n asa fel incit sa fie in mod real comund,
vorbind tuturor oamenilor, asa cum vorbesc marile opere. Nu voi epuiza deloc aceasta idee, care ar fi de urmat
in toate artele; dar o pot clarifica in plus cu un exemplu care va fi la pas cu anotimpurile.

Existd mai mult decit o singura primavara in scrierile poetilor. Voi evoca, acum, trei.

Mai intii din Horatiu:

S-a topit cumplita iarnd, bate vint de primdvard,
funiile trag in mare luntrile de pe uscat [...J*

O alta, tot din Horatiu:

latd, zapada s-a dus, se intoarce iarba pe cimpuri,
arborii iar infrunzesc [...J°

Siatreia, n sfirsit, din Valéry, iar aceastd primavara nu va fi mai putin cititd decit suratele ei mai in virsta:

Ca miine, la suspinul din Haruri constelate,
Va sparge primavara fintinile-astupate [...J¢

Detaliul executiei nu-mi este necesar; iatd incotro vreau sd merg.

Primavara e cunoscuta de toti si simtitd de toti. Cunoscuta de toti; fiecare o poate descrie prin astre, pasari, flori
si frunze; si nimic nu ne impiedica sa punem toate aceste lucruriin vers, in felul abatelui Delille. Acestea vor fi gin-
duri formate initial conform experientei rezonabile si dupa aceea supuse numarului si rimei. Pe de altd parte, fie-
care simte primavara; ntreaga noastra fiintd o exprima intr-o maniera pftica. Miscarile, coloritul, ochii, pind la indoiturile
firelor de par, toate acestea poartd un mesaj, cum poarta mierla, cintezoiul, grangurul, cucul. Dar asta abia daca
e o bilbiiald; e inexprimat; ideea nu poate iesi pe calea aceasta. Nu e decit o bucurie, o lipsd de rdbdare, un mare
amor fdrd cuvinte.

Or, ceea ce face frumosul Tn poemele primaverii nu e ideea exprimatd, care e obisnuitd; nu e sentimentul, care
e incercat de toti. Ceea ce e frumos este ca tocmai acest sentiment, prin miscarile corpului, printr-un fel de dans
spontan pe care poetul 1l interogheaza, produce, ca prin miracol, si printr-un zgomot al naturii, cuvintele nsele
pe care le-ar zice fiecare. Fiecare le-ar zice, dar acum oracolul e cel care vorbeste; ideea are un corp; ideea e
naturd; ideea e interioard; ea vine din profundul cel mai adinc al fiintei ca un surfs sau ca o lacrima, din adincimea

cea mai mare a fiintei sibiline. De asemenea, in noi, cei care citim, prin dublul omenesc, prin ratiune si prin fabri-
ca trupului nostru care se acorda in mod miraculos, reconcilierea intre cel care danseaza si cel care gindeste e
ficuta. E ca o mintuire; o solutie a problemei omenesti, a problemei reale. In sfirsit, am o idee! Sau, mai bine,
caci fantomele de idei se cumpara la piatd, in sfirsit sint ideea. Aceasta poate fi cu totul comund; dar o pastram.
A pastra o idee, aceasta e bogdtia adevdrata. Sirara. Nu o idee rard, cia o pastra. Tntrebati parerea cuiva; mai intii
el se uitd la ceilalti. Propriul parerilor despre respect, piatd, calcul e acela de a fi imprumutate; imprumutate de
toti de la toti, cum a aparut in celebra criza de incredere; fiecare se regleaza in functie de celdlalt, ceea ce, in cele
din urmd, face sa ajunga la toti o parere care e a nimanui. Mizerie. Imit, salut, flatez, ma pun de acord; acord vid;
i lipseste omul. Ideea nu are rddacini; ea nu exprima natura individuald. Din fericire, noi toti sintem un pic artisti.
Fiecare, de cum 1l intrebdm serios ce gindeste, Tsi cauta sentimentul sau. ,lata sentimentul meu*; acesta e cuvin-
tul cel mai puternic, pentru ca el vrea sd desemneze ideea care se naste din natura noastra si care se acordd cu
miscarile noastre cele mai secrete. Asa sint fulgerele geniului in fiece om; dar rare. Cum nu avem deloc metoda
artistului, nu avem cum s le regdsim; ne mirdm ca nu le gasim; nu indraznim sa credem in ele; mai exact, nu indrdznim
sa fi crezutin ele. Artistul se pierde el insusi — inseamna ca el n-a indrdznit sa se creada pe sine nsusi. El le-a cerut
altora sa-i spuna ce sa gindeasca. Sa fim atenti aici. Se poate ca o anumitd chestiune de lamurit, incd imbdtatd de
ea Insdsi, sterge omul sub un costum. E atit de repede facut sa repete! O dovada ne forteaza; cu asta totul ar fi
zis; dar aceasta fortd ca atare ne ingrijoreaza. Pascal a vdzut bine privilegiul ratiunilor pe care le-a gasit fiecare sin-
gur. Dar majoritatea renuntd; ramin curiosi, docili, ingrijorati de opinie, imitatori, turma. Nefmblfinzitul, incontro-
labilul artist ar fi deci ca un centru de raliere si de rezistentd; un tip diferit si straniu de rege, care nu vrea deloc sa
domneasca. El e, de fapt, ca un om de stincd, unul care nu poate fi convins, care trebuie ocolit ca un monument,
iar asta incurca. Si am vedea niste lucruri nemaipomenite daca vreun agent cu baston alb ar impune tuturor spi-
ritelor sensul unic.

Asta sund hilar. Nu existd aici incertitudine si nici n-a existat vreodatd. Valorile adevarate fiecare le asteaptd.
Omul-stincd are trei nume si trei aspecte. Artistul, sfintul si inteleptul oferd tuturor vremurilor modelul omului care
gindeste pe cont propriu, care nu flateaza, care nu cauta elogii, care nu infiinteaza o asociatie cu statute. Dar ei
sint, de asemenea, singurii onorati; ei fac umanitatea in trei; caci, prin aceasta negare energica a societatii, ei fac
de indatd societate. Sfintul si inteleptul sint rari; modestia uneori il adund n turma, Biserica sau Academie. Artis-
tul face sd se vada o altd modestie, nezdruncinabild: ,Sint, zice el, cum sint; md voi exprima pe mine sau nu voi
exprima nimic. Nu vreau”. Artistul, prin chiar vocatia sa, este incoruptibil. De unde putem Tntelege inca o data
pretul mare al anilor si al lucrdrilor frumoase. Aceastd valoare nu njoseste deloc; ea arata. Aceastd admirabild ine-
galitate face de ndata egalitatea, caci ea trezeste in fiecare om omul. Se zice ca a admira inseamna a egala; as fi
foarte bucuros daca as fi explicat cit de it aceasta frumoasa maxima.

Traducere de Alexandru Polgar

arhiva
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galerie

= Se ia 0 clementind* si se descojeste n asa fel incit sa nu se piardd nicio bucata din suprafata cojii, iar suprafata sd ramina continud.
= Repetind actiunea, formele obtinute vor fi diferite si tot atftea tipare de sfera.
= Pentru pastrarea lor, cojile se preseazd si se usuca.

* Functioneaza si cu portocald, mandarind sau grepfrut.

Miklos Onucsan, 2012

= Take a clementine* and peel it so as not to lose any piece of the peel surface while keeping the surface continuous.
= By repeating the action, the forms obtained will be different and just as many sphere patterns.
= In order to keep them, the peels are pressed and dried.

* It also works with an orange, mandarin or grapefruit.

Miklos Onucsan, 2012

Miklos Onucsan: Tipar pentru o sfera
Pattern for a Sphere
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és kitorés, Szombathely; 1989 Exhibition of Graphic Art, Ville de Menton; 1988 Romanian Graphic Art, Moscow; Expozitia Tineretului, Baia Mare; Atelier 35 Oradea, Caminul Artei,
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Tineretului, Alba Iulia; 1981 Dialog, Cenaclul Tineretului, Oradea; Medium 1, Sfintu Gheorghe; 1980 Quadrennial of Decorative Arts, Bucharest; 1978 International Quadrennial

of Socialist States, Erfurt.
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Piata Universitatii

Bogdan Ghiu si Raluca Voinea

Piata Universitdtii este situatd intre Hotelul Intercontinental, Facultatea de Arhitec-
turd si Universitatea Bucuresti, Romania. Nu este un loc pentru autoritati, ci un loc
al opozitiei autonome fata de politicul formal, reglementat. Loc de opozitie si de cele-
brare. Tocmai pentru (auto)celebrare a fost recuperat, dupa 1990, de cdtre pute-
rea politica (care considerd procesul revolutionar inceput in | 989 ca incheiat, deci
celebrabil, istoricizabil). Deja Tn mai-iunie 1990, Piata Universitdtii era reluarea, re-
ocuparea, reactualizarea a ceea ce incepuse in decembrie 1989. in contextul mis-
carilor populare de masa din Romania din iarna lui 2012, Piata Universitdtii a devenit
din nou locul opozitiei autoconstituante, rearticulind dorinta populard de a continua
ceea ce incepuse in 1990. Tot timpul, PU a fost disputatd, amenintatd cu neutraliza-
rea si normalizarea prin formalizarea si reglementarea, oficializarea ei, cind ea e toc-
mai opusul, locul largirii violente a politicului, al ruperii cadrului politicului reglementar,
al iruperii in politic, al re-constituirii ca subiect si actor politic, al accesului liber la poli-
tic — si astfel, o provocare contemporana pentru imaginatia radicala.

Cautam tot timpul diferitele ,piete” in care am putea sa ne intersectam drumuri-
le, In care am putea sa ne Intilnim la o rdscruce. Din cind in cind, transformam un
loc-de-trecere ntr-un loc n care sa ne Tntiinim unul cu celdlalt, precum si cu noi
nsine intr-un alt moment din timp. Piata Universitdtii din Bucuresti e o macheta la
scard a istoriei romanesti de dupa 1989.

,Cum se poate reprezenta insa fenomenul Piata Univer-
sitatii — Kilometrul Zero? Si cum se reprezinta expresia
spatiald si temporald a mecanismelor prin care intersec-
tia a doud bulevarde a devenit pe parcursul a 20 de ani
un spatiu-reper si chiar un spatiu simbolic?

[Lucrarea construieste o] macheta de lucru ca o imagi-
ne narativa asupra acestor intrebadri printr-un inventar al
evenimentelor petrecute aici fncepind din 1989, aduna-
te Intr-o diorama-releveu in care faptele consecutive
sint reprezentate simultan, determinind astfel o colectie
inclusiva de perspective asupra constructiei «Pietei»: un
punct de referintd, un punct de plecare si un punct de  uqioBasAR
sosire.” (studioBASAR)

Cred ca trebuie sa explicdm, sa demonstram de ce ar putea sd intereseze Piata Uni-
versitatii pe cineva din afard, pe un neroman, deci si pe romani in general, peste
timp de exemplu (pe strdini in spatiu si timp), care sint particularititile neexotice,
de interes general ale acestui fenomen.

Trebuie revenit si insistat asupra originilor PU. Cum si de ce a aparut aceasta, ori-
gini care fi marcheaza particularitatea, profilul.

BOGDAN GHIU este scriitor; jurnalist si critic media, cunoscut traducdtor al lui Foucault, Derrida, Deleuze.

RALUCA VOINEA (s-a ndscut in Romania n 1978) este critic de artd si curator, stabilitd la Bucuresti. Este co-
director al Asociatiei tranzit.ro, o institutie ce face parte din reteaua tranzit.org.

Km 0 - Model of Things and Facts, sketch, 2012

scena

THE UNIVERSITY SQUARE
Bogdan Ghiu and Raluca Voinea

The University Square is situated between the National Theatre,
Intercontinental Hotel, the Faculty of Architecture and the University
of Bucharest, Romania. It is not a place for authorities, but of the
autonomous opposition against the formal, regulated political.

It is a place for opposition and celebration. Precisely for (self-)celebra-
tion it was recuperated, after 1990, by the political powers, which
are considering the revolutionary process started in 1989 closed, and
only in that sense something to be celebrated as history. Already

in May-June 1990, the University Square was the subject of attempts
to retake, reoccupy, and re-actualize what had begun in December
1989. In the context of the mass popular movements from Romania
during winter 2012, the University Square became again the place
of self-constituent opposition, rearticulating the popular desire to
continue or to retake what has been regnited in 1990. The University
Square has always been threatened by neutralization and normaliza-
tion, when it is precisely the opposite: a place for the violent broad-
ening of the public, of breaking the frame of normative politics,

of irruption into politics, of re-constituting as political subjects and
actors, the place of free access to politics — and as such a contempo-
rary challenge to radical imagination.

We are constantly looking for the different
“squares” where we could cross paths, to
meet in a crossroad. From time to time we
turn a place-for-passage into a place for
meeting each other, also for meeting our-
selves in a different moment in time.
University Square in Bucharest is a scale
model of the Romanian history after 1989.

“How can the phenomenon University
Square — Kilometer Zero be represented?
And how could we represent the spatial
and temporal expression of the mecha-
nisms that transformed in the last 20
years the intersection of two boulevards
into a landmark and even symbolic space?

[This work is constructing a] model as a
narrative image over these questions by
an inventory of the events that took place
here starting with 1989, all gathered in a diorama-report where
the consecutive facts are represented simultaneously hereby
making a inclusive collection of perspectives over the construc-
tion of the ‘Square’: a reference point, a departure and arrival
point.” (studioBASAR)

We must explain, demonstrate why could the University Square in
Bucharest be interesting for someone outside, someone non-Roman-

BOGDAN GHIU is writer, journalist and media-criticist, translator of
Foucault, Derrida, Deleuze.

RALUCA VOINEA (born in Romania in 1978) is art critic and curator, based

in Bucharest. She is co-director of tranzit.ro Association, an institution
which is part of the tranzit.org network.
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Fenomenul PU tine de caracteristicile urbanistice ale centrului Bucurestiului. Pe 21
decembrie 1989, Revolutia a inceput in Piata Palatului, asa cum era normal, asa
cum trebuie, la locul ei, in fata sediului puterii (Comitetul Central al Partidului Co-
munist Roman). Or, dacd acolo masele au fost provocate (fenomen de contrapu-
tere, de pudi), ele au fost apoi gonite si fugdrite, Piata Palatului a fost evacuatd in forta
— si multimile (o parte dintre ele, tinerii de exemplu) au fugit, s-au refugiat si s-au
baricadat, la propriu, nu departe, in Piata Universitatii, care a devenit un loc al mase-
lor, al poporului, un loc al renasterii subiectului politic colectiv in momente cind pute-

ian, so also for the Romanians in general, later in time for example
(for the foreigners in space and time), to ask which are the non-
exotic particularities of this phenomenon.

One must return and insist on the origins of the University Square.
How and why it appeared, these origins marking its particularity,
its profile.

The University Square phenomenon should be explained through
the urban characteristics of Bucharest's city centre. On the 21st of
December 1989, the Revolution started in the Palace Square, as it
was normal, as it should have happened, in its place, in front of the
headquarters of power (the Central Committee of the Romanian

scena

So not occupation of a place of power, belonging
to power, but resistance and reaffirmation, barri-
cade against the invasion and the abuses of
power — so a place of autonomous constitution,
of gathering for the people, of collectively finding
each other and of reconstitution, wherefrom also
the jubilatory aspect: the University Square has
always had a side of celebration too.

Although this means it is also used by the power
as a place for official celebration, as well as for

rea abuzeaza de el, cind 1l provoaca uitindu-i existenta.

The clock installed in the University Square roundabout, counting the days until
Romania was to join the European Union; the image is from 31st of December
2006, when only one day was left, photo: Eduard Constantin

displaying the different devices that define
power’s normative aesthetics.

Communist Party).

If there the masses have been provoked (a counter-power
act, of a coup), later they were chased and followed, the
Palace Square was evacuated in force and the crowds

(or a part of them, the young ones for example) ran, took
refuge and barricaded themselves, literally, not far, in

the University Square, which thus became a place of the
masses, of the people, a place of rebirth of the collective
political subject in moments when power is abusing it,
when it provokes it by forgetting its existence.

Fotografiile lui Laurentiu Galmeanu
sint un document rar, aratind Piata
Universitdtii la momentul in care ea
devine un loc al maselor, primul mo-
ment in care este unificata ca piata
publicd, momentul in care partea
Fintinii/Universitatii si partea Teatru-
lui/Intercontinental sint unite, totusi
nu atft de mult prin oameni (inca
sovaitori in a ocupa strada), cit de f“%
tancuni. 2| decembrie 1989 estemo-

The pictures of Laurentiu Galmeanu are a rare document,
showing the University Square at the moment of its
emerging as a place for the masses, the first moment

& o when it gets unified as a public square, with the side

> _ Laurentiu Galmeanu of the Fountain/ University and the side of the Theatre/
mentul dind aceste fOtograﬁl sint facute Sho21 Dece;nber 1989, photographs, ® and courtesy of the artist Intercontinental being brought together, however not by
este si numele oficial al pietei pe harta Bu- the people (still
curestiului. Un nume care n-a fost niciodats hesitant in occu-

. ) < < ing the street
adoptat in constiinta populard, pentru cd el pying the street)

i R but by the tanks.
transforma irevocabil Piata intr-un loc al do- 21 December
. . o . o . "“Welcome, Europe!” Romania is celebrating its accession to the EU
liului si comemorarii. A continua sa © nu- 1989 is the

31st of December, 2006, photo: Eduard Constantin
moment when

these pictures

are shot and it is
also the actual : P S
name of the 5 : ks i — e
square on the

mim ,Piata Universitatii“, a-i refuza numele
oficial, inseamna a ne reaminti si reintoar-
ce lamomentul sdu din 2| decembrie 1989,
a lua acel moment drept un inceput, si nu
un sfirsit, a o vedea ca pe un loc al renaste-
rii, si nu al inmormintari.

The “vintage” clocks installed by the municipality in different places in Bucharest mark the official
9 y y

map of desire to return to the “golden” times of inter-war Bucharest. Counting back. The picture was taken

Bucharest. in January 2012, after one of the days of protest, photo: Eduard Constantin

A name which

Diferentele dintre Piata Palatului, care este o piatd, was never adopt-
ed in the popular

3t Pla{;q Un"/,e"s’tau’{ care este o Intersedfie 5i un - , . consciousness, as it irrevocably institutes the Square as a place ,un simbol al puterii (de orice fel), chiar daci e plasat parazitar intr-un alt con-
sens glratorlu, un sistem, o Constalatle (lnstalatle) de mici scuaruri care la o adicd se of mourning and commemoration. To continue to name it text dedit cel obisnuit, nu e chestionat de cei care detin aceasti putere sie accep-

pot reuni, rezultind o mare piatd, altfel, in timp normal, divizatd, invizibild, existenta “University Square”, to refuse the official name is to remember tat ca atare.” (Viad Basalici)
in mod normal doar ca potential: la fel ca poporul insusi! Omologie Tntre structura urband :nkd ctzn‘:tanﬂy ¥ ba:: t(;)'ts 21stof che”lbert?sq 'gotment’ tto

. . . . o . N . . . aKe that moment as the beginning and not as the ena, 10 see |
si situatia subiectului politic colectiv (care penduleaza tntre virtual si actualizare). as a place of rebirth and no? of bu?ial.

In PU multimile au fost gonite si s-au baricadat, la propriu. PU s-a nascut in noap-
tea de 21-22 decembrie 1989 printr-o baricadare la propriu, n jurul unei baricade, ~ The differences between the Palace Square, which is a proper square,

« " . . and the University Square, which is a crossroads and a roundabout,

fenomen absolut nou, fard traditie la Bucuresti (care, din punct de vedere popu-

. . . o a system, a constellation (installation) of small squares which could,
lar-politic, nu este nici pe departe ,Micul Paris®). if the case, reunite, thus generating a big square which is otherwise,

Deci nu ocupare a unui loc de putere, al puterii, ci rezistentd si redfirmare, barica-  in normal times, divided, invisible, existing only as a potential: just
N . L . . . Lo . § itself!
dare impotriva invaziei si abuzurilor puterii — deci loc de constituire autonomd, de ke the people itselfl The homology between the urban structure

. o . . oo Lo . and the situation of the collective political subject (which oscillates
adunare a poporului, de regdsire si de reconstituire colectiva, de unde siaspectul o\ oo virtual and actualization)

jubilatoriu, nu doar negativ: intotdeauna PU a avut si o laturd de sarbatoare. In the University Square the crowds were chased behind the barri-
cades, literally. The University Square was born in the night of 21-22

Desi aceasta inseamni si ci este folositd de putere ca un loc de sirbitorire ofi-  December 1989 through a literal grouping behind a barricade - this
) ' being an absolutely new phenomenon in Bucharest, with no tradition Viad Basalici

C|a|§, precum si pfentru afisarea diferitelor dispozitive care definesc esteticile nor- ;) this sense (popularly and politically Bucharest is not even by far Watching, Waiting, intervention, 2012: object design: Ateler Brut,
mative ale pUterll. "Little Paris"). photo documentation: Vlad Petri

“... a symbol of power (of any kind), even if it is placed
parasitically in another context than the usual one is not
questioned by those who own that power and is accept-
ed as such.” (Vlad Basalici)
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Evolutia medial-istorica a Pietei Universitatii

I - Piata Universitdtii 1989 — Revolutie

Subiect politic colectiv, omogen, nediferentiat, masificat. Niciun mesaj, nicio pune-
re In scend, nicio ,pozd“. Imagini, cu minime exceptil, neteatralizate si fird mesaj,
sau Cu un singur mesaj, care e mai mult nonverbal, preponderent mimic, facial, ges-
tual, postural: purd irupere in imagine, purd aparitie ca imagine, in imagine. Oame-
nii nu sint interesati, incd, de imaginea in sine. Nimeni nu (se) joacd, nu se pune n
scend, nu are constiinta politica si practicd a imaginii. Cel mult, la televiziune, in stu-
dio, deci dejan ,aparat” (Flusser), in dispozitiv, in imagine: tablouri vivante.
Imaginile (de exemplu, transformarea tancurilor in care alegorice de sine, in care acto-
rii se interpreteaza pe ei Insisi), arhivarea nu sint percepute deocamdata ca facind
parte din procesul de autoconstituire politica (mimeticad).

Doar expresie nuda, aparent negativa, gaura plind/de umplut din steag, imaginea-
gaurd, ca rupere a ocultarii, a nonimaginii, a falsei imagini totalitare precedente. Imagi-
nea — gaurd in falsa imagine.

Borna kilometrica plantatd in fata
Teatrului National din Piata Univer-

sitdtii, declaratd km O al libertatii si

avind dfferite infatisari si mesaje in ulti-

mii 20 de ani, a fost unul dintre cele

mai durabile monumente (desi ne -
oficial) din spatiul public postcomu-

nist. Tngrijit aproape din umbra de

membrii Asociatiei 21 Decembrie,

servind ca loc de ntilnire pentru fie-

care comemorare a Revolutiei din

'89, borna simbolicului kilometru

zero sta astazi pe un modest soclu,

pictat in culorile steagului national si

instaurind ,zona libera de neocomu-

nism*“, Gaura din tricolorul romanesc

nu mai era in acest moment (201 1)

golul plin de potential din zilele cind

emblema socialista fusese decupatd din steag, ci o umbrd neagra care perpe-
tueaza doliul si dovedeste o lipsd de imaginatie politica.

2 - Piata Universitatii mai-iunie 1990
Subiectul revoltat continua sa fie masificat,

unitar, omogen. Depinde de un centru .o o o

UniC, supraTnéltat, dominator: Balconul 2 km 0 - Model of Things and Facts, model, detail, on the right — speakers in 1990 on the balcony

(sau Balconul U) care corespunde Balco - of the University, 2012, photo: Eduard Constantin

nului | (sau al CC — deasupra poporului sau,
Ceausescu era deja, de mult, in aer, anunta
de mult indltarea la ceruri cu elicopterull)
al uttimului discurs, esuat, al lui Ceausescu.
Prin Balconul, ca topos, de la Universitate
se ocupa, in 1990, locul subiectului politic
inaccesibil pind atunci, pastrindu-se Tnsa si
efectul de masificare, de manifestanti-pu-
blic. Ego-masa.
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The 21 December 1989 Square in Bucharest, January 2011, photo: Raluca Voinea

The Media-Historic Evolution of the University Square

1 - University Square 1989 - Revolution

The political subject is collective, homogenous, undifferentiated,
massified. No message, no staging, no “picture”. Images, with few
exceptions are non-theatrical and without message or with only one
message, which is rather non-verbal, mostly mimic, facial, gestural,
of postures: pure irruption into image, pure apparition as image,

in image. People are not, yet, interested by image in itself. Nobody
is playing, is not staging (oneself) and does not have the political
and practical consciousness of the image. At the most, at television,
in the studio, so already in the “apparatus” (Flusser), inside the
device, in the image: tableaux vivantes.

The images (for example the transformation of tanks into allegoric
chariots for the self, in which the actors are playing themselves),

the archiving are not for now perceived as being part of the process
of political (mimetic) self-constitution.

Only a nude expression, apparently negative, the whole to be filled
from the flag, the image-whole, as breaking of the non-image, of the
false totalitarian image which preceded it. The image — whole in the
false image.

The boundary stone implanted in front of
the National Theatre, in University Square,
declared km 0 of freedom, with different
looks and messages in the past 20 years
was one of the most durable monuments
(albeit not an official one), in the post-com-
munist public space. Taken care of almost
from the shadow by the members of the
21st of December Association, serving as a
gathering point for every commemoration
of the ‘89 Revolution, the symbolical km 0
boundary stone lays today on top of a sim-
ple pedestal, painted in the colours of the
national flag, and instating the “neo-com-
munism free area”. The whole in the
Romanian tricolore was by now (2011) not
the emptiness full with potential from the
days when the socialist emblem was cut off
from the flag, but a black shape that per-
petuates mourning and proves a lack of
political imagination.

2 - University Square May-June 1990

The revolted subject continues to be massified, unitary, homo-
genous. It depends on a unique centre, elevated, dominating:

the 2nd Balcony (or the U Balcony), which corresponds to the

1st Balcony (or CC [Central Committee] - over his own people,
Ceausescu was already, since long, in the air, he was since long
announcing the ascen-
sion to the skies on
helicopter!), the bal -
cony of the last, failed,
speech of Ceausescu.
Through the Balcony,
as a topos, from the
University, in 1990,
the place of the politi-
cal subject, inaccessi-
ble until then, was
occupied, keeping
though also the effect
of massification, of
demonstrators-public.
Ego-mass.

Proiectul lui Dan Perjovschi, contributia sa la Spatiul Public Bucuresti | Public Art
Bucharest 2007, a recreat sub forma unei statui vivante mineriadele de la in-
ceputul anilor *90. Monument (Istorie/Isterie) a fost interpretat zilnic timp de o
saptdmind in Piata Universitdtii din Bucuresti. Cei doi actori, intruchipind unul
un miner si celdlalt un protestatar, au putut fi gdsiti nemiscati in diferite posturi
unul fingd celalalt, uneori intr-un aparent gest de confruntare, alteori in astep-
tare, creind un moment de suspendare a istoriei. Sculptura vie a devenit o ale-
gorie a corpului social, capturat In istoria sa recenta ca intr-un purgatoriu.

scena

As his contribution to the project Spatiul Public Bucuresti| Public
Art Bucharest 2007, the artist Dan Perjovschi proposed the proj-
ect Monument (HistorylHysteria), consisting in a living sculpture
performed for a few hours every day, during a week, in the
University Square and evoking the violent miner-lead incursions
(mineriade) into the heart of Bucharest in 1990. The monument
was enacted by two actors, one representing a miner (and
dressed accordingly), and the other a “hooligan” (the name
broadly used for the category of intellectuals, who were at the
time of the fights identified as the enemies of the government).
Next to each other, the two actors were frozen during the per-
formance in a few different positions, some seemingly confron-
tational, others peaceful and others more ambiguous. The living
sculpture became an allegory of the social body, captured in its
recent history as in a limbo.

Dan Perjovschi
Monument (History/Hysteria), 2007

3 - lanuarie-februarie 2012

Display-ul revolutionar s-a schimbat total, devenind cu adevdrat un display tehno-
logic: manifestatia-ecran virtual, de computer. A te afirma/constitui ca subiect-ac-
tor politic inseamna a fi suportul propriului mesaj. Multitudine de oameni-sandvis,
fiecare fsi arata propriul mesaj. S-a numit si ,revolutia A4“: fiecare text aratd ca o
,Zzona sensibild” pe un touch-screen, care trebuie ,deschisd”, actualizatd. Juxtapu-
nere de butoane. Profunzimea si densitatea, tridimensionalitatea subiectului colec-
tiv unic, unitar, unificator, omogen-masificat e nlocuitd de juxtapunerea orizontala,
bidimensionald, cu accesare facultativd, eventuala. ,Tabloul vivant” din 1989 a de-
venit ecran: individualism, subiectivare, self-broadcasting. Oamenii transmit, presiu-
ne mediaticd pozitivata si preintimpinatd, anticipatd, instrumentalizatd. Punere in scend,
mizanscend, nu de oameni, ci semioticd, de texte si imagini, slogane-SMS. Nu
intimplator, tricolorul din 1989 e fluturat sub balconul din 1990. Tn 201 2, ne ntil-

3 - January-February 2012

The revolutionary display has changed completely, becoming truly

a technological display: manifestation-virtual, computer screen.

To affirm/constitute oneself as a political subject-actor means to be
the support of one’s own message. A multitude of sandwich-people,
each one showing their own messages. It was also called the "A4
revolution”: each text looks like a “impressible area” on a touch
screen, which must be “opened”, actualized. Juxtaposition of press-
keys. The depth and the density, the tri-dimensionality of the unique,
unitary, unifying, homogenous-massified collective subject is replaced
by the horizontal, bi-dimensional, with selective access and juxtapo-
sition. The “tableau vivant” from 1989 has now become a screen:
individualism, subjectivation, self-broadcasting. People are trans-
mitting, there is a media pressure which is made positive and antici-
pated, instrumentalized. Staging, mis-en-scene not of people but
semiotic, of texts and images, short-text-messages turned into
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nim n opozitie, dar fiecare vorbim pe limba noastra, nimeni nu mai surplombeaza
(balcon) pe nimeni, efectul de subiect colectiv e o rezultantd, o asociere, dar so-
cietatea nu se mai lasa totalizatd dintr-un punct de vedere superior.

slogans. Not by coincidence, the flag from 1989 is waved under the
balcony from 1990. In 2012 we meet in the opposition but we each
speak our own language, no one is presiding (from the balcony) onto
anybody, the effect of collective subject is a result, an association,
but society does not let itself totalized from a superior standpoint.

University Square in 2012, photo: Vlad Petri

#
in 2012, demonstrantii se autoconstituie politic, reciproc si mimetic, narcisic chiar,
prin imagine.

Autoconstituire politica Tn oglindd, constituirea de sine ca subiect politic prin imita-
rea, incarnarea, repetarea imaginii.

Oglindirea, repetarea, mimetismul sint necesare tocmai pentru/ca transformare,
ca productie de nou, ca diferentiere prin repetare.

In misura in care asupra PU se exercitd permanente presiuni de normalizare, de
neutralizare prin reglementare, PU, adicd istoria, trebuie repetatd: rezistentd prin
repetitie, prin reactualizarea unor imagini. Noul e chiar repetitia.

Proiectille, dezbaterile fac parte din procesul de subiectivare politica si de rezistentd
prin repetitie mediata imagistic. Autoprivire. Ce se Intimpla (ce facem) atunci cind
nu se Intimpld (nu facem) nimic: ne uitdm la arhivele despre noi nsine, la noi insine
ca altii (ca subiecti politici).

Nu numai ,,dublul corp al regelui* (Ernst Kantorowicz), ci dublul corp al subiectu-
lui politic in general (corpul civil, privat, si corpul-imagine, ,avatarul* politic). Subiec-
tul politic e discontinuu, intermitent, procesual, in act. Intre ipostazele (scenele, rolurile,
,stagiunile”) politice, dind nu rezista decit , suportul” civil, privat, imaginea rolului (dublul
politic, tocmai de aceea fantomatic) e cea care asigura continuitatea politica.
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In 2012, the demonstrators mutually and mimetically, narcissistically
even self-constitute themselves politically through image.

Mirrored political self-constitution, as a political subject through the
imitation, the embodiment, the repetition of the image.

Mirroring, repetition, mimesis are necessary precisely for/as transfor -
mation, as production of new, as differentiation through repetition.
To the extent in which over the University Square there is a perma -
nent pressure for normalization, for neutralization through regula-
tion, the University Square, meaning history, must be repeated:
resistance through repetition, through re-actualization of some
images. The new is repetition itself.

Screenings, debates are part of the process of political subjectivation
and resistance through repetition mediated imagistically. Self-gaze.
What happens (what do we do) when nothing happens (when we
don’t do anything): we watch the archives about ourselves, we watch
ourselves as others (as political subjects).

Not only “the double body of the king” (Ernst Kantorowicz), but the
double body of the political subject in general (the civil, private body
and the image body, the political “avatar”). The political subject is
discontinuous, intermittent, processual, in act. Between the political
hypostases (scenes, roles, “seasons”), when only the civilian, private
“support” resists, the image of the role (the political, phantom dou-
ble) is the one insuring political continuity.

2011, tancurile impodobite cu flori din 1989 si autobuzele incendiate din 1990
lasasera locul monumentalului incontestabil. Grupul statuar de bronz se adduga
astfel crucilor de marmura, transformind piata ntr-un cimitir atemporal. Ce i
mai rdmasese corpului uman viu era sa se expuna pe sine, sa se Thsceneze in
conditia sa fragild, dispensabild, sa se afirme pe sine n opozitie cu deciziile poli-
tice obiectualizate, moarte.

Monumentul devine fundal pentru pancartele protestatarilor, spectrele puterii
sint cele pe care se sprijind manifestirle nemuttumirii populare. Inscenarea e com-
plet teatrald, dar, aflatd in fata carelor de televiziune, e o scena jucata pentru a fi
transmisa in reluare.

Alexandra Pirici

Caragialiana, intervention in public space, 2011, photo: Eduard Constantin
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By 2011 the tanks with flowers of 1989 and the burning buses
of 1990 have left the place for the monumental and the incon-
testable. The bronze statuary group adds to the marble crosses
and turns the square into the timeless cemetery. What is left to
the human, living body is to expose itself, to stage itself in its
frail, dispensable condition, to affirm itself in opposition to the
dead, objectified political decision.

The monument becomes a prop for the protesters’ banners, the
ghosts of power are holding the manifestations of popular dis-
content. The mis-en-scene is completely theatrical but standing
in front of the television cameras, playing in order to be re-
played.

University Square in January 2012, photo: Eduard Constantin
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Alexandra Pirici

Nothing Lasts, and Yet Nothing Passes, Either, performance, live-streaming, 30 November 2012. First picture: video still; second picture: photo: Eduard Constantin
The project was part of the exhibition Km 0: Representations and Repetitions of the University Square, tranzit.ro/ Bucharest, 2012-2013

Proiectul a facut parte din expozitia Km. 0.
Reprezentdri si repetitii ale Pietei Univer-
sitdtii, tranzit.ro/Bucuresti, 2012-2013.

in timpul vernisajului, un grup de performeri
au stat n Piata Universitatii, o camera web
permanentd (prin intermediul careia muli
oameni au urmarit protestele din ianuarie-
februarie 2012) transmitind prezenta lor in
direct in spatiul galeriei. O conexiune tele-
fonicd a fost stabilita cu performerii, astfel
incit publicul le putea da instructiuni ce sa
faca.

,Actiunea mizeazd pe o dezvrdjire, 0 expunere a mecanismelor. Un enactment,
o deconspirare brutd a spectacolului din Piata Universitatii — Teatrul National,
n raport cu protestele recente din ianuarie 2012, cind spatiul de protest a deve-
nit, la propriu, o scend sub reflectoarele televiziunilor. Agentii/performerii din
Piatd performeaza mai ales pentru un public invizibil, cel din spatele ecranelor
(webcam sau televizor). Prezentarea intregului mecanism n spatiul expozitio-
nal incearcd o respectacularizare, o readucere a spectacolului din «realitate»,
din casele oamenilor, n spatiul de reprezentare.

Prin construirea unui cadru Tn care publicul poate manipula, poate actiona prin
intermediul performerilor; apare si perspectiva jocului video, a celui care ope-
reaza din sigurantd, prin comenzi, printr-un fel de semiavataruri.” (Alexandra Pirici)

Medialitate a imaginilor media si veriga intermediard in existenta politica a indivizi-
lor. Existenta politica a fiecdruia dintre noi e mediatd... mediatic. Depindem de imag-
nile propriilor ipostaze politice, care ne mentin , virtual* continuitatea, subiectivitatea
politica.

Trebuie sa ne copiem pe noi insine, adica propriile imagini publice: mimetism prac-
tic, narcisism politic. Pentru a redeveni publici, ne copiem propriile imagini publi-
ce. Imagine = public.
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During the opening of the exhibition,
one group of performers stayed in the
University Square, being broadcast live
in the gallery space through a perma-
nent webcam which is live-streaming
and which many people watched
during the protests in January-February
2012. A telephone connection was
established with the performers and the
public could give them instructions
what to do.

"The action aimed for a disenchantment, an exposure of
mechanisms.

It was an enactment, a rough bringing into the open of the
spectacle in the University Square — The National Theatre, in
reference to the recent protests from January 2012, when the
space for protest literally had become a stage under television
lights. The agents/performers from the square performed most-
ly for an invisible public, the one behind the screens (webcams
or television screens). Presenting this mechanism in the gallery
space was an attempt to re-spectacularize, re-capture, to bring
the spectacle from ‘reality’, from people’s homes, into the rep-
resentation space.

By constructing a frame in which the public can manipulate,
they can act through the performers, a new perspective appears,
that of the video game, in which you can operate safely, using
semi-avatars.” (Alexandra Pirici)

Mediality of media images and intermediary link in the political exis-
tence of individuals. The political existence of each one of us is medi-
ated... by the media. We depend upon the images of our own
political hypostases, which “virtually” maintain our continuity, our
political subjectivity.

We must copy ourselves, which is our own public images: practical
mimesis, political narcissism. In order to become public again, we
are copying our own public images. Image = public.

#
BN
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Posters realized by students during the workshop “Atelier Popular: New Images of Politics”, led by Bogdan Ghiu and Octav Avramescu
Exhibition view, Km 0: Representations and Repetitions of the University Square, tranzit.ro/Bucharest, photo: Eduard Constantin

Textul de fatd este adaptat pe baza urmatoarelor prezentdri si evenimente:

Raluca Voinea & Bogdan Ghiu: Piata Universitdtii — The Site of Perpetual Re-enactment: Self-mirroring and Dif-
ference, prezentare in cadrul simpozionului international ,Re-Visions of the Romanian Revolution in Arts and
Media Theory", Berlin, 1-2 iunie 2012;

Km 0: Reprezentdri si repetitii ale Pietei Universitdtii, expozitie, tranzit.ro/Bucuresti, 30 noiembrie 2012 — 28
februarie 2013, curator Raluca Voinea;

Bogdan Ghiu & Raluca Voinea: Bucharest, Piata Universitdtii: Site of Perpetual Re-enactment and Political Inven-
tion, lectura-performance, KEX RESIDENZ, Viena, 12 decembrie 2012 (incheind o rezidenta oferitd la Viena
revistei IDEA artd + societate de catre Kunsthalle Exnergasse).

This text is based on the following presentations and events:

Raluca Voinea & Bogdan Ghiu: Piata Universitatii — The Site of Perpetual
Re-enactment: Self-mirroring and Difference, presentation at the interna-
tional symposium “Re-Visions of the Romanian Revolution in Arts and
Media Theory”, Berlin, 1-2 June 2012;

Km 0: Representations and Repetitions of the University Square,
exhibition, tranzit.ro/ Bucharest, 30 November 2012 - 28 February 2013,
curator Raluca Voinea;

Bogdan Ghiu & Raluca Voinea: Bucharest, Piata Universitétii: Site of
Perpetual Re-enactment and Political Invention, lecture-performance,
KEX RESIDENZ, Vienna, 12 December 2012 (concluding a residency
offered to IDEA arts + society magazine by Kunsthalle Exnergasse).

JAtelier popular. Noile imagini ale politicii“. Atelier realizat de Bogdan Ghiu si Octav Avramescu, impreuna cu
studenti ai Universitdtii de Arta din Bucuresti, in noiembrie 2012, si ai Universitatii de Artd din lasi, In martie
2013. Au participat: / "Atelier Popular: New images of Politics”. Workshop realized by Bogdan Ghiu and
Octav Avramescu, together with students of the Art University from Bucharest, in November 2012, and
of the Arts University from Iasi in March 2013. There participated:

Cristina Ababei, Iulia Andrei, Sebastian Apostol, Emil Avasilichioaiei, Laura Caraculacu, Bogdan
Cazacioc, Anamaria Casaru, Claudiu Cobilanschi, Ileana Faur, Dan Fiera, Rézvan Flore, Andreea Goia,
Alexandra Ivanciu, Madalina Marinescu, Iulia Mocanu, Ioana Nenu, Oana Oancea, Cristina Opran,
Camelia Oprita, Daniela Palimariu, Iuliana Popescu, Horia Poterasoiu, Ana Secheres, Cristian Talpeanu,
Gelu Toaipa, Anca Tomescu. The workshop was realized again in March 2013 at tranzit.ro/Iasi,

with: Eugen Alupopanu, Luminita Apostu, Constantin Baranceanu, Alexandra Budianu, Delia Bulgaru,
Carmen Ciobanu, Stefan Diaconu, Andrei Pripasu, Valeriu Stancescu, Ionut Toma, Alexandru Tilica,

Adelina Ursachi.
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Lérinc Borsos
Welcome to Hungary, photomontage, 2013

Arta maghiara in epicentrul furtunii

Maja si Reuben Fowkes

In timpul apusei epoci de compromis cultural de dupa 1989, lumea artei maghia-
re era caracterizatd de un consens profesional fundamental si, chiar dacd scena era
Tmpartitd in tabere rivale, acestea reflectau mai degrabad viziuni artistice diferite decit
ideologii politice opuse. De la venirea la putere a guvernului FIDESZ, in 2010, a
existat o tentativa concertata de a zgiltii establishmentul cuttural, ca parte a unei cam-
panii de dreapta de a finaliza actiunea de distrugere a ramasitelor sistemului socia-
list si de a reveni la valorile nationale ale epocii precomuniste. Desfasurarea acestei
strategii are un efect profund asupra sferei cutturale, lumea artei contemporane,
asa cum o stim, confruntindu-se cu o adevdratd luptd pentru supravietuire. Pe masura
ce uraganul se apropie, cu reactionari gata sa preia controlul asupra peisajului insti-
tutional al scenei artistice, grupari fn mod obisnuit neutre politic de artisti, curatori,
istorici de artd, studenti si chiar proprietari de galerii au fost nevoite sa faca fatd ame-
nintarii iminente la adresa modului lor de viata.

In vreme ce situatia de pe scena artei maghiare a ajuns acum intr-un punct existen-
tial critic, furtuna se prefigura de mai bine de doi ani. Au existat hartuieli timpurii in
jurul numirii prin decret ministerial a lui Gabor Gulyas ca director al MUcsarnok sau
Kunsthalle, dupa ce niciunul dintre candidatii de pe lista scurtd nu a fost considerat
potrivit din punct de vedere politic, in ianuarie 201 |, urmate de indignarea provo -
catd de o expozitie propagandistica organizata la Galeria Nationala a Ungariei in care
eroi nationali maghiari glorificau noua constitutie — sau Legea fundamentald — a
FIDESZ. Un scandal a izbucnit si cu ocazia fuziunii aceluiasi muzeu cu Muzeul de
Arte Frumoase, care a fost anuntatd, fard nicio consultare publicd, in octombrie 201 |
si s-a concretizat toamna urmatoare, in vreme ce o anuntatd intentie de a muta
mai multe institutii intr-un nou-nout district muzeal de fingd parcul orasenesc a fost
intilmpinata cu scepticism. Au existat, de asemenea, temeri serioase cu privire la vii-
torul legendarei galerii Liget si o lunga luptd pentru conducerea centrului de artd
contemporand Trafé, in ambele cazuri mobilizarea cu succes a opiniei cercurilor
profesionale ducind la victorii tactice, discret sdrbatorite, impotriva imixtiunii poli-
ticului Tn domeniul artelor.

Cind ntr-o sedintd tinutd seara tirziu In luna iulie 201 |, Parlamentul maghiar a votat
un act normativ referitor la Academia Maghiard de Arte (MMA), transformind o aso-
ciatie civild condusd initial de decanul arhitecturii organice, Imre Makovecz, ntr-un
organism public cu autoritatea de a interveni in functionarea lumii artei, reactia ime-
diata a fost modesta. De abia n toamna lui 2012 a devenit clara importanta
schimbdrilor, atunci cind guvernul a anuntat intentia de aloca Academiei un buget
de austeritate de 2,5 miliarde de forinti, precum si trecerea in subordinea ei a celui
mai important licas artistic al tarii, Mdcsarnok, cuincepere din | ianuarie 2013. In
plus, Academia ultraconservatoare va avea un cuvint de spus in acordarea de burse
si premii, in ce priveste numirile din domeniul artelor si puterea de a influenta decizii-
le NKA, Fondul Cultural National, principala sursd de finantare a artelor din Unga-
ria. Fapt exceptional, exista chiar planuri pentru infintarea unui institut de cercetare

MAJA si REUBEN FOWKES sint istorici si curatori de artd contemporand. Proiectele lor curatoriale cuprind
Revolution Trilogy (2006-2009), seminariile SocialEast Forum (din 2006) si Simpozionul anual despre
Sustenabilitate si Artd Contemporana de la Universitatea Central-Europeand din Budapesta (din 2006).
Actualul lor proiect expozitional, Loophole to Happiness, a fost inaugurat la Galeria Trafé din Budapesta n
noiembrie 2010.
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HUNGARIAN ART IN THE EYE OF THE STORM
Maja and Reuben Fowkes

During the bygone era of the post-1989 cultural compromise, the
Hungarian art world was characterised by a basic professional con-
sensus and while the scene was divided into competing camps, these
reflected differing artistic visions rather than opposing political ide-
ologies. Since the FIDESZ government came to power in 2010, there
has been a concerted attempt to shake up the cultural establishment
as part of a rightwing campaign to complete the job of dismantling
the remnants of the socialist system and return to the national values
of the pre-communist era. The unfolding of this strategy is having

a profound effect on the cultural sphere, with the contemporary art
world as we know it facing a real struggle for survival. As the hurri-
cane edges closer, with reactionaries poised to take control of the
institutional landscape of the art scene, habitually noncommittal
groupings of artists, curators, art historians, students and even gallery
owners have been forced to face up to the imminent threat to their
way of life.

While the situation in the Hungarian art scene has now reached an
existential tipping point, the storm has been brewing for more than
two years. Early skirmishes took place over the appointment by min-
isterial decree of Gabor Gulyas as director of the Mdcsarnok or Kunst-
halle after none of the shortlisted candidates for the job were deemed
politically suitable back in January 2011, followed by outrage over a
propagandistic exhibition of Hungarian national heroes to glorify the
new FIDESZ constitution or Basic Law held at the Hungarian National
Gallery. A scandal also erupted over the fusion of the very same
museum with the Museum of Fine Arts, which was announced with-
out a shred of public consultation in October 2011 and realised the
following autumn, while a wishful scheme to move several institu-
tions to a brand new museum district near City Park has been met
with incredulity. There have also been serious scares over the future
of the legendary Liget Gallery and a long drawn out struggle over
who should run the pivotal Trafé House of Contemporary Arts, both
cases in which the successful mobilisation of professional opinion led
to quietly-celebrated tactical victories against political interference
in the arts.

When a late night sitting of the Hungarian Parliament in July 2011
voted the Hungarian Academy of Arts (MMA) into law, turning a civil
association originally headed by the doyen of organic architecture
Imre Makovecz into a public body with far reaching powers to inter-
fere in the running of the art world, there was little immediate reac-
tion. It was in fact only in autumn 2012 that the significance of the
changes became clear, when the government announced plans to
provide the Academy with an austerity-busting budget of 2.5 billion
forints, along with ownership of the Micsarnok, the country’s most
prominent art venue, with effect from 1 January 2013. In addition,
the ultra conservative Academy will have a say in the awarding of
scholarships and prizes, appointments to art and the power to influ-
ence the decisions of the NKA or National Cultural Fund, the main
source of arts funding in Hungary. Extraordinarily, there are even

MAJA and REUBEN FOWKES are contemporary art historians and cura-
tors. Their curatorial projects include the Revolution Trilogy (2006-2009),
the SocialEast Forum seminar series (since 2006), and the annual Sympo-
sium on Sustainability and Contemporary Art at Central European Univer-
sity Budapest (since 2006). Their exhibition project Loophole to Happiness
opens at Trafé Gallery Budapest in November 2010.
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Still images from Dancing on the Stairs, video, 148"

plans for an MMA-run Institute of Research in Art Theory, to be
established this summer in downtown Budapest, indicating that the
takeover has ambitions to purify Hungarian art history as well as con-
temporary art.

The strange reality of the MMA burst into public consciousness

in November 2012 like a YouTube clip gone viral, with the bizarre
spectacle provided by its president, Gyorgy Fekete, becoming

an instant source of seditious humour. Along with his arcane appear-
ance - he sports a distinctive self-trimmed haircut unchanged since
the 1950s, comments made since he was thrust into the limelight,
including veiled anti-Semitic jibes disputing the Hungarianness of
writer Gyorgy Konrad and his view that the criteria for membership
of the MMA should include a clear sense of “national duty”, have
turned the octogenarian ultra nationalist into a figure of fun for the
opposition, who printed a range of Fekete masks to be worn at demos.
Like a dreadful throwback to the Kadar era, the ranks of his new
Academy are dominated by old, forgotten faces, many of whom

one suspects have swallowed any misgivings they might have about
Fekete's cultural agenda for a poverty-beating monthly stipend
payable to all 250 full members.

The announcement of the plan to hand over the Mdcsarnok to the
MMA sent shockwaves through the art world and has driven many
politically-reserved art professionals to protest. Along with an online
petition, a protest letter from the Hungarian branch of the Interna-
tional Association of Art Critics (IAAC), and another from the Studio
of Young Artists (FKSE), the Hungarian art world has responded

with direct actions that put the interventionist strategies of public art
to good effect. These have ranged from an action to declare the
Muicsarnok to be a site of national remembrance in a candle lit cere-
mony, to organising a Gangnam style protest on the steps of the
building with gallery owners and the former director joining the
dance and linking up with student protesters, carrying media-friend-
ly conceptual banners such as “the MMA is not sexy”.

The most successful direct action was also the most courageous and
involved a group of Free Artists gate-crashing the annual meeting

of the Academy on 15 December 2012 and attempting to unfurl

a protest banner across the podium that read “The MMA is exclu-
sionary, art is free”. This was immediately met with a degree of bru-
tality and intolerance that would be out of place in any normal art
setting, with the press on hand to document the forcible ejection
Human Platform Demonstration, Budapest, 17.12.2012, photo: Gabriella Csoszé of the demonstrators from the meeting. The most dramatic image,

| 1 which shows artist Csaba Nemes having his face squashed by a port-
folio, has itself been memorialised — as if for a future iconography of
the protest movement once victory over the MMA is achieved — in

a drawing based on the original photograph. Further artistic protests
directed against the MMA takeover include the curatorial project
Stand Out Every Week that invites an artist to make an intervention
in front of the M(icsarnok, with Emese Benczur's gesture in chalk
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V| YAZ A g " o “Don’t let time wash it away” bearing witness to the imminent threat
- 3 T; sl : B ; 5 b A facing contemporary Hungarian art.
'|1 e s r & ! g i1 - AL '- e The struggle for control of Hungarian art has brought the profession-
| U bTU R P UCCS ‘ ; : i & L . al art world face to face with a group of malcontents who until
' B ' L - | Pl 1 - r ) recently it was safe to completely ignore. From one angle, what is

Budapest, 2012, 10 december, Dancing on the stair, photo: Bea Kallds

happening is the revenge of those who in the past felt hurt and side-
lined by mainstream galleries and excluded from government fund-
ing, a lumpenproletariat of provincial Sunday painters who finally
have the chance to turn the tables on the metropolitan intellectuals,
storming their elitist citadels to impose their own version of artistic
culture. However it's not just the ultras from the MMA that the pro-
gressives have to deal with now, but also a substantial rump of
fellow travellers within the art world who for opportunistic reasons
have decided to dance to the government’s tune. That the political
fault line running through Hungarian society also divides the scene
was shown by the number of people who signed a petition in sup-
port of Micsarnok director Gabor Gulyas after his half-hearted resig-
nation or who participated in his summer 2012 show Mi a Magyar?
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n teoria artei, condus de MMA, In aceastd vard, in zona centrald a Budapestei, indi-

dind faptul ca preluarea vizeaza purificarea istoriei artei maghiare, precum si a ar-

tei contemporane.

Ciudatenia reprezentata de MMA a izbucnit la nivelul constiintei publice in noiem-

brie 2012, asemenea unui videoclip viral de pe YouTube, cu ocazia spectacolului

bizar oferit de presedintele acesteia, Gydrgy Fekete, devenit o sursd imediatd de

umor razvratit. Pe fingd aspectul lui fizic curios — are o tunsoare caracteristica pe

care si-o face singur, neschimbata din anii 1950 —, afirmatiile facute de cind a fost
Tmpins n lumina reflectoarelor, inclusiv remarcile voalat antisemite care contestau

originile maghiare ale scriitorului Gyoérgy Konrad si punctul sau de vedere cum cd
criteriile de aderare la MMA ar trebui sa includa un sentiment clar al ,datoriei natio-

nale®, I-au transformat pe octogenarul ultranationalist ntr-o sursa de amuzament
pentru opozitie, care a tiparit o serie de masti cu chipul lui Fekete pentru a fi purta-

te la demonstratii. Ca o ntoarcere ingrozitoare n epoca Iui Kadar, efectivul noii sale

Academii e dominat de figuri batrine, uitate, dintre care multe se pare cd au dat la
o parte orice ndoieli pe care le-ar putea avea cu privire la agenda culturald a ui

Fekete pentru o leafd lunard ce-i scoate din sardcie, plétita tuturor celor 250 de mem-

bri plini.

Anuntul planului de a da MUcsarnok pe mina Academiei de Arte a produs o unda
de socn lumea artei si i-a determinat pe multi profesionisti, rezervati din punct de

vedere politic, sa protesteze. Pe ingd o petitie online, o scrisoare de protest din

partea filialei maghiare a Asociatiei Internationale a Criticilor de Arta (IAAC) si o alta,

din partea Atelierului Asociatiei Tinerilor Artisti (FKSE), lumea artei maghiare a reactio-

nat prin actiuni directe care au folosit in mod eficient strategiile interventioniste ale

artei publice. Acestea au variat de la o actiune care declara Mdcsarnok un loc de

comemorare nationald, intr-o ceremonie desfasurata la lumina luminarilor, la or-

ganizarea unui protest in cheie Gangnam style, pe treptele cladirii, in timpul cdru-

ia proprietarii de galerii si fostul director au dansat si s-au unit cu studentii protestatari,

purtind bannere conceptuale media-friendly, cu mesaje precum ,MMA nu este sexy*.

Cea mai de succes actiune directa a fost si cea mai curajoasa si a implicat un grup
de Artisti Liberi care au navalit la reuniunea anuald a Academiei, pe |5 decembrie

2012, Inincercarea de a desfasura la prezidiu un banner de protest pe care scria
,MMA exclude, arta este liberd". Aceasta actiune a fost imediat intimpinata cu un

nivel de brutalitate si intoleranta care nu ar avea ce cauta intr-un cadru artistic nor-

mal, cu presa de fatd ca sd ia act de evacuarea cu forta a demonstrantilor de la reuniu-

ne. Imaginea cea mai dramatica, care-| infatiseaza pe artistul Csaba Nemes cu fata
strivitd de un portofoliu, a fost imortalizata — de parca pentru a contribui la o viitoa -
re iconografie a miscarii de protest, odata obtinuta victoria asupra MMA —intr-un

desen bazat pe fotografia originald. Printre alte proteste artistice fata de acapara-

rea de putere a MMA se numdra si proiectul curatorial Stand Out Every VWeek [Ridicd-

te Tn fiecare saptdmind], prin care cite un artist este invitat la o interventie in fata
Mucsarnok, cu gestul lui Emese Benczir de a scrie cu creta ,Nu ldsa ca timpul s-o

steargd” depunind marturie pentru iminenta amenintare la adresa artei maghiare
contemporane.

Lupta pentru controlul artei maghiare a pus lumea artei profesioniste fatd in fata cu
un grup de nemultumiti pe care, pind de curind, puteai linistit sa-l ignori cu totul.
Dintr-un punct de vedere, ceea ce se Intimpla reprezinta razbunarea celor care
in trecut s-au simtit vexati si marginalizati de principalele galerii si exclusi de la finantdri
guvernamentale, un lumpenproletariat al pictorilor provinciali de duminica care aveau,
in sfirsit, ocazia de a se intoarce impotriva intelectualilor metropolitani, Iuind cu asaft
fortdretele lor elitiste pentru a-si impune propria variantd de culturd artistica. Cu
toate acestea, progresistii nu se confruntd acum doar cu ultrasii din MMA, ci'si cu
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Péter Donka

Poet LészIé Fabian Vari, as hitting painter Csaba Nemes, member of the Free
Artists on the face with his folder during the general assembly of the Hungarian
Academy of Arts. Based on a photo by Istvan Huszti

Emese Benczir
Don't Let Time Wash it Away, 2013, realised as part of the project Kiviil tagas/Outer
Space, photo: Sari Ember

un numar substantial de tovarasi de drum care li s-au alaturat din lumea artistica si
care, din motive oportuniste, au decis sa danseze dupa cum cinta guvernul. Fap-
tul ca falia politica ce traverseazd societatea maghiard imparte si scena artisticd a fost
demonstrat de numarul de persoane care au semnat petitia de sustinere a lui Gabor
Gulyas, directorul MUcsarnok, in urma demisiei cu o jumatate de gurd a acestuia,
sau de numarul celor care au participat la spectacolul acestuia Mi a Magyar? [Ce
inseamna maghiar?] in vara lui 2012, care, in mod clar, peria ideologia oficiald, in-
tr-un moment in care majoritatea celor din lumea artistica locala boicotau Mdcsar-
nok, in semn de protest fatd de modul in care Gulyas fusese numit.

Probabil cd meritda mentionat faptul ca revenirea n centrul atentiei, in Ungaria, a
marcii distincte de politici de dreapta a lui Viktor Orban a coincis, de asemenea,
cu debutul unei ere de austeritate, care a adus modificari semnificative tonului si
imaginii de sine a globalizdrii. Tn cadrul lumii artistice, acest lucru e vizibil in sentimen-
tul cd arta contemporand, ca gen recognoscibil al productiei artistice asociate cu ascen-
siunea culturii bienale si cu aprecierea reciproca a beneficiilor si posibilitatilor
globalismului, s-ar putea sa fi disparut in 2008, dind s-a spart buba. In Europa de Est,
discursul anterior dominant al tranzitiei s-a evaporat brusc, directia caldtoriei colecti-
ve si destinatia finald find mult mai putin clare decit in orice alt moment de la cade-
rea comunismului. Rdsturnarea culturald din Ungaria reflecta si ea acest proces de
reorientare si indepartare de un model de globalizare bazat pe libera circulatie a
capitalului, fara nicio preocupare pentru impactul social sau asupra mediului, desi
identitarismul nationalist propus de sustinatorii regimului nu are nimic fn comun cu
agenda miscarii Tmpotriva globalizdrii.

Desi compromisul cultural de dupa 1989 a fost rupt de dreapta, n prezent exista
un numar tot mai mare de oameni din lumea artei maghiare care nu cer reveni-
rea la statu-quoul anterior; ci crearea a ceva mai bun. Subiectele luate n discutie
variazd de la reforma procedurii de numire a directorilor de muzee la reinnoirea
mult asteptatd a educatiei artistice, care incd este foarte mult inclinatd spre subiec-
te traditionale, mai degraba decit spre pregdtirea studentilor pentru un viitor in arta
contemporana. Probabil ca subiectul cel mai sensibil este modalitatea prin care se
poate realiza reorientarea atentiei institutionale a artelor dinspre preocuparea
pentru cadrul national spre o perspectiva mai internationalistd si cosmopolita. La
momentul scrierii acestui material, este inca neclar dacd lumea artei maghiare, care
si-a gasit brusc vocea ca opozitie la schimbarile potential dezastruoase promise de
MMA, va reusi sau nu sa infringd acest ,puci cultural”, pe termen scurt. Tnsa, pind
la urmd, cele mai bune argumente sint de partea artei libere.

Traducere de Alex Moldovan

scena

(What is Hungarian?), which clearly pandered to official ideology,

at a time when the majority in the local art world were boycotting
the M(csarnok in protest at the way he was appointed.

It is perhaps worth noting that the return of Viktor Orban’s
distinctive brand of rightwing politics to centre stage in Hungary
also coincided with the onset of the age of austerity, which has
brought significant changes to the tone and self-image of globali-
sation. Within the art world this is manifest in the sentiment that
contemporary art, as a recognisable genre of artistic production
associated with the rise of biennial culture and the mutual apprecia-
tion of the profits and possibilities of globalism, may actually have
come to an end in 2008 when the bubble burst. Within Eastern
Europe, the previously dominant discourse of transition suddenly
evaporated, with the direction of the collective journey and the ulti-
mate destination appearing less sure than at any time since the fall
of communism. The cultural upheaval in Hungary also reflects this
process of reorientation away from a model of globalisation based
on the free flow of capital with no concern for social or environmen-
tal impacts, although the nationalist identitarianism proposed by
regime apologists has nothing in common with the agenda of the
counter-globalisation movement.

While the post-89 cultural compromise was broken by the right,
there are now a growing number of people in the Hungarian art
world who are demanding not a return to the previous status quo,
but the creation of something better. Issues that are up for discus-
sion range from reform of the procedure for appointing museum
directors to the long overdue renewal of art education, which is still
very much weighted towards traditional subjects, rather than prepar -
ing students for a future in contemporary art. Perhaps the most sen-
sitive issue is how to achieve a reorientation of the institutional focus
of the arts away from a preoccupation with the national frame
towards a more internationalist and cosmopolitan outlook. At the
time of writing, it is still unclear whether the Hungarian art world,
which has suddenly found its voice in opposition to the potentially
disastrous changes promised by the MMA, will succeed in defeating
this “cultural putsch” in the short term. However, at the end of the
day all the best arguments are on the side of free art.
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I am talking about something happening right here, right now, Lee H. Jones and YES! Association/Féreningen JA!,
within the framework of BODY OF WORK, a project by Lucie Fontaine at IASPIS in Stockholm, May 2012, photo: YES! Association/Féreningen JA!

60

Propriile sale cuvinte
Interviu cu Lee H. Jones realizat de Marcel Janco

LEE H. JONES este un foarte apreciat intelectual organic, un ginditor activist si un renumit vorbitor. Jones
este si o figurd bine-cunoscuta n comunitatea activistilor, Tn special in cadrul Miscarii.

Marcel Janco =2 As dori s incep interviul nostru cu modul in care te autodefinesti:
Jintelectual organic” si ,ginditor activist”. Ai putea sd imi spui mai multe? Mai ales des-
pre ,intelectualul organic”.

Lee H. Jones == Timp de cftiva ani noi am lucrat sub pseudonimul ,Antonio
Gramsci“. Munca pe care noi am dezvoltat-o din aceasta postura e destul de bine
cunoscutd, iar unul dintre conceptele articulate era ,intelectualul organic”. Pe scurt,
el presupune necesitatea ca intelectualul sa aiba o functie sociald, o gindire practi-
cd, capacitate de organizare. Totodatd a fost important pentru noi sa diferentiem
acest intelectual nou, intelectualul organic, ca find altceva decit intelighentia
traditionald, care se autopercepe (in mod eronat) ca find o categorie separatd de
societate. Credem cd e important sd insistim asupra acestei pozitii si azi.
Notiunea ,ginditorului activist” e Tn anumite moduri similard. Ea s-a dezvoltat de-a
lungul prieteniei de o viatd si a discutilor mele cu Hannah Arendt. Ideea ei accen-
tueaza faptul cd nu e niciodatd indeajuns doar sa gindesti; sa fii doar un ginditor e
prea pasiv, in schimb o activare a acelei gindiri e cruciald. Pentru noi nu e nicio urma
de ndoiald ca abilitatea de a actiona este cea mai periculoasa dintre abilitatile si posibi-
litatile noastre. Sfera politica ia nastere in mod direct din modul de a actiona im-
preund, din ,impartasirea cuvintelor si a faptelor*. Astfel, actiunea nu are doar cea
mai intima relatie cu lumea publicd ce ne e comuna tuturor, ci e unica activitate ce
o constituie.

r=1 |n faimosul — ori scandalosul — tiu discurs de la Moderna Museet din Stockholm
ai abordat probleme politice importante, printre care starea omogend a institutiilor de
artdsi prevalenta lor actuald. In Suedia situatia e chiar extremd, cu atit mai mult daca
luém in considerare faptul cG Moderna Museet a devenit anul acesta subiectul unui
scandal atunci cind ministrul culturii, Lena Adelsohn Liljeroth, a fost surprinsG mimind
o mutilare genitald pe un tort facut de Makode Aj Linde ce infdtisa o femeie de culoa-
re goald. Cu multd minte, cineva a remarcat cd adevdratul scandal nu era tortul ori mi-
nistrul culturii savirsind gestul de a-I tdia, ci mai degrabd faptul ca publicul ce asista la
evenimentul artistic era in intregimea sa alb si blond. Ai vrea sd vorbesti despre asta?
= n toamna ui 2010, dind am fost invitat s3 vin s vorbesc la Moderna Museet
de la Stockholm, alegerile generale tocmai se incheiasera si pentru prima data un
partid antiimigrationist cu un trecut neonazist a obtinut mandate in parlament, iar
coalitia de centru-dreapta a ramas la putere. Am decis ca era necesar sa imi fncep
prezentarea la asa-zisul ,Seminar de o zi asupra strategiilor si metodelor feminis-
te" postufind cd SUEDIA E O TARA RASISTA, si asta am si facut.

I general, cred cd marele scandal e faptul ca in Suedia majoritatea oamenilor inca
ignord trecutul rasist al tarii, parind a ezita sd inteleagd situatia actuald si sa admita
rasismul dinduntrul fiecaruia dintre noi. Nimeni nu se poate mentine fn afara aces-
tei lumi neoliberale, rasiste, sexiste, homofobe in care traim cu totii Tmpreuna.
Sint multe de spus despre ,scandalul tortului*. flvad ca pe o lucrare Tn desfdsura-

MARCEL JANCO e curator si scriitor activind la Cluj, cofondator al Galeriei Sabot.
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JONES” OWN WORDS
An Interview with Lee H. Jones by Marcel Janco

LEE H. JONES is a highly acclaimed organic intellectual, an activist
thinker and a celebrated public speaker. Jones is also a well-known
figure in the activist community in particular within the Movement.

Marcel Janco =1 I would like to start our interview with the way you
define yourself: “organic intellectual” and “activist thinker”. Could
you please tell me more? Especially about “organic intellectual”.

Lee H. Jones == For a few years we worked under the pseudonym
“Antonio Gramsci”. The work we developed from that position is
rather well known and one of the concepts we articulated was the
“organic intellectual”. In short it demands that the intellectual has
to have a social function, be practically minded, be able to organize.
It was also important for us to distinguish this new intellectual, the
organic intellectual, as something else than the traditional intelli-
gentsia, which sees itself (wrongly) as a class apart from society.

We think it is important to insist on this position still today.

The notion of the “activist thinker” is in ways similar. It is developed
through my lifelong friendship and discussions with Hannah Arendt.
It puts emphasis on the fact that it is never enough just to think;

to be merely a thinker is too passive, instead an activation of that
thinking is crucial. For us there is no doubt that the ability to act

is the most dangerous of our abilities and possibilities. The political
realm rises directly out of acting together, the “sharing of words
and deeds". Thus action does not only have the most intimate rela-
tionship to the public world common to us all, but is the one activity,
which constitutes it.

=1 Your famous - or infamous - public speech at the Moderna
Museet in Stockholm addressed important political issues, among
which the homogenous state of the art institution and its current pre-
domination. The situation is quite extreme in Sweden especially if you
consider that the Moderna Museet became the subject of a scandal
this year when minister of culture Lena Adelsohn Liljeroth was pic-
tured enacting female genital mutilation on a cake depicting a naked
black woman made by Makode Aj Linde. Someone very wisely
observed that the real scandal was not the cake or the minister

of culture doing the cut but rather the fact the entire audience
attending the art event was in fact white and blonde. Would you

like to comment on that?

= When I was invited to come and speak at the Moderna Museet
in Stockholm in the fall of 2010, the general election had just taken
place and for the first time an anti-immigrant party with a neo-Nazi
past got mandates in the parliament, and the center-right coalition
stayed in power. I decided I had to begin my lecture at the so-called
“One-Day Seminar on Feminist Strategies and Methods" by stating
SWEDEN IS A RACIST COUNTRY, and so I did.

In general, I think the big scandal is that the majority of the people
in Sweden still neglect the nation’s racist past, and seem irresolute
to grasp the situation of today and to acknowledge the racism within

MARCEL JANCO is curator and writer based in Cluj and the co-founder
of Sabot Gallery.
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re: tortul in sine, performance-ul lui Makode Aj Linde cuprins in ea, ministrul
culturii tdindu-1, toatd un Zimbet, hranindu-l apoi pe artist (care a stat drept ,capul”
tortului) cu el, prezenta mass-mediei, reactia publicului, Asociatia Nationald Afri-
cano-Suedezd condamnind pentru rasism tortul si pe ministrul care I-a taiat, ,scan-
dalul” care a urmat, schimbarea de atitudine, Intr-o carecare masura, cind s-a dovedit
ca tortul a fost realizat de un artist afro-suedez care a problematizat rasismul din
Suedia lucrind de-a lungul anilor cu figura fetei de culoare in diferite contexte. Acest
performance Tn derulare a evidentiat o serie de chestiuni despre o serie de conditii.
Una peste alta: existd o masiva lipsd de reprezentare a afro-suedezilor in viata publica
din Suedia, n cadrul culturii, precum si in alte sfere, ceea ce e absolut inaccepta-
bil. Mai mult decit atft, in Suedia existd din plin un rasism ostentativ si © enorma nai-
vitate Tn privinta rasismului.

fnsa, da, pentru a raspunde exact intrebdrii tale, in public a fost o majoritate covir-
sitoare de oameni albi. Dar in aceeasi zi, in acelasi context al World Art Day* [Ziua
Mondiald a Artei], a avut loc o masa rotunda cu artistii Tania Bruguera, din Cuba,
Marina Napruskina, din Belarus, si criticul de arta si curatorul Niilofur Farrukh, din
Pakistan. Ei au fost prezenti, insd au aparut ca find complet invizibili din moment
ce ideea prevalentd despre acest eveniment e ca ,publicul a fost in intregime sue-
dez, alb si blond"“. Astfel, aici, in aceasta poveste, e inca un exemplu al modului in
care opereaza rasismul. Nimeni n-a considerat demn de a fi subliniat ori reluat ceea
ce aveau ei de spus.

Asta md face sa md gindesc la prezentarea mea de la Moderna Museet. Tmi tnchi-
puiam un public ce avea sd fie lntocmai , suedez, alb si blond” si mi-am alcdtuit dis-
cursul raportindu-ma la asta. Desigur, majoritatea celor din public s-au incadrat n
aceastd caracterizare, dar cum ramine cu cei putini care nu au facut-o? Cu cei pe
care am vrut sa fi incurajez, dar n schimb i-am dezamagit si i-am ranit! Cu cei care
s-au identificat cu mine in primd instantd, dar care mai apoi m-au inteles pe mine
si discursul meu ca find un simplu joc, un performance, o minciund, o escroche-
rie, cnd vorbele pe care le-am Tmpartdsit, daca erau spuse din inimd, nu isi aveau
originea acolo, ele erau repetarea cuvintelor aftuia, dar am insistat sd repet aceste
cuvinte cruciale. A fost de-adevaratelea si nu mi-am pronuntat ,propriile cuvinte®.
Cine vorbeste vreodata cu propriile cuvinte? De ce e cererea pentru autenticitate
cu atit mai puternica din partea oamenilor cu anumite corpuri, cu o anume culoa-
re a pielii, cind aceastd cerere nu se aplica tuturor? Acestea sint intrebari ce persistd.
Acestea fiind spuse, in Suedia exista pind la urma o dezbatere publicd vie asupra
rasismului, stirnita de ,scandalul tortului® si de alte citeva lucrari recente in dome-
niul filmului si al animatiei/lustratiei. Adesea lucrurile se petrec asa: lucrarile sint identi-
ficate cafiind ,rasiste” pe baza unui set de argumente deseori bine fondate. Autorii
acestor lucrari, indignati, resping aceastd acuzatie si fsi construiesc apararea pe un
alt set de argumente, ncearcd sd convingd, sd fie mai isteti, sd identifice ,adevara-
tul” rasism n alta parte, sa ceara indurare. De parca ar fi posibil sd se ajunga la un
consens ori la un capdt, sa se gaseasca un raspuns obiectiv la intrebarea ce este rasis -
mul, cu un dstigdtor si un perdant in dezbatere. Indiferent care ar fi intentiile artis-
tului, daca cineva considera o lucrare ca fiind rasista, lucrarea e rasistd pentru acea
persoand (si poate pentru multi altii), si gata. Pur si simplu trebuie sa te confrunti
Cu asta, si doare. Sa asculti, sa nveti, sa fii umil si sa incerci iar.

La ora actuald in Suedia sint cftiva oameni foarte curajosi si destepti care fac o munca
fantastica educind publicul, ceva ce institutiile educative de rind nu au reusit apa-
rent sa o facd; Ylva Habel, Josette Bushell-Mingo, Lawen Mohtadi, Victoria Kawesa,
Athena Farrokhzad si Oiwio Polite, ca sa numesc doar pe citiva dintre ei.

=1 Urmdtoarea mea intrebare e legatd de conferinta telefonicd pe care ai susti -
nut-o la IASPIS in Stockholm, parte din seria de discutii si expozitii intitulatd Body of
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us all. No one can stand outside this neo-liberal, racist, sexist, homo-
phobic world in which we are living together.

There is a lot to say about the “cake scandal”. I see it as a process
based work: the cake itself, Makode Aj Linde’s performance within it,
the smiling minister of culture cutting it, then feeding it to the artist
(who made up the “head” of the cake) the media’s presence, the
audience’s reaction, the African Swedish National Association con -
demning the cake and the ministers cutting as being racist, the
“scandal” that followed, the tone that changed slightly when it
turned out that the cake was made by an Afro-Swedish artist who
has problematized racism in Sweden through working with the black
face figure in different contexts for years. This ongoing performance
pointed out a number of things about a number of conditions.

End point: There is a huge underrepresentation of Afro-Swedes in
Swedish public life, within culture, as well as in other spheres, which
is totally unacceptable. Furthermore, there is a lot of blatant racism
and a tremendous naiveté about racism in Sweden.

But, when answering your specific question, yes, there was devastat-
ing majority of white people in the audience. But on the same day,
within the same context “World Art Day” there was a panel discussion
with artists Tania Bruguera, Cuba, Marina Naprushkina, Belarus, and
art critic and curator Niilofur Farrukh, Pakistan. They were present,
but rendered totally invisible since the prevailing idea about this event
is that “the entire audience was Swedish, white and blonde”. So here
is yet another example of how racism operates within this story.

What they had to say nobody thought worth repeating or highlighting.
It makes me think of my lecture at Moderna Museet. I had in mind
exactly an audience that would be “Swedish, white and blonde”, and
composed my talk in relation to that. Of course the majority in the
audience fitted this description, but what about the other few that
didn’t? The ones I wanted to encourage but instead disappointed
and hurt? The ones who first identified with me but then compre-
hended me and my lecture as merely an act, a performance, a lie,

a scam, when the words I shared were spoken directly from my
heart, not originating from there, they were other’s words repeated,
I insisted on repeating these crucial words. It was real and I didn’t
speak “my own words”. Who does ever speak their own words?

Why is the demand for authenticity so much stronger on people with
certain bodies, certain skin color, when that demand doesn't apply
to everybody? These are questions that linger.

All that said, in Sweden there is finally a lively, public discussion
around racism spurred by the “cake scandal” and some other recent
works within film and animation/illustration. Often it goes as follows:
The works are pointed out as “racist” based on a number of often
well-grounded arguments. The authors of these works indignantly
defy this accusation, and build their defense on another set of argu-
ments, try to convince, be smarter, point to “real” racism elsewhere,
plead for mercy. As if it would be possible to reach consensus or an
end point, find an objective answer to what racism is, with one win-
ner and one loser in the debate. If somebody considers a work racist,
whatever the intention of the artist may be, the work is racist for that
person (and probably for many others), end of story. You simply have
to deal with it and it hurts. Listen, learn, be humble and try again.
Right now there are some very smart and courageous people in
Sweden who are doing a fantastic job educating the public, some-
thing the regular pedagogical institutions seemingly have failed
with; Ylva Habel, Josette Bushell-Mingo, Lawen Mohtadi, Victoria
Kawesa, Athena Farrokhzad and Oivvio Polite to name just a few.
=1 My next question is about the telephone lecture you gave at
TASPIS in Stockholm as part of the series of talks and exhibitions
called Body of Work. From what I know one of the texts you read
was authored in fact by somebody else; it was a declaration of how
this person felt oppressed by the rules of the institution this person
was currently working for. Are you always giving up authorship

or this was exceptional? And if so, do you see this as a new kind

of authorship?

Work [Corpus]. Din cite stiu, unul dintre textele pe care le-ai citit il are ca autor de
fapt pe daltcineva; a fost o declaratie a modului in care aceastd persoand s-a simtit
oprimatd de regulile institutiei pentru care lucra la acel moment. Renunti intotdeau-
na la instanta auctoriald ori asta a fost o exceptie? Si, dacd da, vezi asta ca fiind o
noud formd de auctorialitate?

=2 De fapt, doud dintre textele pe care le-am prezentat au avut ca autor pe altii,
care au ales sa ramina anonimi. Asa cd, am putea spune despre cei doi scriitori ano-
nimi cd au renuntat la paternitatea lor auctoriald, dar, pe de altd parte, nu stim daca
povestile fi au pe ei la origine. Cele doua povesti nu sint neobisnuite ori senzationa -
le in niciun fel, ci mai curind destul de comune. Cu toate acestea, nu am revendi-
cat auctorialitatea textelor, nici nu am renuntat la auctorialitate. Nu cred ca exista
ceva ca ,propriile cuvinte ale cuiva®“. Povestile lor au fost transmise prin vocea mea,
au fost pronuntate, articulate, au ajuns prin linia telefonica la celdlatt capat al lumii
si au rezonat n acea Tncapere la IASPIS. Cuvintele si-au revendicat sensul Tn
momentul in care au fost primite de auditoriul prezent in acea incapere. Nu consi-
der asta ca o noud forma de auctorialitate; din contra, e veche de cind lumea.
r=1 Deseori lucrezi in colaborare cu cei de la YES! Association/Féreningen JA!, o aso-
ciatie separatistd pentru artistii ale cdror practici si activitti sint influentate de femi-
nism, dintr-o perspectivd a interferentelor. Ai putea sa-ti definesti relatia cu membrii ei?
= Da, am lucrat cu si prin intermediul YES! Association/Féreningen JA!. Prefer
sd nu intru in detalii in ceea ce priveste relatia mea cu membrii acesteia (sint sufi-
ciente birfe deja pe acest subiect), insa iti pot spune cd lucram cu totii din greu sa
sfiddm o ncadrare anume. in momentul de fat3 exista o presiune puternica din par-
tea societdtii pentru definirea si ordonarea ierarhicd a relatiilor noastre: din punct
de vedere legal, economic si reproductiv. fncercam sine impotrivim si s ne preocu -
pam de un mod de existenta la confluenta dintre a fi colegi de munca, prieteni, cola-
boratori, amanti, cea mai intunecata temere a noastra, camarazi, adversari, cauze
ale suferintei celuilalt, prieteni imaginari, proiectii, sperantele noastre pentru viitor.
Uneori inclinind mai mult citre una ori catre alta.

r=1 Sven Liitticken a scris recent: , lermenul «performance» e alunecos chiar siin contex-
tele relativ bine definite. In economia zilelor noastre, acesta nu se referd doar la pro-
ductivitatea muncii individului, ci si la autoprezentarea sa cvasiteatrald, reprezentatia
de sine a individului intr-o economie in care munca a devenit mai dependentd de fac-
tori imateriali. Ca artist ori scriitor ori curator, performezi in momentul in care Tti faci
treaba, Tnsd munca ta include deopotrivd sustinerea discursurilor, participarea la
inaugurdri, sdfii in locul potrivit la momentul potrivit. Astfel, sa transcenzi limitele dome-
niului specific al artei performative e ceea ce as numi performance-ul general ca fun-
dament al muncii noi“. Vezi vreo conexiune in raport cu ceea ce faci?

= Personal, nu vad vreo conexiune. Sint norocos, in majoritatea cazurilor nici nu
exist. Insa inteleg ¢4, pentru majoritatea camenilor, asta e situatia de cele mai multe
ori. Totusi atunci cind exist, savirsesc ceva ori ma comport mereu exact la fel ca
oricine altcineva care exista intr-un fel mai obisnuit, incepind de reguld cu ceea ce
numim nastere si cu un sfirsit numit moarte. Pentru mine a exista este a actiona,
a actiona este a exista. Aceastd conditie nu inseamna cad nu trebuie sa ne asumam
responsabilitatea pentru gesturile/actele/actiunile noastre. Din contra, trebuie sa
actionam intr-un mod etic. Preferam sa utilizam ,a actiona” mai curind decit ,a per-
forma*“. Sa nu uitdm ca termenul [englezesc — n. red.] ,performance” e alunecos
deopotriva n sensul in care el e deseori confundat cu , performanta”.

=1 Am uitat sd precizez cd acest citat provine din e-flux journal, o revistd de artd
presupus de poststinga publicatd de [site-ul] e-flux, ce Isi datoreazd existenta bani-
lor de la muzee si institutii. Asta relevd numeroase contradictii in cadrul asa-numitu-
lui sistem al artei. Cum resimti aceste contradictii? Este posibild o criticd institutionald

scena

= In fact two of the texts I presented were authored by other people
who choose to remain anonymous. So one might say that the two
anonymous writers gave up authorship, but on the other hand,

we don't know if the stories originate from them. The two stories are
not unusual or sensational in any way, rather very common. However,
I didn‘t claim authorship for the texts, nor did I give up authorship.

I don't believe that there is such a thing as “ones’ own words”. Their
stories were delivered by my voice, were pronounced, articulated,
traveled through the phone line to the other side of the world and res-
onated in that room at IASPIS. The words claimed their meaning when
being received by the listening group present in that room. I don't
think this is a new kind of authorship; on the contrary, it is ancient.
r=1 You often work in cooperation with the YES! Association/Férenin-
gen JA, a separatist association for art workers whose practises
and activities are informed by feminism with an intersectional per-
spective. Could you please define your relationship to its members?
== Yes, I have been working with and through YES! Association/
Féreningen JAL I prefer not to go into my relationship with its mem-
bers (enough gossip already on that topic), but I can tell you that

we are all working hard to defy definition. There is so much pressure
from society today to define and hierarchically order our relation-
ships: legally, economically and reproductively. We try to stand up
against that and deal with existing in between being co-workers,
friends, collaborators, lovers, our darkest fear, comrades, adver-
saries, heartbreakers, imaginary friends, projections, our hope for
the future. Sometimes leaning more to one or the other.

=1 Sven Liitticken recently wrote: “The term performance’is
slippery even within relatively well-defined contexts. In today'’s econ-
omy, it not only refers to the productivity of one’s labor but also to
one’s actual, quasi-theatrical self-presentation, one’s self-perform-
ance in an economy where work has become more dependent on
immaterial factors. As an artist or writer or curator, you perform
when you do your job, but your job also includes giving talks, going
to openings, being in the right place at the right time. Transcending
the limits of the specific domain of performance art, then, is what

I would call general performance as the basis of the new labor”.

Do you see any link to what you do?

== [ don't see any link personally. I am lucky, most of the time

I don't exist at all. But I understand that for most people this is the
predicament most of the time. When I do exist however, I always
perform or act just like everybody else who exists on a more regular
basis, with a beginning usually called birth and an end called death.
For me existing is acting, acting is existing. This condition does not
mean that we don’t have to take responsibility for our performances/
acts/actions. On the contrary, we have to act ethically. We prefer
using “act” rather than “perform”. Lets not forget that the term “per-
formance” is slippery also in the sense that it is often mixed up with
"performativity”.

=1 [ forgot to tell that this quote comes from e-flux journal a sup -
posed-to-be post-leftist art magazine published with by e-flux, which
exist thanks to the money of museums and institutions. It reveals
many contradictions within the so-called art system. How do feel
about these contradictions? Is it possible to do institutional critique
nowadays? Or is the real institutional critique anything that doesn't
even touch the institution and stays far from that?

= ['m not so invested in the art system, per se, but through my
work with YES! Association/Féreningen JAL, I've been able to put
forward some thinking in relation to this specific context. There are
contradictions everywhere in life, not only within the so-called art
system. What we feel about these contradictions is not important;
the important thing is how we act through them, within them and
sometimes beyond them. Institutions are never monolithic and peo-
ple within institutions can engage in institutional critique, just as well
as the “critical artist” from an outside position. It is certainly possible
to do institutional critique and sometimes things do change, (things
have changed!) but often there is a backlash.

63



mospeak

Who is here,
present and
ready? We are,

We need art that can
analyze the workings

of capitalism and

and w

patriarchy in all their

manifestations

Who wouldn’t go to such a bar?

We Will Open a New Front — lecture by Lee H. Jones, YES! Association/Féreningen JA!, poster design Studio SM, Moderna Museet in Stockholm, October 2010, photo: YES! Association/Féreningen JA!
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Whu cooks: for many people withont really
planming i, fass for @ dae™

Whu reluees bt ge val ol bed, spend muney,
wurk, cunsmniicali, refuse w ighadily wils
Ay DU R or mhalogm?

Whi zeas Qseed in b wailey an & ndghicluh,
bnsecs thedr lool an Georpln O'Keefle's
palntings, wha ks rendy and wdlling o chore
ihe prohlemaric resding of un imuge?

Wheo geor tooread . who refuses to back,
refises ta leave, do pay. o beave wirhaut
being paid?!

Whu is here, preseni und weady?

We are. and we will furn te tide.

{m /0 el

Seocklobo, Chelober 2000
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in ziua de azi? Ori critica institutionald reald e ceva ce nici mdcar nu atinge institutii-
le si se mentine la distantd fatd de acestea?

== Nu sint atit de implicat in sistemul artei, in sine, insa prin intermediul muncii
mele cu cei de la YES! Association/Foéreningen JA!, am fost in masurd sd avansez
anumite idei in raport cu acest context specific.

Pretutindeni in viata exista contradictii, nu doar n asa-numitul sistem al artei. Felul
n care resimtim aceste contradictii nu e important; ceea ce e important este mo-
dul in care actiondm prin ele, induntrul lor si uneori dincolo de ele. Institutile nu
sint niciodatd monolitice, iar oamenii din cadrul institutillor se pot angaja Tn critica
institutionald Tn aceeasi masura in care o face ,artistul critic* dintr-o pozitie externd.
Cu certitudine e posibil s faci criticd institutionald si uneori lucrurile se schimba (lucru-
rile s-au schimbat!), Tnsa deseori exista si reactii adverse.

Pare cd din ce Tn ce mai mult critica formulatd impotriva si din cadrul mai multor
institutii de rang inalt nu e in masura sa demonteze structurile de putere din inte-
riorul acelei institutii in particular; si mai putin inca se reuseste schimbarea ierarhii-
lor valorice dinduntrul intregului sistem. Deseori critica institutionald sfirseste Tntr-un
gest estetizat de rezistentd politica pe piata artei, si nu ca o fortd care sa genereze
schimbarea in numele careia, intr-un fel sau altul, vorbeste. Din nefericire, dese-
ori arta produce intristare.

=1 Miine ti vei sustine ultima prelegere — dacd imi permiti sa utilizez cuvintul pre-
legere. Care va fi subiectul ei?

== Egalitate, prietenie siiubire, diversitate, frica, proprietate, auctorialitate, ,subiec-
tul adecvat®, capitalism, vinovatie, razboi: miine, azi, ieri, mereu, iar si iar.

=1 (Cine sau ce te inspird?

== Corpurile vii din interiorul masei formate de spiritele critice.

=1 Asta e ultima mea intrebare: Crezi in diferenta dintre redlitate si fictiune?

== Dasinu. Diferite nu in sensul asezarii lor intr-o opozitie binard una fata de cea-
lalta. Mai curind diferite ca gradatii ale aceluiasi. Fictiunea e intotdeauna ideologicad,
politicd Intr-un mod in care realitatea cu sigurantd poate fi, dar nu cu necesitate. De
exemplu, faptul ca noi toti Tmbatrinim si in cele din urma trebuie sa murim e rea-
litate dincolo de politica si ideologie, Tnsa modul in care ne confruntdm cu acest fapt
este politic. ,Realitatea” e o inventie fictiva. Fictiunea e intotdeauna o realitate po-
sibild. Fictiune e ceea ce ne valideaza.

Traducere de Anca Bumb

More and more, it seems that critique formulated against and within
the larger high status institutions doesn’t manage to dismantle the
power structures within that particular institution, and even less
manages to change the value hierarchies within the overall system.
Often, institutional critique ends up as an aestheticized gesture

of political resistance on the art market, and not as a driving force
for the change it in some way speaks up for. Unfortunately, often,
art makes sad.

r=1 Tomorrow you will give your last lecture - if you allow me to use
the word lecture — what would be its topic?

= Equality, friendship and love, diversity, fear, ownership, author-
ship, “the proper subject”, capitalism, guilt, war: tomorrow, today,
yesterday, always, again and again.

=1 Who or what inspires you?

= Warm bodies within the mass of critical minds.

=1 This is my last question: Do you believe in the difference between
fiction and reality?

= No and yes. Not different as in standing in binary opposition to
each other. Rather different in degrees of the same. Fiction is always
ideological, political in a way that reality certainly can be, but is not
necessarily. For example, the fact that we all grow older and eventu-
ally have to die is reality beyond politics and ideology, but how we
deal with this fact is political. “Reality” is a fictitious invention. Fiction
is always a possible reality. Fiction is what validates us.

We Will Open a New Front — lecture by Lee H. Jones, YES! Association/Féreningen JA! together with Lea Robinson, ONE-DAY SEMINAR ON FEMINIST STRATEGIES AND METHODS with Lee H. Jones,
Diana Mulinari, Lawen Mohtadi and Tiina Rosenberg at Moderna Museet in Stockholm, October 2010, photo: Moderna Museet

Cum sa exersam imaginarea de utopii reale?

Natasa Antulov

fnainte de a trece la o prezentare de ansamblu a evenimentului Mine, yours, ours
[Al meu, al tau, al nostru] din acest an, voi incepe cu o scurta introducere in prac-
tica organizatiei Drugo more [Marea Cealaltd], deoarece insdsi natura institutionala
a organizatiei si functionarea sa in sfera mai largd a comunitatii sint un bun exem-
plu de utopie practica, ca si un exemplu pentru ceea ce putem considera o buna
concepere a unei institutii.

Drugo more este o organizatie nonprofit implicatd in ,,producerea, promovarea,
cercetarea, educarea [pentru] si difuzarea de informatii din domeniul cuttural®', find
un segment important al comunitatii locale. Ea cautd sa sporeascd puterea comu-
nitatii locale prin dezvoltarea de platforme care sd contribuie la dezvoltarea secto-
rului cuttural independent. in contextul croat i regional, Drugo more mai actioneazd
siin scopul descentralizarii productiei de cunoastere, precum si al producerii si pro-
movarii de evenimente si practici culturale, care sint extrem de importante din per-
spectiva vitalitatii politicilor cutturale ale comunitdtii locale, inclusiv la nivel international.
Pe parcursul ultimilor ani, Drugo more a initiat proiecte precum Balkan contem-
porary [Balcanii contemporani], ciclul Educational Nucleus [Nucleul educativ], Sum-
mer School [Scoala de Vard] si multe altele. Proiectul Mine, yours, ours a inceput in
2006 si a abordat, pind acum, subiecte precum proprietatea, tranzitile, consumis-
mul, solidaritatea, rezistenta, munca, iar in cea mai recentd editie, utopiile practi-
ce. Cei de la Drugo more descriu Mine, yours, ours ca pe ,un proiect interdisciplinar
complex, culminind cu un eveniment de mai multe zile ce aduna laolalta teoreti-
cieni, artisti si activisti“.? Editia din acest an a Mine, yours, ours vizeazd conceptul de
utopie practica si incearcd sa creeze un teren de antrenament pentru gindirea des-
pre o organizare diferitd a sistemului social si despre relatii sociale atternative. Tn acest
sens, conceptul de utopie nu e abordat ca un nonloc unde ar fi posibil sa se cree-
ze ceva idilic, ci ca un loc unde au loc transformari reale, nu numai la nivelul struc-
turii de baza a societatii, cum ar fi cazul unei structuri politice foarte vaste, ci, de
asemenea, la nivelul mai limitat al practicilor sociale care nu schimba sistemul in ntre-
gime, ci doar contribuie la transformarea acestuia.

Davor Miskovi¢ (unul dintre fondatorii Drugo more) subliniaza, in programul festi-
valului, afirmatia Emmei Goldman ca ea nu vrea sd ia parte la o revolutie in care
nu poate dansa. Nu doar cd putem intelege asta ca pe o ,nevoie de a pastra bine-
le comun pe care |-am construit™, asa cum subliniaza Miskovi¢, ci si ca nu trebu-
ie sd uitdm si sa subestimam (in cadrul acestui proces de imaginare revolutionard)
cunostintele specifice pe care le gasim in domeniul productiei culturale.

Tnainte de a arunca o privire asupra programului festivalului, voi incerca o schita de
cadru teoretic pentru conceptul de utopie practica. in cartea Envisioning Real Uto-
pias [Imaginarea utopiilor reale]?, Erik Olin Wright pune Tn discutie conceptul de
utopie realista ca pe un construct contradictoriu, necesar pentru dobindirea unei
mai bune Tntelegeri a modelului sociopolitic care ar servi drept alternativa la cel curent.
Deci ceea ce comunica in primul rind termenul de utopie realistd este mai degraba
nevoia de a ne indepdrta de lumea politicd, asa cum o vedem?®, decit aceea de a fan-
taza despre pacea si armonia ce vor fi cumva create Tntr-o lume mai buna. De aceea,

NATASA ANTULOV este autor dramatic la Rijeka. Pe linga dramaturgie, ea face critica de teatru,
este artist video si va absolvi un master in dramaturgia performance la Academia de Arte Drama-
tice din Zagreb.
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HOW TO PRACTICE THE ENVISIONING OF REAL UTOPIAS?
Natasa Antulov

Before making an overview on this year's event Mine, yours, ours,

I will begin with a short introduction to the practice of the organiza-
tion Drugo more (The Other Sea) since the very institutional nature
of the organization and its function in the sphere of the wider com-
munity is a model example of a practical utopia as well as an exam-
ple of what we can consider to be a good design of institutions.
Drugo more is a non-profit organization that engages in “the
production, promotion, research, education and dissemination of
information in the field of culture” and is an important segment

of the local community. They seek to empower the local community
by developing platforms that contribute to the development of the
independent cultural sector. In Croatian and regional context, Drugo
more is working on the decentralization of knowledge production

as well as the production and promotion of cultural events and prac-
tices, which is extremely important to the vitality of the cultural poli-
cy of the local community, as well as those at the international level.
During the last few years, Drugo more has initiated projects like
Balkan contemporary, Educational Nucleus cycle, the Summer School
and many others. Mine, yours, ours is a project initiated in 2006
which has addressed thus far the topics of ownership, transitions,
consumerism, solidarity, resistance, work, and practical utopias in
the most recent edition. Drugo more describes Mine, yours, ours as
"a complex interdisciplinary project that culminates in a several-day
event that brings together theoreticians, artists and activists".2

This year’s Mine, yours, ours deals with the concept of practical
utopia and tries to create a training ground for thinking about a
different organization of the social system and alternative social rela-
tions. In doing so, the concept of utopia is not approached as a non-
place where it would be possible to create an idyll, but as a place
where actual transformations are taking place, not only at the level
of the basic structure of society, as it would be the case of a very
broad political structure, but also at the level of more limited social
practices that do not change the system entirely, but contribute to
its transformation.

Davor Miskovi¢ (one of the founders of Drugo more) highlights in the
festival program booklet Emma Goldman'’s statement that she does-
n't want to take a part in a revolution in which she cannot dance.
Not only that we can understand that as a “need to preserve the
common good that we have built™, as Miskovi¢ points it out, but we
also must not forget and underestimate (in this revolutionary envi-
sioning) the specific knowledge that we find in the field of cultural
production.

Before we take a look on the festival program, I will try to propose

a theoretical framework for the concept of practical utopia. In the
book Envisioning Real Utopias®, Erik Olin Wright discusses the con-
cept of realistic utopia as a contradictory construct, necessary in
order to acquire a better understanding of the socio-political model
that would serve as an alternative to the current one. So what the
term realistic utopia primarily communicates is a necessity to move
from the political world as we see it*, rather than to fantasize about
the peace and harmony that will somehow be created in a better

NATASA ANTULOV is a dramaturge from Rijeka. She works as a drama-
turge, theatre critic and video artist and is finishing her M.A. in Perfor-
mance Dramaturgy at the Academy of Dramatic Arts (Zagreb).
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trebuie sa negociem ntre o viziune si structurile sociopolitice reale. Ca demers n
directia viziunilor utopice, analizele lui Wright sint Tncercari de a depasi simpla cri-
ticd a starii actuale, acestea oferind cadrul metodologic si conceptual necesar pen-
tru a crea solutii alternative posibile. In acest sens, Wright vede utopismul realist ca
pe un element de bazd al stiintei sociale emancipatoare, necesar in dobindirea
cunoasterii sociale relevante pentru proiectul colectiv de eliminare a diferitelor
forme de opresiune umana. in analiza sa, Wright exemplificd notiunea de utopie reald
prin practici ca bugetarea participativa, Wikipedia, bibliotecile publice, cooperative-
le detinute de lucratori, agricultura urband pe modelul community land trust etc.
Dar pentru a putea vorbi despre un ideal mai cuprinzator de utopie reald, este mai
intli necesar sa stabilim diagnosticul si critica sau, dupa cum subliniaza Davor Misko-
vi¢: ,Pentru a afla unde vrem sa ajungem, mai intfi trebuie sa stim unde ne aflam
n prezent".® Diagnoza si critica se bazeaza pe conceptul de dreptate socialg, si anume
impunerea cftorva exigente etice care sa fie prezente deja in chiar proiectul insti-
tutiilor. in cazul lui Erik Olin Wright, conceperea dreptitii sociale e strins legata de
o ntelegere radical democratica si egalitard a justitiei.

Asadar, conceptul de utopie practica sau utopie reald poate fi integrat intr-o metoda
stiintifica al carei obiectiv este de a se opune anomaliilor sociale generate de capita-
lism. Tnsa cum abordeaz artele provocarea gindirii utopice? Tn mod traditional, se
asteaptd ca operele de artd sd se concentreze fie pe reprezentarea unui loc per-
fect, unde utopia este un fel de viziune in roz a iubirii si prosperitdtii, fie pe repre-
zentarea distopiei ca un avertisment ca lucrurile pot sau vor ajunge chiar mai rau
decit era de asteptat. Lucrarea artisticd tinde sa ne reaminteasca importanta
reflectiei asupra diferitelor optiuni de organizare a unei lumi mai putin distrofice.
Performance-ul de deschidere, ,Is there life on stage?” [Exista viata pe scena?], pre-
zentat de colectivul de performance BADco. din Zagreb, a fost un foarte bun exem-
plu pentru modul in care arta poate produce o gamiturd de perspective asupra unor
subiecte sociopolitice, precum utopia practicd, Tntr-un mod diferit fata de alte prac-
tici sociale. BADco. este un colectiv artistic constind din patru coregrafi/dansatori,
doi dramaturgi, un filosof si un manager de productie. lerarhia din BADco. este foar-
te flexibild si variaza de la proiect la proiect, ceea ce diferd substantial fatd de alte
productii teatrale, iar caracterul eterogen al grupului se reflectd in procesul de luare
a deciziilor creative. Ca institutie de artd, spectrul activitatilor BADco. nu se rezu-
ma la nivelul productiei artistice, el indreptindu-se spre o zond mai largd a angaja-
mentului civic. Membrii BADco. sint activi in domeniul editorial, al organizdrii de
ateliere, forumuri si conferinte publice si n diferite actiuni civice, precum sin cadrul
discursului public in general. In ceeace priveste poetica BADco., ea se concentreazd
practic asupra cercetarii protocoalelor jocului dramatic, ale prezentarii si observarii
n raport cu diverse serii de probleme aparute in urma reflectiei asupra unor con-
cepte teoretice, cum ar fi ontologia centratd pe obiect, sau a raportarii la discipli-
ne precum teoria criticd, studille de film etc. Procedurile lor compozitionale si
dramaturgice complexe sint o provocare la adresa aparatului interpretativ al specta-
torilor, nu atit prin aceea ca intreabd si sugereaza ce este ceva, sau ce inseamna,
cit prin anticiparea intrebarii legate de cum anume functioneaza.

BADco. si-a prezentat performance-ul ca pe un act de terraformare, aceasta find defi-
nitd ca ,un proces ipotetic de modificare deliberata a atmosferei, temperaturii, topo-
grafiei de suprafatd sau a ecologiei unei planete, a unei luni sau a altui corp ceresc pentru
a le face sd fie similare cu cele de pe Pamint, in scopul de a le face locuibile pentru
organismele terestre”.” Sarcina performativa si dramaturgica efectiva a fost numita
,exercitiu de reconfigurare a Pamintului“.® Tn acest cadru au fost concepute o serie
de actiuni performative care problematizeaza actul de ,constituire a noi conditii de
viatd si muncd pe scend, retele de relatii, ecosisteme, forme de viatd, comunitati®.”
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world. Therefore, we need to negotiate between a vision and real
socio-political structures. As an effort towards utopian visions,
Wright's analyses are attempts to go beyond the mere criticism of
the current state, bringing forth the methodological and conceptual
framework necessary to conceive possible alternatives. In this sense,
Wright sees realistic utopianism as a core component of emancipato-
ry social science, needed for acquiring the social knowledge relevant
to the collective project of eliminating different forms of human
oppression. In his analysis, Wright exemplifies concept of real utopia
with practices like participatory budgeting, Wikipedia, public libraries,
worker-owned cooperatives, urban agriculture with community land
trust, etc.

But in order to be able to talk about a more comprehensive ideal

of real utopia, it is first necessary to establish the diagnosis and
critique, or as Davor Miskovi¢ emphasizes: “In order to find out what
is the desired point we first need to know where we stand present-
ly.”s Diagnosis and criticism are based on the concept of social jus-
tice, that is to say, on placing certain ethical requirements already

in the design of institutions. In Erik Olin Wright's case, a conception
of social justice is closely linked with a radically egalitarian demo-
cratic understanding of justice.

Thus, the concept of practical utopia or real utopia can be integrated
in a scientific method whose goal is confronting the social anomalies
generated by capitalism. Now, how are arts dealing with the chal -
lenge of utopian thinking? Artistic works are traditionally expected
to either focus on the representation of a perfect place, where utopia
is a sort of a rosy vision of love and prosperity, or to represent dystopia
as a warning that things may or will end up even worse than expect-
ed. Artistic work tends to remind us about importance of reflecting
about various options of organizing a less dystrophic world.

The opening performance “Is there life on stage?” presented by
Zagreb-based collaborative performance collective BADco. was a
great example of how art can produce a set of perspectives on socio-
political topics like practical utopia in a different way to other social
practice. BADco. is an artistic collective consisting of four choreogra-
phers/dancers, two playwriters, a philosopher and a production
manager. The hierarchy in BADco. is very flexible and varies from
project to project, substantially different than in the case of other
theater productions, and the heterogeneity of the group is reflected
in the decision-making process of creation. As an art institution,
BADco.’s spectrum of activity does not stop at the level of art pro-
duction, being directed to broader civic engagement. BADco.'s
members are active in publishing, organizing public workshops,
forums, conferences and in various civil actions and the public dis-
course in general. As for BADco.’s poetics, it basically focuses on
researching the protocols of performing, presenting and observing,
in relation to various sets of problems arising from the reflection on
theoretical concepts such as object-oriented ontology, and from
relating to disciplines such as critical theory, film studies etc. Their
complex compositional and dramaturgical procedures are challeng-
ing the interpretative apparatus of the spectators, not as much by
asking and proposing what something is, or what something means,
but by anticipating the question of how something works.

BADco. announced their performance as an act of terraforming,
defined as “a hypothetical process of deliberately modifying the
atmosphere, temperature, surface topography or ecology of a plan-
et, moon or other body to be similar to those of Earth in order to
make it habitable for terrestrial organisms”.” The actual performative
and dramaturgical task was named an “exercise in reshaping the
Earth”.® Under this framework were designed a set of performative
actions that problematize the act of “establishing new conditions for
life and work on stage, networks of relations, ecosystems, forms

of life, communities”.?

BADco. also addressed the trend of so called “documentary theatre”
and its assumptions about how “real people” and real (true?) factog-
raphy creates a new kind of theatrical realness, especially by produc-

BADco. a mers sin directia asa-numitului ,teatru documentar” si a ipotezelor aces-
tuia despre felul cum ,,oamenii reali” si factografia reald (adevdratd?) creeaza un nou
tip de realitate teatrald, in special prin producerea unui nou tip de teatru angajat.
Reflectind asupra statutului realului in teatru, BADco. insistd cd toate relatiile puse
n scena sint in mod inevitabil fictionalizate. Poate ca cel mai bun mod de a descrie
abordarea BADco. fata de utopia practica e un citat din Nils Norman: , utopia este
un instrument analitic care ne permite sa privim un spatiu si sa dezvaluim critic ceea
ce nu se afld acolo®."® Prin explorarea modurilor de reprezentare in cadrul teatru-
lui si al conventiilor sale fictionale, BADco. ofera instrumente pentru analizarea meca-
nismelor formatoare ale lumii exterioare intr-un mod care se opune practicii
folosirii realismului in reprezentdri ale lumii exterioare pe scena fictionala. Perfor-
mance-ul BADco. s-a dovedit o provocare interesantd pentru cadrul conceptual
al editiei Mine, yours, ours din acest an, in special in raport cu tendinta recentd din
programele curatoriale si de pe scena artistica, si anume preocuparea sporita fatd
de problema utopismului ca mod de gindire a ceea ce e de negindit in capitalis-
mul tirziu. Teoreticieni, critici si curatori au adus in discutie diferite modalitati de rea-
lizare a utopiei n forme artistice, dar, in acelasi timp, aplicarea unei tendinte
teoretice in praxisul curatorial duce de multe ori la simpla spectacularizare a subiec-
tului.

YKON Game, YKON, site-specific game, 2009-2012, courtesy: Drugo more
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We Who Feel Differently, visual poetry and collages, 2012, courtesy: Drugo more




in programul expozitiei, Mine, yours, ours a propus proiectul from Below; as a Neigh-
bour [De jos, ca vecin]. Expozitia a constituit cel mai recent capitol din cadrul unei
explorari in curs de desfasurare a practicii utopice, incepute la congresul ,Summi-
tul Micronatiunilor, care a avut loc la Helsinkiin 2003. Expozitia cuprinde o insta-
latie site-specific de BADco., un film de Armin Maiwald, lansat ca parte a extinsei
sale serii ,Bibliothek der Sachgeschichten” (Biblioteca povestilor factuale), o poves-
tire factuald despre montagnes russes povestita cu ajutorul caldtoriei a doi baieti,
o cdlatorie suprarealista care pune in discutie posibila transcendentd in conditiile rami-
nerii in acelasi loc. A mai existat, de asemenea, parada stradali coregrafiati de Oyvind
Fahlstrdm, Mao-Hope March [Marsul Sperantei-Mao], precum si explorarea de cdtre
Kajsa Dahlberg a potentialului invizibilitatii reprezentationale in videoclipul Female
Fist [Pumnul femeii]. Acest material este un interviu cu o activista din mediul queer
din Copenhaga, filmat cu capacul pus pe obiectiv. Activista vorbeste despre initia-
tiva de a filma un film porno lesbian si de a participa la el pentru a vedea cum asta

Drugo more office, Rijeka, courtesy: Drugo more

ar putea da curs unei reflectii asupra datului perspectival dominant. Acest video este

un bun exemplu de manipulare interesantd, de prezentare a invizibilului sau

nevdzutului. Deoarece filmul incepe si se incheie cu o lungd scend dintr-o mare piata
publicd din Copenhaga, pare ca artista pune in discutie diferite moduri de repre-
zentare a fictiunilor publice si private.

De asemenea, exista poezie vizuald si colaje de Babi Badalov, We Who Feel Dif-

ferently [Noi, cei care simtim diferit]; o serie de printuri de Carlos Motta; [videoul]

Fiorucci Made Me Hardcore [Fiorucci m-a facut ,,un adevarat*] al lui Mark Leckey.

Expozitia a fost Tnsotitd si de o proiectie a documentarului cult al lui Jennie Living -
ston, Paris is burning [Parisul n flacdri], care arunca o privire asupra scenei drag, mai

precis asupra unei subculturi a latinoamericanilor si negrilor gay din Harlem [din a
doua jumatate a anilor ‘80 — n. red.]. Filmul ii prezintd pe protagonisti participind

la baluri fastuoase, purtind costume cu detalii si machiaje extravagante. Concurentii

,defileazd" (ca niste modele) in categorii bazate pe fanteziile si dorintele lor comu-

ne, inclusiv categoria ,veracitate” — capacitatea de a juca un alb tipic, heterosexual,
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ing a new kind of engaged theatre. Reflecting on the status of the real
in theatre, BADco. highlights the fact that all staged relations are
inevitably fictionalized. Maybe the best way to describe BADco.'s
approach to practical utopia would be a Nils Norman quote: “utopia
is an analytical tool which enables us to look at a space and critically
reveal what is not there.”" By exploring the modes of representation
in theatrical frame and its fictional conventions, BADco. offers instru-
ments for analyzing the formative mechanisms of the outside world in
a way that confronts the practice of using realism in representations
of the outside world on the fictional stage. BADco.’s performance
proved to be an interesting challenge for the conceptual frame of this
year's Mine, yours, ours, especially in relation to the recent trend in
curatorial programs and the art scene of being increasingly concerned
with the question of utopianism, as a way of thinking the unthinkable
in late capitalism. Theorists, critics, and curators have brought into
discussion different ways of performing utopia in art forms, but, at the
same time, the application of a theoretical trend in curatorial practice
often results in the mere spectacularisation of the subject.

Mark Leckey
Fiorucci Made Me Hardcore, video, 1999, courtesy: Drugo more

In the exhibition program, Mine, yours, ours offered the project
From Below, as a Neighbour. The exhibition constituted the latest
chapter from an ongoing exploration of utopian practice which start-
ed from the congress “Summit of Micronations”, held in Helsinki in
2003. The exhibition includes a site-specific installation by BADco.,
an Armin Maiwald film released as part of his long-running series
“Bibliothek der Sachgeschichten” (Library of Factual Stories(, a factu-
al story of the roller coaster — narrated trough the journey of two
boys, a surreal trip speaking of possible transcendence whilst remain-
ing in the same place. There was also Oyvind Fahlstrém's choreo-
graphed street parade, Mao-Hope March, as well as Kajsa
Dahlberg's exploration of the potential of representational invisibility
in the video Female Fist. The video is an interview with an activist
from the Copenhagen queer milieu, filmed with the lens-cap left

on the camera. Activist talks about an initiative to film a lesbian porn
movie as well as to participate in it, and to see how it could reflect
on the dominant perspectival givens. The video is a nice example

of interesting manipulation of showing the invisible or the unseen.
Since the film opens and concludes with a long scene from a big

Oyvind Fahlstrém
Mao-Hope March, video 16 mm, 1966, courtesy: Drugo more

YKON Game, YKON, site-specific game, 2009-2012, courtesy: Drugo more

apartinind clasei superioare. Filmul lui Livingston este cu sigurantd un exemplu pen-
tru felul in care o subculturd si practica marginalizata poate deveni, cu timpul, una
printre cele dominante si cum aceste practici Tsi pot schimba propriile paradigme
pe masurd ce trec de la inventie la conventie.

Evenimentul de ncheiere I-a constituit jocul YKON, un joc site-specific creat de colec-
tivul artistic YKON. Proiectul isi propune sa creeze o situatie in care participantii isi
impadrtasesc cunostintele despre concepte utopice existente, cu un efect transfor-
mator asupra societdtii. Inspirat de World Game" al lui Buckminster Fuller, creat
initial la fnceputul anilor 1960 ca o subversiune la jocul militar War Games*, con-
ceptul jocului propune un sistem pedagogic alternativ. in programul festivalului, jocul
YKON a fost cel mai ,practic* eveniment, in sensul unei reflectii asupra a ce este
utopia practica si a ce ar putea fi aceasta intr-un context politic mai larg. Cel mai
important, jocul i face pe participanti sd se gindeasca la mecanismele formative de
imaginare a unei societdti mai echitabile.
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public square in Copenhagen it seems like the artist is discussing
different modes of representing private and public fictions.

Also included is visual poetry and collages by Babi Badalov,

We Who Feel Differently; a series of prints by Carlos Motta; Mark
Leckey's Fiorucci Made Me Hardcore. Accompanying the exhibition
there was also a cinema screening of Jennie Livingston's cult docu-
mentary film Paris is burning which is an insight into the drag scene,
that is a Harlem subculture of gay Latino and Black man. Film shows
the performers attending elaborate balls, dressed in extravagantly
detailed outfits and makeup. Contestants “walk” (like models run-
way) in categories based on their shared fantasies and desires
including the category of the “realness” - the ability to perform

a normative, white, heterosexual, male, high class identity.
Livingston's film is definitely an example of how a marginalized sub-
culture and practice can over time become one of the dominant ones
and how this practices can change their own paradigm as they move
from invention to convention.

The closing event of the festival was the YKON game, a site-specific
game designed by artist collective YKXON. The project aims to create
a situation in which participants share their knowledge about exist-
ing utopian concepts that have a transformative effect on society.
Inspired by Buckminster Fuller’s “World Game”, initially developed
in the early 1960s as a subversion of military “War Games”, the con-
cept of the game proposes an alternative system of pedagogy. In the
festival program, the YKON game was the most “practical” event in
the sense of a reflection of what practical utopia is and what it could
be in a wider political context. Most importantly, the game engages
its participants to think about the formative mechanisms of envision-
ing a more equitable society.

What I would like to emphasize at the end of this experience is the
importance of the work of envisioning and fantasizing, of using art
as an epistemological tool, especially when focusing on the imagina-
tive procedures that lead to an idyllic image. When it comes to envi-
sioning the practical utopia, maybe it is far more interesting to see
how art fantasizes rather than what this fantasy is.
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Ceea ce as dori sd subliniez la sfirsitul acestei experiente este importanta actului de
aimagina si a fantaza, a folosirii artei ca instrument epistemologic, mai ales cind ne
concentram asupra procedurilor imaginative care conduc la o imagine idilicd. Cind
vine vorba de imaginarea utopiei practice, poate ca e mult mai interesant sd
vedem cum anume fantazeazd arta decit ce este aceastd fantezie.

Traducere de Alex Moldovan

Note:
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N

http:/Aww.drugo-more.hr/Awordpress/category/mojetvojenasefestival/
mojetvojenasefestival20 |2/

. Ibid.

AW

Erik Olin Wright, , Envisioning Real Utopias”, prelegere tinutd la Departamentul de Stiinte Politice, Univer-
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BADco.
Is there life on stage?, performance, 2012, courtesy: Drugo more

Inventarea lumii: artistul-cetatean
Déra Hegyi

Cea de-a doua editie a Bienalei din Benin, Cotonou — Porto Novo — Abomey
8 noiembrie 2012 — |3 ianuarie 2013
Director artistic: Abdellah Karroum

I Piata Lenin din Cotonou, al cirei nume trimite la pericada comunista a tarii vest-
africane, dintre 1975 si 1990, pe soclul lasat liber de indepartarea, acum mult timp,
a statuii lui Lenin, a fost ridicata o sculpturd din lemn in forma de piramida. Instalatia
site-specific a artistului marocan Karim Rafi functiona ca o cutie cu sunete: ori de cite
ori vintul actiona asupra micii giruete din virful sculpturii, aceasta scotea un sunet
subtil. Titlul acestui fragil pseudomonument se referd la Gnawa, un grup etnic din
Africa de Nord si de Vest, din care grupuri mai mici au devenit parte a ordinului sufit
din Maroc si ai caror membri interpreteaza muzica traditionald Gnawi, care face parte
din cultura marocana a zilelor noastre. Lucrarea face aluzie, asadar, la radacini si la
miscari interculturale, n acest caz, intre Africa de Nord si cea subsahariana.

Pe linga influenta intercontinentald din Africa de Vest si din Benin, aceastd regiune
a fost cunoscuta Tn mod traditional si ca rascruce pentru schimburile transcontinen-
tale. Benin —fostul Regat Dahomey — a fost un centru al comertului cu sclavi. Timp
de trei secole, incepind cu veacul al saptesprezecelea, grupuri masive de sclavi au
fost transportate de pe coasta Sclaviei (inclusiv Benin, Togo si Nigeria de Vest) in
Americi. Prin intermediul sclaviei, traditia religiei vodun —inca functionala si impor-
tanti in ziua de azi — s-a raspindit in diferite parti ale lumii. In perioada coloniala,
Beninul, pe atunci cunoscut sub numele de Dahomey-ul francez, a facut parte din
Africa de Vest franceza. Era o perioada de exploatare economicd, n care au fost
infintate si administratia, si sistemul de Tnvatamint franceze. 1A primii ani de indepen-
dentd, tara a fost devastatd de conflicte etnice si au urmat aproape doud decenii
de guvernare comunistd, cind statul a cistigat o tot mai mare influenta. Probleme-
le structurale si economice au ramas nsa nerezolvate, ducind tara la acumularea
de datorii substantiale. Dupd 1990, Beninul a intrat in sistemul economic globali-
zat, pastrind fmprumuturile acumulate anterior si trecind astfel printr-o recolonizare, in
sens economic si nu numai. Acest fenomen este tipic, asa cum aratd Achille Mmem-
be', dar nu numai pentru tarile din Africa.

Care este contextul si care sint conditile de productie ale unei bienale de artd inter-
nationald in locuri cu traditii locale idiosincratice si unde viata culturala publicd e
determinata de o administratie culturald birocratica si conservatoare? Prima bienald,
ceadin 2010, a fost organizatd de Ministerul Culturii cu ocazia a 50 de ani de inde-
pendentd a Beninului, cu sprijin din partea Frantei. Pentru a doua editie a fost nfiintat
un consortiu care a cuprins, din perspectiva organizatorica, inttiative artistice locale si
a fost creat cu sprijin financiar din partea fundatiilor culturale locale si a statului fran-
cez. Formatul festivalurilor; expozitilor importante si al evenimentelor care se repetd
ajutd la conectarea culturilor locale cu lumea artisticd internationald, punind adesea
pe harta productiei de arta contemporana locuri necunoscute Tnainte. Intr-o lume glo-
balizatd, evenimentele care combind manifestari locale ale cutturii contemporane cu

DORA HEGYI este istoric de arti, critic si curator. Din toamna lui 2005, este conducdtorul proiectului
tranzit.hu, o initiativa pentru artd contemporand sustinutd de ERSTE Bank Group.
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INVENTING THE WORLD: THE ARTIST AS CITIZEN
Déra Hegyi

2nd Benin Biennial, Cotonou — Porto Novo — Abomey
8 November 2012 - 13 January 2013
Artistic Director: Abdellah Karroum

On the Place Lenine in Cotonou, which name refers to the West
African country’s communist period between 1975 and 1990,

at the empty base left behind by the long ago removed Lenin statue,
a wooden, pyramid-shaped sculpture was erected. The site-specific
installation by Moroccan artist Karim Rafi functioned as a sound box:
whenever the wind turned the small wind indicator structure on the
top of the sculpture, it emitted a subtle sound. The title of this frag-
ile pseudo monument refers to the Gnawa, an ethnic group from
North and West Africa, from which smaller groups became part of
the Sufi order in Morocco, and members of which play the tradition-
al Gnawi music that is part of today’s Moroccan culture. The work
thus alludes to intercultural roots and movements, in this case
between North and Sub-Saharan Africa.

Besides the inter-continental influence from West Africa and within
Benin, this region was also historically known as a crossroads for
trans-continental exchanges. Benin — formerly the Kingdom of Daho-
mey — was one of the centers of slave trade. For three centuries
beginning in the 17th century, masses of slaves were transported
from the Slave Coast (including Benin, Togo and Western Nigeria)
to the Americas. With slavery, the tradition of the Vodun religion

- still alive and of importance today — was spread to different parts
of the world. In the colonial period, Benin, then known as French
Dahomey, was part of French West Africa. This was a time of econom-
ic exploitation, during which French administration and educational
systems were also established. In the first years of independence,
the country was riddled by ethnic conflicts, followed by almost two
decades of communist governance, when the state gained increasing
influence. Structural and economic problems remained unsolved,
however, driving the country into deep dept. After 1990, Benin
entered the globalized economic system still carrying its previously
accumulated loans, thus experiencing a re-colonisation, in the eco-
nomic sense and beyond. This phenomenon is typical, as Achille
Mmembe' points out, but not only in countries of Africa.

What is the context and what are the conditions of production for an
international art biennial in places with idiosyncratic local traditions,
and where public cultural life is determined by a bureaucratic and
conservative cultural administration? The first biennial in 2010 was
organized by the Ministry of Culture on the occasion of Benin's 50
years of independence, with support from France. For the second
edition, a consortium was founded, which organizationally included
local artist initiatives and was realized with financial support from

DORA HEGYI is an art historian, critic and curator. Since fall 2005 she is
the project leader of tranzit.hu, an initiative for contemporary art, sup-
ported by the ERSTE Bank Group.
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Performance of Jean-Paul Thibeau at the opening of the main exhibition at Center Cora, Cotonou, photo: Toril Johannessen
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productia de artd internationald sint extrem de importante pentru pastrarea uneilegaturi - local cultural foundations and the French state. The format of large
cu lumea, tinind cont si de relevanta culturilor locale. Evenimente culturale mai mari festivals, exhibitions, and returning events serves to connect local
nd . it . de la nivel local p . cultures with the international art world, often putting previously
potin repta a.ltentl.a spre act|V|tat.| g autoorganizate de ;1 n|v§ o;a, care potflapol | whown sites on the map of contemporary art production. In a
descoperite si sustinute, sau inghitite, de aceste structuri mai mari. globalized world, events combining local manifestations of contem-
Adesea, una dintre strategiile necesare folosite de curatori este ,scurtcircuitarea”  porary culture with international art production and discourse are
sistemului de organizare a bienalelor. Organizarea bienalelor poate fi de multe ori ~ Mghly important in order to maintain a connection to the world,

. ) . . . o . while also keeping in mind the relevance of local cultures. Larger
excesiv de birocratica si netransparentd. Abdellah Karroum, directorul artistic al editiel  cjjtural events can direct attention to activities at the grassroots,
din 2012 a bienalei, este un curator de bienale experimentat, in contexte in care  self-initiated level of organization, which can then be discovered
evenimentele de arti contemporand de mare anvergurd sint niste structuri adopta- ~ and supported, or swallowed, by these larger structures.

N , . " "Hacking into” th izational system of biennials i -
te recent, n locuri precum Dakar (2006), Kwangju (2008), Marrakech (2009) si, acking into” the organizational system of biennials is often a nec
essary strategy taken by curators. Biennial organizations can often

acum, Benin. Asa cum declara recent la un seminar organizat la Scoala Liberd de  pe overly bureaucratic and non-transparent. Abdellah Karroum,

Teorie si Practica a Artei din Budapesta, el este intotdeauna deschis sa negocieze  artistic director of the 2012 edition of the biennial is an experienced

conditille ideale pentru productie si programe. In locurile in care structura institutio- ~ €urator of biennials in contexts where large-scale contemporary art
. . A . . . events are newly adopted structures, such as in Dakar (2006),

nald a artei contemporane nu este autonomd, ¢i se intrepatrunde cu politica si corup- an giu (2008), Marrakech (2009), and now in Benin. As he recently

tia, curatorul trebuie sd-si gdseascd propria cale. Karroum, de exemplu, foloseste  stated at a seminar held at the Free School for Art Theory and Prac-

propriile canale de comunicare si discutii. El este de obicei insotit de o ,delegatie  tice in Budapest, he is always open for negotiating the ideal condi-

curatoriald“, un grup ntotdeauna diferit de experti si cocuratori care sint implicati ~ tions for production and programs. In places where the institutional

n . . . n structure of contemporary art is not autonomous, but interwoven

In dezvoltarea conceptului si a programelor. R22, postul de radio on-line (carein- ity politics and corruption, the curator has to find his/her own way.

seamnd, practic, persoana lui Karroum, o instalatie de inregistrare a sunetului siun  Karroum, for instance, uses his own channels for communication and

Encounter “Recoverning an Artschool” at Center
Songhai in Porto Novo, photo: Toril Johannessen
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microfon), creatn LAppartement 22 (institutia autoorganizatd intemeiatd de el acum  gigcussion. He is usually accompanied by a “curatorial delegation”,
zece ani, la Rabat), 1 urmeazd oriunde 1l duc proiectele sale. Interviuri, discutii, reporta-  a changing group of experts and co-curators who are involved in the
je din viati si muzici locali sint colectate pe http://appartement22. com/, care func-  development of the concept and programs. R22, the online radio

. < . - . . A ~ station (basically consisting of Karroum with his sound-recorder and
tioneaza si ca site principal pentru pagini web-proiect care sint dezvoltate in paralel microphone) developed at L"Appartement 22 (the self-organized

cu paginile oficiale ale proiectelor sale. institution he founded ten years ago in Rabat), follows him to wher-
Artistii sint subiecti responsabili, el comentind asupra vietii contemporane, iar poli-  ever his projects take him. Interviews, discussions, life reportages,
tica a fost subiectul principal al expozitiei internationale care cuprinde artisti locali i~ and local music are collected on http://appartement22.com/, which

. . C oA . . also functions as the home site for project web pages that are devel-
internationali, in Centrul Cora, un fost supermarket, la Cotonou. O instalatie de oped in parallel to the official pag ez 01{ his proj eitg
dimensiunile unei incaperi, a artistului local Aston, care de obicei realizeazd sculp-  Artists as responsible subjects, commenting on contemporary life
turi din metal sau din alte reziduuri urbane, infatisa o planseta reprezentind un lagar ~ and politics stood in the center at the international exhibition involv-
de concentrare functional, in care figurile umane erau confectionate din mucuride "9 local and international artists in the Center Cora, a former super-
. . : . . . . market, in Cotonou. A room size-installation by local artist Aston,
ftigard. Au fost expuse si picturi abstracte ale marelui maestru al picturii si sculpturii g aity making sculptures of metal and other city trash featured
benineze, Cyprien Tokoudagba, recent decedat. Dupa o plimbare cu autobuzul la  a plotting board representing an active concentration camp in which
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Place d'Etoile Rouge, Cotonou, photo: Anne Szefer Karlsen

Center Songhai, photo: Toril Johannessen
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human figures were made of cigarette butts. Abstract paintings by
the recently deceased grand master of Beninese painting and sculp-
ture, Cyprien Tokoudagba, were also displayed. Following a bus ride
to Abomey, to the museum founded by Tokoudagba himself (now
run by his family), the public could also see, his enigmatic works
strongly connected to symbols of Gods from the voodoo religion,
representations of an African cosmology that encompasses life, well-
being and healing. Outside the main exhibition, special projects
involving local initiatives, as open studios, exhibitions by local artist
unions, organized by the Beninese art historian and curator of the
youngest generation, Didier Houenoude, were also presented.

In addition, encounters and discursive events conceptualized by
invited international curators were held in three cities.

One of the encounters, curated by Anne Szefer Karlsen, curator from
Bergen, Norway, took up the current issue of art education in Benin
today. A three-day discussion organized at the organic and self-sus-
tainable agricultural farm Songhai in Porto Novo (started more than
twenty years ago by a Nigerian priest) - the site itself being a prac-
tice based educational institution — ended in a public debate involv-
ing the local public. The current discussion concerns the idea of
launching an artist education program within the History Department
(also training art historians) at the University of Abomey-Calavi in
Cotonou. While Benin has no higher education for artists, quite a few
internationally known artists come from the country, who have devel-
oped their artistic careers abroad. The artists who have experience
with the international art world seem not to believe in the institu -
tional art education of their country of origin, instead they found
their own institutions or initiate projects that reflect local needs.
Examples include the Unik Foundation, established in Abomey by
artist Dominique Zinkpe, offering artist residencies and a space for
lectures and gatherings; Espace Tchif, a space for art and music in
Cotonou, run by local artist Tchif. Documenta 11 participant Meschac
Gaba, who studied at the Rijksakademie and presently lives in Rotter-
dam, is best known for his project Museum for Contemporary African
Art. In recent years, he has been developing a number of projects

in Benin; in 2010, he founded the Musée de I'Art de la Vie Active
(MAVA) an initiative active in the city. His projects, which take the
form of processions and parades connecting to voodoo and religious
festivities, comment on the possible relation between the traditional
and contemporary uses of urban space. At the biennial a group motor-
cycle visit was organized to his studio, where he had installed the
future library of an imagined contemporary art institution (“Biblio-
theque Pilote”).

Initiatives going beyond the art world, imagining Africa as a country
and culturally thinking in pan-african terms are of great importance.
The Trans-African Road Trip Project, part of the initiative Invisible
Borders started by photographers form Nigeria, crossing the con-
tinent by artists coming from several African artists was organized
already three times and its documentation presented at the biennial.
Beside artists collaborations we find also young people who similarly
to the young generations involved in the revolutions of the Arab
world, achieve consciousness and fight for the rights of their country
and continent. The initiative No Limit Generation? is calling young
people to stand for their youth, as one of their “voice”, local slam
poet K-Mal (Kamal Radji) in his poem “Assume ta jeunesse” is talking
about equal right for Africans and responsibility for a global world.
French artist Jean-Paul Thibeau invited this young man to read
together with him a text at his performance at the opening of the
exhibition, in front of his post-Fluxus installation. The author of the
“meta protocols”, a transdisciplinary approach in constantly seeking
for new formats, in this text expressed a wish for unity of good ener-
gies, regardless of their origins:

“... Here, I call for the intrepid knights on the five continents, and
particularly for the African meta-knighthood and the Moorish meta-
knighthood. I also dream that the wandering meta-samurais will join
us. . .. Let us take up our swords of joy, our beggar’s bowls, our

Abomey, la muzeul fondat de Tnsusi Tokoudagba (acum condus de familia sa), publi-
cul a putut vedea si lucrdri ale sale enigmatice, strins legate de simboluri ale zeilor
din religia voodoo, reprezentdri ale unei cosmologii africane care cuprinde viata,
bunistarea si vindecarea. in afara expozitiei de bazd, au mai fost prezentate proiec-
te speciale care implicau initiative locale, precum ateliere deschise, expozitii ale uni-
unilor artistilor locali, organizate de istoricul de arta beninez si curator al tinerei
generatii, Didier Houenoude. Tn plus, i trei orase s-au desfasurat intilniri si eveni-
mente discursive conceptualizate de curatori internationali invitati.

Una dintre ntiiniri, curatoriatd de Anne Szefer Karlsen, curator din Bergen, Norve-
gia, a abordat problema actuald a educatiei artistice din Beninul de astazi. O discutie
de trei zile organizata la ferma agricold ecologicd si autarhica Songhai din Porto Novo
(creatd acum mai bine de doudzeci de ani de un preot nigerian) — locul in sine fiind
o institutie de Tnvatdmint axatd pe practicd — s-a incheiat cu o dezbatere publica ce a
implicat si publicul local. Discutia efectivd se referd la ideea lansarii unui program de
educatie artistica in cadrul Departamentului de Istorie (care formeaza si istorici de artd)
al Universitdtii Abomey-Calavi din Cotonou. Desin Benin nu exista studii superioa-
re pentru artisti, aceastd tard a dat cftiva artisti cunoscuti pe plan international, care
si-au dezvoltat cariera artisticd in strainatate. Artistii cu experientd pe scena de artd inter-
nationald par sa nu aiba ncredere in institutiile oficiale de Tnvatamint artistic din tara
lor de origine, ei fondindu-si propriile institutii sau initind proiecte care reflecta nevoi-
le locale. Printre acestea se numara Fundatia Unik, infiintata in Abomey de artistul Domi-
nique Zinkpe, care ofera rezidentd pentru artisti si un spatiu pentru conferinte si fntruniri;
Espace TTchif, un spatiu destinat artei si muzicii in Cotonou, condus de artistul local Tchif.
Meschac Gaba, participant la documenta | | in 2002, care a studiat la Rijksakademie
sifn prezent locuieste la Rotterdam, este bine-cunoscut pentru proiectul sau Muzeul
pentru Artd Contemporand Africand. In uttimii ani, el a dezvoltat o serie de proiecte
in Benin; in 2010, a infiintat Muzeul de Arta al Vietii Active (MAVA), o initiativa care
e activa la nivelul orasului. Proiectele sale, care iau forma unor procesiuni si parade
fadind trimitere la festivitdti voodoo si religioase in general, punin discutie posibila relatie
dintre utilizarea traditionald si cea contemporana a spatiului urban. Pentru bienald a
fost organizata o vizitd de grup, pe motociclete, la atelierul sau, unde el instalase bibliote-
ca viitoare a unei imaginare institutii de arta contemporana (,Bibliothéque Pilote”).
Initiative care merg dincolo de lumea artei, imaginind Africa drept o tard si gindind
in termeni panafricani, sint foarte importante. Proiectul Trans-African Road Trip [Expe-
ditia transafricand], parte a initiativei unor fotografi din Nigeria, Invisible Borders [Granite
invizibile], In care artisti provenind din mai multe tari africane traverseaza continen-
tul, a fost deja organizat de trei ori si documentarea sa a fost prezentata in cadrul
bienalei. Pe lingd colabordrile artistice gasim si tineri care, asemenea colegilor lor
de generatie din lumea araba, constientizeaza si luptd pentru drepturile tarilor si con-
tinentului lor. Initiativa No Limit Generation [Generatia fard limite]* indeamna tine-
rii sa fsi asume tineretea, asa cum una dintre ,vocile” lor, poetul local ,slam*? K-Mal
(Kamal Radji), Tn poemul sau ,Assume ta jeunesse”, vorbeste despre drepturi
egale pentru africani si responsabilitate pentru o lume globald. Artistul francez
Jean-Paul Thibeau I-a invitat pe acest tindr sa citeascd impreuna cu el un text la per-
formance-ul sau de la vernisajul expozitiei, in fata instalatiei sale post-Fluxus. Autor
al ,metaprotocoalelor”, o abordare transdisciplinara care cautd in permanenta noi
formate, In acest text el si-a exprimat dorinta de unitate Tntre energille pozitive, indi-
ferent de originea acestora:

... lichem pe cavalerii indrazneti de pe cele cinci continente si in special pe meta-
cavalerul african si pe metacavalerul maur. Visez, de asemenea, ca metasamuraii
ratacitori sa ni se alature [...] Sa ludam sdbiile bucuriei, bolurile de cersetori, lenje-
rille de pat care ne vor fi si giulgiuri. Sa plecam in exod, sa credm metaplute pen-

Place de Martyrs, Cotonou, photo: Toril Johannessen

La solution finale, 2012, diverse materials, detail, Collection Fondation Zinsou,
@ photo: courtesy of Biennale Bénin 2012
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tru a traversa timpuri si oceane de indiferentd... Ne-am scufundat cu totii in lumi
stricate — limba Tnsasi devine un dimp de lupta. Trebuie sa folosim subtilitatea pen-
tru a crea un limbaj metagalactic*.*

Traducere de Alex Moldovan

Note:

| Achille Mbembe, ,On Private Indirect Government", in On the Postcolony, Berkeley, Los Angeles, London,
University of California Press, 2001, p. 66—102.

N

. No Limit Generation este o organizatie nonprofit dedicata tineretului din Africa si din lume. Vrem ca tine-
rii sa recunoascd imensul lor potential si abilitatea de a-si folosi drepturile. Sperdm sa inspiram tinerii sa faca
alegeri mai bune si sd-si foloseasca abilitatea gindirii critice. Ne imaginam o Africd pasnicd si productivd, con-
dusd de tineri care si-au realizat potentialul de lideri. Sintem interesati sd incurajdm responsabilitatea civica
n rindul tinerilor, asa Incit ei sa fie cetdteni mai buni care construiesc comunitati mai bune.” (Sursa: rubrica
Despre, a paginii de Facebook No Limit Generation.)

w

. Gen sistil de poezie recitatd public intr-un format competitional specific, destinatd anume performantei de
acest fel; poetry slam, expresia din care provine numele acestui fel de exercitiu poetic, s-ar putea traduce
ca o ,(luare la) trintd poeticd”. Pentru amdnunte, a se vedea, de exemplu: http://www.poets.org/
viewmedia.php/prmMID/5672. (N. red.)

4. Detaliu din textul performance-ului vorbit Metapluta exodului, de Jean-Paul Thibeau, la vernisajul expozitiei
internationale de la Centrul Cora, In Cotonou.

Graffiti by workshop participants at the entrance of Unik Foundation, Abomey, photo: Toril Johannessen

bedclothes which will also be our shrouds. Let us go into exodus, let
us create meta-rafts in order to cross time and oceans of indiffe-
rence... We are all submerged in broken worlds — language itself

is becoming a battlefield. We must maneuver with subtlety in order
to create a meta-galactic language...”

Notes:

1. Achille Mbembe: “On Private Indirect Government”, in On the Post-
colony, Berkeley, Los Angeles, London, University of California Press,
2001, pp. 66-102.

2. No Limit Generation is a nonprofit organization dedicated to inspiring
the youth of Africa and around the world. “We want young people to
recognize their immense potential and ability and to take hold of their
rights. We hope to inspire young people to make better choices and
to use their critical thinking ability. We envision a peaceful, productive
Africa led by youth who have realized their leadership potential. We are
interested in building civic responsibility among young people so they
will be better citizens building better communities.” (Source: About of
No Limit Generation Facebook page.)

3. Detail from the text of the spoken performance Meta-Raft of Exodus
by Jean-Paul Thibeau at the opening of the international exhibition at
Center Cora, Cotonou, translation: Emma Chubb, with friendly permis-
sion of Jean-Paul Thibeau.

»Ne opunem propriei indiferente.*
Arta, socialism si legaturi comerciale
intre India si Europa de Est

Interviu cu Sumesh Sharma realizat de Mihaela Brebenel

SUMESH SHARMA este curator la Clark House Initiative. Practica i-a fost modelatd de perspectivele cultu-
rale ale istoriei politice si economice. Cercetdrile lui cuprind istoriile comunitdtilor din India, limba, religia si poli-
tica din Africa francofond, precum si identitdtile imigrantilor in Europa. A participat la programul de curatori al
celei de-a doua editii a Bienalei Internationale de la Gwangju, in 2010, in Coreea de Sud, si la prima editie a
ICl Intensive, in Bombay. in 2012 a curatoriat Arranging Chairs for Ai Weiwei, o expozitie de la Clark House,
Canary in a Coal Mine — Prabhakar Pachpute, Visas Revisited — Patil Amol, proiecte solo la Clark House si | C U
JEST la Mandalay Hall, o expozitie colaterald la Bienala Kochi-Muziris. Proletariat Aesthetics, exploreazd ideea
unei estetici artistice inspirate de trecutul comunist, la fel si Zones d'Attentes — Zied Ben Romdhane, in care
se discutd urmarile Primaverii Arabe.

Initiativa Clark House din Bombay este o practica curatoriald legata de un
spatiu care, impartit cu doua muzee si un cinematograf, oglindeste fictiunea a ceea
ce ar putea fi aceste spatii. Odinioard, Clark House a fost sediul unei companii de
cercetdri Tn domeniul farmaceutic, al unui magazin de antichitati, precum si biroul
pentru expedieri al Shipping Thakur Company, care a intretinut legaturi cu tari din
Orientul Mijlociu, Europa de Est si Japonia. Interventiile curatoriale din acest spatiu
sperd sa continue, In mod diferit, aceastd istorie a internationalismului, experimen-
tului si cercetdrii. Aceasta initiativa a aparut in 2010, ca o colaborare curatoriald preo-
cupatd de idei despre libertate.

M-am Intilnit cu Sumesh Sharma si cu Zasha Colah la Cochin [sau Kochi —n. red.],
in primele saptamini ale Bienalei Kochi-Muziris, cind o scurtd conversatie a dezvaluit
istorii fascinante, pornind de la locul in care ne aflam i India si tocmai pind in Roma-
nia. Am incercat sa discutim despre citeva dintre aceste istorii dupd o proiectie spe-
ciald a filmelor Auditii pentru o revolutie (2006), de Irina Botea, si Procesul (2004),
de Mona Vdtdmanu si Florin Tudor; de la Mandalay Hall, in Cochin. Despre alte isto-
rii am discutat intr-o lungd conversatie intr-una dintre fostele case negustoresti si-
tuate Tn centrul acestui oras-port special.

Filmul si salile de lectura comuniste

Mihaela Brebenel =1 in timp ce md gindeam cum sd structurez aceastd conver-
satie, mi-am dat seama cd intrebdrile vor fi dispuse in straturi. lar aceste straturi nu
sint separate, ci interconectate. De aceea, cred cd pe durata ei vom aborda si vom
abandona temele. Poate vom ncepe cu legdtura dintre istoria imaginii in miscare si
mostenirea culturald socialistd din Cochin.

Sumesh Sharma == Cinemaul a ajuns in India acum aproximativ un secol. Si
a adoptat un format foarte popular. Dar mai apar si cameni ca Satyajit Ray. El ince-
pe la Calcutta, cu o practicd avangardista foarte interesantd. O practica similard e ini-
tiatd si in [regiunea] Kerala [unde se afld situat si orasul Cochin —n. red.]. Side ce e

MIHAELA BREBENEL urmeazd un doctorat la Goldsmiths, University of London, pe tema artei imaginii in
miscare si a esteticii si politicii acesteia, cu precadere in cazul lucrarilor de artd video romanesti realizate dupa
1989. Interesele sale de cercetare se articuleaza in jurul diverselor moduri de spectatoriat produse de medii
ce au ca suport ecrane si al proceselor de productie si receptie a imaginilor in miscare. Practica sa in afara mediu-
lui academic, in special impreund cu Ermest collective, se referd la identitati cutturale, notiunea de dérive si metode
psihogeografice critice, prezentdri performative si actiuni sau interventii ce exploreaza configuratille spatiale urbane,
memoria, economiile schimburilor culturale si posibilitatile muncii colective.

scena

I C U JEST exhibition, installation view, Cochin

“THE OPPOSITION IS TO OUR INDIFFERENCE."” ARCHES IN TRADE,
ART AND SOCIALISM BETWEEN INDIA AND EASTERN EUROPE
An Interview with Sumesh Sharma by Mihaela Brebenel

SUMESH SHARMA is a curator with the Clark House Initiative. His practice
is informed by cultural perspectives of political and economic history. His-
tories of communities in India, language religion and politics in Francoph-
one Africa, and immigrant identities in Europe form part of his research.
He was part of the second edition of the Gwangju Biennale International
Curators Programme 2010 in South Korea and the first ICI Intensive in
Bombay. In 2012 he curated Arranging Chairs for Ai Weiwei, an exhibi-
tion at Clark House, Canary in a Coal Mine - Prabhakar Pachpute, Visas
Revisited - Amol Patil, solo projects at Clark House and I C U JEST at
Mandalay Hall, a collateral exhibition of the Kochi-Muziris Biennale.
Proletariat Aesthetics, which explores the idea of an informed aesthetic

in art that arises from a communist past and Zones d’Attentes — Zied Ben
Romdhane, that discusses the aftermaths of the Arab Spring.

Clark House Initiative, Bombay is a curatorial practice about a
place, which in sharing a junction with two museums and a cinema,
mirrors the fiction of what these spaces could be. Clark House was
once an office of pharmaceutical research, an antiques store, and
the shipping office of the Thakur Shipping Company that had links
to countries in the Middle East, Eastern Europe and Japan. Curatorial
interventions in the space hope to continue, differently, this history
of internationalism, experiment and research. It was established in
2010 as a curatorial collaborative concerned with ideas of freedom.

I met Sumesh Sharma and Zasha Colah in Cochin, in the first weeks
of the Kochi-Muziris Biennale, when a short conversation revealed
fascinating histories arching from the very place we were in India
and all the way to Romania. Some of these histories we tried to fur-
ther discuss after a special screening of Irina Botea's Auditions for

a Revolution (2006) and Mona Vatamanu and Florin Tudor’s The Trial
(2004) at Mandalay Hall, in Cochin. Others, we explored through

a long conversation in one of the former trading houses situated

in the centre of this special port-city.

MIHAELA BREBENEL is a Ph.D. candidate from Goldsmiths, University

of London, working on the politics and aesthetics of moving image art
and focusing on the study of Romanian film and video works produced
after 1989. Her research interests formulate around the different modes
of spectatorship enacted by screen-based media and the processes

of production-reception of moving images. Mihaela's practice outside
academia, especially within Ernest collective, reflects on cultural identity,
the notion of dérive, critical psychogeographical methods, performative
lectures and actions/interventions exploring configurations of urban
space, memory, cultural exchange economies and the possibilities of col-
lective work.
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Htein Lin
1 C U JEST Installation

initiatd de fapt aceasta practica? Este o intrebare mereu prezentd, deoarece acestia
sint regizori care au abordat subiecte autohtone, cum ar fi sistemul de caste, drep-

turile femeilor. Si mai e un tip pe nume John Abraham. E un regizor avangardist care

a locuit la Fort Cochin ceva timp. Nu multi stiu de el, dar a facut flme foarte inte-

resante, de avangarda si foarte critice, dar care si-au gasit, de asemenea, un public.

{si finanta filmele printr-un fel de finantare publics, mergind prin sate si stringind bani.

=1 Cum di dflat de aceastd practica?

= Cind lucram la teza mea, am vorbit cu o multime de artisti de aici si ei imi vor-

beau Tntruna despre un colectiv cinematografic numit Colectivul Odessa', care a
avut un efect foarte profund asupra artelor plastice si, intr-un sens, asupra practi-
cilor tinind de film. Am intrebat de unde a pornit. Se pare ca a pornit de la lectu-
ra de carti. O multime de tineri au dat, n timpul scolii, peste benzi desenate sau

literaturd care fusese subventionatd si vindutd de Partidul Comunist pentru ca
oamenii sd fie indoctrinati cu aceastd propaganda comunista. Dar asta le-a oferit acces
la Lev Tolstoi si la multi scriitori din intreaga lume, cum ar fi Maxim Gorki. Dar ei

au cdpatat si acces la multe carti cu imagini, care pe atunci nu erau foarte popula-
re in India.

r=1 Sd mai vorbim despre aceastd istorie a imaginii in miscare. Mi-ai spus cd John Abra-

ham, impreund cu Colectivul Odessa, a fdcut un film, de fapt un performance stra -
dal, care a dus la redlizarea filmului Game of Dogs [Jocul ciinilor]. Asta se intimpla
in 1984. A fost vorba de o prezentd in stradd si de un performance stradal. Acum dis-

cutdm despre cum acest tip de eveniment public din anii 1 980 a fost legat de o vigu -
roasd culturd a lecturii, una care a format o mare parte din practicile artistice. Dar
ceea ce a mai rdmas si ceea ce face legdtura cu comunismul — singurul lucru pe care
l-am observat la inceput, doar plimbindu-md pe strdzile din Cochin — sint sdlile de lec-
turd. Desigur, este foarte usor sd iei doar aceastd legdturd si sd-ti imaginezi cd poti
produce o multime de povesti din ea, dar dacd faci legdtura intre aceste conversatii,

ceea ce mi se pare interesant este ideea publicului participant. Se pare cd aceste spatii
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Film and the Communist Reading Rooms

Mihaela Brebenel =+ When thinking how to frame this conversa-
tion, I realized that the questions will come in layers. And these
layers are not separate, they interconnect. Therefore, I think we will
be dlipping in and out of topics as we go along. Maybe start with this
link between the history of moving image and the socialist cultural
heritage of Cochin.

Sumesh Sharma = Cinema came to India about a century ago.
And it took on a very popular format. But in some places, you see
people like Satyajit Ray. He starts off in Calcutta with a very interest-
ing avant-garde practice. A similar kind of practice begins in Kerala.
And why does this practice actually begin? You are always wonder-
ing because these are directors who were discussing vernacular sub-
jects, like the caste system, the rights of women. So, there’s a guy
called John Abraham. He is an avant-garde director and he was
based in Fort Cochin for some time. Not many people know of him
but he made really interesting films that were avant-garde and
entirely critical but they also found an audience. And he would fund
these films through a kind of crowd-funding, where he would go

to villages and collect money.

=1 How did you come to know of this practice?

= When I was doing my thesis, I was speaking to a lot of artists
here and they always spoke about this moving image collective,
called the Odessa Collective', that had a very profound effect on

the fine arts and in a sense, on movie practices. I asked where did it
come from. Apparently, it came from this idea of reading books.

A lot of young people, when in school, came across comics, or litera-
ture that was being subsidized and sold by the Communist Party for
people to be indoctrinated with this kind of communist propaganda.
But what it gave them, was access to Leo Tolstoy and to many writers
from around the world, like Maxim Gorky. But they also had access to
many books with images, which weren't that popular then in India.
=1 Let’s talk more about this moving image history. You told me
John Abraham, together with Odessa Collective made a film, actually
a street performance, that led to the making of the film Game of

I C U JEST Exhibition at Mandalay Hall, installation view

au un anumit caracter public, care rezoneazd cu aceste istorii ale productiei in cola-

borare.

=3 Atunci cind vorbim despre ideea de productie a lui John Abraham, eu o inte -
leg, de fapt, in sensul cd el nu obligd publicul s ia parte la proiectul lui. Sint con-

vins cd a mers si le-a explicat ce fdcea, iar ei au devenit o parte a filmului sau. Nu

a trebuit sa construiascd un platou de filmare propriu-zis. lar cind vorbim despre

sala de lecturd, e interesant ca si proiectiile se organizeaza acolo.

=1 Asadar, actorii se puteau vedea in aceste proiectii? Atunci, ei jucau un rol foarte

interesant avind In vedere cd, pe de o parte, existd materialul ,static” din sdlile de lec-

turd — text si imagini —, pe care I-ai gasit si care a avut o anumitd influentd asupra
unei generatii de artisti, in formarea practicii lor, dar a avut, fard indoiald, si un rol in

cresterea ratei de dlfabetizare din [statul] Kerala pind la cel mai inalt nivel din toate
statele Indiei (peste 90%, deopotrivd pentru cetdtenii de sex masculin si cei de sex
feminin?). Apoi, putem vorbi si de productia publicd si de accesul la imagini in miscare,

sdlile de lectura devenind un spatiu destinat participdrii.

== Da, am vizionat si eu citeva filme n aceste spatii. Ei ficeau proiectii in aceste

sdli de lecturd in tineretea mea, folosind aparate video.

r=1 Ce ai viizut? lti amintesti?

= Odatd am vazut un film despre... se chema oare Vidheyan? Nu stiu dacd era
facut de Adoor Gopalakrishnan sau de un alt regizor de film din Kerala, n orice caz

era despre relatia dintre un stapin si omul sau bun la toate. Este un film foarte impor-

tant si abordeazd exploatarea celor saraci. Si a fost ceva uimitor! Venisem de la Bom-

bay din vacanta — trebuie sa fi fost prin 1997 —, iar in Bombay, trebuie spus, exista
0 anumitd stratificare sociald. Cultura este consumatd in functie de clasd. Aici (in Kera-
la) eram un tindr care putea avea acces la multe fatete ale [interferentelor] culturii
si clasei, nu ma inhiba nimic. Stii, cind esti copil, clasa este o realitate dureroasa cu
care trebuie sa te Impaci. E posibil sd n-ai cu cine te juca si n-o poti face cu orici-
ne atunci cind exista o impartire pe clase...

scena

Dogs. That was in 1984. It was a presence in the streets and a per-
formance out in the streets. We are discussing now how this kind

of public event happening in the 1980s was connected to a strong
reading culture, one which informed much of the artistic practices.
But what is left now and what makes a link to communism - the only
thing I could observe first, just by exploring the streets of Cochin —
are the reading rooms. Of course, it is very easy to take just that one
link and imagine you can unpack a lot of histories from it, but if you
link these conversations, what is interesting to me is the idea of the
audlience which steps in. There seems to be a certain publicness

to these spaces, which resonates with these histories of collaborative
production.

= When you talk about John Abraham'’s idea of production, I really
understand it in the sense that he is not forcing the audience to be

a part of his project. I'm sure he went and explained to them what he
was doing and they became a part of his film. He didn’t have to build
an elaborate set. And when you talk about the reading room, what is
interesting is that screenings would be organized there as well.

=1 Then, the performers would have been able to see themselves
in these screenings? This is a very interesting role they played then,
as on the one hand, there is the ‘'static’ material in the reading rooms
— text and images — which you found had an influence on a genera-
tion of artists in forming their practice, but also arguably had a role
in raising the literacy rate in Kerala to the highest of all India states
(over 90% for both male and female citizens’). Then, there seems to
be the public production and access to moving images, the reading
rooms becoming a space for participation.

= Yes, I watched a few films myself in these spaces. They used to
do screenings in these reading rooms when I was young, with video
cassette players.

=1 What dlid you watch? Can you remember?

== Jwatched a film once about... it was called Vidheyan? I don't know
if it was by Adoor Gopalakrishnan or another of the movie makers in
Kerala and it was a relationship between a master and his handyman.
It's a very important work and it looks at the exploitation of poor
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= §i o impdrtire pe caste?

= Da, si o Impartire pe caste. Stii, nu-ti poti chema prietenii acasa. Apoi, n India
oamenii aproape nu se pot curta in afara propriilor caste. Dar in Kerala n-am vazut,
nici pind in momentul de fatd, o stratificare a interactiunii sociale. Oamenii din dife-
rite comunitati si spatii s-au bucurat de aceleasi lucruri. Aici, asta face parte din isto-
ria locului.

=1 Crezi cd astfel de spatii egalitare reflectau pur si simplu o ideologie comunista?
=3 Unul dintre filmele Iui John Abraham este despre un mdgar intr-un complex
de locuinte brahman!® Are un titlu foarte gorkian... Vorbesti despre un magar in niste
locuinte brahmane, deci discuti problema castelor... Nu am vazut filmul, dar pot
sa nteleg despre ce e vorba, despre ce e vorba in discutie. Deci, e clar ca ei nu
vizau Hollywoodul. Ei cautau o alternativa.

=1 S-au produs numeroase lucrdri politice in aceastd perioadd?

= Da, si acest tip de societate... Trebuie sa ntelegi, oamenii incd nu isi pierduse-
ra speranta in comunism. Eiincd credeau ca trebuie sa construiascd o baza cultu-
rala pentru revolutie, pentru preluarea totald, ntelegi? Apoi, avem razboiul dintre
China si India din 1961, care i sileste sa ia In considerare aceasta alternativa, care
se lipseste de comunismul chinez si, de asemenea, de cel rusesc...

=1 Acesta e momentul in care Partidul Comunist s-a scindat in maoist si marxist?
= Da. Apoi, cineva precum Ceausescu devine un conducdtor foarte important,
deoarece se opune invaziei rusesti a Pragai. Siin familia mea se stiu lucrurile astea
prin intermediul unor mementouri vizuale de pe urma unor caldtorii facute acolo.
lar asta a fost cu succes prezentat oamenilor din punct de vedere vizual. Existau
postere, de exemplu, cu Jawaharlal Nehru si Ceausescu.

Relatiile comerciale

=1 Discutdm in acest moment despre incd un strat, cel al relatiilor comerciale?
=3 Unntreg climat ia nastere din acest schimb de informatii literare legate nu doar
de o ideologie politicd, ci si de comert. Era pe vremea Iui Nehru, Tntiiul prim-minis-
tru al Indiei, care Tsi dorea cu adevarat acest tip de Tntelegere socialista utopica a
nealinierii. Deci el a inceput sa cladeasca aceste aliante, n special cu oameni ca
Ceausescu, Tito etc., dar si un mecanism comercial. Asta pentru ca, trebuie sd intele-
geti, tocmai scdpasem de o putere coloniald si incercam sd ne facem prieteni.
=1 \brbesti despre perioada dintre anii 1960 si 19707

= Camintre 1950 si 1979. Intreg comertul cu ceai se baza pe exportul in Uniu-
nea Sovieticd, n fostele state sovietice si in Europa de Est. Pe de alta parte, asta a
fost posibil pentru ca nu ne aflam in competitie cu nimeni! Trimiti ceai si obtii trac-
toare din Romania! Trimiti ceai si obtii arme din Ucrainal Nu e vorba cd oamenii
s-ar fi imbogatit, dar era un sistem socialist, confortabil. Si am crescut intr-o fami-
lie care chiar lua parte la acest comert si era aliniatd ideologic in sensul acesta.
=1 Mult din asta trecea prin Cochin, oras-port?

= Cochin a fost unul dintre cele mai proeminente porturi chiar inainte de libe-
ralizare. Daca privim India dupa cistigarea independentei, avem perioada socialista,
perioada de liberalizare, care incepe dupa 1989, si apoi perioada de dupa 1992.
=1 Atunci a incetat comertul cu tdrile din Europa de Est?

= Acesta s-a Incheiat cu totul in 2000. El a Inceput sd schiopateze in 1994, in mo-
mentul producerii tuturor modificarilor si al aparitiei unui nou sistem economic. Cind
s-au retras toate companiile romanesti. Acelasi lucru s-a intimplat n relatia cu
companiile cehoslovace: au incetat sa lucreze cu noi imediat ce au devenit libere,
deoarece puteau cumpara ceai din China sau de oriunde altundeva.

E foarte amuzant cd bunicul meu obisnuia sa spuna: ,O, Nicolae Ceausescu, ce mai
om! Am fost acolo la el si si-a scos ceasul si mi l-a dat mie!” Si e foarte ciudat, caci
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people. And this was something pretty amazing! I had come from
Bombay from holidays — this must have been in around 1997 - and

in Bombay there is a certain social stratification. Culture is consumed
according to your class. Here (in Kerala), I was a young man who
could participate in many facets of culture and class, it wasn't some-
thing that was inhibiting me. You know, when you're a child, class is
a painful reality that you might have to negotiate. You might not be
able to play with anyone and everyone when there is a class divide...
=1 Caste divide as well?

= Yes, caste divide as well. You know, you can't call your friends
home. And people may not even date across classes in India. But in
Kerala, I didn't see even until now, the stratification of social interac-
tion. People from various communities and spaces were enjoying the
same thing. This is part of the history out here.

=1 Were such egalitarian spaces simply reflecting a communist ide-
ology, you think?

== One of John Abraham’s works is about a donkey in a Brahmin
housing complex!* It's a very Gorky title...You are talking about

the donkey in Brahmin housing society, so you are debating caste...

I have not seen the film, but I can understand what is coming out

of that, that conversation. So, they obviously weren't looking
towards Hollywood. They were looking for an alternative.

=1 Did a lot of political work come out of that period?

== Yes, and that kind of society... You have to understand, people
have not yet despaired of communism. They still thought that they
had to build a cultural basis to that revolution, to that total take-
over, you know? Then you have the Chinese-India war in 1961, which
forces them to look at this alternative, which is devoid of Chinese
communism and also devoid of Russian...

r=1 This is when the Communist Party splits into the Maoist and
Marxist?

= Yes. Then, a person like Ceausescu becomes a very important
ruler because he stands up to Russia’s invasion of Prague. And that is
something my family knows as visual reminders of them being there.
And it was very well sold to people in visual terms. Posters were
coming in, of Jawaharlal Nehru and Ceausescu, for example.

Trading Relations

=1 At this point, are we discussing an extra layer, that of the trade
relations?

== An entire climate arises from this exchange of literature informa-
tion linked not only to political ideology but also to trade. You had
Nehru, the first prime-minister of India, who really wanted this kind of
utopian socialist understanding on non-alignment. So, he started
building these alliances, particularly with people like Ceausescu, with
Tito etc. But also a trade mechanism. Because, you have to understand,
we had just lost a colonial power and we were trying to find friends.
=1 You are talking about a period between the 1960s and 1970s?
= 1950s to 1979 roughly. The whole tea trade ran on the export
to the Soviet Union, ex-Soviet states and Eastern Europe. However,
that was possible because we weren't competing with anyone! You
sent tea, and you get tractors from Romania! You sent tea, and you
get arms from Ukraine! It was not that people got rich, but there
was a socialist, comfortable system. And I grew up in a family that
actually was a part of this trade and they were ideologically aligned
to this.

=1 Most of this was happening from Cochin, itself a port-city?

= Cochin was one of the prominent ports just before liberalization.
If you look at India from Independence, then you have this socialist
period, the liberalization period which starts after 1989 and then
1992 steps in.

r=1 [s that when the trade stopped with the Eastern European
countries?

=3 In 2000, it totally ends. It starts wearing off in 1994, the minute
you have all the changes and a new economic system. When you
have all the Romanian corporations coming in. The same thing hap-

Htein Lin
Dream of a Gun-Tree Revolution installation, Mandalay Hall, Cochin

oameni ca bunicul meu nu au facut niciodatd bani din comertul cu Romania. Dar
ei au Tncercat incontinuu s3 clideasca o relatie. Imi spunea povesti. La inceput tri-
miteau telegrame. Am avut un aparat telex urias la Clark House.

=i |n Bombay?

= Tn Bombay, unde e spatiul nostru. Unde e spatiul de birouri al Initiativei Clark
House. Deci romanii intrebau ,Care este pretul?” Pretul se stabilea, sa zicem, la
un dolar. Bunicul meu mergea apoi la Bucuresti, unde era iarmnd si foarte, foarte frig.
Ei intrau Tn niste uriase sdli de ntilniri si toatd lumea sedea Tn jurul unei mese. Si,
evident, pentru un indian, ¢ind sint minus 25 de grade sau pe-acolo, e foarte, foar-
te frig! Si le ofereau vodca. I pahare, s-o dea duscd! La ora 8.30 dimineata! Si‘in
hotelul unde erau cazati de romani, nu exista apa caldd dimineata, iar laptele era
congelat. Deci ei spuneau: ,Sa incepem negocierile de la 45 de centi”. lar nego-
ciatorii erau niste duril Ajungeau la 90 de centi pina la urma sau la un dolar. Dar
de fiecare data ei trebuiau sa treaca prin acest ritual.

Si apoi, cind mergeau acolo, bunicul meu ducea lucruri pe care sa le imparta tutu-
ror, drept cadou, iar oamenii le ofereau, la rindul lor; daruri. La mine acasa, o buna
parte din povestea asta este gravata in daruri.

r=s [ti mai amintesti ce erau?

= Am avut o multime de obiecte de cristal, venite din multe tari, cristaluri de Boe-
mia... Am daruit un elefant guvernului cehoslovac si ei ne-au dat un vas imens de
cristal. De la guvernul roman fmi amintesc ca am primit un tractor... numit Roman?...
Era cel mai avansat tractor din acea vreme. L-am pdstrat pind de curind. Era o masi-
narie imensa.

pened in relationship with the Czechoslovakian companies: they
stopped working with us the minute they became free because

they could buy their tea from China or elsewhere.

It's really funny how my grandfather would say “Oh, Nicolae Ceau-
sescu, what a man! I went there and he removed his watch and he
gave me the watch!” And it's very weird, as people like my grandfa-
ther had never made money in Romania. But they were always trying
and trying to build a relationship. He would tell me stories. First they
would send telegrams. We had a huge telex machine in Clark House.
=1 In Bombay?

== In Bombay, where our space is. Where Clark House Initiative
shares office space with. So, the Romanians would ask “What is the
price?” The price would be decided at say, 1 dollar. My grandfather
would then go to Bucharest and it would be winter and really, really
cold. They'd go into these huge meeting rooms and everyone would
be sitting around a table. And obviously, for an Indian, it's minus 25
degrees or so, it's really, really cold! And so, they would offer them
vodka. Shots, to drink! At 8.30 in the morning! And in the hotel where
they were being hosted by the Romanians, there was no hot water

in the morning, the milk was frozen. So, they would say “Let’s start
negotiating at 45 cents”. And the guys who would negotiate would
be these really tough guys! They would come to 90 cents by the end
of it, or 1 dollar. But every time, they had to go through this ritual.
And then, when they went there, my grandfather would be carrying
things to give to everyone, as a gift and people would also give them
gifts. If you go to my house, a lot of this history is etched in gifts.

r=1 Do you remember any of these?

== We had a lot of crystal that came from many of the countries,
Bohemian crystal... We gifted an elephant to the Czechoslovakian
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Despre practica curatoriala

=1 Asadar, ai aceste amintiri personale sau aceastd investire personald sau, pur si
simplu, prin faptul cd folosesti un spatiu de birouri care a apartinut bunicului tdu, spa-
tiul in sine are toate aceste trimiteri la un trecut socialist si comercial. Md intrebam
cum, pe de o parte, se reflectd asta in practica ta de la Clark House, intr-o echipd
curatoriald cu Zasha Colah, si cum lucrati cu artistii?

== Evident, trecutul socialist al acestor popoare a creat cei mai sinistri dictatori,
cum ar fi Nicolae Ceausescu. in Republica [Socialistd] Cehoslovacd, a existat un regim
opresiv si, in cele mai multe locuri, a fost extrem de dificil sa faci fatd. In calitate de
curatori, Zasha si cu mine am simtit cu adevarat lipsa reald a internationalismului
n India, I sensul cd acum sintem un fel de stat-client al Statelor Unite, asa ca fi copiem
foarte mult Tn stilul nostru de viatd. Dar prin asta am incetat sa recunoastem dife-
renta si am devenit foarte omogeni! Si acest lucru este oarecum sufocant! Si tratdm
trecutul socialist de parca am dori sa-I stergem, si nu stiu ce s-ar fi intimplat daca...
= (ind spui asta te referi la India (desi e foarte greu sd vorbesti despre India in gene-
ral) sau la modul in care aborddm trecutul socidlist la nivel international?

== S la nivel international existd o dorintd de a sterge cu buretele, aproape ca pe
0 existentd ratata: o atitudine de genul e timpul sa ne aldturam acum celorfalti“...
=1 A te confrunta cu aceste chestiuni in fostele tdri comuniste ale Europei de Est si
a te confrunta cu ele in India poate fi diferit. Mda gindesc doar cd, de exemplu, in Benga -
lul de Vest Partidul Comunist a incetat sd mai fie la putere doar de putin timp, si la
fel aici, in Kerala... E un trecut foarte recent si foarte specidl.

= Aidi intervine contextul: Partidul Comunist a pierdut alegerile de anul trecut
de aici, din Kerala. Beneficiile de pe urma guvernarii comuniste sau socialiste... —
Nnu pot spune cd este un adevarat partid comunist, e mai degrabd un partid socia-
list influentat de comunism, care recunoaste, de asemenea, existenta un sistem capi-
talist, Intelegi? Oamenii au trecut peste aceastd cadere a comunismului destul de
rapid, fard ca mdcar sa stie ce s-a schimbat. Ei au fost doar minati dintr-o camera
ntr-alta, fara ca macar sa stie de ce au plecat dintr-o camera care nu e dotatd cu
aer conditionat intr-o camera care este dotatd cu aer conditionat. Nu exista niciun
transfer emotional in cadrul acestei schimbari, ei doar au fost impinsi n ea, Tntr-
un fel.

=1 Cum se mai raporteazd la asta comertul, in special in Kerala si, in mod particu-
lar, in Cochin?

== Chiar si astazi, sintem clientii unui anumit gen de negot. Primim bani de dinco-
lo de Marea Arabiei, din Golf. Stii, patru milioane de keraliti muncesc in Emirate-
le Arabe Unite, deci, in acest context, comertul nu tine, de fapt, de o anumita
cronologie [istoricd]. lar in prezent Kochi este locul in care ajunge toata cheresteaua
din Burma, e reetichetata si reexportata drept cherestea din Kerala. Ai nteles in
ce fel comertul a luat o alta forma? Chiar daca sintem acum liberi si nealiniati...
=1 Asta ne trimite la un aspect al expozitiei | C U JEST pe care Initiativa Clark House
o curatoriazd aici, la Cochin, la Mandalay Hall. Expozitia vizeazd multiple aspecte,
cum ar fi relatiile comerciale ale Indiei cu Burma, dar si relatiile guvernului indian cu
refugiatii din Burma, rezistenta din Burma si luptdtorii de gherild, din rindul cdrora artis-
tul si fostul detinut politic Htein Lin a fdcut parte in 1988.

= O culoare omniprezenta in aceastd expozitie este culoarea rosie. In Burma,
in jurul oricarei expozitii care e pusd pe picioare se formeaza un sentiment de grup
sau colectiv. Si cind ei (Junta) vad rosu, cer ca lucrdrile sa fie inlaturate, datorita aso-
cierii culorii cu miscarea comunista. Dupa cum stii, Partidul Comunist din Burma
este unul dintre cei mai proeminenti si mai puternici adversari ai Juntei.

=1 Ajvdzut aceastd expozitie ca pe un act de opozitie? E limpede cd esti constient
de toate aceste aspecte.
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government and they gave us a huge crystal bowl. From the Roman-
ian government I remember we received a tractor, called the
Roman? It was the most advanced tractor of that time. I mean,

we had it until recent. It was a huge machine.

On Curatorial Practice

r=1 So, you have these personal memories or this personal invest-
ment or simply the fact that you are using the space which was your
grandfathers’ office, the space itself has all these arches, into a social-
ist past and trading past. I was wondering how, on the one hand,
does that reflect back into your practice with Clark House, in a cura-
torial team with Zasha Colah, and how you work with artists?

= Obviously, the socialist past of these nations has created the
worst dictators, like Nicolae Ceausescu. In the Czechoslovakian
Republic, you had an oppressive regime and in most of the places

it was extremely difficult to deal with. As curators, Zasha and I really
felt there is a real lack of internationalism in India, in the sense that
now we are kind of a client state of the United States, so we repli-
cate it a lot in our lifestyle. But in that format we stopped recogniz-
ing the difference and we became very homogeneous! And this is
something somehow suffocating! And we deal in the socialist past in

a kind of want to erase it, and I don’t know what might have come fif...
=1 When you say this, do you mean Indlia (although it can be very
hard to speak of India as a whole) or how we deal with the socialist
past internationally?

= Internationally also, it's a desire for erasure, almost like a kind
of a looser-ish existence: it's time that you now join the rest... sort of
attitude.

=1 Dealing with these issues from former communist countries in
Eastern Europe and dealing with these issues in India can be differ-
ent. I'm just thinking that, for example, in West Bengal the Communist
Party has just a while ago stopped being in power and here in Kerala
as well... It's a very recent past and quite distinct.

= Here is where the context comes in: the Communist Party lost
the elections last year out here in Kerala. The benefits that have
come from the communist rule or the socialist rule — I can't say it's

a really Communist Party, it's more a communist-informed socialist
party, which also recognizes a capitalist system, you know? People
have moved on with this fall of communism with a kind of speed,
without even knowing what has changed. They have just been herd-
ed from one room to the other, without even knowing why they have
gone from a room that is not air conditioned, to a room that is air
conditioned. There is no emotional transfer of this change, they just
have been pushed into it in some senses.

Htein Lin

I C U JEST installation detail, trying to type “justice” would ever only spell “outrage”
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== Ne opunem propriei indiferente. Motivul pentru care am dorit sa vorbim des-
pre Burma este acela ca India este indiferentd fatd de unul dintre cei mai mari vecini
ai sdi. E o tard vecind mai mare ca Sri Lanka, Nepal sau Bhutan, dar avem legaturi
cu acele natiuni si sintem complet indiferenti fata de Burma. Cu exceptia unei legdturi
economice si militare foarte puternice pe care o avem cu aceasta tard. Oameni-
lor de pe stradd nu le pasa de asta. Sint sigur ca daca fi intrebi pe indieni care e capi-
tala Burmei, n-au nici cea mai vagd idee. Deloc! Ei nu au nici cea mai vaga idee ce
se Intimpld cu Aung San Suu Kyi, cine este ea.

=1 De ce 0 expozitie despre aceste chestiuni la Cochin?

== Existd un internationalism foarte interesant, un fel de nostalgie poetica aflata in
joc aici. Venim la Mandalay Hall si apoi ne ntrebdm cum de e posibil sa facem aceasta
expozitie despre Burma tocmai in contextul de la Cochin. Siapoi ne gindim la ideea
de refugiat, Cochin fiind un port comercial, unde se refugiaza toati lumea. li avem
pe konkanii care au venit din Goa, dupd inchizitia portugheza, exista comunitati cresti-
ne care vin aici, evrei care vin dupd prima demolare a Templului din lerusalim si
pind recent, apoi inchizitia spaniold...

Un alt aspect este comertul cu lemn de la Cochin, cu cherestea, care este trimisa
ca lemn indian. India are de gind sa investeasca o multime de bani in exploatarea
mineralelor din Burma, a gazelor, de exemplu. Acest subiect nu va fi usor de dis-
cutat pentru multi oameni, dacd ar fi sa discuti aceste lucruri in public. Dar India
ncearca sa facd un exercitiu de relatii publice: popor birmanez, sintem prietenii vostri
intru dezvoltare. Ei bine, am vazut cum stau lucrurile fn Burma, eram acolo doar
pentru a exploata si nimic altceva. N-a fost ceva diferit sau mai bun, doar un plan
elaborat de a exploata un popor. Si eu chiar simt ¢ tradam ratiunile din spatele inde-
pendentei noastre, nu numai din punct de vedere al libertatii de exprimare si asa
mai departe. Sd ldsdim asta la o parte! Dar devenind un fel de forta imperialistd, tradezi
lucrurile in care a crezut Gandhi.

= Crezi cd intr-un fel e vorba de o inversare a trecutului colonial? Are cumva asta
de-a face cu o rasturnare de putere?

= Nu stiu. Pe dnd eram condusi de puterile coloniale, faceam acelasi lucru. India
era formatd pe atunci din mai multe state care faceau acelasi lucru, impreund cu
britanicii, unor popoare mai mici, unor state mai mici. Acum facem din nou asta
unor tari mai mici. Istoria se repeta cumva. Tntr-un fel, am fost cei achizitionati si
am devenit achizitorii.

=1 Organizarea de expozitii este, atunci, un act politic?

= Acesta este un act politic.

= Gratie contextului?

=3 Pentru noi, ideea de productie este aceea a unui act politic. In sensul 3 atunci
cind se lucreaza la producerea unei expozitii, exista multe nuante si acte care fac
expozitia noastrd acceptabild. Se intimpla multe lucruri in timpul productiei. De
exemplu, implicdim deliberat o multime de oameni din zona, din acest context.
Ei vin si dintr-odata si-o apropriazd, deoarece ne ajuta sa producem expozitia.
Mergem la lucrdtorul in cositor, care a facut stencilul de afard pentru Clark House,
si el intelege de ce avem nevoie de acesta —in engleza, malayaleza [limba locala
din Kerala — n. red.], hindi si urdu. Existd un fel de act politic cert, constient, cind
producem. De asemenea, in sensul ca ,producem* artisti mai tineri care lucreaza
cu noi, care ar fi putut ramine doar ca niste oameni platiti, care au facut ceva si
apoi au plecat, intelegi? Dar asa, ei lasa urme recognoscibile asupra intregului pro-
iect.

r=1 [xpozitia voastrd este un eveniment colateral in Bienala Kochi-Muziris, promo-
vatd drept prima bienald din India. Ce conversatie se leagd intre acest context si Man-
dalay Hall?

Htein Lin
Performance part of I C U JEST exhibition, Cochin

=1 How is trade still connecting to this, especially in Kerala and par-
ticularly in Cochin?

= Even today, we are clients of a trade. We are receiving money
from across the Arabian Sea, from the Gulf. You know, 4 million
Malayalis work in the United Arab Emirates, so in that context trade
does not really have a timeline. And now Kochi is a place where all
Burmese timber is coming and getting re-stamped and exported as
timber from Kerala. Do you understand how trade has taken another
fashion? Even though we are now free and we are not aligning...
r=1 This leadss us into an aspect of the exhibition I C U JEST that
Clark House Initiative curates here in Cochin, in Mandalay Hall. The
exhibition deals with multiple aspects, like the trade relations India
has with Burma, but also with the Indian government’s relations with
the Burmese refugees, with the resistance in Burma and the guerrilla
fighters, of which artist and former political prisoner Htein Lin was
apart of, in 1988.

== A colour that you would always see in this exhibition is red.

In Burma, where an exhibition starts, a sense of group/collective
comes in. And when they (the Junta) see red, they ask for the works
to be pulled down because of the association with the communist
movement. As you know, the Communist Party in Burma is one

of the most prominent, powerful opponents of the Junta.

r=1 Have you envisaged this exhibition as an oppositional act - obvi-
ously you are aware of all these aspects?

= The opposition is to our indifference. The reason we wanted

to speak about Burma is that India is indifferent to one of its largest
neighbours. It's a larger neighbour than Sri Lanka, Nepal, or Bhutan
but we are involved with those nations and totally indifferent to
Burma. Except for a very strong economic and military tie that

we have to the country. People on the street don't care about it.

I'm sure, if you interview Indians about the capital of Burma, they
have no clue what the name is. Nothing! They won't have any idea
of what's happening with Aung San Suu Kyi, who she is.

=1 Why an exhibition on these issues in Cochin?
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Mandalay Hall in Jew Town, Cochin

= Dacad e vorba de Burma, am lucrat la mai multe expozitii care au fost un fel
de indicii vizuale si au construit un context pentru aceastd expozitie din cadrul bie-
nalei. Citeodata am lucrat, intr-un fel, cu istoria artei moderniste din Burma, pen-
tru cd am simtit cd trebuie sa patrundem intr-un context mult mai profund pentru
afiin masura sa prezentam asa ceva. Nu putem sari pur si simplu in caruta conve-
nitd a contextului politic. Sa stii @ in ultimele sase, sapte luni am lucrat la diferite
expozitii care au de a face cu Burma. O multime de lucrdri pe care le vezi in aceastd
expozitie au un soi de abordare realistd care vine dintr-o traditie a disputei, iar n-
tr-o expozitie anterioara poti vedea lucrari care reprezintd un fel de abstractiune
care vine de la... vine de la litere, de la o caligrafie birmand. De ce anume? Si de
ce este important performance-ul? De ce e important teatrul? Acestea au fost
chestiuni care necesitau o patrundere mai intima a lucrurilor cu care avem de-a face.
Noi, In calitate de curatori, ne simteam responsabili pentru ca, atunci cind lucrezi
cu un context politic, ceea ce se ntimpla este ca oamenii se pot ralia pripit unei pozitii,
sprijinind tabara gresitd.

=1 |n sfirsit, ce pdrere ai despre pozitia ,postcuratoriald” adoptatd de bienald, asta
insemnind cd nu existd niciun curator-vedetd al evenimentului, ci o echipd condusd
de un director artistic?

=2 M se pare ca ,postcuratorial” este mai mult un cuvint folosit ca o chestie de
orgoliu nemasurat pentru a justifica un fel de mecanism al pietei si disponibilitatii resur-
selor, o incapacitate a vremurilor de concentrare reald si o supralicitare a ambitiei
multor artisti. Cred cd, cu exceptia cftorva artisti din bienald, cum ar fi Joseph Semah,
contextul din Cochin este complet ignorat in economiile de productie. Ceea ce
se Intimpld cu adevarat in bienald e faptul ca artistii-superstaruri au avut prioritate
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== There is a very interesting internationalism, a kind of poetic nos-
talgia at play here. We come into Mandalay Hall and then we wonder
ourselves, how is it possible that we can do this Burmese exhibition
within the context of Cochin? And then we think about the idea

of refuge, Cochin being an entrepét this port of trade, where every-
one takes refuge. You have the Konkanis who come from Goa, after
the Portuguese Inquisition, there are Christian communities who
come here, Jews coming after the first demolishing of the Temple

in Jerusalem and until recent times, then the Spanish Inquisition...
Another aspect is the trade of wood from Cochin, of timber, which is
being sent as Indian timber. India is going to invest a lot of money
into exploiting minerals in Burma, for gas, for example. This is not
going to be a comfortable subject to discuss for many people, if you
were to discuss these things publicly. But India is trying to do a PR
exercise: the Burmese people, we are your friends in development.
Well, I saw it in Burma, we were there just to exploit and nothing
more. It was nothing more or better than an elaborate plan to
exploit a nation. And I really feel that we are betraying the reasons
for our independence, not only from the viewpoint of freedom of
speech and all that. Forget that! But, by becoming a kind of imperial-
istic force, you are betraying what Gandhi stood for.

=1 Do you think this is a reverse of the colonial past in a way? Does
it have anything to do with an idea of tipping the power?

=3 [ don't know. When we were in the rule of the colonial powers,
we were doing the same thing. India was many states then and they
were doing this, with the British, to other smaller nations, smaller
states. Now, we are doing it again to smaller countries. There is

a kind of repetition in history. In some way, we were the acquisition
and we have become the acquisitioners.

=1 Then, making shows is a political act?

= [t is a political act.

=1 By context?

= For us, the idea of the production is that of a political act. In the
sense that when we are working on producing an exhibition there
are many nuances and many acts that make our exhibition accept-
able. A lot happens during production. For example, we involve a lot
of people, out of purpose, from the neighbourhood, from the con-
text. They come in and they suddenly take up ownership because
they are helping us produce the exhibition. We go to the tin-worker,
who has made Clark House's stencil outside, and then he under-
stands why we need it in English, Malayalam, Hindi and Urdu. There
is a kind of definite, conscious, political act when we are producing.
Also, in the sense that we “produce” younger artists that work with
us, who could have remained as people who we would have paid,
who just did something and left, you know? But then, they have
recognizable marks throughout the project.

=1 Your show is a collateral event of the Kochi-Muziris Biennale,
advertised as India’s first biennale. How is this context in conversa-
tion with Mandalay Hall?

= When dealing with Burma, we actually worked in many more
exhibitions that were kind of visual cues and were building a context
to this exhibition in the biennale. At times, we were working with,

in a sense, the modernist art history of Burma, because we felt that
we had to go into a much deeper context to be able to present
something like this. We can't just jump onto the bandwagon of

a kind of political context. You know, in the past six, seven month
we have been working with various exhibitions that have to do with
Burma. A lot of the works that you see in this exhibition have a kind
of realistic rendition that comes from a kind of argument tradition,
or in a previous exhibition you see works that are kind of an abstrac-
tion that comes from some kind of... comes from the letters, from the
kind of calligraphy that you see in Burma. So, why is that? And why
is performance important? Why is theatre important? And these
were issues that needed some introspection into what we were deal-
ing with. We, as curators, felt responsible because at times when
we're working with a political context — what happens is that with
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Htein Lin
Performance in Jew Town, Cochin

la instalare. De asemenea, am vdzut foarte multe portrete etnografice ale localni-
cilor in cadrul bienalei. La un moment dat, e socant. Citeodatd nu Inteleg ce deta-
liu etnografic as reprezenta eu in acest context.

Traducere de Alex Moldovan

Note:

|. Colectivul Odessa a fost infiintat de John Abraham si s-a intemeiat pe productia de film si distributia in cola-
borare. Acesta incerca sd faca publicul sd joace pe strdzile [asezdrilor] din Kerala, transformate in studiouri
de filmare, ca urmare a credintei sale in puterea emancipatoare a cinematografiei.

2. http:/Avww.indiaonlinepages.com/population/literacy-rate-in-india.html.
3. Mdgar intr-un sat brahman, 1978. Regizat de John Abraham, India, Nirmithi Films.

great ease people can piggy-back onto a situation, and support the
wrong side.

=1 Finally, how do you feel about the ‘post-curatorial’ stance taken
by the biennale, meaning there is no one star-curator of the event,
but a team led by an artistic director?

= [ feel that the post-curatorial is almost a word which is being
used as hubris to justify a kind of mechanism of the market and
availability of resources, inability of time to really concentrate, and
an over-ambitious idea of many artists. I feel that except for a few
artists in the biennale, like Joseph Semah, the context of Cochin is
totally forgotten in the economies of production. What really hap-
pens in the biennale is that superstar artists got a priority in installa-
tion. Also, I've seen so many ethnographic portraits of people in the
biennale. It is shocking at one point. At times, I don’t understand
what kind of ethnographic detail would I be within this context.

Notes:

1. Odessa Collective was founded by John Abraham and was based on
collaborative film production and distribution. It sought out to engage
audiences in performing on the streets of Kerala turned sets, following
a belief in the emancipatory power of cinema.

2. http://www.indiaonlinepages.com/population/literacy-rate-in-
india.html.

3. Donkey in a Brahmin Village, 1978. Directed by John Abraham, India,
Nirmithi Films.
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Fortele de ordine publica si spirituala

lgor Mocanu

BOGDAN GIRBOVAN, niscut in 1981, este artist fotograf, trdieste si lucreaza la Bucuresti. A absolvit Uni-
versitatea de Artd Bucuresti, Departamentul foto-video. A avut patru expozitii personale in Bucuresti: Pas -
sato Prossimo, la UNA Galeria 1n 2008, 5@ 14, la Draft One Gallery in 2009, 10/1, la Atelier 351 2010,
lerarhia Politiei Romdne, la Galeria Posibild in 201 |, precum si la Paris, Paysages intérieurs, la Rue de LEx-

position, in 201 I.

Este deja cunoscutd imaginea aceea in care un individ in sutana ortodoxa si cascheta
de militian pe cap traverseaza unul dintre pasajele subterane ale metroului Mosco-
vei, cu o geantd neagrd de piele in mind. Un an mai tirziu, la celdlalt capat al conti-
nentului eurasiatic, un comando format din sapte calugarite parcurge ferm si
implacabil unul dintre bulevardele barceloneze, toate imbracate in oddjdiile kaki ale
unui ordin catolic. Actiunea grupului Voina (Ment v popovskoi rease [Un politist in sutand],
2009) si actiunea Bertei Jayo (Salvation Army [Armata Salvarii], 20 10) comportd trei
subversiuni: a institutiei fortelor de ordine publica, a institutiei ecleziastice, a instinctu-
lui european al obedientei fatd de ambele aceste institutii.

Sigur ca discursul critic la adresa celor doud institutii, luate separat, cunoaste o traditie
de cel putin opt secole, una pe cit de bogata, pe atft de prestigioasa. Este suficient
sa amintim Decameronul (1349—1352) lui Boccaccio sau cartile Marchizului de Sade,
pentru a evoca un venerabil punct de pornire pentru acest discurs critic. Mai in-
coace, in contemporaneitatea secolului XX, in filmul LAge d'or (1929), Bufuel va
arunca pe fereastrd, direct, fara drept de apel, un papa catolic, gest reiterat de Sinéad
O’'Connor intr-un concert din anii 2000, Tn care rupe bucati poza papei. in Rusia,
critica artistica a Bisericii Ortodoxe si a Politiei Ruse este de data relativ recentd, daca
scoatem din calcul critica stalinistd a celei dintii (Intrucit atunci comunitatea artistica
era in sprijinul bisericii), In aceastd directie inscriindu-se actiunile foarte cunoscute
ale trupei punk Pussy Riot sau ale grupului Voina.

fns3 toate acestea sint discursuri critice etanse, directionate catre o institutie sau
alta, taxind, de fiecare datd, cind ideologia erotica oficiald, cind implicarea politica
sau alianta religios-financiard a structurilor institutionale, aflate toate undeva la limi-
ta imperceptibild dintre legea civild si aceea ecleziastica. Si, de fiecare datd, figura
religioasa patriarhala apare fn armurd dictatoriald, persecutind libertatile umane si
lansind anateme la adresa umanismului acestor libertati. Aducerea celor doua
mpreund, a bisericii si a politiei, a preotului si politistului, tinteste ntr-o alta directie,
cdci ea nu afirma cd biserica este precum politia sau ca politia vadeste fioruri reli-
gioase, ci ca gestul civilizator, resuscitat din timpuri precoloniale, cu spada in mina
dreapta si crucea in stinga, supune, pe de o parte, mintuirea si celelalte taine, iar
pe de alta parte, siguranta si demnitatea umana legilor nescrise ale unui contract
social din ce n ce mai dirijat de principiile valorii addugate si de profitul financiar.
in ciuda aparentelor; actiunile artistice ale grupului Voina sau ale Bertei Jayo sint niste
gesturi profund religioase si totodatd profund civile, tocmai pentru ca sint politice,
ntrucit vizeaza una dintre libertdtile funciarmente umane — aceea de a alege in cine

IGOR MOCANU este critic de artd si curator; traieste si lucreaza la Bucuresti. Publica articole de opinie si
criticd in diverse reviste si ziare, precum CriticAtac, Observator cultural, Art Dance News, Art Ploshadka, Arta
s.a. A realizat Impreund cu Sanda Watt expozitile-manifest Cheap Replicas (Paradis Garaj, 2009) si Tdcere os-
tentativd (subBUFET, 2009). A curatoriat expozitiile de fotografie ale lui Bogdan Girbovan si proiectul Avan -
garda revizitatd. Avangarda europeand (1919—193%) in Arhiva Nationald de Filme a Romaniei (ANF, Cinema -
teca Romana, Sala Eforie/jean Georgescu, 2012-2013).
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LAW ENFORCEMENT AND SPIRITUAL FORCES
Igor Mocanu

BOGDAN GIRBOVAN, born in 1981, he is artist photographer, lives and
works in Bucharest, Romania. In 2008 he graduated from the University
of Fine Arts in Bucharest, Photography and Video Department. He had
four personal exhibitions in Bucharest, in 2008 Passato Prossimo at UNA
Gallery, 2009, 5@74 at Draft One Gallery, 2010 70/7 at Atelier 35 Gallery,
2011 Romanian Police Hierarchy at Posibila Gallery, and in Paris, 2011,
Paysages intérieurs at Rue de L'Exposition Gallery.

The image of a man wearing an Orthodox robe and a Militia cap

and holding a black leather briefcase as he crosses an underpass in
Moscow Subway is now widely known. One year later, at the other
end of the Eurasian Continent, a commando made up of seven nuns,
resolutely and relentlessly crosses one of the boulevards in Barcelona,
all wearing the khaki canonicals of a Catholic order. Voyna Group's
action (Ment v popovskoy rease, 2009) (A cop in a priest's robe)

and Berta Jayo's action (Salvation Army, 2010) bear three subverters:
of the law enforcement authorities, of the ecclesiastic organisation,
of the European instinct of obedience to both these institutions.
Certainly, the criticism of the two institutions taken separately has
a tradition of at least eight centuries, equally rich and prestigious,

I might add. It suffices to mention Boccaccio’s Decameron (1349—
1352) or Marquis de Sade’s books to evoke a respectable starting
point for such criticism. More recently, in the contemporaneity of
the 20th century, in the film L’Age d'or (1929), Bufuel will directly
and unyieldingly throw out of the window a Catholic Pope, a gesture
iterated by Sinéad O’'Connor during a concert in the 2000s when
she tore to pieces a picture of the Pope. In Russia, criticism of the
Orthodox Church and Russian Police in art is of quite recent date,

if we were to overlook Stalinist criticism of the former, because

the art community was actually supporting the church at the time.
Actions of the punk band Pussy Riot or those of the Voyna Group
are too famous to be mentioned here again.

Nevertheless, these are all hermetic discourses, directed towards an
organisation or another, always denouncing either the official erotic
ideology and the political involvement, or the religiously-financial
partnership of the institutional structures, placed somewhere at the
elusive border between civil and ecclesiastic laws. And every time,
the patriarchal religious figure appears in dictatorship armour, per-
secuting human freedom and anathemising the humanism of such
freedoms. Bringing together the two, church and police, the priest
and the police officer, has a different aim, as it does not state that
church is like the police or that police gives out religious thrills, but

IGOR MOCANU is art critic and curator, he lives and works in Bucharest.
He publishes articles in different magazines and newspapers such as
CriticAtac, Observator cultural, Art Dance News, Art Ploshadka, Arta a.o.
He realized together with Sanda Watt the manifesto exhibitions Cheap
Replicas (Paradis Garaj, 2009) and Ostensive Silence (subBUFET, 2009).
He curated the photography exhibitions of Bogdan Girbovan and the
project Revisited Avant-garde: European Avant-garde (1919-1939) in the
National Film Archives of Romania (Romanian Cinemateque, 2012-2013).
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sa crezi siin cine sa ai incredere, ambele reflexe aflindu-si radicalul lingvistic in ver-

bul ,a crede”.

in cuttura vizuald romand, istoria prestigioasi a reprezentirii contiguititii dintre ordi-

nea sociald, mundana si cea religioasa incepe odata cu picturile votive medievale

din secolele XVI-XVII, In care voievodul apare, uneori alaturi de intreaga spitd, cu

sceptrul, palosul sau lancea in mina dreaptd, iar in stinga tinind o cruce, o mitra deco-

ratd cu pietre pretioase incizate sau macheta locasului de cult in care se afld acea
picturd, instituind astfel un soi de mise en abime autotelic, autarhic si autosuficient.

Mai departe Tnsd de functionalismul picturii monastice, caci picturile murale biseri-

cesti aveau o functie politica precisa, istoria aceasta culturald mai mult desparte decit
imparte cele doud ape, religioasd si civila. Discursurile critice venite din rindul crea-

torilor romani privilegiaza biserica, practicind, ca sin Vest, o abordare separatd intre

cele doud institutii, cea sacra si cea seculara. Ne-a rdmas din secolul al XVIlI-lea un

manuscris bihorean anonim al piesei de teatru Fata si voinicul (1750—1754), in care

personajul fetei trage voinicul la raspundere n fata viadicii, pentru a o fi facut sa pacatu-

iascd, in schimbul unui galben, intru cele lumesti. Verdictul viadicii este unul aspru

si demn de ideologia eroticd oficiald a epocii in care a fost scrisd piesa: ,De nu ti-ar
fifost cu voie/Nu i-ai fi facut pe voie [voinicului]*. Maiincoace, in secolul al XIX-lea,

lon Creanga este scriitorul roman care va lansa cea mai virulenta diatribd la adre-

sa figurii preotului in Povestea povestilor (1874), cunoscutd, in genere, sub titlul Poves-

tea pulii. in finalul povestii, un preot pliteste cu sodomia pentru a fi avut curiozitatea

neostoitd de a umbla prin boccelele unei cucoane in care stateau bine ascunse niste

falusuri magice, cumparate din tirg de la un tdran al crui dimp de porumb fusese

firitisit de insusi Mintuitorul sa produca mataringi in loc de stiuleti. Tot atunci, la fine-

le secolului al XIX-lea, I. L. Caragiale da nastere figurii emblematice a politistului betiv,

hot, pus pe matrapazlicuri, complice cu demnitarii publici corupti ai partidului libe-

ral, in personajul sdu Ghita din comedia O scrisoare pierdutd (1884). Mai inspre con-

temporaneitate, Tristan Tzara va indemna in poemul Vino cu mine la tard (1915):

,Ne-om dezbrdca in pielea goala/Sa se scandalizeze preotul, sa se bucure fetele...",

dupa ce Brancusi executase statuia numita Rugdciune (1907) pentru mormintul unui

avocat, Stanescu, din Buzau. Nu e nimicin nereguld cu lucrarea sculptorului roman,

numai ca ea reprezinta un nud puber feminin, ingenuncheat intr-o postura semia-

plecatd, noua raminindu-ne sa ne intrebdm despre reactia preotului la oficierea unei

slujbe funerare prin apropierea mormintului. Cit priveste cealalta institutie, imen-

sa cantitate de literatura interbelica, dar si postbelicd, fojgdie de barbati in uniforma
ridiculizati pind la absurd. Tnarta contemporand, Dan Perjovschi a desenat un falus

vazut din pozitie submediana cu trei cruci ortodoxe plasate pe semisferele glandu -
|ui si ale celor doua testicule. Vlad Nancd a intervenit pe o fotografie cu Palatul Par -
lamentului (,Casa Poporului®), desenind cupole de catedrald ortodoxd deasupra
fiecarui corp al cladirii. Tot o criticd la adresa proiectului Catedralei Mintuirii Neamu-

lui din Bucuresti este si pictura lui Dragos Burlacu, nfatisindu-I pe Ceausescu, in -
conjurat de cadrele de partid, la © masa pe care troneaza macheta locasului de cult.

infine, cea mai recenta abordare critici a imaginii Bisericii Ortodoxe Romane vine

din zona coregrafiei si a performance-ului, prin actiunea lui Farid Fairuz de colecta-

re de donatii simbolice pentru Moscheea Mintuirii Neamului, n cadrul deschide-

rii festivalului de film documentar One World Romania (editia din 201 1), si prin cea
a lui Florin Flueras de inaugurare simbolica a locasului in 2012.

fns3 de la manuscrisul bihorean la Dan Perjovschi, critica institutiei religioase si a repre-

zentantilor acesteia s-a mentinut aproape fara exceptie intre parantezele satirizarii

ideologiei erotice. Dar asta pentru cd in Romania nu a existat cu adevarat o revolu -
tie sexuald, in adevaratul sens cuttural si politic al cuvintului. Tentativa avangardei isto-

rice din anii ‘30 de a Infaptui o astfel de emancipare a fost repede inabusita de falanga

92

that the civilising act, revived from pre-colonial times, holding the
sword in the right hand and the cross in the left, subject salvation
and the rest of the sacraments, on the one hand, and human safety
and dignity, on the other, to the unwritten laws of a social contract
that is increasingly based on principles of added value and on finan-
cial profit. Despite all appearances, the artistic actions of the Voyna
Group, or those of Berta Jayo, are deeply religious and, at the same
time, deeply civil acts, specifically because they are not political,

as they concern one of the fundamentally human freedoms - that

of choosing who to entrust yourself to and who to trust into, both
reflexes extracting their linguistic radical from the verb “to trust”.

In Romanian visual culture, the prestigious history of rendering the
contiguity between the social, mundane order and the religious starts
with the votive medieval paintings in the 16th-17th centuries, in which
the voivode appears, sometimes joined by all his akin, with the scep-
tre, scimitar or sword in his right hand, while in the left holding a
cross, a mitre inlaid with precious stones or the model of the place

of worship where the mural was painted, thus setting a sort of an
autotelic, autarchic and self-righteous mise en abime. However,
beyond the functionalism of monastic painting, as church murals had
a precise political function, this cultural history is more separating
than uniting the two religious and civil tiers. Critical discourses creat-
ed by Romanian artists favour church, putting forward, as it does it the
West, a separate approach of the two institutions, the sacred and sec-
ular. Our legacy of the 18th century is an anonymous manuscript from
Bihor of the theatre play The Girl and the Lad (1750-1754), in which
the girl character holds the lad responsible in front of the bishop for
having her committed worldly sins, in exchange for gold. The bishop’s
ruling is severe and worthy of the official erotic ideology of the age
when the play was written: “Unless it was your will/You would have
not admitted him [the la]).” More recently, in the 19th century, Ion
Creanga is the Romanian writer to launch the most bitter diatribe
aimed at the figure of the priest in The Tale of the Tales (1874), widely
known as The Tale of the Dick. In the end of the story, a priest pays
with sodomy for the unappeased curiosity of looking through the bun-
dles of a madam hiding magical phalluses, bought at the fair from a
peasant whose corn field had been blessed by the Saviour himself to
grow dicks instead of corn cobs. In the same period, at the end of the
19th century, L. L. Caragiale creates the emblematic figure of the
drunken, pilferer police officer, set on swindles, accomplice to corrupt
civil servants of liberal party, with his character in the comedy A Lost
Letter (1884). Closer to our times, Tristan Tzara will urge in the poem
Join Me to the Country (1915): “We could get to the nip/ The priest to
outrage and the girls to delight...”, after Brancusi had sculpted the
Prayer (1907) for the tomb of lawyer Stanescu, in Buzau. There is noth-
ing wrong with the work of the Romanian sculptor, only that it repre-
sents a pubescent feminine nude, kneeling in a half-leaning position,
leaving us wondering about the reaction of the priest at officiating
funerals in the proximity of that precise tomb. As for the other institu-
tion, the entire comprehensive amount of inter-war as well as post-war
literature is filled with men in uniform being flamboyantly ridiculed.
In contemporary art, Dan Perjovschi drew a phallus from a submedian
perspective with three Orthodox crosses placed on the semispheres of
the glans and the two testicles. Vlad Nanca performed an intervention
on a photograph of the Palace of the Parliament (“People’s House"),
drawing cathedral domes above each wing of the building. Another
work critical of the People’s Salvation Cathedral in Bucharest is Dragos
Burlacu'’s painting showing Ceausescu surrounded by party members
around a table holding the model of the place of worship. To con-
clude, the most recent critical approach of the Romanian Orthodox
Church comes from choreography and performance, with an action

of Farid Fairuz collecting symbolical donations for the People’s Salva-
tion Mosque in the opening of the Documentary Film Festival One
World Romania (2011) and with that of Florin Flueras opening the
place of worship in 2012.

But from the Bihor manuscript, to Dan Perjovschi, criticism of the
religious institution and its representatives remained nearly exclu -

uftraconservatoare si antisemita interbelica, prin tribunal si arest preventiv. Apoi, inter-
zicerea avortului de cdtre Ceausescu in anii ‘60 a inhibat si mai profund cuttura ero-
ticd autohtond, generind, dupd '90, un adevarat genocid al avorturilor in masd, resimtit
acum, n 2012, In criza universitdtilor romanesti, caci generatiile care ar fi trebuit
sd intre acum la universitate pur si simplu nu existd. Abia in anii 2000, prin literatu-
ra generatiei ,milenariste” (cum a fost ea denumita de unii critici literari) si prin produc-
tile cinematografice ale noului val de regizori, se poate spune cd a existat un reviriment
sexual-politic si cultural ca atare. Dupd cum se poate vedea, desi trateazd prepon-
derent imaginea bisericii, abia ultimele actiuni artistice (Nancd, Burlacu, Fairuz, Flue-
ras) se despart de ideea prohibitiei erotice, mutind discursul in dmpul politic si social.
Acesta este si punctul Tn care Bogdan Girbovan se intlineste cu aceastd tendintd,
de care insa se si desparte, mutind, dupa cum vom vedea, discursul in aria cunoaste-
rii antropologice.

Cu aceste premise istorice in spate si pe acest fundal cultural contemporan trebu-
ie privit si inteles proiectul Uniforme & vesminte realizat de Bogdan Girbovan ince-
pind cu finele anului 2009, nceputul lui 2010.

Prima expozitie, un solo-show intitulat lerarhia Politiei Romdne, a avut locn 201 1, la
Galeria Posibild din Bucuresti (curator Igor Mocanu), odata cu expunerea celor | |
fotografii + I, cuprinZind principalele grade ierarhice (,strategice” e cuvintul folosit de
MAI si SRI pentru a-si defini uniformele si gradele) ale institutiei: agent, agent princi-
pal, agent-sef adjunct, agent-sef, agent-sef principal, subinspector, inspector, inspec-
tor principal, subcomisar, comisar; comisar-sef si chestorul de la acea vreme, care, desi
a aprobat colaborarea artistica pe cale oficiald, a refuzat sa apara in fotografie. De-a
lungul unui singur an, imaginea publica a Politiei Romane se schimbase foarte mult,
schimbare culminind cu o greva generald impotriva presedintelui Romaniei, Traian Bases-
cu, un om politic de dreapta cu viziuni neoliberal-darwinist-sociale necamuflate, si a
guvernului Boc, asa Incit institutia parcursese cu pasi vertiginosi traseul de la niste bad
boys corupti pe bani publici la adevarati good guys robinhoodieni gata oricind sd se alie-
ze cu poporul. Realitatea sociald din Romania acelui moment, precum si contextul
artistic autohton aruncaserd astfel intentia initiald a proiectului intr-o dilema de pozitie
critica inextricabild. Avea sens sa fii critic cu Politia Romana atfta timp cit aceasta se
sustragea menirii si atributiilor care-i revin de drept. Cit timp nsd Politia Romana se
ridicd si clameazd in piata publica dreptatea, in numele ei si al celorlalti bugetari, criti-
ca si pierde sensul, facind loc simpatiei si solidarizarii. Idee anticipata si de regizorul
Corneliu Porumboiu in filmul sau Politist, adjectiv (2009). Singura abordare artistica
posibila, care sa ramina viabild indiferent de contextul politic imediat, atit de liber fluc-
tuant in zilele noastre, a devenit in acest fel aceea cognitivd, de descriere a ierarhiei
institutiei prin prisma functiei vestimentare, adica a uniformelor; caci, indiferent cine
o poartd, uniforma emite unul si acelasi mesaj institutional: noi sintem agentii ordinii
publice, noi avem autoritatea sa facem ordine si puterea de a discrimina n sinul potentia-
lei entropii sociale. Prin urmare, discursul expunerii separate de la Galeria Posibild,
intr-una dintre sali, cu peretii albastru-cazon si lumina rece de neon, a fost acela al
pledoariei pentru o cunoastere activd a uniformei si a ierarhiei pe care o exprima,
demers strategic pentru un dialog echitabil cu Puterea. Altele sint perceptiile publice
ale Politiei Romane de Frontierd si ale Jandarmeriei Romane, nsa acestea nu fac,
deocamdata, obiectul cercetarii proiectului, dupd cum nici clerul monastic, atft cel mas-
culin, cit si cel feminin, n-a intrat in discutia privind ierarhia BOR.

Cea de-a doua expunere, lerarhia Bisericii Ortodoxe Romdne, a avut locin 2012,
in spatiul Salonului de Proiecte, n cadrul unei expozitii colective, Din spatele sce-
nei, curatoriatd de Magda Radu. Plasata in context colectiv, seria de fotografii a fost
determinata sa functioneze Tn grup, adica sa raspundd temei generale a expozitiei
— aceea de a decripta subliminalul social si de a face invizibilul vizibil (Groys), ntr-o
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sively within the borders of satirized erotic ideology. This may be
explained by the fact that Romania did not actually experience any
sexual revolution from a genuine cultural and political perspective.
The attempts of the historical avant-garde in the '30s of bringing
about such an emancipating revolution were quickly smothered

by the ultraconservative and anti-Semitic interwar phalanx, in court
and through preventive detention. Later, the prohibition of abortion
by Ceausescu in the ‘60s, further inhibited the local erotic culture,
generating in the ‘90 an actual genocide of mass abortions, reflected
now, in 2012, in the crisis of Romanian universities, because genera-
tions supposed to attend university today are simply nonexistent.
Only in the 2000s, due to the literature of the “Millennium” genera-
tion (as it was labelled by part of the literary critics) and the film pro-
ductions of the new wave of directors, we may say that we witnessed
a political and cultural sexual revitalisation as such. As one might
notice, although they are mainly directed to the image of the church,
only the most recent artistic actions (Nanca, Burlacu, Fairuz, Flueras)
part with the idea of erotic prohibition, taking the discourse to the
political and social field. This is also the point where Bogdan Girbovan
joins this trend, but also the point in which he parts with it, as we
will see, taking the discourse to the area of anthropological research.
These are the historical premises and cultural background that one
must take into account in considering and understanding the project
Uniforms & Vestments carried out by Bogdan Girbovan since the end
of 2009 - beginning of 2010.

The first exhibition, a solo-show called Hierarchy of Romanian Police,
was open in 2011, at Posibila Gallery in Bucharest (curated by Igor
Mocanu), and it exhibited the 11 photographs + 1, featuring the main
strategic ranks (“strategic” is the term employed by the Ministry of
Internal Affairs and the Romanian Intelligence to define their uniforms
and ranks) in the organisation: agent, principal agent, chief deputy
agent, chief agent, principal chief agent, deputy inspector, inspector,
principal inspector, deputy superintendent, superintendent, chief
superintendent and the quaestor at the time, who although officially
endorsed the artistic collaboration, eventually refused to figure in the
exhibition himself. During one single year, the public image of the
Romanian Police had undergone significant changes, which culminat-
ed in a general strike directed against the President of Romania,
Traian Basescu, a right wing politician of neoliberal-Darwinist-social
views, and against the Boc Government, so that the organisation rapid-
ly turned from being regarded as a crowd of corrupted and bribe-tak-
ing bad boys, into true Robin-Hood-like good guys ready any time to
ally with the people. Romanian social reality at the time, as well as the
local artistic context, had thus thrown the initial aim of the project into
an inextricable dilemma of the critical position. It made sense to be
critical towards the Romanian Police as long as it eluded the mission
and duties assigned to it. But as long as the Romanian Police raises
and claims rights in the streets, on its own behalf and on the behalf

of the rest of the civil servants, criticism is pointless and leaves room
for sympathy and solidarity, an idea also anticipated by director
Corneliu Porumboiu in his film Police, Adjective (2009). The only artis-
tic approach possible, in order to remain visible in the immediate polit-
ical context, so freely changing nowadays, became the cognitive
approach, of depicting the hierarchy of the organisation through the
function of outfit, that is their uniforms, because regardless of who is
wearing them, the uniform conveys the same institutional message: we
are the agents of law enforcement, we have the authority to keep the
order in place and the power to discriminate within the potential social
entropy. Therefore, the discourse of separate display in the exhibition
at the Posibila Gallery, in one of the gallery halls, on walls painted in
military blue bathed in cold neon light supported an active experience
of the strategic uniform and the hierarchy it conveys, a strategic
endeavour for an impartial dialogue with the Power. Others are the
public perceptions of the Romanian Border Police and of the Romanian
Gendarmerie, but they don’t make, for me moment, the object of the
project research, as monastic clerics, male or female, were not consid-
ered in the making of the Romanian Orthodox Church hierarchy.
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societate spectaculard pind la absurd (Debord) —, dar sa si vehiculeze propriul dis-
curs artistic In cadrul acelei colectivitati. Un perete alb de citiva metri a gazduit ast-
fel expunerea orizontald a acestei ierarhii, altminteri profund verticale: diaconeasa
(,femeia in slujba bisericii), gropar, cor, citet, diacon, preot de mir, preot-paroh,
preot-protopop, episcop, arhiepiscop si mitropolit si, la final, patriarhul. Desi elimi-
nat din cadrul clerului oficial inca din secolul al XIX-lea, clerul inferior (diaconeasd,
gropar, cor, citet) a fost prezent in cadrul ierarhiei intrucit acesta manifesta o pre-
zenta puternicd in imaginarul colectiv, mai ales in cel rural, unde, spre exemplu, gro-
parul este un personaj-cheie al comunitatii, pentru cd el este si cel care se ingrijeste
de cimitirul satului, iar in timpul unei inmormintari, cind afectul comunitar atinge cote
maxime, e nevoie intotdeauna de un om practic care sa gestioneze pragmatic
momentele ritului de trecere. Imaginile au incercat astfel sa pund fata in fata eno-
riasul cu membrii functionali ai uneia dintre cele mai puternice institutii din socie-
tate. Mesajul ei: acestia sint camenii pe care fi frecventati si care va legitimeaza statutul
comunitar prin botez, casdtorie, inmormintare. Biserica Ortodoxa Romand fuse-
se pind la expunerea de la Salonul de Proiecte subiectul mai multor dezbateri mediati-
ce, taxindu-i-se, pe rind, mai toate initiativele care depaseau cadrele cultului religios
si patrundeau n spatiul laic Tn scopuri doctrinare, printr-o serie de complicitati cu
statul roman, declarat, si el, secular. Mai mult, existase si un ,eurobarometru® a carui
concluzie a fost aceea ca romanii au cea mai mare incredere n biserica, cea mai
mica incredere in armatd, iar ca increderea fatd de o institutie precum Uniunea Euro-
peana functioneaza copy & paste dupa modelul increderii in bisericd. Altfel spus,
pentru romani, in 2010, UE era... biserica. Un dialog in cunostinta de cauza cu ierar-
hia clericald, declinata pe rangurile ei, devenise astfel din ce in ce mai imperativ, iar
expunerea de la Salonul de Proiecte a vizat tocmai acest aspect al abordarii imagi-
nii ecleziei, Intr-o societate in care vizualitatea si spectacolul au monopolizat orice
alta forma de expresie analitica si de discurs.

Asamblarea celor doud ierarhii se Tntilneste, cum am sugerat la fnceputul expune-
rii de fatd, cu demersurile critice al grupului Voina si cu cele ale Bertei Jayo, insa con-
textul cuttural si politic autohton face ca aceasta alaturare sa fie una preponderent
cognitivd, e adevarat, cu vadite implicatii si strategii ale subversiunii. Exista, contex-
tul contemporan o cerea, pe de o parte, imperativul social si cuttural al documentarii
celor doud ierarhii din cadrul a doud cele mai influente institutii din stat si/sau
societate. Influente pentru cd, de cum a iesit din spatiul privat, primul pas pe care
trebuie sa-| faca cetdteanul, respectiv enoriasul, pentru a se integra ntr-o comu-
nitate, este acela de a merge mai intfi la oficiul starii civile, popular identificat, ire-
mediabil, In modernitate ca politie, ca sa-si obtina carte de identitate sau certificat
de nastere, apoi la bisericd pentru a se boteza, cel mai adesea crestin-ortodox. Cu
alte cuvinte, procesul de legitimare sociald a individului este, trebuie, filtrat prin cate-
goriile ideologice aferente celor doud institutii. Fard ,politie” nu ai identitate civil,
fara bisericd — identitate religioasd, iar fard cele doud nu existi sub aspect comuni-
tar. Parola, codul de bare, codul paralingvistic al acestor doud etape ale procesu-
lui de legitimare sociald este metonimic plasat in si de catre imaginarul colectiv n
uniformd, ajungindu-se, cu timpul si pe masura ce avanseaza in virstd, la un soi de
heraldica implicita automatd a autoritdtii. Uniformele si oddjdiile declanseaza astfel
Tn individ un soi de obedienta civila subconstientd, fard a se mai chestiona vreo clipa
legitimitatea Tnsasi a uniformei sau vesmintului clerical si, mai presus de toate, func-
tia lor strategica disciplinara, politieneasca, respectiv religioasd. Mai existd, pe de alta
parte, continutul uman, ,resursa umana*“ care umple uniforma sau vesmintul cleri-
cal, corpul uman Tmpachetat, care se cerea, n egald masura, interpretat fotogra-
fic, ca o revendicare, parca, a unui drept la replicd adresat purtatorului lor; identificat
functional si public dupd ele Tn viata de zi cu zi, determinind aparatul de fotografiat
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The second show, Hierarchy of the Romanian Orthodox Church, was
opened in 2012 at Salonul de Proiecte, within a group show, Behind
the Scene, curated by Magda Radu. Placed in a collective context,
the series of photographs was determined to work in a group, name-
ly to answer the general theme of the exhibition — that of decoding
the social subliminal and making the invisible visible (Groys), in

a society absurdly spectacular (Debord) —, but also to carry its own
artistic discourse within that group. A long white wall thus hosted
the horizontal display of such hierarchy otherwise deeply vertical:
deaconess (“the woman in service of the church”), grave-digger, cho-
rus, gospeller, deacon, chrism priest, parish priest, protopresbyter,
bishop, archbishop and metropolitan and, at the top, the patriarch.
Although removed from the official clergy since the 19th century,
the lower clergy (deaconess, grave-digger, chorus, gospeller) is pres-
ent within the hierarchy as it bears a strong presence in the collec -
tive imaginary, especially in the rural one where, for example, the
grave-digger is a key character in the community, as he looks after
the village grave yard and, in funerals, when the community emo-
tions climax, there is always need of a practical person to realistically
manage the moments of the passage rite. The images thus aimed

at bringing together the parishioner and the functional members of
one of the strongest organisations in the society. Its message: these
are the people you associate with and that legitimate your status

in the community through baptism, marriage, and funeral. Previous
to the show at Salonul de Proiecte, Romanian Orthodox Church had
been the subject of several media debates sanctioning most of its ini-
tiatives that exceeded the limits of the religious cult and going into
secular areas with dogmatic purposes, through a series of complici-
ties with the Romanian State which, in fact, claims to be a secular
state. Furthermore, there had been an Eurobarometer conducted
that reached the conclusion that Romanians trust mostly church and
least the army, and that the trust in an institution like the European
Union works in a copy&paste model of the trust into church. Differ-
ently put, to the Romanians in 2010, UE was ... church. An open dia-
logue with the clerical hierarchy, declined on its ranks, had thus
become imperative, and the show at Salonul de Proiecte concerned
this very aspect of approaching the image of the clergy, in a society
where the visual and the spectacular have monopolised any other
form of analytical expression and discourse.

Bringing together the two hierarchies meets, as suggested in the
beginning of this essay, the critical actions of Voyna Group and those
of Berta Jayo, but the local cultural and political background in fact
causes this association to be mainly cognitive with clear implicatures
and strategies of subversion. There is, as suggested by the contem-
porary context, on one hand, a social and cultural imperative of
documenting the two hierarchies within the two most influential
institutions in the state and/or society. They are influential because
the first step that a citizen, the parishioner respectively, needs

to take immediately after walking out of his private space, in order
to join the community, is that of going first to the Police Station to
get an identity card or a birth certificate, and then to church to get,
most often, a Christian-Orthodox baptism. In other words, the social
legitimation process of the individual is, or must be, filtered through
the related ideological categories of the two institutions. Without the
police there is no civil identity, without the church, no religious iden-
tity, without the two, people don't exist from a community perspec-
tive. The password, the bar-code, the paralinguistic code of these
two stages is metonymically placed in and by the collective imagi -
nary into the uniform, which reaches, in time and with the age, into
a sort of implicit automatic heraldic of authority. Uniforms and stoles
thus trigger into individuals as sort of subconscious civil obedience,
without questioning for a second the legitimacy of the uniform or
clerical robe, and above all, their strategic disciplinary, police func-
tion and religious function respectively. And there is, on the other
hand, the human resource filling the uniform or the clerical vest -
ment, the wrapped human body needing to be photographically
interpreted, as if claiming a right of answer addressed to the wearer

sa opereze un soi de discriminare etica implicitd, intrebindu-se: oare acest om im-
bracat in uniforma sau vesmint bisericesc este complet anulat in slujba cauzei sau
mai pastreaza in sine ceva mirean, care-| face fie sa empatizeze cu mine cultural si
politic, adicd sd formdm o comunitate, fie sd-si dezvolte afacerile imobiliare sau cu
pompe funebre, iar eu devin astfel pentru el un potential client, si nu aproapele lui
comunitar? lar intre aceste doud axe de coordonate, partial disjuncte, partial con-
juncte, se plaseaza documentarea intreprinsa de Bogdan Girbovan, caci, exprimin-
du-ne in termeni de pragmatica lingvistica si naratologie, avem de-a face cu o
documentare si o expunere modalizatd, adicd nici subiectiva, nici obiectiva si com-
portind anumite puncte de focalizare.

Intimplator, focalizarea nu este numai concentrarea intr-un focar a razelor de lumina
(unde sau particule In miscare) ori operatia de reglare a unui aparat optic asa ncit
imaginea sa fie vazutd clar, cum ne invata dictionarele, ci si un concept naratologic
ce descrie modalitatea n care autorul unei opere de artd a ales sa afirme, sa aser-
teze, sd arate anumite lucruri, si nu altele, ntr-o anumita ordine, si nu in alta.
Conceptul de ,focalizare” a fost lansat de Gérard Genette in Franta in anii ‘80, pen-
tru a opera cu mai multa dlaritate distinctiile dintre tipurile de scriturd romanescd, des-
criind un soi de restringere a , dimpului vizual“ al povestitorului. De la el fl vor prelua,
pe rind, Jacques Pouillon, Tzvetan Todorov si Roland Barthes, pentru a transfera dis-
cutia din zona formald a interpretarii in cea ideologicd, distingind intre focalizarea externa
(cind autorul incearca sd dezerteze din naratiune, simulind o obiectivitate selectivd),
internd (dind autorul este n problemd si nu le cunoaste chiar pe toate) si de grad zero
(atunci dind autorul operei este omniscient si dirijeaza povestea din exterior). Toate
aceste trei situatii pot fi caracteristice discursului fotografic, insa fotografia de docu-
mentare, antropologica, se apropie mai mult de formula scriiturii cu focalizare
externd, n care autorul refuzd exhaustivitatea expunerii, in favoarea unei serialitati
selective cu intentie esteticd, epistemologicd, politicd sau de entertainment.

In cazul proiectului Uniforme & vesminte, Bogdan Girbovan imprima fotografiilor,
portretelor compozitionale realizate, o modalizare sau o focalizare ce tine mai degra-
ba de o anumita ideologie estetica personald, de o fotogenie sociala aplicatd. Pen-
tru Girbovan, faptul social, realitatea, nu mai necesita niciun fel de retus estetic sau
manipulare in scopuri estetice, ea este fotogenica in sine, rezultind de aici un anu-
me egalitarism al viziunii. Caci pentru Bogdan Girbovan nu exista subiecte nobile
sau ignobile, Tnalte sau bicisnice, bogate sau sdrace, importanta este relevanta su-
biectului Tn corpul comun al unei serii date. lar conceptul de serie, intens practicat
de acesta, descrie tocmai aceasta pozitie auctoriald egalitaristd, ce se regaseste atit
in aparatul ales pentru a realiza fotografiile, cit si in calitatea printului sau in discur-
sul expozitional. Acelasi aparat Bronika GS| va aborda atit agentul, cit si comisa-
rul-sef de politie, atit diaconeasa si groparul, dit si mitropolitul. Si acelasi lucru se poate
spune si despre calitatea printului digigrafic, care infdsoara matern personajele, pro-
pria poveste si, de la un punct in acolo, chiar si privitorul. Dupd cum egalitaristd este
si expunerea celor doua serii de imagini. Orice ierarhie piramidald reclama o ex-
punere verticald, Tnsa pentru Girbovan expunerea este nediscriminatorie, el optind
pentru o orizontalitate ce deconstruieste piramida puterii etaj cu etaj, apropiind mem-
brii ierarhici de privirea spectatorului, niciodatd in felul acesta fata in fata cu ei pina
in acel moment.

Aceasta este totodatd lectia politica oferitd de Bogdan Girbovan prin abordarea, in
fapt, nonierarhica si egalizanta a fortelor de ordine publica si spirituald care bintu-
ie spatiul romanesc, un egalitarism care inghite totul si care nu despovdreaza pri-
vitorul de participarea activa in cadrul acestei ecuatii sociale, ci, dimpotriva, solicita
curajul si taria de a-i privi in ochi pe cei carora li se ,inchind” si de a se confrunta
direct, in dimp deschis, cu institutiile care-i legitimeaza statutul comunitar.

scena

who is functionally and publicly identified with the outfit in everyday
life, thus equally determining the camera to operate a sort of implicit
ethical discrimination, wondering: is the individual that wears a uni-
form or church vestment completely cancelled in the service of the
cause, or do they still encapsulate a drop of worldliness, making him
culturally and politically akin to myself; are we a community or am I
here for him to develop his own real estate or funeral business, and
am I thus turning into a potential client to him instead of his commu-
nity neighbour? Bogdan Girbovan's documentation is placed between
these two coordinated axes, partially disjunct, partially conjunct, as
if we were to express this in terms of linguistic pragmatics and nar-
ratology, we are looking at a modalised documentation and display,
meaning to say that it is neither subjective, nor objective, but bear-
ing a certain focalization point.

So it happens that focalization means not only focusing into a centre
the rays of light (waves or particles or motion) or the act of setting an
optical device so that the image is clear, as dictionaries teach us, but
a narratology concept describing the way in which the author of a
work of art chose to affirm, assert, show certain things and not other,
in a certain order and not other. The “focalization” concept was
launched by Gérard Genette in France in the 1980s, to operate more
clearly the distinctions between the types of prose writing, describ-
ing a sort of narrowing of the narrator’s “visual field". The term would
be soon borrowed by Jacques Pouillon, Tzvetan Todorov and Roland
Barthes, to transfer the discussion from the formal area of interpreta-
tion to a more ideological area, distinguishing between external
focalization (when the author attempts to flee from the narration,
simulating a selective objectivity), internal focalization (when the
author is in the middle of the issue and does not make out quite
everything) and degree zero (when the author of the work is omnis-
cient and conducts the story from the inside). All these three situa-
tions can be characteristic of the photographic discourse, but
documentation, anthropological photography is closer to the exter-
nal focalization narrative formula, where the author rejects the com-
prehensiveness of the relate, in favour of a selective seriality with
aesthetic, epistemological, politic or entertainment purposes.

For the project Uniforms & Vestments, Bogdan Girbovan imprints
the photographs, the compositional portrays that he creates, with
modalisation or focalisation related rather to a certain personal aes-
thetic ideology of applied social photogeny. To Girbovan, the social
fact, reality, no longer needs aesthetic enhancements or aesthetic
processing, as it is photogenic in itself, with the outcome of a certain
egalitarianism of vision. As for Bogdan Girbovan there are no noble
or ignoble, high or low, rich or poor subjects, but what matters is
the relevance of the subject in the common body of a given series.
And the concept of series, intensely employed by the photographer,
describes precisely this egalitarian auctorial positioning, reflected
both in the camera chosen to shoot the photographs, and in the
quality of the prints or the exhibition discourse. The same Bronika
GS1 approaches both the agent and the superintendent, both the
deaconess and grave-digger, and the metropolitan. And the same
can be told about the quality of the digigraphic print, maternally
wrapping the characters, their own stories and, from a point on,
even the viewer. Equally egalitarian is the display of the two series

of images. Any pyramidal hierarchy calls for vertical display, but the
display is non-discriminating for Girbovan who goes for a horizontali-
ty which deconstructs the pyramid of power tier by tier, bringing
hierarchic members close to the eye of the viewer who can, for the
first time, look them into their faces.

This is also the political lesson given by Bogdan Girbovan by the non-
hierarchic and egalitarian approach of the law enforcement and spir-
itual forces haunting Romanian space, an egalitarianism that gulps
in everything and that does not unburden the viewer of the active
involvement in this social equation, but to the contrary, calls for his
courage and strength to look into the eyes of those “worshipped”
and to confront directly, in an open field, the institutions legitimat-
ing his community status.
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Material publicat in continuarea dosarului despre arta contemporana si capital din
IDEA artd + societate, #41, 2012

Istorie, arta si bani:

despre construirea unei colectii corporatiste
de arta in Europa Centrala si de Est

O discutie ntre Walter Seidl si Vlad Morariu*

WALTER SEIDL este curator, scriitor si artist si locuieste la Viena. Tncep”md cu anul 2004, este curator la Kon-
takt: Colectia de Artd a Grupului ERSTE si a Fundatiei ERSTE, centrata pe tendintele artei conceptuale din regiu-
nea fostei Europe de Est. Seidl a curatoriat numeroase expozitii in Europa, America de Nord, Japonia, Africa
de Sud si Hong Kong. Printre scrierile sale se numard diverse eseuri de catalog pentru monografii de artist,
cronici de expoxzitii si criticd. Din 201 1, este profesor asistent in cadrul studiilor curatoriale de la Universita-
tea Webster din Viena.

Vlad Morariu =1 Walter, cind te-ai aldturat echipei colectiei Kontakt?

Walter Seidl = Am venit in 2004, chiar la inceput, cind ERSTE Bank a decis o
noua politica a colectiondrii, urmind a se concentra pe Europa Centrald si de Est.
Tnainte, banca achizitionase diferite lucrari pe parcursul a peste un secol, fdrd sd exis-
te nsd vreo politicd a colectionarii.

=1 Prin politicd vrei s spui o ratiune a actului de a colecta?

=3 Da, nainte se cumparau lucrdri, dar nu tot timpul. Nu exista o conceptie sau
o programare in sensul construirii unei colectii: cind si cind, cameni din diferite depar-
tamente cumparau lucrari pentru birouri, dar fara sa existe un concept structural
calauzitor. In 2000, ERSTE Bank a’nceput sa achizitioneze banci din tari est-euro-
pene, primele find Ceska sporitelna si Slovenska sporitel'a, iar apoi a continuat
spre Sud-Est. Acesta a fost si momentul cind a aparut in general ideea sponsorizarii
culturii — numitd azi responsabilitate sociald corporatista — si, avind in vedere ca ERSTE
Bank si-a facut cei mai multi bani in Europa Centrala si de Est, gindul a fost ca o parte
s fie reinvestitd n aceste tdri, iar asta sd se reflecte intr-un program cultural.

= fundatia ERSTE, cu toate acestea, are si programe socidle...

= Asa e, dar lanceput, Tnainte de Infiintarea Fundatiei ERSTE, departamentul de
sponsorizare al bancii fusese cel care initiase aceasta abordare a culturii. La momen-
tul acela, presedintele-director general, Andreas Treichl, si seful departamentului
de sponsorizari, Boris Marte, au observat cd ERSTE Bank devine un grup bancar
imens si ca devenea necesara o politica culturald adecvata.

=1 Vrrej sd spui, presedintele-director general al bancii? Intreb asta pentru cd mi s-a
pdrut destul de deconcertant sa md orientez printre straturile institutionale ale Grupu-
lui ERSTE. De exemplu, am fost surprins sd aflu ¢d Fundatia ERSTE detine partial Grupul
ERSTE — adicd are peste doudzeci la sutd din actiunile sale —, si nu banca este cea
care detine fundatia.

* Aceasta discutie a fost posibild cu ajutorul institutional si financiar al programului Artists-in-Residence initiat de
Tranzit si Fundatia ERSTE. In cadrul acestui program, Vlad Morariu a beneficiat de o rezidenta de doua luni
(noiembrie—decembrie 2012) la MuseumsQuartier din Viena.

VLAD MORARIU este teoretician si critic de arta. A studiat filosofia la lasi si Berlin, iar in prezent este cercetd-
tor-doctorand al Loughborough University School of the Arts, cu o tezd despre conditiile si posibilitdtile actuale
ale practicilor critice din institutiile artistice.
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Kunst ist MefirWERT
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Kunst ist MehrWERT", bilboard at the entrance of the Vienna Fairground,
VIENNAFAIR 2011, credits: Vlad Morariu

Article published in the follow-up of the dossier on contemporary art
and capital from IDEA arts + society, #41, 2012

HISTORY, ART AND MONEY:

ON CONSTRUCTING A CORPORATE ART COLLECTION
IN CENTRAL AND EASTERN EUROPE

A Discussion Between Walter Seidl and Vlad Morariu*

WALTER SEIDL works as curator, writer, and artist and is based in Vienna,
Austria. Since 2004, he has been curator of Kontakt: The Art Collection

of ERSTE Group and ERSTE Foundation, which focuses on conceptual art
tendencies in the region of former Eastern Europe. Seidl has curated
numerous exhibitions throughout Europe, North America, Japan, South
Africa and Hong Kong. His writings include various catalog essays for
artist monographs, exhibition reviews and criticism. Since 2011, he has
been adjunct professor for curatorial studies at Webster University, Vienna.

Vlad Morariu =+ M. Walter, when diid you join the team of the
Kontakt collection?

Walter Seidl == I came in 2004, right at the beginning, when ERSTE
Bank decided to have a new collection policy focusing on Central and
Eastern Europe. Before that, the bank had purchased different works
over more than a century, but there hadn’t been any collection policy.
=1 By policy you mean a rationale for collecting?

== Yes, before that works had been bought, but not on a perma -
nent basis. There was no concept or schedule in terms of construct-
ing a collection: sometimes people from different departments
bought works for offices, but there was no structural content behind.
In 2000 ERSTE Bank started to purchase banks from Eastern
European countries, first Ceska spofitelna and Slovenska sporitel'fia,
and then continued advancing to the Southeast. That was also a time
when the theme of sponsoring culture emerged - today you call it
corporate social responsibility — and since ERSTE Bank made most of

* This discussion was possible through the institutional and financial sup-
port of the Artists-in-Residence programme of Tranzit and ERSTE Foun-
dation. Within this program, Vlad Morariu benefited from a two months
residency (November-December 2012) at the MuseumsQuartier in Vien-
na, Austria.

VLAD MORARIU is a theoretician and an art critic. He studied philosophy
in Iasi and Berlin and he is currently a Ph.D.-researcher at the Loughbor-
ough University School of the Arts with a thesis on the current conditions
and possibilities of the critical practices in art institutions.

= Da, Fundatia ERSTE este actionarul majoritar al Grupului ERSTE si (in aceastd
calitate) e obligata sd-si investeasca dividendele pentru binele comun. Acest lucru
dateaza de la inceputurile bancii, in prima parte a secolului al noudsprezecelea, cind
aceasta a inceput ca o afacere de naturd sociald, o banca de economii in asociere.
Fundatia este succesorul legal al acestei asociatii. Dar colectia de arta nu face, in schimb,
parte din Fundatia ERSTE, i este o asociatie independenta. Institutional, sintem aso-
ciati cu Fundatia, dar din punct de vedere juridic nu facem parte din ea. Si aici avem
o Intorsatura similara: fundatia este membra a asociatiei noastre. Christine Bohler,
care este director al programului Cultura al Fundatiei ERSTE, este si presedinta Consi-
liului de aministratie al colectiei, care acum, oficial, se cheama Kontakt: Colectia de
Artd a Grupului ERSTE si a Fundatiei ERSTE. Colectia in sine functioneazd pe baza
cotizatilor de membru vérsate de bancile subsidiare, precum si de Fundatia ERSTE,
ceea ce fnseamna ca Grupul ERSTE din Austria dd o anumita suma de bani anual,
lafel si Ceska sporitelna, Slovenska sporitel'ta, Erste Bank Ungaria si Croatia sau BCR
din Romania si, desigur; Fundatia ERSTE. Pornind de la acesti membri diferiti ai asocia-
tiei Kontakt, construim un buget anual cu ajutorul caruia functioneazd colectia.

r=1 Spui cd sint bani care provin din toate aceste tdri, inclusiv din Romdnia, si care
se varsd la buget.

= Dg, si BCR plateste o taxd anuald destinatd colectiei. Ne-am gindit sa construim
ceva care fsi are sediul la Viena, intrucit aici lucram noi, dar care, n acelasi timp, sa
fie o colectie pentru toti.

=1 Aj mentionat cd se achizitioneazd artd chiar dinainte de 2004, despre ce fel de
artd vorbim?

= Achizitiile initiale au urmat tendinta de la sfirsitul anilor '80 si Tnceputul anilor
'90, o tendintd de a cumpadra minimalism american, lucrdri de Sol LeWitt, Donald
Judd etc. Dar asta a durat doar patru ani, iar aceasta politica tinea de directorul gene-
ral (al bancii) din acea perioads, findca existau legaturi cu galeriile si cu ceea ce aveau
ele de vinzare. Pe durata mandatului urmatorului PDG (inca vorbim despre anii "90)
nu s-a prea cumpdrat nimic. Apoi, in cele din urmd, la sfirsitul deceniului a venit dl
Treichl si, el fiind cel care a initiat dezvoltarea din Europa de Est a grupului, a pro-
pus sd se facd ceva siin domeniul artelor, gindindu-se ca fiecare banca internationa-
l3%si are colectia sa de artd. Ajunge sd va uitati la alte mari colectii de arta corporatiste,
cum ar fi cea a Deutsche Bank, de pilda.

=1 Atunci se poate spune cd existd si un fel de luptd pentru prestigiu, la intrecere
cu alte bdnci?

== N-as spune chiar o luptd. Intrucit ceea ce ne-am propus noi sa facem a fost
ceva singular. Boris Marte, pe atunci sef al departamentului de sponsorizdri, a avut
ideea de a ne concentra si asupra sectorului cuftural din Est. La momentul acela
eu lucram in calitate de consultant independent al bancii si ma ocupam si de con-
ceptia colectiei, impreuna cu Rainer Fuchs, curator-sef la MUMOK Viena, si de ase-
menea cu Vit Havranek de la Praga, respectiv cu Vladimir Beskid de la Bratislava.
Banca ne-a intrebat ce idei avem, iar noi am propus automat un concept axat pe
Europa Centrald si de Est. Cu toate acestea, spre deosebire de ceea ce faceau multe
alte banci, ne-am decis s nu ne limitdm doar la productia actuald de arta. De exem-
plu, dacd ne uitdm la cum functioneaza Deutsche Bank, ei merg la tirguri de arta
si cumpard lucrdri care le plac, dar in numeroase colectii de arta corporatiste nu
existd nicio structurad istorica sau vreun concept tematic strict. Sau, mai bine zis, e
asa n varii mdsuri, si pot sa spun asta deoarece Colectia de Arta Kontakt este, de
asemenea, membru si in cadrul unei asociatii a colectiilor de artd corporatiste, cu
sediul la Paris (IACCCA). Existd numeroase colectii de arta corporatiste, unele cu
accent pe fotografie, de exemplu, sau specializate pe un anumit mediu de creatie,
dar e foarte neobisnuit sd ai o colectie cu o focalizare atit de strictd. Un alt element
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its money in Central and Eastern Europe, the thought was to reinvest
part of it in these countries and reflect this in a cultural program.

r=1 ERSTE Foundation, however, has social programs as well...

== Yes, but at the beginning, before ERSTE Foundation came into
existence, it was the sponsoring department of the bank which
started this specific approach to culture. Back then it was the CEO,
Andreas Treichl and the head of sponsoring, Boris Marte, who
noticed that ERSTE Bank was growing into a huge bank group and
that an adequate cultural policy is needed.

=1 You mean, the CEO of the Bank? I ask this because I found it
quite disconcerting to navigate in ERSTE Group’s institutional strata.
For example, I was surprised to find out that ERSTE Foundation part-
ly owns ERSTE Group — meaning that it has over twenty percent of its
shares — and not the bank owning the foundation.

= Yes, ERSTE Foundation is the main shareholder of ERSTE Group
and is obliged to invest its dividends into the common good. This

JULIUS

KONTAKT

CLQVEK—PRIRODA-
PREDMETY — MATERIALY

KOLLER 1969

PRAVDA BERATISLAVA

Jalius Koller
Contact, human-being-nature-objects-materials (Anti-Happening), 1969,
courtesy: Kontakt: The Art Collection of ERSTE Group and ERSTE Foundation

goes back to the beginnings of the bank in the early 19th century,
when it started as a social business, an association savings bank.

The foundation is the legal successor of this association. But the art
collection is not part of ERSTE Foundation, it is an independent asso-
ciation. Institutionally we are associated with the Foundation, but
legally not part of it. Again a similar twist: the foundation is member
of our association. Christine Béhler, who is director of the programme
Culture of ERSTE Foundation, is also chairwoman of the board of the
collection, which is now officially called Kontakt: The Art Collection
of ERSTE Group and ERSTE Foundation. The collection itself works
with membership fees from the subsidiary banks as well as ERSTE
Foundation, which means that ERSTE Group in Austria gives a certain
annual amount of money, and so do Ceska spofitelna, Slovenska
sporitelia; ERSTE Bank Hungary and Croatia or BCR in Romania
and, of course, ERSTE Foundation. From all these different members
of the association Kontakt we construct an annual budget with which
the collection operates.

r=1 You are saying that there's money coming from all these coun-
tries, including Romania, and flowing into the budget.

= Yes, BCR pays an annual fee to the collection as well. We thought
that we build something which is taken care of Vienna, as we work
from here, but which is a collection for all, at the same time.
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a fost incercarea de a articula o dimensiune istorica in cadrul colectiei, siam decis
sa incepem cu sfirsitul anilor 50, Inceputul anilor '60, perioada tuturor schimbari-
lor majore Tn artd: aparitia artei publice, a artei de tip performance, a atentiei
acordate diferentei de gen etc. Ne-am intrebat ce am putea gdsi in Europa Cen-
trald si de Est care s fie corelat cu ceea ce se intimpla pe plan international — misca-
rea feministd, activism, arta politicd — si astfel am decis sa ne concentram tocmai
pe partea conceptuald a artei si sa reflectdm evolutiile sale in regiune.

r=1 |n cazul Roméniei, istoria artei recente, cea a ultimilor 50 de ani, nu a fost scrisd
incd, si asta din diverse motive. Dar; astfel, ceea ce fac Grupul ERSTE si Fundatia ERSTE
prin cumpdrarea, colectionarea si sprijinirea a tot felul de investigatii si discursuri
este, pare-se, sd scrie istorie: voi produceti istoria artei Europei de Est.

=3 Am convenit cd este important ca aceasta colectie sa contribuie la rescrierea
si redefinirea canonului european al istoriei artei, pentru ca, daca ne uitdm la
majoritatea cartilor de istoria artei — cum ar fi Arta incepind cu | 200, editata de Rosa-
lind Krauss, Hal Foster, Yve-Alain Bois si Benjamin H. D. Buchloh —, nu vom gasi
aproape himic despre Europa de Est. Lucrurile s-au schimbat in ultimii cinci ani, poate
mai ales odatd cu documenta |12 (2007), care a avut in jur de doudzeci de artisti
din Europa de Est. Ulterior, la ultima Bienald de la Istanbul a fost Geta Bratescu, sau
ar mai fi si exemplul lui lon Grigorescu; Kathrin Rhomberg lucreaza cu el de multi
ani. Exemplele ar putea continua, dovedind cd, deodatd, oamenii au inceput sa fie
interesati. Tncetul cu ncetul, acesti artisti devin nume consacrate n canonul artei,
dar acest lucru a luat ceva timp. Cel putin cind am Tnceput, in 2004-2005, si I-am
vizitat pe lon Grigorescu la Bucuresti si i-am ales citeva lucrari, in acel moment nimeni
dinduntrul canonului istoric al artei mainstream nu il cunostea.

=1 Aj spune, asadar, cd ai o abordare comparativa?

= Asta incercam sa facem, sa vedem ce fel de actiuni politice sau ispravi artisti-
ce, practici, artisti au existat in aceste tari. Partea interesanta este ca, desi a existat
un lucru comun numit socialism, artistii nu s-au aflat neaparat in contact unii cu altii,
ci, mai mult sau mai putin, au privit spre Vest. Asta a depins foarte mult de diferite-
le climate socialiste; in lugoslavia, de pildd, lucrurile au fost putin mai lejere cu Tito.
=1 |mi amintesc ¢ am discutat cu Miladen Stilinovi¢ acum citiva ani despre acce-
sul rezonabil la ceea ce se intimpla in Europa de Vest in acel moment.

=2 Da, oamenii puteau cdldtori, existau relatii speciale cu Germania de Vest, de
exemplu. S3 ne gindim, de asemenea, si la cazul orasului Graz, din Austria, unde
Sanja Ivekovic a participat pentru prima data la o expozitie in afara lugoslavieiin 1971,
Austria a fost intotdeauna n contact cu artistii din tarile vecine, dar cred ca a depins
si de tard. Din Cehoslovacia, de exemplu, in anii 1970, era aproape imposibil sa
iesi, In timp ce din Polonia era mai usor, camenii aveau legaturi strinse cu Franta
(cazul lui Edward Krasiriski). Si comparatiile pot continua. Cred ca se poate cu greu
spune ,asta sau asta este arta est-europeana“. Noi fncercam mai degraba sa dis-
cernem o anumitd practicd conceptuald, si aici se pot gasi paralele in toate tarile,
dar si diferente.

= Atunci crezi cd mai rezistd teza dlinierii a ceea ce se intimpla in Europa de Vest
cu ceea ce se intimpla in Europa de Est?

== fn ceea ce priveste contextul sau din punct de vedere conceptual, au existat
anumite similitudini. Dar pe atunci realizarea anumitor practici artistice era mai degraba
marginald, nimanui din aceste tdri nepasindu-i, in anii '70, de conservarea lucrari-
lor realizate, de exemplu. i principal, vorbim despre lucrari efemere, uneoriin -
sotite de fotografii. Nu existau locuri, galerii sau spatii de prezentare profesioniste,
muzee de artd contemporand — singurul de acest fel se afla la Belgrad, deschis n
1965. Dedi, pe lingd chestiunea similitudinilor; trebuie introdusd problema reprezen-
tarii. Aveai realismul socialist oficial, pe de o parte, iar pe de altd parte, asa-numi-
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=1 You mentioned that art had been purchased even before 2004,
what kind of art are we talking about?

= Initial purchases followed the trend of the late 80s beginning
of the 90s, a tendency to buy American Minimalism, works by Sol
LeWitt, Donald Judd, etc. But this lasted only for four years, and this
policy was related to the CEO of the time, as there were ties to gal-
leries and what they were selling. During the term of the next CEO
(we are still talking about the 90s), nothing really had been bought.
Then finally Mr. Treichl came at the end of the decade, and as he
initiated the Eastern European development of the group, he
proposed to do something in the arts as well, thinking that each
international bank has its art collection. Just look at other big
corporate art collections such as that of Deutsche Bank for instance.

Mladen Stilinovi¢
Untitled, from the series Red-Pink, 1978, courtesy: Kontakt: The Art Collection
of ERSTE Group and ERSTE Foundation

=1 Then one can say that there is also a sense of struggle for pres-
tige, in comparison to other banks?

= Not really a struggle, I would say. Because what we thought of
doing was quite unique. Boris Marte, back then head of sponsoring,
came up with the idea of focusing on the East in the cultural sector
as well. At that time I was working as a freelance consultant for the
bank, and worked on the concept of the collection together with
Rainer Fuchs, chief curator at MUMOK Vienna, and also with Vit
Havranek from Prague and Vladimir Beskid from Bratislava. The bank
asked about our ideas and we automatically proposed a concept
focusing on Central and Eastern Europe. However, unlike what many
other banks were doing, we decided to focus not only on current art
production. For example, if you look at how Deutsche Bank operates,
they go to art fairs and buy something that they like, but there is no
historical structure or strict thematic concept in many corporate art
collections. Or better said, it varies in degree, and I can say that
because the Kontakt Art Collection is also member of an association
of corporate art collections based in Paris (IACCCA). There are a
great number of corporate art collections, some focusing on photog-
raphy, for example, or specializing on a certain medium, but it is
very rare that you have a collection with such a strict focus. Another
element was the attempt to articulate a historical dimension within
the collection, and we decided to start at the end of the 50s, begin-
ning of 60s, the period with all the major changes in art: the emer-
gence of public art, of performance art, the attention to gender, etc.
We asked ourselves what could we find in Central-Eastern Europe
that is in line with what was going on internationally — the feminist

tele practici artistici radicale erau in mod oficial interzise. Toate fenomenele legate
de ce se intimpla dupd actul artistic, arta de apartament, intfinirile private ale celor
ce faceau parte din scena artisticd radicald trimit la problema reprezentarii, deoare-
ce nu existau spatii expozitionale. Nu cd ar fi existat o agendd ascunsd, dar cred cd
modul fn care productia mergea mina in mina cu inexistenta unor locuri de repre-
zentare este ceea ce constituie diferenta specificd. Totusi, conceptual vorbind, se
pot gasi asemanari. E vorba, uneori, despre antireactii — sa luam exemplul lui Julius
Koller si al antihappeningurilor sale, ca reactie la Vest. Filmele si actiunile legate de
studille de interior ale lui lon Grigorescu s-au apropiat, desigur, de experimente simi-
lare din Occident, dar in acest caz mediul politic a fost cel care a creat o diferentd.

Sanja Ivekovi¢
Triangle, 1979, courtesy: Kontakt: The Art Collection of ERSTE Group and ERSTE Foundation

Toti acesti artisti reactionau Intr-un sistem comunist sau socialist intr-un mod care
era necunoscut in Vest. Dacd ne uitdm la opera lui Stilinovi¢ vizind istoria lugosla-
viel, aceasta cuprindea intotdeauna o reflectie asupra pragului dintre Est si Vest. El
era perfect constient de ceea ce se Intimpla si reactiona la cultura occidentald ce
patrunsese in lugoslavia n anii "70. Fiecare tard are o istorie diferita si un sistem dife-
rit fatd de care sd reactioneze.

=1 n acest proces de inventare, explorare si scriere a istoriei artei colaborati cu insti-
tute de cercetare, cu academii sau universitdti? Aceasta este una dintre problemele
din Europa de Est, cred eu. Ii avem, pe de o parte, pe Piotr Piotrowski (a cdrui carte,
Tn umbra Yaltei, a fost, de altfel, tradusd in limba englezd cu sprijinul financiar al Funda-
tiei ERSTE), care propune o manierd neierarhicd, pluralistd, ,orizontald” de a scrie isto-
ria artei, dar apoi, pe de altd parte, atunci cind insistdm si ne intrebdm ce presupune
asta, si ajungem la problema resurselor destinate cercetdrii, ajungem intr-o funddturd...
=3 Am dorit sa ne implicdm si in asa ceva, intr-o serie mai substantiald de publi-
catii. Dar dacd te uiti la programele Fundatiei ERSTE, vei vedea ca ea lucreazd intens
cu institutile, prin conferinte, simpozioane etc. Sarcina mea in cadrul colectiei
este mai mult sau mai putin legatd de cumpararea si restaurarea lucrdrilor, asigu-
rind totodata existenta imprumuturilor (de lucrari) si a expozitilor. Pind acum, fun-
datia a fost cea care s-a ocupat n principal de colabordri cu universitdti sau
cercetdtori, planificind editarea de carti sau publicatii, bundoara, initierea si organi-
zarea Premiului Igor Zabel pentru culturi si teorie. in felul acesta munca noastr,
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movement, activism, political art — and thus decided to focus on
the very conceptual side of art and mirror its developments in the
region.

r=1 In the case of Romania, the history of recent art, that of the last
50 years, hasn't been written yet, and for various reasons. But thus
it seems that what ERSTE Group and ERSTE Foundation are doing,
through buying, collecting, and supporting all sorts of investigations
and discourses, is to write history: you are producing the history

of Eastern European art.

= We agreed that it is important that the collection contributes to
the rewriting and redefinition of the European canon of art history,
because if you look at most of the art historical books — take Art
since 1900 edited by Rosalind Krauss, Hal Foster, Yve-Alain Bois and

Benjamin H. D. Buchloh - you hardly find anything about Eastern
Europe. Things have changed over the last five years maybe, espe-
cially with documenta 12 (2007), which had about twenty artists
from Eastern Europe. Subsequently the last Istanbul Biennial had
Geta Bratescu, or take Ion Grigorescu as an example as well; Kathrin
Rhomberg has been working with him for many years. Examples
could continue just to show that all of a sudden people started to be
interested. Slowly these artists are getting household names within
the canon of art, but this has taken quite some time. At least when
we started in 2004/2005 and visited Ion Grigorescu in Bucharest and
selected some works, at that time nobody knew him inside the main-
stream art historical canon.

=1 So then, would you say that your approach is comparative?

== This is what we're trying to do, to see what kind of political
actions or art performances, practices, artists, these countries had.
The interesting part is that although there was this common thing
called socialism, artists were not necessarily so much in contact with
each other, and more or less looking towards the West. It depended
a lot on the different socialist climates, for example Yugoslavia was
a bit more easy-going with Tito.

r=1 [ remember talking with Mladen Stilinovié¢ some years ago about
the reasonable access to what was going on in Western Europe at
the time.

= Yes, people could travel, there were special relations to West
Germany, for instance. Take also the case of Graz, Austria, where
Sanja Ivekovi¢ had her first exhibition participation outside of
Yugoslavia in 1971. Austria has always been in contact with artists
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pentru tot ceea ce e nevoie, se imbind la un nivel structural. Fundatia ERSTE se ocupd
de colabordri, de finantare si, de asemenea, de seria de prelegeri Pattern.

=1 (ite lucrdri aveti in colectie?

= Avem aproximativ 90 de artisti in acest moment si aproximativ 1000 de Iu-
crdri individuale.

= §j aveti un buget in vederea achizitiondrii de noi lucrdri in fiecare an?

= Da.

=1 (red cd n-o sd-mi spui la ce sumd se ridica bugetul...

== Nu tocmai, pentru ca variazd de la an la an, n functie de performanta bancii.
Tn vremuri de criza, primesti mai putin. Dar, intr-o mai mici sau mai mare mésura,
acesta ramine mereu n aceiasi parametri.

=1 De unde cumpdrati lucrdrile? Le cumpdrati de la tirguri de artd, de la galerii sau
direct din atelier?

= Asta depinde de cum sint disponibile. La inceput, cumpdram in cea mai mare
parte direct de la artisti, deoarece ei nu erau reprezentati de o galerie. Dar intre
timp — Tn ultimii opt ani de existentd a colectiei —, numerosi artisti au ajuns sa fie
reprezentati de o galerie si, de obicei, discutdm cu artistii despre modul n care doresc
sa-si vinda lucrdrile, daca doresc sa ni le vinda direct sau dacd trebuie sa le cumpa-
ram de la 0 anumita galerie. Asta depinde si de ¢t de consacrati sint artistii. De exem-
plu, In cazul Sanjei lvekovi¢ am cumparat direct de la ea, dar si de la galerii. I cazul
lui Roman Ondak, negociem numai cu galeriile. Asta depinde si de contractele pe
care le au artistii.

r=1 | Romdnia, am activat i cadrul asociatiei care organiza Bienala Periferic si as spune
cd scena din zilele noastre e foarte diferitd de modul in care era in urmd cu opt, noud
ani. In prezent, existd un val de galerii comerciale, unele dintre ele relativ de succes si
in expansiune, altele mai mici, dar totusi destul de active, care au reconfigurat o scend
care mai inainte se baza mai mult sau mai putin pe fonduri publice. Cum crezi cd politi-
ca voastrd influenteazd acest tablou? Ce poti spune despre cazul Colectiei de Artd Kon-
takt, care cumpdrd lucrdri de la artisti est-europeni si, prin urmare, influenteazd piata?
== Asta creste cu siguranta preturile si pot spune cd am creat valoare de piatd. La
inceput, nu prea cumparam de la galerii, intrucit artistii nu erau reprezentati. Cu
toate acestea, am vrut sd le platim o suma decenta artistilor — asa cd n niciun caz
nu am platit putin, doar fiindcd, oricum, nimeni n-ar fi cumparat aceasta arta.
Acum se poate vedea fn mod clar ca preturile sint Tn crestere, iar galeriile sint si ele
active. De exemplu, am inceput sd cumpdrdm lucrdrile lui lon Grigorescu direct
de la el, iar apoi, mai tirziu, prin Andreiana Mihalil. La fel cu Geta Bratescu si Marian
Ivan. Depinde foarte mult de ce este disponibil si unde. La inceput cumparam aproa-
pe 80% direct de la artisti si 20% de la galerii, acum este aproape invers. Poate
nu chiar la aceeasi scard, dar proportiile s-au schimbat, in orice caz.

=1 Atunci cind cumpdrati noi lucrdri, cine hotdrdste ce trebuie cumpdrat?

== Decizia este luatd de un juriu, avem un comitet artistic consultativ si ne ntru-
nim de doud ori pe an si decidem impreund, fiecare propune lucrari, iar apoi deci-
dem impreund ce se ncadreazd in structura colectiei.

=1 Membrii au legdturd cu fundatia?

== Nu chiar, consiliul consultativ al colectiei ii cuprinde in prezent pe Silvia Eiblmayr
(istoric de arta si curator, comisarul contributiei Austriei la editia 53 a Bienalei de la
Venetia), Georg Schéllhammer (redactor al revistei springerin, Hefte fiir Gegenwarts-
kunst [Caiete pentru arta contemporand] si al publicatiilor de la documenta 12), Jir{
Sevtik (curator, profesor la Academia de Arte Frumoase din Praga), Branka Stipan¢i¢
(istoric de artd si curator din Zagreb) si Adam Szymzyck (director la Kunsthalle Basel).
= Practic, nu aveti un spatiu de expunere, desi colectia este destul de impresionan -
td. Asta a fost intentia?
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from neighboring countries, but I think it depended on the country.
From Czechoslovakia, for example, in the 1970s it was nearly impos-
sible to get out, whereas in Poland it was easier, people having
strong connections with France (Edward Krasiriski's case). And com-
parisons can go on. I would suggest that you hardly could say “this
or that is Eastern European art”, we are rather trying to discern

a certain conceptual practice, and here’s where you could find par-
allels in all the countries, but also differences.

r=s Then this thesis of aligning what was happening in Western
Europe with what was happening in Eastern Europe, do you think

it still holds?

= Context-wise or conceptually speaking, there were certain simi-
larities. But then the realization of certain art practices was rather
marginal, as nobody in these countries in the 1970s cared about the
conservation of the work done, for example. We are mainly talking
about ephemera pieces, sometimes backed up by photographs.
There were no professional sites, galleries or presentation spaces,
museums of contemporary art — the only one was in Belgrade, which
opened in 1965. So along with this problem of the similarities, one
has to introduce the question of representation. You had the official
socialist realism on the one hand, and on the other hand, so called
radical art practices were officially forbidden. All these phenomena
like after art, apartment art, private meetings of those on the radical
art scene point to the question of representation, as there were no
exhibition spaces. Not that there was a hidden agenda, but I think
that the way in which production went along hand in hand with the
non-existence of representation sites is what constitutes the specific
difference. Nevertheless, conceptually speaking you could find simi-
larities. We are talking sometimes about anti-reactions — take Jalius
Koller’s example and his anti-happenings, as a reaction to the West.
Ton Grigorescu’s chamber studies films and actions were, of course,
close to similar experiments that were going on in the West, but

in this case the political environment creates a difference. All these
artists were reacting within a communist or socialist system in a
manner which was unfamiliar in the West. If you look at Stilinovi¢'s
work dealing with the history of Yugoslavia, it always includes a
reflection on the threshold between East and West. He was well
aware of what was going on and he reacted on the Westernized cul-
ture coming into Yugoslavia in the 70s. Each country has a different
history and a different system to react on.

=1 In this process of forging, exploring and writing art history are
you collaborating with research institutes, or academies, or universi-
ties? This is one of the problems in Eastern Europe, I think. You have
Piotr Piotrowski (whose In the Shadow of Yalta was, by the way,
translated into English with the financial support of the ERSTE Foun-
dation), on the one hand, proposing a non-hierarchial, pluralistic,
“horizontal” way of writing art history, but then, on the other hand,
when you insist and ask further what all these presuppose, and you
arrive at the question of resources for research, we're stuck in
adeadend...

= This is something we also wanted to engage in, in a more
intense publication series. But if you look at the programs of ERSTE
Foundation you will see that they do a lot of work in connection with
institutions, in conferences, symposiums, etc. My job at the collection
is more or less concerned with buying and restoring works and mak-
ing sure to have loans and exhibitions. Until now it's been the foun-
dation which mostly took care of collaborations with universities or
researchers, making plans for books or publications, for instance ini-
tiating and organizing the Igor Zabel Award for Culture and Theory.
This combines our work for whatever is needed on a structural level.
ERSTE Foundation takes care of collaborations, funding, and also the
Pattern Lectures series.

=1 [What's the amount of the works in the collection?

= We have about 90 artists at the moment, and about 1,000
individual pieces.

=1 And you have a budget to purchase new works each year?

Stano Filko
White Space in a White Space (exhibition view Museum of Contemporary Art, Belgrade), 1973 to present,
courtesy: Kontakt: The Art Collection of ERSTE Group and ERSTE Foundation

= Chiar de lainceput ne-am gindit c, desi banii vin de la bancile regionale, nu dorim
sd centralizam totul la Viena. Dorim la fel de mult sa expunem lucrdrile in regiune,
in diferite contexte. Este ceea ce am facut in 2007, la Belgrad: dupa 10—15 ani de
istorie intensd In urma destramarii federatiei iugoslave si printre toate tendintele natio-
naliste, am aldturat lucrdri de artd din ntreaga fosta lugoslavie. Oferim spre Tmpru-
mut lucrari in mod constant, Tntrucit am decis ca sintem mai degrabd o colectie de
cercetare, iar lucrdrile ar trebui sa fie disponibile, prin Tmprumut, pentru expozitii.
Am imprumutat o serie de lucrdri ale lui Jirfi Kovanda pentru ultima Bienala de la
Sao Paulo, iar lucrdrile Sanjei Ivekovi¢ cdlatoresc in mod constant, ea tocmai ver-
nisindu-si o expozitie la Galeria London South sila Calvert 22, in Londra. O mul-
time de curatori internationali incearca sa studieze anumiti artisti si ne contacteaza,
solicitind fmprumuturi pentru diferite expozitii. in prezent, avem intre 10 si 20 de
lucrdri care cdldtoresc in intreaga lume si este foarte interesant sa fii parte a unor
expozitii internationale: in 2012 au fost Bienala de la Sao Paulo, Trienala curatoriata
de Okwui Enwezor la Palais de Tokyo din Paris si exemplele ar putea continua.
=1 g ginditi cd, la un moment dat, ar putea exista o cladire care sG addposteasca
colectia?

= Am discutat despre asta, dar mai trebuie sd dezbatem acest subiect.

= Stiu cd Fundatia Generdli are o colectie similard sau cu interese similare. Cind existd
jucdtori atit de puternici pe piatd, care este relatia intre voi? Sinteti intr-o competitie?
=2 Dasi nu. Fundatia Generali a inceput mult mai devreme, la sfirsitul anilor '80,
si are o abordare similara fatd de tendintele conceptuale, dar a inceput prin a se
concentra pe Europa de Vest si pe cele doud Americi. Ulterior, ei au cumparat si
niste artisti din Europa de Est, dar la acel moment Kontakt exista deja, asa ca le-o
luasem putin Tnainte. La momentul in care am Tnceput nu exista concurentd, cu
exceptia faptului cd atit noi, cft si Fundatia Generali eram orientati spre practicile artei
conceptuale. Acum, desigur, unii dintre artistii pe care fi avem in colectie fac parte
si din colectia Fundatiei Generali, Koller sau Ivekovi¢, de exemplu. Dar ei se inte-
greazd, de asemenea, siin conceptia colectiei lor.

=1 [ntimplarea a féicut si md aflu aici, la Viena, 1 201 1, in perioada tirgului de artd
de la Viena — o editie speciald, imi amintesc, intrucit au fost prezente o multime de
fisuri familiare de pe scena artisticd a Europei de Est. Imi amintesc, de asemenea, in-
trarea n incinta tirgului si imaginea cu sloganul Grupului ERSTE, cu ortogrdfia lui amu-
zantd: ,Kunst ist MehrWERT" (Arta este surplus/plusvaloare). Grupul ERSTE
sponsorizeazd tirgul in fiecare an, nu-i asa?

scena

= Yes.

r=1 [ guess you won 't tell me how big the budget is...

== Not really, because it varies from year to year, depending on the
performance of the bank. In times of crisis, you get less. But more or
less, it always stays within the same parameters.

r=1 Where do you buy the works from? Do you buy them at art fairs,
from galleries or directly from the studios?

== [t depends on how they are available. At the beginning we most-
ly bought from artists directly because they didn't have a gallery
representation. But in the meantime — throughout the past eight
years of the existence of the collection — a lot of artists got a gallery
representation, and we usually talk to the artists about how they
want to sell the work, if they want to sell it to us directly or if we
need to buy it from a certain gallery. It depends as well on how well
artists are established. For example, in Sanja Ivekovi¢'s case, we
bought from her directly but also from galleries. In Roman Ondak’s
case, we only deal with galleries. It also depends on the kind of con-
tract artists have.

=1 [ was active in Romania within the association which organized
the Periferic Biennial, and I would say that the scene nowadays is
very much different than what it used to be eight-nine years ago.
Currently there is a wave of commercial galleries, some of them rela-
tively successful and in expansion, others smaller, but still pretty
much active, which reconfigured a scene that used to rely more

or less on public funds. How do you think that your policy influences
this scenery? What would you say about the case of the Kontakt Art
Collection, buying works from Eastern European artists and thereby
influencing the market?

== It definitely raises the prices and I can say that we created mar-
ket value. At the beginning we hardly bought from galleries, as
artists were not represented. Nevertheless, we wanted to pay a
decent amount to the artists — so it wasn't the case that we paid just
a little because no one bought this art anyway. Now you can clearly
see that the prices are growing and the galleries are also active.

For example, we started to buy Ion Grigorescu’s work directly from
him at the beginning, and then later through Andreiana Mihail.

The same with Geta Bratescu and Marian Ivan. It depends a lot on
what is available, and where. At the beginning we bought nearly
80% directly from the artists and 20% from galleries, now it is almost
the opposite. Not quite the same scale, but the proportions have
changed in any case.

r=1 When you buy new work, who takes the decision of what is sup-
posed to be bought?

= The decision is taken by a jury, we have an art advisory commit-
tee and we meet twice a year and decide together, each one propos-
es works, and then we decide together what fits into the structure
of the collection.

=1 Are its members related to the foundation?

= Not really, the advisory board of the collection currently consists
of Silvia Eiblmayr (art historian and curator, commissioner of the
Austrian contribution to the 53rd Venice Biennale), Georg Schéll-
hammer (editor of springerin, Hefte fiir Gegenwartskunst and docu-
menta 12 publications), Jiff Sevéik (curator, professor at the Academy
of Fine Arts, Prague), Branka Stipanci¢ (art historian and curator,
Zagreb) and Adam Szymzyck (director, Kunsthalle Basel).

r=1 You practically don't have a space to exhibit, though the collec-
tion is pretty impressive. Is this intentional?

== Right from the beginning we thought that though money flows
from the regional banks, we don't want to centralize everything in
Vienna. We equally wish to exhibit works in the region, in different
contexts. That's what we did in 2007 in Belgrade: after 10-15 years
of an intense history after the breaking of the Yugoslavian federation
and amongst all these nationalist tendencies, we brought together
art works from the whole of former Yugoslavia. We constantly have
loans, as we decided that our collection should be more like a
research collection, and works should be available as loans for exhi-
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lon Grigorescu
Electoral Meeting (The talkie-walkie, before the building of the Central Committee of the Party), 1975,
courtesy: Kontakt: The Art Collection of ERSTE Group and ERSTE Foundation

=2 Da, Grupul ERSTE a fost sponsorul principal de cind tirgul de arta functioneaza
in spatiul curent (Messe Wien), iar ideea era ca galeriile est-europene sa primeas -
ca niste bani pentru a plati taxa pentru standuri.

=1 |n acest fel Grupul ERSTE sponsorizeazd participarea acestora.

== Da, ideea era sa sponsorizam taxele pentru standurile galeriilor din Europa de
Est. In fiecare an, aproximativ |6 galerii sint sprijinite de Grupul ERSTE.

=1 Nu este contradictoriu acest lucru? Adicd, ce motiv ar putea avea o companie
privatd sd sponsorizeze alte companii private?

= Noivedem asta ca un ajutor pentru acele galerii care altminteri nu ar veni aici,
deoarece ar fi prea scump pentru ele, cu toate costurile de deplasare si taxele impli-
cate. Cei mai multi galeristi din Europa de Est trebuie sa se gindeasca de doua ori
daca sa participe sau nu la un tirg de artd. Pe de alta parte, este dificil si sa aduci
mari colectionari la Viena, gindindu-ne ca exista o multime de tirguri de arta im-
portante in Europa. De ce ai fi interesat, in calitate de colectionar, sa vii la Viena?
Ne-am gindit cd sponsorizarea acestor galerii din Europa de Est le-ar spori atrac-
tivitatea, iar mari colectionari internationali ar putea hotar{ sd vina totusi la Viena,
pentru cd aici exista un interes special pentru Europa de Est. Tntrucit fac parte din
consiliul de conducere al IACCCA, asociatia colectiilor de arta corporatiste cu sediul
la Paris, i-am invitat pe curatorii lor la Viena, in 2012. Astfel, 20 de oameni din intrea-
ga Europd avind legdtura cu colectiile au venit aici, oameni care n alte circumstante
ne-ar fi ignorat, deoarece Basel, Londra, Paris sau Bruxelles sint optiuni mai la fn-
demind.

=1 A devenit tirgul de artd in sine un spatiu in care intelegi ce se intimpld in Europa
de Est, care sint noile directii si tendinte?

=2 Cel putin acesta ar trebui sa fie scopul, dar apoi depinde foarte mult de
colectionari, de ce anume cumpara.

r=1 Ultima rundd de intrebdri: cum aiinceput tu, personal, sd lucrezi in sectorul corpo -
ratist? Ai spus cd inainte erai pe cont propriu.

r=1 Am lucrat pe cont propriu, si intimplarea a facut sa curatoriez cfteva expozitii
in care am inclus artisti din Europa de Est.

=1 Asta se intimpla in anii 1990.
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bitions. We loaned a series of Jifi Kovanda's works to the last Sao
Paulo Biennial, while Sanja Ivekovi¢'s works travel constantly, she has
just recently opened a show at the South London Gallery and Calvert
22 in London. There are a lot of international curators who try to
research certain artists and who contact us, asking for loans for
different exhibitions. At the moment we have between 10-20 works
traveling all around the globe, and it is something quite interesting
to be part of international exhibitions: in 2012 there was the Sao
Paulo Biennial, the Triennial that Okwui Enwezor curated at the
Palais de Tokyo in Paris, and examples could go on.

=1 Do you imagine having a building, which would house the collec-
tion, at some point?

= We have been talking about it, but we still need to discuss this
through.

=1 [ know that Generali Foundation has a similar collection, or with
similar interests. When you have these sort of big players on the
market, what is your relation to each other? Are you in a compe-
tition?

== Yes and no. Generali Foundation started much earlier, in the late
80s, and has a similar approach to conceptual tendencies, but began
focusing on Western Europe and the Americas. Later they bought
some Eastern European artists as well, but by that time Kontakt had
already come into existence, so we were a little ahead of them.

At the time when we started there was no competition apart from
the fact that both us and Generali Foundation were oriented towards
conceptual art practices. Now, of course, some artists that we have
in the collection are also part of the Generali Foundation’s collection,
they have Koller or Ivekovi¢, for example. But this is something that
fits into their collection’s concept as well.

r=1 [ happened to be here in Vienna in 2011, during the Vienna art
fair — a particular edition, I recall, as a lot of familiar faces from the
Eastern European art scene were present. I remember as well

the entrance of the fairground and the image of ERSTE Group's slo-
gan with its funny spelling “Kunst ist MehrWERT " (Art is Surplus/
More Value). ERSTE Group is sponsoring the fair every year, right?
= Yes, ERSTE Group has been the main sponsor since the art fair
opened at the current location (Vienna Messe), and the idea was that
East European galleries get some money to pay the fee for the booth.
=1 In this way ERSTE Group is sponsoring their participation.

= Yes, the idea was to sponsor the fees for stands for galleries from
Eastern Europe. Every year about 16 galleries are supported by ERSTE
Group.

r=u [s this, then, contradictory? I mean, what reason would there be
for a private enterprise to sponsor other private enterprises?

= We see it as a help for those galleries that wouldn’t come here
because it would be too expensive for them, with all the travelling
and the fees involved. Most gallerists in Eastern Europe have to think
twice about participating in an art fair. On the other hand, it is also
difficult to bring big collectors to Vienna, thinking that you have a lot
of important art fairs in Europe. Why would you, as a collector,

be interested in coming to Vienna? We thought that sponsoring all
these galleries from Eastern Europe would add in attractiveness,

as big international collectors might then decide to come to Vienna
because there is a special focus on Eastern Europe. Since I am in the
board of IACCCA, the association of corporate art collections based
in Paris, we invited their curators over to Vienna in 2012. Thus, 20
people from all over Europe connected with collections came here,
people who in other circumstances would have ignored us, because
Basel, London, Paris or Brussels are the easier option.

=1 Has the art fair itself become a space where you understand
what is happening in Eastern Europe, in what amounts to new trends
and tendencies?

= At least this should be the goal, but then it depends a lot on col-
lectors, on what they buy.

=1 Last round of questions: how did you personally start to work

in the corporate sector? You said you were freelance before.

== Da. Cind banca a luat legdtura cu Rainer Fuchs de la MUMOK pentru ca el sa
vind cu un nou concept pentru colectie, el a recomandat ca si eu sd ma alatur, ca
tindr curator care lucreazd pe Europa de Est. Banca a hotarft sa creeze o colectie si
mi-a cerut sa o curatoriez — dintr-o datd, lucram pentru o bancd, ceva ce nu mi-as
fi imaginat niciodata. A fost dintr-o intimplare, Tntr-un fel.

=1 Asadar, dupd ce ai experimentat ambele lumi, ce pdrere ai despre corporatizarea
progresivd a artei si culturii?

= (Cred cd acesta este un proces pe care trebuie sd-l recunosti ca atare si cu care
sd te obisnuiesti...

=1 n Austria ca si oriunde altundeva...

= n Austria, prima colectie corporatista la scard mare a fost Generali, la sfirsitul
anilor 1980. Modelul a fost inventat din mers si, in scurt timp, a aparut colectia EVIN.
Grupul ERSTE afnceput in acelasi timp cu colectia Verbund, aceasta din urmd avind
un interes mai ales pe arta conceptuald americand. Si este interesant ca ai aceste
patru mari colectii corporatiste, Generali, EVN, Kontakt si Verbund, 1n Viena, un
numar mare pentru o tara micd precum aceasta.

=1 Categoric, ceea ce nseamnd cd existd o multime de bani aicil

= Dar si pentru ca aceste corporatii isi au sediul aidi...

r=1 Dacd linia intii este ocupatd, asadar, de colectiile corporatiste si de relatiile lor cu
galeriile comerciale, ce spatiu si ce vizibilitate mai existd pentru aborddri critice si pen-
tru fenomenele marginale ale lumii artei?

=2 Aceasta este Intrebarea. Pentru cd, pe de o parte, avem critica de stinga, care
este impotriva rolului dominant al bancilor in societate; dar, apoi, pe de alta parte,
bancile cumpdra pozitii artistice radicale sau marginalizate mai inainte si incearcd sa
ofere ointelegere a ceva ce a fost anterior invizibil, faicindu-| vizibil. Aceasta e par-
tea buna —n cazul tuturor celor patru colectii, oameni din lumea artei decid ce tre-
buie sa intre n colectie, si nu managerii din consiliul de administratie, cel putin nu
ntr-o maniera care ar viza ce trebuie achizitionat. Sint intotdeauna oameni care vin
din sfera artei, care fac cercetdri cu privire la ceea ce propun; si asta serveste si cor-
poratiilor, intrucit, in mod normal, logica este ,haideti sd luam pe cineva din lumea
artei in care avem incredere, care contribuie cu expertiza sa si poate lucra pentru
noi, ca sd facd o treabd bund". Cred cd acesta e un mod de structurare a lucruri-
lor destul de deschis.

r=1 Ce pdrere ai despre scena de artd din Viena, care pare foarte institutionalizatd,
cu 0 gamd larga de galerii, muzee si colectii expuse? Aveti contacte cu partea nein-
stitutionalizatd?

== Desigur, In calitate de curator care a lucrat in afara sistemului, eu cunosc pe
toatd lumea; dar aceasta este mai degraba o chestiune personala decit o relatie insti-
tutionald. Ca reprezentant al colectiei bancii, povestea este diferitd.

= (ritica traditionald sund cd, odatd ce introduci arta criticd intr-o colectie, o im-
blinzesti si o neutralizezi. Crezi cd asa stau lucrurile sau nu?

= Nu cred asta... Cind vine vorba de intelegerea colectiei de cdtre miile de anga-
jati ai bancii, exista inca multe de facut cu privire la educatie, asta e sigur. E intere-
sant ca nu doar colectia Kontakt, ci si colectiile celor de la Verbund si Generali sint
mult mai vizibile in context artistic decit ih context corporatist. lar celdlalt aspect pozi-
tiv este faptul ca aceste colectii cumpard arta care nu e atit de lesne cumpadrata de
alti colectionari.

=1 Walter, iti multumesc mult pentru timpul acordat si pentru discutie!

Traducere de Alex Moldovan

scena

= [ worked freelance before, and I just happened to curate a cou-
ple of exhibitions in which I included artists from Eastern Europe.
r=1 This was back in the 1990s.

== Yes. When the bank contacted Rainer Fuchs from MUMOK to
come with a new concept for the collection, he also recommended
that I join as a young curator working on Eastern Europe. The bank
decided to build the collection, and asked me to curate it — all of

a sudden I was working for a bank, something I would have never
imagined before. It happened by accident in a way.

=1 So having experienced both worlds, what is your take on the
progressive corporatization of art and culture?

== [ think that this is a process one needs to acknowledge and get
accustomed to...

=1 In Austria like in any other place...

= In Austria the first large scale corporate collection was Generali
in the late 1980s. The model was invented as they went along, and
soon the EVN collection appeared. ERSTE Group started at the same
time as the Verbund collection, the latter having an interest mostly
in American conceptual art. And it's interesting that you have these
four major corporate collections, Generali, EVN, Kontakt and Ver-
bund, in Vienna, which is quite a large number for a small country
like this.

=1 For sure, which means that there is a lot of money here!

= It's also because these corporations are located here...

=1 [f the forefront is taken, then, by corporate collections and their
relations with commercial galleries, what space and what visibility is
left for critical approaches and for marginal phenomena of the art
world?

= This is the question. Because on the one hand you have the leftist
criticism, which is against the dominant role of banks in society; but
then, on the other hand the banks are buying radical or formerly mar-
ginalized artistic positions and try to offer an understanding for some-
thing that has previously been invisible, making it visible. This is the
good thing about it — in all these four cases of collections, there are
people from the art world who decide what has to be integrated in
the collection and no CEO sitting in the board, at least not in a way
that would determine what should be purchased. There are always
people coming from the art realm, doing research about what they
are proposing; and this serves the corporations as well, as normally
the rationale is “let’s take someone from the art world who we trust
and who brings some expertise, and can work for us, and do a good
job". That's quite an open way of structuring things I think.

r=1 What about the art scene in Vienna, it seems to be very much
institutionalized, with a vast array of galleries, museums and collec-
tions on display, do you have contacts with the non-institutionalized?
= Of course, as a curator who has been working in off-spaces before,
I know everyone; but this is more of a personal issue than an institu-
tional relation. As a representative of the bank’s collection, the story
is different.

=1 The traditional critique is that once you get critical art in a collec-
tion you tame it and neutralize it. Do you think that this is the case

or not?

= [ don't think so... When it comes to the understanding of the col-
lection by the thousands of employees of the bank, there is still

za lot to be done education-wise, that's for sure. The interesting
point is that not only Kontakt but also Verbund's and Generali's col-
lections are more visible in an artistic context than in the context

of the corporation. And the other positive aspect is that these collec-
tions buy art which is not so easily bought by other collectors.

=1 Walter, thanks a lot for the time and the discussion!
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insert

In acest moment ascult Lift Your Skinny Fists Like

Antennas to Heaven al trupei Godspeed You! Black Emperor.

Unul dintre albumele mele preferate.

Cumva, totul explodeazd de fiecare data cind 1l ascult.

Fiecare piesa seamana cu un cuvint subliniat de mii de ori, pind cind hirtia
e aratd In toate directiile de Virful markerului.

Virful markerului meu se misca la nesfirsit.

Reverberind timp si spatiu.

De la stinga la dreapta si la stinga din nou si iar la dreapta, pina cind totul se
reduce la o linie,

la un loc de care sd te poti tine.

Intre dous pagini
(Stefano Calligaro)

(Traducere de Alex Moldovan)

At this precise moment I'm listening to Lift Your Skinny Fists Like
Antennas to Heaven by Godspeed You! Black Emperor.

One of the albums I like most.

Somehow it blows everything up every time I hear it.

Each song is like a word underlined thousand times, till the paper is
ploughed in all directions by the top of the pen.

The point of my marker moves endlessly.

Echoing time and space.

From left to right and left again and right again till everything is
reduced to a line,

to a place to hold onto.

Between two pages
(Stefano Calligaro)

Stefano Calligaro: Totul | Al

STEFANO CALLIGARO is an artist whose work embraces various medias.

Recent solo shows include: 2011 For Not Turning All My Nothing into Something, Sabot Gallery, Cluj; 2010 Plants, Rocks and a Fish Inhabited Pond, Wew Gallery,
Hamburg; Two Ways to Look At, SecondRoom, Antwerp; 2009 Flat Folding, White Heat, Stuttgart; Arrangements, Agenzia04, Bologna; Waldenaffairs, Den Haag.
Recent group shows include: 2012 Play Dice Would Be Nice, Gaudel de Stampa, Paris; Informal, Or-bits, Or-bits.org; I/ lato oscuro della luna, Jarach Gallery, Venice;
2011 Needed by Things, Furnished Space, London; 2010 Evading Customs, Le Dictateur, Milan; 2009 Lobby, Cell project space, London; The Object of the Attack,
The David Roberts Art Foundation, London; And the Wood Said Burn Me, A locatie, Rotterdam.
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Somapolitica' Europei negre:

testimoniale ale unui eveniment

Dosar realizat de Alanna Lockward,

pregatit pentru IDEA artd + societate de Ovidiu Tichindeleanu

ALANNA LOCKWARD, autor, critic si curator independent, director fondator al Art Labour Archives (din 1996),
manager general al Institutului Decolonial Transnational, curator al BE.BOP 20 2. Black Europe Body Politics.
WALTER MIGNOLO, profesor de literatura William H. Wannamaker la Duke University.

ROBBIE SHILLIAM, conferentiar in relatii internationale, Queen Mary University, Londra.

SIMMI DULLAY, artist, producator cultural, profesor de arte la Universitatea Africii de Sud, Pretoria.
INGRID MWANGI ROBERT HUTTER lucreaza impreund ca artisti video si performeri.

ROLANDO VAZQUEZ, profesor asistent de sociologie la Academia Roosevett din cadrul Utrecht University.
JEANNETTE EHLERS e un artist video stabilit in Copenhaga.

QUINSY GARIO, artist, scriitor si director cutural stabilit in Olanda, preocupat de problemele de gen si de
cele postcoloniale. Editor al jurnalului feminist LOVER, membru al colectivului artistic panafrican State of L3 si
initiator al proiectului artistic Zwarte Piet Is Racisme, in iunie 201 I

JULIAROTH, cercetdtor postdoctoral la Freie Universitdt Berlin, autor, curator al evenimentelor politico-cul-
turale pentru Bundeszentrale fiir politische Bildung, Goethe-Institut, HKW, HAU. Vezi desiguALdades.net.
MANUELA BOATCA, profesor de sociologie la Institutul Latinoamerican, Freie Universitit Berlin.

TERESA MARIA DIAZ NERIO, cercetitor si artist dominican de performance.

Somapolitica Europei negre. Catre o estetica decoloniala*
Alanna Lockward

Este esential sd subliniem cd desi conceptualizarea esteticii decoloniale e relativ re-
centd, premisele sale — schimbdrile epistemice ce au contestat colonialitatea in prac-
ticile artistice si culturale ale emisferei sudice — sint la fel de vechi ca sistemul insusi.
Sfidarea colonialismului prin dansurile si ritualurile voodoo, care a condus in cele
din urma la prima revolutie de succes a sclavilor; in Haiti, e un exemplu grditor.
Ceea ce face estetica decoloniald e sa conecteze aceste mosteniri, dar si reprezentari-
le lor actuale, cu modelul analitic modernitate/colonialitate/decolonialitate. BE.BOP
201 2. Black Europe Body Politics (4—6 mai 2012, Ballhaus Naunynstrasse, Berlin)
a introdus aceastd abordare teoreticd in artele vizuale din Europa si din continen-
tul african printr-un vast spectru de proiectii. Estetica decoloniald a fost dezbatuta
pentru prima datd, cu aplicare la BE.BOP 2012, la Goldsmiths University of Lon-
don, n decursul anilor 201 1-2012. La evenimentul din Berlin, au fost sesiuni de
proiec i de doud ore in fiecare dimineatd, urmate de dezbateri in mese rotunde
des pe estetica si aesthesisul decolonial, cetdtenia (europeanului de culoare), acti-
vismul anti-Blackface, moda si feminitdti in Africa, Conferinta Berlin — Africa, geno-
cidul Herero si Nama si amnezia coloniald in Germania si Scandinavia.

Artisti, activisti si cercetatori si-au impartasit cunostintele de pe pozitii de egalitate,
in decursul unor discutii bogate si variate. Filmul si arta video au fost tratate la fel,
n ciuda caracterului industrial al primului, fiind prezentate Tn acelasi format de proiec-
tie si instalare. Arta performativa a fost dezbatuta intr-un spatiu teatral experimental,
de postmigratie. Contributiile teoreticienilor au fost discutate Tntr-un spatiu ex taaca-
demic. Activistilor li s-a oferit suficient spatiu pentru afisarea campaniilor si raspin-
direa mesajului lor. Evenimentul a dat nastere unei schimbari paradigmatice Tn
perceptia, gindirea si actiunea decoloniald. Multiplele straturi ale acestei conver stii
sint documentate Tn evaludrile participantilor.

in procesul de organizare al BE.BOP 2012, am conceptualizat diasporicul ca abor-
dare specifica in cadrul esteticii decoloniale, care subliniaza specificul anumitor expe-
riente continentale ale europeanului negru. Ca proces in curs de desfasurare, aceasta
primd conceptualizare a devenit acum ,estetica decoloniald afropeana”. Ceea ce urmeaza

+ (BE.BOP 2012)

BLACK EUROPE BODY POLITICS: TESTIMONIALS OF AN EVENT
Dossier Realized by Alanna Lockward,
Prepared for IDEA arts + society by Ovidiu Tichindeleanu

ALANNA LOCKWARD, author, critic and independent curator, founding
director of Art Labour Archives (since 1996), general manager of the Trans-
national Decolonial Institute, curator of BE.BOP 2012. Blsack Europe
Bodly Politics.

WALTER MIGNOLO, William H. Wannamaker professor of literature at
Duke University.

ROBBIE SHILLIAM, senior lecturer in international relations, Queen Mary
University of London.

SIMMI DULLAY, artist, cultural producer, art lecturer at the University
of South Africa, Pretoria.

INGRID MWANGI ROBERT HUTTER work together as video artists and
performance artists.

ROLANDO VAZQUEZ, assistant professor of sociology at the Roosevelt
Academy of Utrecht University.

JEANNETTE EHLERS is a Copenhagen based video artist.

QUINSY GARIO, artist, writer and cultural producer based in The Nether-
lands, with a focus on gender and postcolonial issues. Editor of the femi-
nist journal LOVER, member of the pan-African art collective State of L3,
and initator in June 2011 of the art project Zwarte Piet I's Racisme.
JULIA ROTH, postdoctoral researcher at Freie Universitat Berlin, author,
curator of cultural-political events, for the Bundeszentrale fiir politische
Bildung, Goethe-Institut, HKW, HAU. See desiguALdades.net.
MANUELA BOATCA, professor of sociology at the Latin America Institut,
Freie Universitat Berlin.

TERESA MARIA DIAZ NERIO, Dominican performance artist and researcher.

Black Europe Body Politics:
Towards an Afropean Decolonial Aesthetics'
by Alanna Lockward

It is crucial to point out that even though the conceptualization

of decolonial aesthetics is fairly recent, its points of departure — the
epistemic shifts that have challenged coloniality in the artistic and
cultural practices of the Global South — are as old as the system
itself. The defiance to colonialism in Vodou dance and rituals, which
in Haiti ultimately lead to the first successful slave revolution, is

a splendid case-in point in this regard.

What decolonial aesthetics does is to connect these legacies and
its current displays to the analytical model modernity/coloniality/
decoloniality. BE.BOP 2012. Black Europe Body Politics (4-6 May
2012, Ballhaus Naunynstrasse, Berlin) introduced this theoretical
approach to the visual arts in Europe and the African continent
with a wide spectrum of screenings. Between 2011 and 2012
decolonial aesthetics in the context of BE.BOP 2012 was discussed
for the first time at Goldsmiths University of London. At the Berlin
event, there were two-hours screening sessions every morning fol-
lowed by roundtable discussions on Decolonial Aesthetics and
Aesthesis, (Black European) citizenship, anti-Blackface activism,
fashion and womanhood in Africa, the Berlin—Africa Conference,
the Herero and Nama genocide, and colonial amnesia in Germany
and Scandinavia.

Artists, activists and scholars shared their knowledge on equal terms
during rich and diverse discussions. Film and video-art were equated
in status, the industrial character of the former shared the same
screening format and set-up as the later. Performance art was dis-
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e un sumar al parcursului meu pind in acest punct, prin cartografierea initiald a cimpu-
|ui esteticii diasporice si, utterior; sublinierea pertinentei terminologice si teoretice a , afro-
peanului® pentru modelele analitice actuale ale esteticii decoloniale si diasporice.
Modernitate/colonialitate/decolonialitate, modelul ori programul de cercetare
inspirat de contributia inovatoare a sociologului si umanistului peruvian Anibal
Quijano, ofera un instrument pentru demontarea continuitatilor colonialismului de
dupa decolonizarea formala. Totodatd, programul defineste modernitatea ca reto-
rica inseparabild de logica specifica a colonialitatii (Mignolo), adica de exploatarea sis-
tematica a unor populatii intregi in numele , progresului® si civilizatiei“. Asa cum am
precizat la fnceput, analiza si contestarea acestei inseparabilitati inextricabile au fost
parte a modernitdtii/colonialitdtii, inca de la fnceputurile sale. Aceasta munca se nu-
meste ,decolonialitate”. In acest sens, ginditorii decoloniali considers c3 studiile post-
coloniale au un orizont limitat, findcd omit aceasta inextricabilitate, iar genealogia
lor e ancoratd in teorii ale (post)modernitatii* mai curind provinciale, fundamenta-
te In mare parte pe genealogii istorice si intelectuale eurocentrice.

Exista mai multe conceptualizari ale esteticii diasporice in studiile postcoloniale lega-
te de ceea ce R. Radhakrishnan numeste ,era diasporei®.* Kobena Mercer a publi-
cat pe larg pe acest subiect incd din 1994. Alte contributii cuprind ,Estetica
afro-diasporica® a Iui Alexander Weheliye si,,Formele diasporice africane” a Kristei
Thompson.® Aceste aborddri teoretice Tmpartasesc un fir comun cu eseurile esen-
tiale ale lui Stuart Hall despre diaspora si reprezentare cutturald.” Studiile au fn comun
0 anumita vitalitate dialogica. Autorii aleg in mod sistematic sd-si articuleze ideile por-
nind mai degrabd de la dezbaterea unor practici culturale concrete decit prin sta-
bilirea unui nou universal abstract. Cu alte cuvinte, e vorba de conceptualizari specifice
situatiei, comme-il-faut. Tn cazul lui Thompson, accentul cade pe statutul social infatisat
in ritualurile de inspiratie hip-hop ale balurilor din Bahamas. Weheliye, ,acompaniat*
de Dubois, Walter Benjamin si Ralph Elllison, introduce ,afromodernitatea sonica”,
un indicator al disjunctiei dintre sunet si sursa, asa cum e exemplificat in Souls.?

in reflectiile paradigmatice ale lui Kobena Mercer despre estetica diasporica, imagi-
nea n miscare joaca un rol important.” Multe dintre lucrdrile prezentate si discu-
tate pe durata BE.BOP 2012 auin comun cu primii regizori britanici negri, analizati
de Mercer, deconcertarea stereotipurilor si dislocarea prejudecatilor obisnuite
despre o identitate neagra esentializata. Ceea ce diferentiaza lucrdrile de la BE.BOP
2012 e un element mai curind bizar: faptul ca regizorii negri din Anglia nu au mai
fost nevotti sa ,demonstreze” ca imperialismul si colonialismul ,au avut loc” cu adevarat
ori, cum e n cazul Olandei, ca din moment ce ,s-a petrecut cu mult timp in urma
e in cele din urma irelevant”.

Contributia esteticii decoloniale afropeene la conceptualizarile actuale ale esteticii
diasporice clarificd modul in care creatorii diasporei trateaza ocultarile modernitdtii,
disimularea muncii murdare a colonialitatii. Tn acest sens, prezenta noastra vizeaza
ceea ce Quinsy Gario numea ,plantatiile artei moderne*'’, si parafrazez: , plantatii-
le de artd ale modernitatii®, si anume fntr-un mod care nu e nici tangential, nici inci -
dental. intr-adevar, dupd cum a argumentat superb Antonio Benftez Rojo In La isla
que se repite'" [Insula care se repetd], anumiti artisti din Caraibe si alte diaspore de
culoare au ales sa conteste colonialitatea specifica a cunoasterii si fiintei in interio-
rul mentalitatii acestui sistem global de plantatii, care nu poate fi evitat, prin crea-
rea unor posibilitati ale simtirii care fnldturd , suprematia” hegemonica a modernitatii.
Colajul video Other [Altul] al artistei aborigene australiene Tracey Moffatt e o capo-
dopera in aceasta privinta.

Estetica decoloniala afropeand presupune ca diaspora din Caraibe e implicatd or-
ganic In diaspora de culoare si/sau africand din Europa, urmind astfel dilemele lui
Stuart Hall"? si ale multor altora. Existd o vastd bibliografie globala de studii ale dias-
porei si, mai ales in Europa, se multiplica resemantizdrile notiunii aplicate pe situatii

cussed at a postmigrant experimental theatre space. The scholarly
work of theoreticians was discussed at an extra-academic space.
Activists were given plenty of space to display campaigns and spread
their message. This event created a paradigm shift in decolonial
sensing, thinking and doing. The many layers of this conversation
are documented in the evaluations of the participants.

In the process of organizing BE.BOP 2012, I conceptualized the dias-
poric as a specific approach to decolonial aesthetics with the pur-
pose of outlining the particularities of certain continental Black
European experiences. As a work-in-progress, this first conceptuali-
zation has now become “Afropean decolonial aesthetics”. What
follows is a review of my arrival to this point by firstly mapping the
field of diaspora aesthetics and, secondly, outlining the terminologi-
cal and theoretical pertinence of the “Afropean” in relation to current
analytical models of both decolonial and diaspora aesthetics.
Modernity/coloniality/decoloniality, the model or research program
inspired by the groundbreaking contribution of Peruvian sociologist
and humanist Anibal Quijano, offers a tool to dismantle the continu-
ities of colonialism after formal decolonisation. At the same time the
program defines modernity as a rhetoric inseparable from the logic
of coloniality (Mignolo), which consists of the systematic exploitation
of entire populations in the name of “progress” and “civilization”.

As mentioned at the beginning, the analysis of and contestations
over this inextricable inseparability have been part of modernity/colo-
niality since its very inception. This work is called “decoloniality”. In
this sense, decolonial thinkers examine post-colonial studies as limit-
ed in scope since apart from omitting this inextricability, their geneal-
ogy is anchored in rather provincial theories of (post)modernity?
based largely on Eurocentric historical and intellectual genealogies.
There are several conceptualizations of diaspora aesthetics in post-
colonial studies within what R. Radhakrishnan calls “The Age of
Diaspora”.® Kobena Mercer has published extensively on the subject
since 1994. Other contributions include Alexander Weheliye's “Afro-
diasporic aesthetics™ and Krista Thompson’s “African diasporic
forms”.® These theoretical approaches share a common thread

with the seminal essays on diaspora and cultural representation by
Stuart Hall.® They also share a dialogical stamina in their analysis.
The authors systematically choose to articulate their ideas by depart-
ing from the discussion of specific cultural practices rather than try-
ing to establish yet another abstract universal. In other words, these
are situation-specific conceptualizations, comme-il-faut. In the case
of Thompson, the focus is given to the social status performed in the
hip-hop-inspired prom rituals in the Bahamas. Weheliye, “accompa-
nied"” by Dubois, Walter Benjamin and Ralph Elllison, introduces
“sonic Afro-modernity” as an indicator of the disjuncture between
sound and source, as exemplified by Souls.”

In Kobena Mercer’s paradigmatic reflexions on diaspora aesthetics,
moving-image plays a relevant role.® Many of the works presented
and discussed during BE.BOP 2012 share with the early Black British
filmmakers analyzed by Mercer the confounding of stereotypes and
the displacement of common assumptions of an essentialized Black
identity. What differentiates the works of BE.BOP 2012 is a rather
bizarre element: the fact that Black filmmakers in Britain did not
have to “prove” that colonialism and imperialism actually “hap-
pened” or, as in the case of The Netherlands, that since “that hap-
pened so long ago they are ultimately irrelevant”.

The contribution of Afropean decolonial aesthetics to the current
conceptualizations of diaspora aesthetics illuminates the way in which
diaspora creators are addressing the occlusions of modernity, the
concealment of the dirty job of coloniality. In this sense, through our
presence we address what Quinsy Gario has described as “modern
art plantations™, and I paraphrase “the art plantations of modernity
- something neither tangential or incidental. It is indeed in this glob-
ally inescapable plantation system mentality, superbly argued by
Antonio Benitez Rojo in La isla que se repite®, that certain artists from
the Caribbean and other Black diasporas have chosen to challenge
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specifice. De dragul claritatii, voi cita definitia datd de Agustin Lao Montes diaspo-
rei africane, fiindca se apropie de propria mea experientd ca membra a diasporei
caraibiene: ,Daca domeniul istoric mondial a ceea ce numim in prezent diaspora
africand, ca o conditie a dispersiei si ca proces al dislocdrii, se bazeazd pe forme de
violenta si teroare ce sint esentiale modernitdtii, asta implica deopotriva un proiect
cosmopolit de articulare a istorillor diverse ale popoarelor africane, creind concomi-
tent curente intelectuale/culturale si miscari politice translocale®."* Decolonialul in
esteticd substantiazd ideea ca sintem si am fost dintotdeauna parte a modernitatii.
De aceea, ,strategiile noastre de re-existenta“' sint analizate ca parte integrantd a
modermnitatii. Tn loc s3 ne definim ca ,alte modemitati‘, ne numim ,colonialitate deco-
lonizatd“.

Urmdtorul citat din Stuart Hall ilustreaza o criticd esentiald a gindirii si esteticii de-
coloniale adusd studiilor culturale si postcoloniale: ,Gindindu-ma la propriul meu
simt al identitdtii, am realizat ca el a depins dintotdeauna de faptul de a fi un migrant,
de diferenta fata de voi toti. Astfel ca unul dintre lucrurile fascinante legate de aceasta
discutie e ca ma regasesc pe mine intr-o pozitie centrald, in sfirsit. Acum ca, in era
postmoderna, voi toti va simtiti atit de dispersati, eu devin central. Ceea ce mi se
parea a fi dispersat si fragmentat devine, paradoxal, experienta moderna reprezen-
tatival Asta inseamna «sd te Tntorci acasa» cu inversunare!”'

Din perspectiva decoloniald, nu am abandonat niciodatd acest ,acasa“ (colonialita-
tea). Procesul decolonizarii mintilor noastre presupune o realizare a acestui fapt.
Noi am fost mereu aici, ca parte ascunsd a modernitdtii, astfel cd prezenta noastra
se justificd de la sine. Pe de alta parte, gindirea si actiunea decoloniald are in comun
cu judecata Iui Hall autoreprezentarea, din moment ce, in cele din urmd, recunoaste-
rea noastra in mirajele reflexive ale modernitatii ne uneste in solidaritate. Mai mutt
decit atft, estetica decoloniald afropeand adopta ,povara reprezentarii a lui Hall ca
un dar bine-venit: darul constiintei de sine, darul decolonizarii mentale, sensibile
si estetice.

Pe durata BE.BOP 2012, la fel ca in dilema lui Hall, am devenit centrati in propriile
noastre experiente intr-un context paneuropean. Am discutat intre noi, cu noi insine,
despre noiinsine. A fost un banchet al identitatilor: Asa-numitele ere ,postrasiale”, , posti-
dentitare” ori ,postnegre” erau oximoroane fn vocabularul nostru.'®

Amnezia coloniala raspindita in Germania si térile scandinave evidentiaza un abil sce-
nariu paneuropean al negarii, ce nu aduce in discutie implicarea sistematicd in reteaua
financiara a comertului transatlantic cu sclavi si ulterior in Conferinta Berlin — Afri-
ca (1884-1885), ca sa mentionam doar doud exemple. Din moment ce artisti din
diverse locuri din Europa s-au dedicat intru totul acestor vacuumuri istorice, optiu-
nea mea a fost de a le conecta punctele comune. Propria mea practicd curatoriala,
in calitate de estetica decoloniald afropeand, e un raspuns dat la ceea ce Erna Brod-
ber a descris ca fiind ,Continentul Constiintei Negre®, de pe pozitia locuirii in Eu-
ropa, si nu fn Caraibe. Astfel, particularizarea ,afropeand” e menitd sa semnaleze
emergenta constiintei negre n Europa, dintr-o perspectivd panafricand.

Pe durata BE.BOP 2012, multe discutii s-au concentrat asupra lucrarilor artistilor,
ginditorilor si activistilor ce animeaza continentul constiintei negre din Africa (Simmi
Dullay), diaspora caraibiana si africana din Europa (Teresa Marfa Diaz Nerio, Jean-
nette Ehlers, Quinsy Gario, Ylva Habel, Grada Kilomba, Adetoun Kippers-Ade-
bisi, Michael Kiippers-Adebisi, Ingrid Mwangi Robert Hutter, David Olusoga, Minna
Salami, Bonaventure Soh Bejeng Ndikung, Robbie Shilliam, Jean-Marie Teno si Emeka
Udemba) si din Australia (Tracey Moffatt si Sumugan Sivanesan).

,Decolonialul” din estetica decoloniald afropeand recunoaste lupta noastra comuna
impotriva colonialitatii, materializatd in exemple terifiante ale rasializarii si criminali-
zdrii sistematice a oamenilor de origine africana in Europa, ce vor fi discutate ulterior.
Tmpreuné, in aceastd calatorie a mintilor si sensibilitatilor decolonizate, nu pretindem

+ (BE.BOP 2012)

the specific coloniality of knowledge and being by creating possibili-
ties of sensing that strip the hegemonic “supremacy” of modernity.
The video-collage Other by Aboriginal-Australian artist Tracey
Moffatt is a masterpiece in this regard.

The Afropean decolonial aesthetics assumes the Caribbean diaspora
as organically implied in Black and/or African diaspora in Europe,
following the predicaments of Stuart Hall" and so many others.
There is a vast global bibliography on diaspora studies and, particu-
larly in Europe, situation-specific re-semantizations of the term are
mushrooming. For the sake of clarity, I will quote the definition of
Agustin Lao Montes of an African Diaspora since it feels closer to

my own experience as a member of the Caribbean Diaspora: “If the
world-historical field that we now call the African diaspora, as a con-
dition of dispersal and as a process of displacement is founded on
forms of violence and terror that are central to modernity, it also sig-
nifies a cosmopolitan project of articulating the diverse histories of
African peoples while creating translocal intellectual/cultural cur-
rents and political movements.“? The decolonial in aesthetics sub-
stantiates the notion that we are and always have been part of
modernity. This is why our “strategies of re-existence® are analyzed
as an integral part of modernity. Instead of defining ourselves as
“other modernities”, we call ourselves “decolonized coloniality”.

The following quote by Stuart Hall is illustrative of a key contestation
of decolonial thinking and aesthetics with respect to post-colonial
and cultural studies: “Thinking about my own sense of identity,

I realize that it has always depended on the fact of being a migrant,
on the difference from the rest of you. So one of the fascinating
thinks about this discussion is to find myself centered at last. Now
that, in the postmodern age, you all feel so dispersed, I become cen-
tered. What I've thought of as dispersed and fragmented comes,
paradoxically, to be the representative modern experience! This is
‘coming home’ with a vengeance!"*

From the decolonial perspective, we have never abandoned “home”
(coloniality). The process of decolonization of our minds involves a
realization of this fact. We have always been here as the hidden side
of modernity, therefore our presence is self-explanatory. Self-agency,
on the other hand, is something that decolonial thinking and doing
shares with Hall’s dictum, since ultimately our recognition in the mir-
roring mirages of modernity unites us in solidarity. Furthermore,
Afropean decolonial aesthetics embraces Hall’s “burden of represen-
tation” as a most welcomed gift: the gift of self-awareness, the gift
of mental, sensing and aesthetics decolonization.

As in Hall’s predicament, during BE.BOP 2012, we became centered
in our own experiences within a pan-European context. We talked
between ourselves, to ourselves, about ourselves. It was a banquet of
identities. The so-called “post-racial”, “post-identity” or “post-Black”
eras were oxymorons in our vocabulary.”

The pervasive colonial amnesia in Germany and Scandinavian coun-
tries illustrates a skillful pan-European scenario of denial, including
the systematic involvement in the financial network of the trans-
Atlantic slave trade and later in the Berlin—Africa Conference (1884—
1885), to name just two examples. Since artists in different European
locations thoroughly engage with these historical vacuums, my
choice to connect their commonalities, and my own curatorial praxis,
as an Afropean decolonial aesthetics responds to what Erna Brodber
has described as the “Continent of Black Consciousness”, from the
situation of living in Europe and not the Caribbean. Therefore, the
particularization of “Afropean” is meant to signal the emergence

of Black Consciousness in Europe from a pan-Africanist perspective.
During BE.BOP 2012, multiple dialogues were focused on the works
of artists, thinkers and activists inhabiting the Continent of Black
Consciousness in Africa (Simmi Dullay), the Caribbean and African
diaspora in Europe (Teresa Maria Diaz Nerio, Jeannette Ehlers,
Quinsy Gario, Ylva Habel, Grada Kilomba, Adetoun Kiippers-Adebisi,
Michael Kiippers-Adebisi, Ingrid Mwangi Robert Hutter, David
Olusoga, Minna Salami, Bonaventure Soh Bejeng Ndikung, Robbie



doar justitie retroactiva pentru mostenirile coloniale din Africa, ci subliniem deopo-
triva continuitdtile acestor mosteniri in colonialitate: colonialismul fara colonii.
Colonialitatea europeand e prezenta in mod sinistru intr-o institutie complet noud:
Frontex, programul de securitate a frontierelor externe si interne, fondat in 2005,
siinstitutia cu cea mai rapida crestere bugetara in cadrul Uniunii Europene. Uniu-
nea Europeana nsasi a fost de la fnceput conceptualizata n directa legatura cu (exploa-
tarea) Africii, fiind in consecintd numita de fondatorii sii ,Eurafrica”.” intr-adevr,
exista continuitati istorice irefutabile intre Conferinta Berlin — Africa (1884—1885),
proiectul originar Eurafrica (Uniunea Europeand) si ,cartografierea” interventionista
actuald a rutelor de imigrare din continentul african. Aceasta ,initiativa“ a externali-
zarii granitelor ar putea fi definita ca fiind de facto un ,rdzboi cartografic* impotriva
Africii si justific relevanta termenului ,afropean” ca instrument care traduce in-
crengaturile actuale ale colonialitatii in Europa. ,Afropean anunta aceste realitdti,
trece dincolo de simpla reflectie inversind ordinea celor doud componente ale sale.
Ei spun ,Eurafrica“, iar eu spun ,afropean”, din propria noastrd istorie comunitara.'®
fn mod paradoxal, prezenta africand in Europa e mai veche decit in Americi. Cei
800 de ani (contestati incd) de ocupatie africand a Peninsulei Iberice sint un exem-
plu tipic. Conferinta panafricana originard a avut loc in 1900, la Londra. lar Négri-
tude', epigrama ce a contributt la eliberarea continentului african in asa-numitul ,,secol
scurt®, a fost inventata n anii 1930 la Paris, unde s-a tinut de asemenea unul din-
tre cele cinci congrese europene panafricane.

BE.BOP 2013, intitulat Decolonizind Razboiul ,Rece”, va fi dedicat expunerii modului
n care corpul negru, ca spatiu al demnitatii, puterii si frumusetii, a invadat imagi-
natia radicald a artistilor si a ginditorilor in Europa, dincolo de diviziuni rasiale. Vom
discuta despre mostenirea Angelei Davis, o fostd studenta a lui Herbert Marcuse,
si Richard Wright, care a publicat pentru prima datd ,Black Power* in Londra, inspi-
rat de panafricani ca George Pademore si Kwame Nkrumah.

Un alt motiv pentru pertinenta termenului ,afropean” in raport cu estetica diaspo-
rica si cu studiile despre diaspora in general e cd, spre deosebire de SUA, Regatul
Unit, Caraibe si America Latind, diaspora neagra din Europa continentald nu se poate
consola cu faptul cd ar fi mécar o comunitate acceptata in interiorul natiunii in gene-
ral — chiar dacd una patologizatd. De fapt, contrar asteptarilor, pind si notiunea unei
comunitati negre ori africane e respinsa fn mare parte din Europa continentala —
in ciuda atractiei sale cind e perceputa ca ,noud“ ori ,recenta“. Tn aceasts privintd,
,afropean” confera o rezonanta aparte esteticii diasporice, accentuindu-i nuantele
fatd de discursurile academice hegemonice concentrate pe Statele Unite si deopo-
triva n raport cu studiile culturale britanice de culoare a la Hall.

in mod similar, in ceea ce priveste delimitarea sa in cadrul studiilor diasporei, ter-
menul ,afropean” usureaza sarcina de a stabili de la bun fnceput: colonialismul a avut
loc efectiv. In Americi (unde a fost creat termenul ,estetica decoloniala”) asta e de
la sine Tnteles, pind la absurd. Cu toate acestea, In realitatile noastre europene se
petrece exact contrarul. ,Afropean” imbundtdteste intelegerea dialogica intre cele
doud procese de decolonizare mentald, care au teluri comune si © mostenire colonia -
listd africand si europeana Tmpartasita, insa istoriografii canonice foarte diferite.
Dupa cum am spus anterior, stergerea sistematica din istorie a mostenirilor colonia-
le Tn urma Conferintei Berlin — Africa (1884—1885) e exemplara pentru aceastd si -
tuatie. Pentru a da un exemplu revelator, nu exista niciun monument in Berlin care
sd comemoreze acest eveniment extraordinar. Mai mult decit atft, ,afropean” ur-
mareste si constientizarea cresterii alarmante a afrofobiei in Europa continentald.
Dupa cum dezvaluie cu atfta dezinvoltura Quinsy Gario in campania sa Zwarte Piet
Is Racisme [Zwarte Piet este rasism], o caricaturd denigrantd a negritudinii e consi -
deratd in Olanda o mostenire ,inocentd*, care nu poate fi schimbatd, intru totul , lip-
sitd de vreo legdturd” cu colonialismul, care, dupa cum stim, ,.s-a petrecut intr-un

Shilliam, Jean-Marie Teno and Emeka Udemba) and Australia
(Tracey Moffatt and Sumugan Sivanesan).

The decolonial in Afropean decolonial aesthics acknowledges our
common struggle against coloniality, materialized in chilling exam-
ples of systematic racialization and prosecution of people of African
descent in Europe, which will be discussed further on. Together, in
this journey of mind and sensing decolonization, we are not only
demanding retribution from the colonial legacies in Africa, but we
are also outlining the continuities of these legacies in coloniality:

the colonialism without colonies.

European coloniality is chillingly present in a brand new institution:
Frontex, an external and internal borders program, founded in
2005, with the fastest growing budget in the European Union.

The European Union itself was first conceptualized as inseparable
from (the exploitation of) Africa and therefore named by its
founders as “Eurafrica”. Indeed, there are irrefutable historical
continuities between the Berlin-Africa Conference (1884-1885),

the original Eurafrica (European Union) project and current inter-
ventionist “mappings” of migration routes in the African continent.
This border externalization “initiative” could be defined as a de
facto “cartographic war” against Africa and adds ups to the rele-
vance of “Afropean” as a translating tool of current entanglements
of coloniality in Europe. “Afropean” announces these realities and
goes beyond the mere reflection by inverting the order of its two
components. They say “Eurafrica” and I say “Afropean”, from our
own community tale.”

Paradoxically, the African presence in Europe is older than in the
Americas. The (still contested) 800 years of African occupation of the
Iberian Peninsula is a case in point. The original Pan-African Confer-
ence took place in London, in 1900. And Négritude, the epigram
that contributed to the liberation of the African continent in the so
called “Short Century”, was invented in Paris in the 1930s, where
also one of five European Pan-African Congress were held.

BE.BOP 2013, entitled Decolonizing the "Cold" War, will be dedicat-
ed to exposing how the Black Body as a space of dignity, power and
beauty permeated the radical imagination of artists and thinkers in
Europe beyond racial divides. We will be talking about the legacies
of Angela Davis, a former student of Herbert Marcuse, and Richard
Wright, who first published “Black Power” in London, inspired by
pan-Africans such as George Pademore and Kwame Nkrumah.
Another ground for the pertinence of “Afropean” in relation to dias-
pora aesthetics and diaspora studies in general, is that, unlike in the
USA, the UK, the Caribbean and Latin America, the Black Diaspora
in continental Europe cannot comfort itself with being an accepted
community within the nation at large, albeit a pathologized one.

In fact, against all odds, the very notion of a Black or Afro-communi-
ty is disavowed in much of continental Europe - in spite of its attrac-
tion when seen as “new” or “recent”. In this regard, the “Afropean”
gives a particular resonance to Diaspora Aesthetics, accentuating its
nuances vis-a-vis hegemonic US-focused academic discourses, and
also in relation to Black British cultural studies a /a Hall.

Likewise, with regards to its demarcation within Diaspora Studies,
the "Afropean” clarifies the particular challenge of establishing the
fact that colonialism actually did happen in the first place. In the
Americas (where the term “decolonial aesthetics” was coined) this is
self-explanatory to the point of absurdity. However, in our European
realities, it is absolutely the opposite. “Afropean” is meant to opti-
mize the dialogical understanding between two processes of mental
decolonization with common objectives and a shared African and
European colonialist legacy, but very different canonical historiogra-
phies. As previously argued, the systematic historical erasure of
colonial legacies after the Berlin-Africa Conference (1884-1885) is
exemplary of this situation. To give a revealing example, there are
no monuments in Berlin that commemorate this outlandish event.
Additionaly, “Afropean” is also aimed at expanding awareness on
the alarmingly growing Afrophobia of continental Europe.

trecut mult prea indepartat ca sa mai conteze cumva“. De asemenea, machiajul
in negru (Blackface) e institutionalizat in Germania ca traditie teatrald , respectabila”.
Infamul tort suedez® si nenumdrate exemple alarmante de profilare rasiald, abu-
zuri ale politiei si crime aleatorii asupra imigrantilor africani din Grecia sint doar vir-
ful aisbergului.

Trebuie sa admit ca, in pofida constiintei politice bine antrenate, discursul instiga-
tor si condamnarea comunitatilor somaleze din Suedia, numarul de morti in cus-
todia politiei in Germania, ratificarea legald a rasismului ,antialb® in Franta, confiscarea
documentelor legale de rezidenta ale cetdtenilor afrospanioli de catre politie si o
listd lunga de actiuni de neconceput ne iau incd prin surprindere pe multi dintre noi.
Europa neagra si diaspora africana traiesc realmente momente extrem de pericu-
loase ale colonialitatii si au nevoie de atita solidaritate citd e omeneste posibil.
Pertinenta esteticii decoloniale afropeene in dezbaterile actuale asupra probleme-
lor identitare in strategiile expozitionale ale diasporei negre e sustinuta de o decla-
ratie revelatoare a curatorului si scritorului Simon Njami: Jntotdeauna am regretat
faptul cd istoria anumitor locuri din Caraibe a fost trecuta sub ticere. Asta nu e doar
din vina albilor. Atit albii, cft si negrii au avut o atitudine destul de ambigud in aceas-
ta chestiune. Pot sa-| citez din minte pe Césaire, cind, vorbind despre Caraibe, spu-
nea ca locuitorii sdi nu vor fi niciodata capabili sa-si schimbe situatia pind nu si vor
fi asumat toate aspectele istoriei lor. fn ce consta aceast3 istorie? Sclavie, desigur,
si Africa. Dar de cite ori vizitez regiunea sint bulversat de omisiunea crasa a acelui
continent in dezbaterile artistice. Nu e vorba de agitatie fn numele negrilor; i.e. a
africanilor; ca in zilele timpurii ale Negritudinii. Mai curind e vorba de incorpora-
rea evolutilor de pe continentul african ca parte integrata a propriei lor istorii. St
putine conexiuni, putine proiecte menite sa aduca laolalta aceste doua parti de lume,
cu toate ca acolo ar putea fi viitorul. Ni se spune ca istoria e scrisa de invingatori.
Dar mai punem incd problema in termeni de Tnvingdtori si invinsi?“?'

Tn ce mod releva acest citat anumite proteste-cheie ale esteticii decoloniale si cum
i contesta presupozitile estetica decoloniala afropeana? Trebuie sd imbunatatim abor-
darea larg teoretizata despre ,Caliban din Caraibe*, utilizind modelul analitic mo -
dernitate/colonialitate/decolonialitate ca instrument de interogare a colonialitatii
esteticii? Sau ar trebui in schimb sa vorbim despre estetica specificd a colonialitatii
ca aspect al colonialitatii cunoasterii si fiintei? Ar trebui oare sa ne concentrdm energii-
le pe de-a-ntregul asupra strategiilor de re-existenta intreprinse in prezent de prac-
ticlle artistice pe plantatile artistice ale modemitatii? Sau ar trebui sa facem toate acestea
in acelasi timp?

Ne putem gindi la multiple cai de a da un raspuns foarte simplu pentru prima parte
a citatului lui Njami, care ar putea fi rezumata astfel: Faptul ca nu ai citit, vazut ori
auzit ceva despre un lucru nu fnseamna neaparat ca nu se fntimpla sau ca nu a avut
loc. Intr-adevir, lipsa de informare sau dezinformarea este inevitabild n variile con-
texte ale diasporelor negre, africane ori caraibiene, iar ca urmare, noi, cei implicati
in conceptualizarea lor; atit ca teoreticieni, cit si ca mediatori, trebuie sa urmarim
in mod activ umplerea acelor goluri, si nu simpla lor expunere ori deplingere. Cea
de-a doua parte a acestei declaratii simptomatice a lui Njami, despre , punerea pro-
blemei in termeni de invingatori si invinsi®, e lapidara. Intr-adevar, pentru estetica
decoloniald e o chestiune de principiu, n cel mai literal sens, ca punct de plecare,
dezvdluirea sistematicd a retoricii invingatorilor (modernitatea europeand = civiliza-
tie) In logica specifica a colonialitatii: orice arta produsa altundeva in afara Europei
e ,primitiva“ ori un simplu mimetism al esentei ,universale” a artei europene.

fn mod evident, Simon Njami nu observi modulin care imaginatia imperiald con-
tinud sa fi descrie prezenta ca ginditor al diasporei pe plantatiile artistice ale moder-
nitatii. De pe lista inepuizabila a colonialitdtii ii ofer ca referinta urmatorul citat din
cocuratorul documenta |2, Roger Buergel: ,Conform directorului expozitiei,
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As Quinsy Gario so cheerfully exposes in his performance-campaign,
Zwarte Piet Is Racisme, a demeaning caricature of Blackness is val-
ued as an unchangeable “innocent” cultural heritage in The Nether-
lands, utterly “unrelated” to colonialism, which, as we know,
“happened too long ago to even matter anymore”. Blackface is also
institutionalized in Germany as a “respectable” theatrical tradition.
The infamous Swedish cake® and countless alarming examples on
racial profiling, police harassment and random murders of African
immigrants in Greece are just the tip of the iceberg.

Adding to these symptomatic examples, I must admit that in spite of
consistently trained political awareness, the hate-speech and prose-
cution of Somali communities in Sweden, the deaths under police
custody in Germany, the legal prescription of “Anti-white” racism in
France, the kidnapping of legal residency documents to Afro-Spanish
citizens by the police and a long list of unthinkable acts, still take
many of us by surprise. Black Europe and the African diaspora are
indeed living extremely dangerous moments of coloniality and need
as much solidarity as we can humanly get.

The pertinence of Afropean decolonial aesthetics in relation to cur-
rent debates on identity issues in Black Diaspora exhibition strate-
gies is sustained by a revealing statement of curator and writer
Simon Njami: “It has always been a matter of regret to me that the
history of certain parts of the Caribbean has been obscured. That is
not just the fault of the whites. Both whites and blacks have adopted
a fairly ambiguous attitude to this topic. I can quote Césaire from
memory who said, in talking of the Caribbean, that its people would
never be capable of transforming their situation until they had
admitted all aspects of their history. What does this history consist
of? Slavery, of course, and Africa. But every time I visit the region

I am struck by the glaring omission of that continent in artistic
debates. It is not a question of agitating on behalf of the Negroes,
i.e. Africans, as in the early days of Négritude. Rather it is about
incorporating the developments in the African continent as an inte-
gral part of their own history. There are few links, few projects aimed
at bringing these two parts of the world closer together even though
that might be where the future lies. We are told that history is writ-
ten by the victors. But are we still tackling the debate in terms of
conquerors and the conquered?"”

How does this particular quote reveal certain key contestations of
decolonial aesthetics and how does Afropean decolonial aesthetics
challenge its presuppositions? Do we need to nurture the widely the-
orized “Caribbean Caliban"® approach using the analytical model
modernity/coloniality/decoloniality as a tool to question the coloniali-
ty of aesthetics? Should we instead speak of the aesthetics of colo-
niality as an aspect of the coloniality of knowledge and being?
Should we focus our energy entirely on the strategies of re-existence
of what artistic practices are doing today in modernity’s art planta-
tions? Or should we do all of that at the same time?

One can think of many ways to deliver a very simple response to the
first part of Njami’s quote, which could be resumed as: The fact that
you have not read, seen or heard about something does not neces-
sarily mean that it does or did not happen. It is indeed the inevitabil-
ity of misinformation or disinformation among the different contexts
of the Black, African and Caribbean Diasporas that demand from
those of us engaged in its conceptualization, both as theoreticians
and as facilitators, to actively pursue the filling of those gaps and not
to simply expose or complain about them. The second part of this
symptomatic statement by Njami in relation to “tackling the debate
in terms of conquerors and the conquered” is lapidary. Indeed, for
Decolonial Aesthetics it is a matter of principle, in its most literal
meaning, as departure point, to systematically unveil the rhetoric

of the conquerors (European modernity = civilization) in the logic of
coloniality: any art produced elsewhere outside Europe is “primitive”
or just a mimicry of the “universal” essence of European art.
Obviously, Simon Njami is unaware of how the imperial imagination
persists on portraying his presence as Diaspora thinker in the art



Roger Buergel, vara ploioasa a fost responsabild pentru lipsa de entuziasm la docu-

menta |2 ce a luat sfirsit duminica trecuta: «Viata in afara incaperilor expozitiona-

le nu a putut prospera. Din cauza asta, atmosfera ideald, vitalitatea nu au putut fi

cultivate». Arta necesitd caldura: «De aceea Grecia e leaganul civilizatiei si Africa acela
al umanitatii»“.2

E imperativ sa-i reamintim lui Njami ca Hegel si-a facut diviziunea epistemica a Afri-

cii**1n acelasi timp n care se stabilea pe continent prima misiune coloniald protestan-

t3 germani (1829). In acest sens, am putea interpreta filosofia hegeliani a istoriei

ca pe o exceptionald campanie de relatii publice in sprijinul colonizarii europene.

Walter Mignolo a stabilit conexiunea inextricabild intre discursul rasializant al lui Kant®

si crearea esteticii sale ce stabilea ca doar europenii albi sint capabili sa incerce si

sd inteleaga sublimul. Sentinta infama a lui Hegel asupra caracterului anistoric al con-

tinentului african e in acest sens o simpla continuare a ,sdlbaticelor” si imaginative-

lor categorizdri kantiene.*

in panafricanismul lui Marcus Mosiah Garvey sintem somati sa ne decolonizam gin-

direa. in timpul unui discurs din octombrie 937 in Nova Scotia, publicat ulterior
in revista sa, Black Man, el ne soma sa ne emancipam din sclavia mentald. Aceasta
porunca legendara a fost parafrazatd cu mdiestrie de Bob Marley in al sau Redemp -
tion Song [Cintecul izbavirii] (1979). Vad o confirmare a profetiei lui Garvey in este-

tica decoloniald afropeana. O vad n fiecare rind al scrierilor mele si in fiecare moment
de solidaritate intre diaspore, pe care am simtit-o de la inceputul propriei mele deco-
loniziri mentale (Haiti 1994, mai exact). in consecinti si ca s3 conchid, si mai raspun-
dem o data ultimei intrebari puse de Njami: ,,... fncd mai punem problema in termeni

de nvingatori si invinsi?*

Intr-adevar o facem, de fapt exact acesta e rolul esteticii decoloniale afropeene, sa
pretinda responsabilitate epistemica si justitie pentru faptuitorii si mostenitorii actuali
ai privilegiului alb in plantatiile artistice ale modernitatii, in timp ce ne celebram deopo-

trivd pe noi insine Tn recunocasterea noastra reciproca. Sintem aici findcd am fost
DINTOTDEAUNA aici, dar asta nu fnseamna neaparat ca vrem sa ne potrivim fn

Cubul alb. Sintem aici asa cum ne spune Quinsy Gario:

»[--.] s& vorbim

despre munca noastrd
despre meleagurile noastre
despre corpurile noastre
despre noi insine.

Sinele ce tranziteazd

in si in afara perceptiei
intre pauzele

de timp si spatiu

si dincolo

de ideea despre ceea ce e usor
nesanatos"”.

BE.BOP 2012. Somapolitica Europei negre: O reflectie
Walter Mignolo

l.

A fost intr-adevar un eveniment formidabil. Fara sa ma gindesc am scris , formida-
bil*; mi-a venit pur si simplu fn jocul degetelor pe tastaturd cind am scris primele
propozitii. Mi-a atras atentia aparitia acestui cuvint fara sa-| fi invocat. Am verificat
in Tezaur si mi-a oferit ca optiuni: dificil, impresionant, alarmant. Ei bine, dintr-un

plantations of modernity. As a reference from the inexaustible list of
coloniality, I offer him the following quote by documenta 12 co-cura-
tor, Roger Buergel: “The rainy summer was responsible for taking
away the excitement of documenta 12 that finished last Sunday,
according to exhibition director, Roger Buergel: ‘The life outside the
exhibition halls could not flourish. This meant that the ideal atmos-
phere, the liveliness could not be nurtured.’ The arts need warmth:
‘This is why Greece is the origin of civilization and Africa that of
mankind.' "'

It is imperative to remind Njami that Hegel made his epistemic divi-
sion of Africa® at the same time that the first German protestant col-
onizing mission was established in the continent (1829). In this sense,
we could interpret Hegel's philosophy of history as a formidable
public relations campaign in favour of European colonization. Walter
Mignolo has established the inextricable connection between Kant’s
racialization discourses® and its invention of aesthetics which deter-
mined that only white Europeans were capable of attempting and
understanding the sublime. Hegel’s infamous dictum on the a-histor-
ical character of the African continent is in this sense a mere continu-
ation of Kant’s “wildly” imaginative categorizations.*

In Marcus Mosiah Garvey's pan-Africanism we are commanded to
decolonize our minds. During a speech in Nova Scotia in October
1937, which was later published in his Black Man magazine, he com-
manded us to emancipate ourselves from mental slavery. This leg-
endary command has been masterfully paraphrased by Bob Marley
in his Redemption Song (1979). I see a compliance to Garvey’s
prophecy in Afropean decolonial aesthetics. I see it in every line

of my writings and in every moment of solidarity between the dias-
poras that I have experienced since my own mental decolonization
started (Haiti 1994, to be precise). Therefore and in order to con-
clude, let's answer again the last question posed by Njami: “... are
we still tackling the debate in terms of conquerors and the con-
quered?”

Indeed we are, in fact this is exactly what Afropean decolonial
aesthetics is about, demanding epistemic accountability and retribu-
tion from the perpetrators and current inheritors of white privilege in
modernity’s art plantations while at the same time celebrating our-
selves in our mutual recognitions. We are here because we have
ALWAYS been here but it does not necessarily mean that we want
to fit into the white Cube. We are here as Quinsy Gario tells us:

... totalk

about our work
about our locations
about our bodies
about ourselves.

The selves that move
in and out of sight
between the pauses
of time and space
and beyond

the notion of what is slightly
unsound.”

BE.BOP 2012. Black Europe Body Politics: A Reflection
by Walter Mignolo

L

It was indeed a formidable event. I wrote “formidable” without
thinking; it just came to the dance of the fingers on the keyboard
when I wrote the first sentences. It called my attention that this
word came without being invited. I checked the Thesaurus and it
gave me as options: difficult, impressive, alarming. Well, for some
unknown reason I chose the right word. “The heart has its reason,
that reason doesn‘t know”, is a famous dictum of a famed French

motiv sau altul, am ales cuvintul potrivit. ,Inima isi are ratiunile ei, pe care ratiunea
nu le cunoaste”, e o maxima faimoasa a unui renumit antropolog francez. Asa ca
se cade sa fti lasi inima sd guverneze asupra mintii, mai ales in cazul unui eveniment
centrat pe ,aesthesis” (simtire); un eveniment inscris in procesele globale de de-
colonizare a esteticii si de emancipare a aesthesisului.

Fard indoiala a fost impresionant. Nu e doar parerea mea, ci consensul general. A
fost dfficil si doar Alanna poate spune ce a presupus organizarea acestui eveniment,
chiar dacd au existat parteneri fantastici cu care am colaborat, Allianz Kulturstiftung
si Ballhaus Naunynstrasse. Si imi inchipui ca ar putea fi intr-adevar alarmant pen-
tru factiunea din populatie care presupune cd imaginatia, creativitatea, inovatia si pro-
gresul sint trasatuni esentiale ale modemitatii si postmodemnitatii. Sint deopotriva trasaturi
esentiale pentru ginditorii, artistii, universitarii si activistii decoloniali care denuntd
retorica modernitdtii, logica specifica a colonialitatii, desprinzindu-se de moderni-
tate, postmodernitate si altermodernitate. Daca retorica modernitdtii necesitd
inventivitate, creativitate si imaginatie pentru a mentine logica specifica a colonia-
litatii, aceste trasaturi sint deopotriva esentiale pentru gramatica decolonialitdtii. Cu
alte cuvinte, inovatia, creativitatea si imaginatia nu apartin exclusiv unei directii. Totul
depinde de proiectele ce necesita utilizarea acestor concepte.

,Estetica” (asa cum e explicat in catalog) a fost — din secolul al optsprezecelea — regle-
mentatd de filosofie, iar rolul sdu era controlul, administrarea si manipularea ,gus-
tului“. Reglementarile ,estetice nu au aparut in Namibia, China ori Brazilia. Au fost
o inventie regionala a filosofilor europeni. Apropo, asta s-a datorat in mare parte
filosofilor germani: Alexander Gottlieb Baumgarten, Immanuel Kant si Gotthold
Ephraim Lessing sint principalii arhitecti. A fost mai mult decit potrivit ca ,Somapo-
litica Europei negre” sd conteste acea mostenire si sa deschida imaginatia, modu-
rile de existentd si sensibilitatile oamenilor lasati pe dinafara de ,estetica filosofica
moderna (postmodernd si altermodernd)‘. Kant nu s-a sfiit sa descalifice 80% din
glob pentru incapacitatea de a ,simti frumosul si sublimul®. Cei mai afectati au fost,
desigur, datorita rolului Africii fn imaginarul crestin si secular european, Africa si afri-
canii. Rechizitoriul lui Kant e bine cunoscut: ,Negrii din Africa nu au de la naturd niciun
sentiment care sa se ridice deasupra naivului. Domnul Hume provoaca pe orici-
ne sa dea un singur exemplu fn care un negru sa fi manifestat talente, si afirma ca
dintre sutele de mii de negri care au fost dusi din tdrile lor in alte parti, cu toate ca
multi dintre ei au fost lasati liberi, totusi niciunul nu s-a aflat vreodata care sa fi repre-
zentat ceva important fie in artd sau stiintd, fie vreo alta proprietate distinctivd, cu
toate cd dintre albi se ridicd constant chiar si din plebea cea mai de jos si prin daruri
exceptionale dobindesc consideratie in lume. Atit de esentiald este diferenta din-
tre aceste doua rase de oameni, si ea pare sa fie mare atft cu privire la capacitatile
sufletului, cit si la culoare” (Observatii asupra sentimentului de frumos si sublim.*’
Cu atit mai potrivit atunci faptul cd acest eveniment ,formidabil”, Somapolitica Europei
negre, cea mai recentd componentd addugatd unui portofoliu impresionant al Art
Labour Archives, fondat in 1996, a fost conceput, organizat si executat de criticul
de artd, curatorul si autorul Alanna Locwkard (originard din Republica Dominicand)
si s-a desfasurat in Berlin in cooperare cu Allianz Kulturstiftung si Ballhaus Naunyn-
strasse. Ballhaus Naunynstrasse: decizia Alannei de a sustine acolo evenimentul a
fost una dintre cele mai fntelepte miscdri din tot procesul de organizare a evenimen-
tului. Am fost acas3, literalmente. in seara dinaintea inaugurarii, adica in seara de 3
mai, am avut placerea si onoarea de a o intfini pe directoarea Ballhaus Naunyn-
strasse, Shermin Langhoff. Cind o Tntilnesti pe Shermin in calitate de director al unui
proiect precum Ballhaus, stii ca urmatoarele trei zile vor fi asa cum trebuie sa fie.
Shermin (nascutd n Bursa, Turcia) e plind de energie, bunatate, entuziasm, inteli-
genta si cu multe realizdri fn munca ei cu teatrul dedicat subiectului migrarii fn Euro-
pa. Toate acestea au fost ca o plasa de siguranta. Ulterior l-am Tntilnit pe Wagner
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anthropologist. It is then appropriate to let the heart rule over the
mind, particularly to refer to an event centered on “aesthesis” (sens-
ing); an event inscribed in global processes to decolonize aesthetics
and to liberate aesthesis.

It was not doubt impressive. Not just my opinion, but by consensus.
It was difficult and Alanna can tell you what it took to put this event
in place, in spite of fantastic cooperation partners such as Allianz
Kulturstiftung and Ballhaus Naunynstrasse. And I imagine that it
could be alarming, indeed, for the sector of the population assuming
that creativity, imagination, innovation and progress are essential
features of modernity and postmodernity. They are also essential
features for decolonial thinkers, artists, scholars and activist denounc-
ing the rhetoric of modernity, the logic of coloniality and delinking
from modernity, postmodernity and altermodernity. If the rhetoric of
modernity calls for invention, creativity and imagination to maintain
the logic of coloniality, these features are also essential for the gram-
mar of decoloniality. In other words, there are no strings attached to
innovation, creativity and imagination. It all depends of the projects
that require the uses of those concepts.

“Aesthetics” (as it is explained in the catalog) was — since the eigh-
teenth century - regulated by philosophy and its function was to con-
trol, manage and manipulate “taste”. “Aesthetic” regulations did not
happen in Namibia, China or Brazil. They were a regional invention
of European philosophers. German philosophers, by the way, had a
lot to do with it: Alexander Gottlieb Baumgarten, Immanuel Kant
and Gotthold Ephraim Lessing are the major architects. It was just
more than appropriate that “Black Europe Body-Politics” contested
that legacy and opened up the imagination, ways of living and sensi-
bilities of people left out of the game by “modern (postmodern and
altermodern) philosophical aesthetics”. Kant was not shy in disquali-
fying 80% of the planet for falling short “in sensing the beautiful and
the sublime”. The most damaged were of course (of course because
the place of Africa in the Christian and secular European imaginary)
Africa and Africans. Kant indictment is well known: “The Negroes

of Africa have by nature no feeling that rises above the trifling.

Mr. Hume challenges anyone to cite a single example in which a
Negro has shown talents, and asserts that among the hundreds of
thousands of blacks who are transported elsewhere from their coun-
tries, although many of them have even been set free, still not a sin-
gle one was every found who presented anything great in art or
science or any other praiseworthy quality, even though among the
whites some continually rise aloft from the lowest rabble, and through
superior gifts earn respect in the world. So fundamental is the differ-
ence between these two races of man, and it appears to be as great
in regard to mental capacities as in colour” (Observations on the
Feeling of the Beautiful and the Sublime, 1767).

More than appropriate then that this “formidable” event, Black
Europe Body Politics, the latest addition to the impressive portfolio
of Art Labour Archives, founded in 1996, was conceived, organized
and executed by art critic, curator and author Alanna Locwkard
(originally from the Dominican Republic), and took place in Berlin in
cooperation by Allianz Kulturstiftung and Ballhaus Naunynstrasse.
Ballhaus Naunynstrasse: Alanna’s decision to hold the event there
was one of her wisest moves in the organization of the event. We
were at home, literally. The evening before the beginning of the
event, that is, the evening of May 3, I had the pleasure and the
honor of meeting the director of the Ballhaus Naunynstrasse:
Shermin Langhoff. When you meet Shermin as head of a project
such as Ballhaus, you know that the next three days would be right.
Shermin (born in Bursa, Turkey) is full of energy, of kindness, of
enthusiasm, of intelligence and achievements in her theatre labor
concerned with the question of migration in Europe. All of that was
like a security blanket. Later on we met Wagner Carvalho, born in
Brazil, curator and initiator of the project in/out and Move Berlin. At
that moment he was designated co-director as Shermin was already
scheduled to take other responsibilities. We found in Wagner the



Carvalho, curator siinitiator al proiectelor infout [afard/induntru] si Move Berlin [Berli-
nul se miscd], nascut in Brazilia. El fusese numit codirector, in timp ce Shermin pre-
lua si atte responsabilitdti. Am regdsit in Wagner acelasi entuziasm si aceeasi dedicatie.
Nu a ratat nicio proiectie si nicio sesiune de discutii. A preluat pina si responsabilita-
tile de fotograf si cameraman pe durata unei parti considerabile a evenimentului.
Dincolo de plasa de siguranta pe care atit Shermin, cit si WWagner ne-au oferit-o tutu-
ror, am avut sentimentul aparte cd gindirea creativa in Europa nu mai e generata
de mostenirea lui Kant ori a lui Hegel, ci de sensibilitatea, creativitatea, bunatatea
si viziunea imigrantilor europeni, cei care cunosc atit logica stapinului, cit si pe cea
a sclavului, ori, Tn altd formulare, cei care cunosc atit retorica imperiala a moderni-
tatii in Europa (si ma refer mai ales la cele sase tari imperialiste europene: in sud,
Italia, Spania si Portugalia; in nord, Franta, Germania si Anglia. Desigur, am putea
sa addugam Olanda si Belgia, care au fost motivul principal pentru goana pentru
Africa de la Conferinta Berlin — Congo, 1 884—1885), it si logica necesard a colonia-
litatii. Ei/noi stim cd fard colonialitate nu exista modernitate, postmodernitate si alter-
modernitate.

Aceste viziuni au apdrut datoritd locuirii granitelor (si nu doar trecerii lor); ele sint
nonimperiale. Sint viziuni ce tind inspre o lume unde putem trdi in armonie si pleni-
tudine. Si nu au o politica de includere, ci sint deschise. Includerea fnseamna s vrei
sa mentii lucrurile sub control (precum incluziunea generoasa a lui Habermas); a
fi deschis inseamna s fii deschis sd construiesti impreund, si nu sa-l incluzi pe celalalt
(albul in acest caz) In teritoriul tiu privat. in incipere si printre participanti, au fost
cftiva cetateni germani albi, cei care inteleg nedreptatile comise de guvernele, co-
merciantii si corporatiile tarilor lor si trasaturile imperialiste ale unei mosteniri filo-
sofice germane altfel remarcabile. Cooperarea cu cetatenii germani (si vest-europeni
in general) disidenti e fara indoiald modul in care va fi construit viitorul fara exclu-
dere si fard includere. Singura modalitate de a elimina excluderea e cea de a eli-
mina includerea. Nu poti elimina excluderea prin generozitatea includeriil Momentul
in care simti cd esti inclusiv e cel in care mentii deja spectrul excluderii.
Intr-adevar, ,estetica filosofici” a fost si inc mai este un dispozitiv conceptual de
control (includere si excludere) al perceptiei si sensibilitatii, de formare a populatiei.
Estetica a fost in mod clar legata de proiectul emergent al statului-natiune in Euro-
pa la finele secolului XVIII. Influenta lui Kant s-a extins dincolo de principiile esteticii,
in formarea epistemologiei si configurarea universitatii moderne a lluminismului. Dis-
puta facultatilor (1798) ramine un pilon al organizarii dimpului secular al cunoaste-
rii. Printr-o miscare in fortd, controlul asupra educatiei a fost preluat de la Biserica
si Monarhie, pentru formarea sensibilitatii etnoclasei emergente: burghezia albd ger-
mana (si europeana).

Vremurile s-au schimbat. ,Noi sintem aici fiindca voi ati fost acolo, dupa cum spune
maxima prin care intelegem logica istorica a colonialitatii ascunsa sub retorica civi-
lizatiei, progresului si dezvoltarii modernitatii. Europa nu se afld doar in cea mai spec-
taculard criza politico-economica, ci este deopotrivd transformatd radical de
rumoarea dezmostenitilor. Kant nu si-ar fi putut imagina la vremea lui cd ideile sale
din Observatii si Disputd vor fi contestate de oameni, acum rezidenti europeni si
cetdteni pe care el, Kant, ii considerase suboameni si undeva departe. BE.BOP
2012 —si ce va sa vina In viitor — e un indicator al unei schimbari a sanselor: e sem-
nalul ca fortele decoloniale elibereaza aesthesisul si astfel elibereaza sensibilitatea
ce fusese articulatd politic si legal in Declaratia drepturilor omului si cetdteanului. Acum
stim foarte bine ce insemna ,om" si cine erau ,cetatenii”.

|
La vremea desfasurarii evenimentului, lucrasem deja cu Alanna cam de doi ani asu-
pra esteticii decoloniale. Am vazut citeva dintre scurtmetraje in cadrul proiectilor mati-

same enthusiasm and dedication. He did not miss one single screen-
ing or one single discussion session. He even took over the duties of
photographer and video cameraman during significant parts of the
event.

Beyond the security blanket that both Shermin and Wagner offered
to all of us, I had the distinctive feeling that the creative thinking in
Europe is being generated not longer by Kant or Hegel’s legacies,
but by the sensibility, creativity, kindness, and vision of European
immigrants, those who know both the reason of the master and the
reason of the enslaved or to put it in other words, who know both
the imperial rhetoric of modernity in Europe (and I mean, mainly the
six European imperial countries: in the South, Italy, Spain and Portu-
gal; in the North, France, Germany and England. Certainly we could
add Holland and Belgium who was the main reason for the scramble
for Africa of the Berlin-Congo Conference, 1884-1885) and the nec-
essary logic of coloniality. They/we know that without coloniality
there is no modernity, postmodernity and altermodernity.

These are visions that come from dwelling in the borders (and not
just crossing borders); they are non-imperial. There are visions aim-
ing at a world where we can live in harmony and in plenitude. And
they are not inclusive, but open. Being inclusive means that you want
to keep control (like the generous inclusiveness of Habermas); being
open means that you are open to build together, and not to include
the other (white in this case) in your private territory. In the room
and among the participants, where several white German nationals,
those who understand the injustices committed by governments,
merchants and corporations of their countries and the imperial lega-
cies of an otherwise remarkable German philosophical legacy. The
cooperation with dissident German nationals (and Western Euro -
peans in general) is no doubt the way futures without exclusion and
without inclusion shall be built. The only way to eliminate exclusion
is to eliminate inclusion. You cannot eliminate exclusion by being
generously inclusive! The moment you feel you are inclusive you are
already maintaining the specter of exclusion.

Indeed, “philosophical aesthetics” was and still is a conceptual appa-
ratus to control (include and exclude) sensing, sensibility and to
shape the population — aesthetics was clearly linked to the national-
state emerging project in Europe at the end of the eighteenth cen-
tury. It was necessary to shape the taste of the citizens, parallel to
civic education. Kant was not only influential in shaping aesthetics
principles. He was decisive in shaping epistemology and in lining up
the modern university of the Enlightenment. The Contest of the Fac-
ulties (1798) remains as a pillar for the organization of the secular
field of knowledge. It was indeed a potent move to take away the
control of education from the Church and the Monarchy and to form
the sensibility of the emerging ethno-class: the white German (and
European) bourgeoisie.

Times have changed. “We are here because you were there” as the
dictum goes to understand the historical logic of coloniality hidden
under the rhetoric of civilization, progress and development of
modernity. Europe is not only in the most spectacular political-eco-
nomic crisis, but it is also being radically transformed by the rumor
of the disinherited. Kant couldn’t have imagined at that time that his
ideas in Observations and The Contest will be contested by people,
now European residents and citizens who he, Kant, considered lesser
human and far away. BE.BOP 2012, and what is to come in the
future, is a signpost of the reversal of fortune: the sign that decolo-
nial forces are liberating aesthesis and by doing so liberating the
sensibility that was politically and legally enunciated in the Declara-
tion of the Rights of Man and the Citizen. We know very well now
what “Man” meant and who the “Citizens” were.

IL.

By the time of the event, I have been working with Alanna on
decolonial aesthetics for about two years. I have seen several of the
short pieces in the morning screenings and one of the two long

nale si unul dintre cele doud lungmetraje, Le Malentendu colonial [Neintelegerea colo-
niald] (2004), al lui Jean-Marie Teno, de departe cel mai bun documentar pe subiect
pe care l-am vazut. Chiar mai mult, un documentar decolonial onest, exact in spi-
ritul lui Aimé Césaire, Frantz Fanon, Kwame Nkrumah si al altor ginditori decolo-
niali. Acest documentar, Tmpreuna cu Other al fotografei si artistei video australiene
Tracey Moffatt, a furnizat cadrul pentru intelegerea lucrarilor mai scurte, in directia
temelor propuse pentru discutii dimineata tirziu ori dupa-amiaza. Videoul de sapte
minute al lui Tracey Moffatt e compus dintr-un montaj de clipuri luate de la Holly-
wood si din filme de tip hollywoodian, in care sint reprezentati anthropos (Altii, albii
noneuro-americani) de pretutindeni din lume. Prima parte reuneste o selectie de
situatii conflictuale Tn care albii sint ,alarmati“ de strania prezenta a lui anthropos. Edi-
tarea n crescendo a dlipurilor luate din diferite flme e acompaniata de o coloand
sonora preluatd din The Battle of Algiers [Batalia pentru Alger] (1966) a lui Gillo Ponte-
corvo. Coloana sonord apartine momentului din film in care patru femei musulma-
ne fsi schimba habitusul si dobindesc o Infdtisare europeana. Motivul transformarii
lor e ca devin purtdtoare de bombe ce vor fi plasate in sectorul francez, daca reu -
sesc sa treacd de linia de securitate pizitd de soldati francezi. in partea a doua, videoul
cumuleaza scene n care oameni de culoare, barbati si femei, si barbati si femei albi
se Indragostesc ori ajung intr-o situatie n care prietenia si/sau pasiunea risipesc frica
reciproca si lipsa de respect. Totusi iubirea si prietenia, pe cit de ,bune” par a fi, se
petrec mereu in imaginatia omului alb. Oamenii de culoare sint reprezentati; ei nu
au oportunitatea sd reprezinte. Cea de-a doua parte aratd includerea generoasa a
regizorilor albi care-si rezerva privilegiul de a fi generosi si inclusivi.

in proiectiile matinale de la BE.BOP 2012 publicul s-a bucurat de un festival al crea-
tivitatii, inventivitatii si imaginatiei lui anthropos. Tine cont de faptul ca eu scriu
aceste rinduri in calitate de anthropos. Ca fiu al unor imigranti italieni in Argentina,
am o descendentd europeand, dar nu sint un cetatean european — asadar, sint un
anthropos. Sint alb Tn America Lating, ca William Kentridge in Africa de Sud, dar deve-
nim nonalbiin Europa de Vest si SUA. Africa de Sud, in contradictie cu America de
Sud, are ,avantajul®, din perspectiva imaginarului alb dominant, de a avea engleza
ca limb3 oficiali a tirii. In America de Sud, italienii au ajuns si vorbeasci o limba
italiand stricatd si limba oficiald a tarilor respective, spaniola ori portugheza. Cele trei
limbi erau deja ,suspecte” din pricina apartenentei lor la ,Sudul Europei* (nu sint
Spania, Portugalia si Italia cele n nevoie ori care au fost ,salvate” de ,Uniunea Euro-
peand”, cdreia se presupune ca fi apartin?). Dar cind aceste limbi sint utilizate in fos-
tele colonii, ele denuntd prezenta anthroposului, a sudacas, cum sint numiti imigrantii
sud-americani in Europa.

Sa ne gindim la cine au fost artistii si performerii prezentati in proiectiile matinale:
afro-daneza Jeannette Ehlers; Quinsy Gario, nascut in Curacao si educat in Saint
Marteen si Curacao si care locuieste in prezent in Olanda; Sumugan Sivanesan, nascut
intr-un popor nomadic din sud-estul Asiei dintr-o mama singaporezd, si care locu-
ieste In Australia; evreul sud-african William Kentridge; Ingrid Mwangi, ndscuta din-
tr-un tatd kenyan si o mama germana, care a trdit atit in Africa, cit si in Germania
si colaboreaza cu sotul ei Robert Hutter; formind subiectul compus Ingrid Mwangi
Robert Hutter; Teresa Marfa Diaz Nerio si insasi Alanna Lockward, ambele domi-
nicane, Teresa locuind in Olanda si Alanna in Germania, si Emeka Udemba, o nige-
riand ce traieste in Nigeria si Germania.

De ce am abuzat de rdbdarea ta spunindu-ti pe unde circuld oamenii, unde s-au
nascut, unde trdiesc, n loc sa-ti vorbesc de munca lor? Fiindca am vrut sa-ti amin-
testi de sentinta lui Kant despre sensibilitatea aparte a europenilor (si era clar pen-
tru el — si mai apoi si pentru Hegel — cd nucleul Europei erau Franta, Anglia si
Germania), despre capacitatea lor de a simti frumosul si sublimul, si ceea ce a spus
despre africani, in paragraful pe care |l-am citat mai sus: cd africanii sint departe de
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pieces, Jean-Marie Teno's Le Malentendu colonial (2004), by far the
best documentary I have seen on the topic. More so, a frankly decolo-
nial documentary, right on the spirit of Aimé Césaire, Frantz Fanon,
Kwame Nkrumah and other decolonial thinkers. This documentary,
together with Other by Australian photographer and videoartist
Tracey Moffatt, provided the frame to understand the shorter pieces
in line with the issues set up for discussions in the late mornings and
afternoons. The seven minutes video by Tracey Moffatt is composed
of a montage of clips taken from Hollywood and Hollywood-type
movies, where the anthropos (Others, non-Euro-American whites)
around the world are portrayed. The first part amasses a selection

of confrontational situations in which white people are “alarmed” by
the strange presence of the anthropos. The in crescendo editing of
the clips taken from different films, is accompanied by a soundtrack
taken from Gillo Pontecorvo, The Battle of Algiers (1966). The sound-
track belongs to the moment in the film in which four Muslim women
are changing their habitus and become European-looking. The reason
for their transformation is to become the carriers of bombs that will
be placed in the French quarters once they manage to cross the
security line guarded by French soldiers. In the second part, the video
collects scenes in which People of Color, men and women, and white
men and women fall in love with each other, or reached a situation
in which the embrace of friendship and/or passion dissipated the
mutual fear and disrespect. However, love and friendship as “good”
as it seems are always in the white man'’s imagination. People of Color
are portrayed; they do not have the opportunity to portray. The sec-
ond part shows the generous inclusivity of white filmmakers who keep
for themselves the privilege of being generous and inclusive.

In the morning screenings of BE.BOP 2012 the audience enjoyed a
festival of the anthropos's creativity, inventiveness and imagination.
Mind you that I am writing this piece as an anthropos. As son of Ital-
ian migrants to Argentina, I am of European descent but not a Euro-
pean citizen — therefore, an anthropos. I am white in Latin America,
like William Kentridge in South Africa, but we become off-white in
Western Europe and the US. South Africa, in contradistinction to
South America has the “advantage”, from the perspective of the
dominant white imaginary, to have English as the official language of
the country. In South America, Italians ended up speaking a broken
Italian and the official language of the respective countries, Spanish
or Portuguese. The three languages were already “suspicious” for
belonging to the “South of Europe” (are not Spain, Portugal and Italy
those in need or who have been “rescued” by the “European Union”
to which they also supposedly belong?). But when they are spoken

in the ex-colonies, they denounce the presence of the anthropos,

the Sudacas, as South Americans migrants are known in Europe.
Let's think of who were the artists and performers featured in the
morning screenings: Afro-Danish Jeannette Ehlers; Quinsy Gario,
born in Curacao and educated in Saint Marteen and Curagao and
now residing in The Netherlands; Sumugan Sivanesan, a nomadic
South East Asian born of a Singaporean mother, who resides in Aus-
tralia; Jewish South African William Kentridge; Ingrid Mwangi, born
of a Kenyan father and a German mother, who lived both in Africa
and Germany and collaborates with her husband Robert Hutter form-
ing a subject-compound Ingrid Mwangi Robert Hutter; Teresa Maria
Diaz Nerio and Alanna Lockward herself, both Dominicans, Teresa
residing in The Netherlands and Alanna in Germany, and Emeka
Udemba, a Nigerian who lives in Nigeria and Germany.

Why did I abuse of your patience by telling where people circulate,
where they were born, where do they live, instead of talking about
their work? Because I wanted you to remember Kant’s dictum about
the special sensibility of Europeans (and it was clear for him — and
later on for Hegel too - that the core of Europe was France, England
and Germany), to sense the beautiful and the sublime, and what he
said of Africans, in the paragraph I quoted above: that Africans were
far from being endowed with a sensibility to perceive THE beautiful
and the sublime.? He meant what for him, in his skin, he considered



a fi inzestrati cu sensibilitatea de a percepe frumosUL si sublimul.?® Kant s-a refe-
rit la ceea ce pentru el, n pielea lui, era frumos si sublim. Nimic gresit in asta; el
avea dreptul sa exprime ce simtea. Nu a avut insd dreptul sa emitd o judecatd uni-
versald, clasificind ierarhic oamenii in conformitate cu ceea ce simtea el n pielea
sa si ceea ce procesa in creierul sau.

Am putea proceda Tn mod analog cu profilul participantilor la discutiile din cadrul
meselor rotunde, dar aici fti voi cruta timpul si te voi invita sa consulti catalogul si
sa vizitezi paginile online. Vei fi la fel de surprins cum am fost si eu cind am aflat cine
se afla la masd. Majoritatea participantilor s-au reunit in jurul subtitlului discutiei de
la masa rotunda: Somapolitica Europei negre. Desigur, nu e evident cine ar trebui
sa fie invitat sd abordeze o asemenea chestiune. O optiune e sa inviti ,experti“ albi
sd vorbeasca despre ,experiente” negre ori ,probleme” negre. Cealalta e sd inviti
oameni cu ,experienta” sa vorbeascd despre experientele lor si ,experientele lor
cu expertii“, din moment ce expertii isi ascund propria experienta sub pretextul
L,obiectivitatii si al neutralitatii“.

Nu ma intorc aici nicio secunda la vechea si lenesa dilema (o dilema realmente mo-
dernd si postmodernd, nu una decoloniald), dacd africanii ori afro-europenii benefi-
ciazd de privilegii epistemice in propria lor intelegere a Africii ori a altor continente
dincolo de Europa si de SUA; ori a propriei lor situatii in Europa. Si desigur nici nu
voi sustine ca euro-americanii din stiintele sociale si umanistii ar avea o perspecti-
va ,obiectiva“ asupra Africii si a imigrantilor afro-europeni (si aici Africa poate fi inlo-
cuitd cu orice alt loc si orice alti imigranti asociati cu acel loc — ar putea fi Pakistan
ori fosta Europd de Est sau Rusia). Sustin nsd ca euro-americanii din stiintele socia-
le, artistii ori curatorii muzeali au dreptul la propria lor parere, la fel ca africanii si
afro-europenii. Si ca toatd lumea ar trebui sa stie cd asta e doar opinia lor. fn ambe-
le cazuri, opiniile sint legate de interese si nu exista niciun set de interese care sa
aibd dreptul ori privilegiul de a fi impus celuilatt. De aceea e imperativ sd punem
capat ideii privilegiului epistemic si estetic. Asta e exact ceea ce BE.BOP 2012 a’incer-
cat s3 infiture. in caz contrar, nu as mai scrie ce scriu aici.

Diferenta e cd, cel putin odata cu Kant (dar cu siguranta si fnaintea Iui), hegemo-
nia cunoasterii in politicd, filosofie, estetica ori economie a fost claditd, institutiona-
lizatd i fabricarea , civilizatiei occidentale, prin cele doua limbi si piloni filosofici: greaca
silatina. BE.BOP 2012 a fost un semnal puternic, printre multe altele din zilele noas-
tre, care ne face sa ntelegem faptul ca , privilegiile epistemice si estetice” ale mo-
dernitatii (cf. Kant) s-au sfirsit.

Acum, e foarte important sa remarcam ca artistii, participantii si publicul din cele trei
zile intense nu a fost in Intregime compus din africani ori persoane de origine africa-
nd (diasporici, dupd cum spune maxima). Ei au fost afro-caraibieni, din fosta Europa
de Est, din Asia de Sud-Est, ,latino“-americani (adicd cu descendenta europea-
nad), cetateni germani albi si probabil alti albi din public pe care nu i-am putut iden-
tifica. Ce e esential de inteles aici e cd BE.BOP 20/ 2 a fost condusa si organizata din
perspectiva ,somapoliticii Europei negre”. Sianume, a esteticii politice. A fost un eveni-
ment al identitatii fn politica, si nu al politicii identitare. , Europenii non-negri* nu au
fost exclusi. Evenimentul a fost deschis tuturor celor care au vrut sa joace dupa reguli-
le stabilite pentru acest eveniment: identitatea in politicd. Asadar, nu a fost un eveni -
ment organizat de negri si doar pentru negri, ci a fost un eveniment ghidat de principille
,somapoliticii Europei negre", deschis tuturor — de diferite culori, religii si etnicitdti
— celor care se luptd pentru a scoate la lumina latura intunecata a modemitatii occiden-
tale, pentru a dladi o viatd Tmplinita si un viitor armonios.

Stim cu totii cd nu e o sarcind usoard, insa optiunile trebuie construite. Noi, toti cei
implicati in acest eveniment si in linia de gindire si actiune pe care acesta o presupu -
ne, nu putem lasa viitorul in miinile arhitectilor democratiei si socialismului. Aces-
tea sint doud optiuni si doud modalitdti de a atinge armonia si plenitudinea, fnsa nu

beautiful and sublime. Nothing wrong with that; he had the right to
express what he sensed. He had no right to make a universal state-
ment, classifying and ranking people according to what he sensed
in his skin and processed in his brain.

I could do the same with the profile of the participants in the round-
table discussions, but I will spear you the time here and invite you
to go to the catalog and check their webpages. You would be as sur-
prised as I was when learning who was seating around the table.
The majority of the participants were convened around the subtitle
of the roundtable discussion: Black Europe Body Politics. Certainly,
it is not obvious who should be invited to address such an issue.
One option is to invite white “experts” to talk about black “experi-
ences” or Black “problems”. The other is to invite people with “expe-
rience” to talk about their experience and “their experiences with
the experts”, since experts hide their experience under the pretense
of “objectivity and neutrality”.

I 'am not for a minute going back here to the old and idle posed
dilemma (indeed a modern and postmodern dilemma, not a decolo-
nial one), of whether Africans or Afro-Europeans have epistemic priv-
ileges in their understanding of Africa or other continents beyond
Europe and the US; or of their situation in Europe. Nor I would sup-
port of course the claim that Euro-American social scientists and
humanists have an “objective” view of Africa and of Afro-European
immigrants (and you can change Africa here for any other place
and any other immigrants associated with that place — it could be
Pakistan or former Eastern Europe or Russia). I am claiming that
Euro-American social scientists, artists or museum curators are enti-
tled to their own opinion exactly as Africans and Afro-Europeans.
And that every-body should know that it is their own opinion.

In both cases, opinions are tied up with interests, and there is not
one set of interests that have the right or the privilege to be imposed
upon the other. That is why it is imperative to end with the idea of
epistemic and aesthetic privilege. That is precisely what BE.BOP
2012 contributed to dispel. Otherwise, I will not be writing what

I am writing here.

The difference is, since Kant at least (but certainly before too), that
the hegemony of knowledge, in politics, philosophy, aesthetics or
economy was built, institutionalized in the fabrication of Western
“civilization”, with its two languages and philosophical pillars: Greek
and Latin. BE.BOP 2012 was a potent sign, among many of our
times, to understand that the “epistemic and aesthetic privileges”
of modernity (cf. Kant) are over.

Now, what is to be noted, is that artists, participants and audiences
in the three intense days, were not all Africans or of African-descent
(diasporic as the dictum goes). They were Afro-Caribbeans, former
Eastern Europeans, South East Asians, “Latin” Americans (meaning,
of European descent), white German nationals and perhaps other
whites in the audience that I couldn’t identify. What is crucial to
understand here is that BE.BOP 2012 was lead and organized from
the perspective of “Black Europe Body Politics”. That is, of political
aesthetics. It was an event of identity in politics not of identity
politics. The non-“Black Europeans” were not excluded. The event
was open to all who wanted to play according to the rules set up for
this event: identity in politics. Meaning that this was not an event
lead by Blacks and for Blacks only, but it was unmistakably an event
lead by “Black Europe Body Politics” open to all - of different colors,
religions and ethnicities — who are struggling to make visible the
darker side of Western modernity and to build plenitude of life and
harmonious futures.

We all know that it is not an easy task, but options have to be built.
We, all those involved in this event and in the line of thinking and
doing that the event presupposes, cannot leave the future in the
hands of the architects of democracy and socialism. These are two
options, and two ways to achieve harmony and plenitude, but not
the only ones, and by far! We shall not confuse means with ends:
democracy and socialism are means: two options toward a common

sint singurele, nici pe departe! Nu vom confunda mijloacele cu scopurile: democra-
tia si socialismul sint mijloace: doud optiuni catre un scop comun; insa sint mijloa-
ce care duc undeva, nu un scop n sine. E imperativ sd concepem democratia si
socialismul ca find doud dintre multe alte optiuni. Construirea optiunilor e miza jocu-
lui, si aceasta e directia inspre care tinde estetica decoloniald.

Inchei prin cuvintele intelepte ale unui filosof jamaican stabilit in SUA: , Fiecare epoca
e o realitate vie. Lucrurile stau asa intrucit ele sint functii ale comunitatilor umane vii,
care, la rindul lor; sint functii ale lumii sociale. Ca realitati vii, ele se nasc si vor muri.
Aceasta Inseamna ca societdtile trec prin procese de nastere si descompunere. O
trasdtura incorecta a majoritdtii civilizatilor ce ating statutul imperial e convingerea
naiva cd aceasta realizare le va asigura nemurirea. Stim insa ca nicio comunitate vie
nu dureaza la nesfirsit — poate doar prin memoria istorica a attor comunitdti. Degra-
darea survine. Sarcina cu care se confruntd fiecare comunitate subordonatd e sd se
pregateasca pentru momentul in care conditile pentru eliberarea sa vor fi propice.
Cind oamenii sint pregatiti, intrebarea cruciala va fi asupra numarului de idei dispo-
nibile pentru reorganizarea vietii sociale. Ideile, dintre care multe se vor contura prin
munca politica asidua, timp de ani de zile, nu trebuie sd fie perfecte, intrucit, in cele
din urma, munca laborioasa, creativa a comunitdtilor va fi cea care le va purta mai
departe. Acea munca e manifestarea concretd a imaginatiei politice. Fanon a des-
cris acest tel ca stabilire a unei noi umanitati. El stia cit de infricosator e un aseme-
nea efort, Intrucit traim Tn vremuri n care o astfel de rupturd radicald pare a fi nici
mai mult, nici mai putin decit sfirsitul lumii. Tntre timp, sarcina de construire a infra-
structurii pentru ceva nou trebuie planificatd, si acolo unde e loc, incercata, intrucit,
asa cum o stim cu totii deja, dat find principiul sociogenic al problemei, nu avem nicio
altd optiune decft de a construi optiunile pe care se sprijina viitorul speciei noastre®.”
Optiunea decoloniald urmareste sa contribuie la dialogul civilizatiilor, la integrarile
continentale si la un viitor comun si armonios. Comunalul nu e nici comunitaris-
mul politic liberal, nici comunismul marxist. Nu e nici binele comun al liberalismu-
lui economic, nici bunurile comune ale marxismului. Comunalul e un orizont
decolonial al vietii ce vine din istoriile locale, nonmoderne, ce au coexistat dintot-
deauna cu modernitatea occidentald. Estetica decoloniala, eliberarea aesthesisului,
e esentiald pentru ruperea chingilor imperiale ale cunoasterii si esteticii moderne.
Uniunea Europeand 2012 ne-a dat multe semnale de destramare. BE.BOP 2012 e
unul dintre multele semnale ale unui viitor in devenire.

Estetica decoloniala la BE.BOP 2012
Robbie Shilliam

La inceputul lunii mai am participat la BE.BOP 201 2. Somapolitica Europei negre.
BE.BOP 2012 e o masd rotunda si un program de proiectii cu caracter transdisci-
plinar si international in care sint contestate fanteziile (rasializate) ale cetateniei euro-
pene, eveniment curatoriat de Alanna Lockward in afiliere cu Institutul Decolonial
Transnational (IDT). IDT urmareste sa exploreze formarea si transformarea latu-
rii intunecate a modernitdtii: colonialitatea. BE.BOP 20/ 2 ne-a strins pe toti laolalta
pentru a cultiva estetica decoloniald. Acestea sint reflectile mele:

Am awut trei reactii la lucrdrile artistice prezentate la BE.BOP 20/ 2. Cred ca ele reflecta
cft de mult apreciez importanta cultivarii unei estetici decoloniale intr-un mod
intuitiv si intentional, facilitat de o relatie puternica intre scriitori si artisti, cu totii find
,muncitori intelectuali.

Prima reactie a fost un strigat in capul meu, si incd unul destul de virulent, odata cu
lucrdrile lui Ingrid Mwangi Robert Hutter, mai ales Neger [Negru] si Wild Life [Viata
salbaticd]. De fapt, ce s-aintimplat a fost mai curind o cadenta de strigdt si geamat:
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end; but they are means to go there, not the end in itself. It is imper-
ative to conceive democracy and socialism as two among many other
options. To build options is the name of the game, and that is the
direction decolonial aesthetics is moving.

I close with the wise words of a Jamaican philosopher based in the
US: “Each epoch is a living reality. This is so because they are func-
tions of living human communities, which, too, are functions of the
social world. As living realities, they come into being and will go out
of being. What this means is that societies go through processes of
birth and decay. An erroneous feature of most civilizations that
achieve imperial status is the silly belief that such an achievement
would assure their immortality. But we know that no living communi-
ty lasts forever, save, perhaps, through historical memory of other
communities. Decay comes. The task faced by each subordinated
community, however, is how prepared it is for the moment in which
conditions for its liberation are ripe. When the people are ready, the
crucial question will be of how many ideas are available for the reor-
ganization of social life. The ideas, many of which will unfold through
years of engaged political work, need not be perfect, for in the end,
it will be the hard, creative work of the communities that take them
on. That work is the concrete manifestation of political imagination.
Fanon described this goal as setting afoot a new humanity. He knew
how terrifying such an effort is, for we do live in times where such a
radical break appears as no less than the end of the world. In the
meantime, the task of building infrastructures for something new
must be planned, and where there is some room, attempted, as we
all no doubt already know, because given the sociogenic principle
of the problem, we have no other option but to build the options on
which the future of our species rest."

The decolonial is an option whose aims are to contribute to dialogue
of civilizations, continental integrations and to communal and har-
monious futures. The communal is neither the liberal political
communitarianism nor the Marxist communism. It is neither the lib-
eral economic common good, nor the Marxist commons. It is the
communal, a decolonial horizon of life that come from non-modern
local histories that have always co-existed with Western modernity.
Decolonial aesthetics, the liberation of aesthesis, is crucial for break-
ing away from the imperial chains of modern knowledge and aes-
thetics. The European Union 2012 has send us many sings that things
are falling apart. BE.BOP 2012 is one of the many signs of becoming
futures.

Decolonial Aesthetics at BE.BOP 2012
by Robbie Shilliam

In early May I took part in BE.BOP 2012. Black Europe Body Politics.
BE.BOP 2012 is an international transdisciplinary roundtable and
screening program in which the (racialized) fantasies of European cit-
izenship are contested. It was curated by Alanna Lockward and affili-
ated with the Transnational Decolonial Institute. The Transnational
Decolonial Institute (TDI) aims to explore the formation and transfor-
mation of the darker side of modernity: coloniality. BE.BOP 2012 put
us all together to cultivate a decolonial aesthetics. These are my
reflections:

I had three reactions to the artistic works presented at BE.BOP 2012.
I think they speak to my appreciation of the importance of cultivat-
ing a decolonial aesthetic in an intuitive and intentional way, facili-
tated by a strong relationship between writers and artists, both of
whom are “intellectual workers”.

The first reaction was a scream in my head. This arrived quite
strongly with the works of Ingrid Mwangi Robert Hutter, especially
Neger and Wild Life. Actually, what arrived was more like a cadence
of scream and grunt: the first, the horror of being racially interpolat-
ed; the second, a gut response to this in the form of caricaturing vio-
lence visited upon the self through dehumanization. When Quinsy



in primul rind, oroarea de a fi interpolat rasial; in al doilea, un raspuns instinctiv sub
forma caricaturizarii acestei violente asupra sinelui prin dezumanizare. Cind Quin-
sy Gario ne-a aratat filmarea arestdrii sale in Olanda pentru ca purta tricoul sdu Zwarte
Piet Is Racisme, am realizat cd acest strigat ar putea veni dintr-o altd directie. Nu
din partea lui Quinsy, care era culcat la pamint de politie, fard a fi provocat, ci din
cea a privitorilor albi care trebuie sa isi umple mintea cu zgomot de fond pentru a
indbusi conversatia despre rasism. Probabil cd nu au nicio resursa pedagogica prin
care sd inteleagd disonanta cognitiva ce-i face sa urle dupd ticere in prezenta
complicitatii in nedreptate.

Cea de-a doua reactie a fost accelerarea pulsului si a batdilor inimii. Am simtit asta
in lucrarea lui Tracey Moffatt. La inceput, am crezut ca videoul ei era o prezenta-
re cerebrald a tropului orientalist ,sine*/,atul®, prin editarea unui colaj din scene hol-
lywoodiene cu Intilniri exotice. Si totusi muzica spunea altceva, iar pind la finalul
videoului eram furios si energizat. Quinsy a precizat ulterior ca partitura muzicala
a fost preluata din faimosul film The Battle of Algiers. Si atunci am realizat ca Fanon
se infittrase la Ballhaus! Am simtit aceeasi pulsiune si bataie la instalatia Teresei Marfa
Diaz Nerio, dedicata lui Sarah Baartman. Videoul arata numerosi privitori si trecatori
ce trec pe finga Teresa, care sta nemiscata intr-un costum enorm de grotesc si sexua-
lizat. Am simtit nevoia sd fug n acea ncapere si sd o ajut sa iasa din acel costum.
Nu sint sigur daca a fost vreo urma de masculinitate in acea reactie, dar e cert ca
senzatia mea a fost cad evadarea ar fi trebuit sa fie concluzia instalatiei. Tn cele din
urmd, am simtit aceeasi pulsiune si bataie in videourile lui Jeannette Ehlers, mai ales
n Black Magic at the White House [Magie neagrd la Casa Albd]. Jeannette traseaza
un vévé* pe podea, invodind spirite care sa exorcizeze albitatea ce face sclavia invi-
zibild. Dar odata cu asta, am simtit deopotriva si aftceva.

Cea de-a treia reactie a fost una linistitoare, o altfel de luciditate, o reconciliere. Am
mai simtit-o doar in combinatie cu cea de-a doua reactie, uneori in treacat. Dar era
acolo. De exemplu, atunci cind Jeannette deseneazd acel vévé, ea deschide poarta
unor forte vindecdtoare. Am perceput un sentiment similar de reconciliere in unele
dintre lucrarile fotografice mai recente ale Iui Ingrid Mwangi Robert Hutter. Sensibi-
litatea contrard acesteia ar fi melancolia, pe care cred ca a invocat-o William Kent-
ridge, din partea colonizatorului german, atunci dind s-a referit la genocidul popoarelor
Herero si Nama din sud-vestul Africii (Namibia de azi). Melancolia nu lasd loc Tnsa
reconcilierii, e 0 aminare a responsabilitatii pentru nedreptatile istorice.

Astfel, interpretez aceste trei reactii ca: |) socul de a fi ranit; 2) rezistenta in fata agre-
sorului; 3) vindecarea de sine colectiva. Studiile postcoloniale au fost deosebit de
eficace in tratarea — desi uneori prea cerebrald — a primelor doua. Cea de-a treia
e evitata de majoritatea savantilor. Nu vreau sa recuperez cea de-a treia estetica
de dragul completdrii unei progresii liniare. Asta ar fi © aminare abolitionist-liberald
a raspunderii pentru relatii din trecut. Vreau sa evit psihologia dezvoltarii, care e,
ca si Freud, un produs al categorizarii unor mari fisii de umanitate ca ,sdlbatici® ce
trebuie dresati intru maturitate ori, mai precis, plasati sub supraveghere. Tn schimb,
vreau sa consider aceste trei sensibilitdti drept contemporane, relationale, intretesu-
te. Sd ai o estetica purd a vindecdrii ar fi utopic. Oamenii simt durerea. Trebuie sa
recunoastem asta. Si totusi durerea nsasi si reactia sa sint saturate ntr-o esteticd a
violentei. Prin urmare, concentrarea exclusivd asupra acesteia din urmd ar fi o abroga-
re a responsabilitatii pe care o avem de a trata nedreptdtile Tntr-un mod creativ. I
plus, durerea si rezistenta pot fi usor comercializate fntr-un voaierism comod.
Toate cele trei sensibilitdti, dar poate cu accentul pus asupra vindecdrii: asta e pen-
tru mine o esteticd decoloniald. Si asta pentru ca vindecarea presupune o estetica
ce nu e imanenta violentei coloniale ori suprematiei albe, ci care o transgreseazd,
poate chiar o transcende. Vindecarea necesita o incredere de sine aparte in con-
fruntarea cu epistema coloniala. fmi amintesc ca Jeannette a prezentat o serie de
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Gario showed us the video of his arrest in Holland for wearing his
Zwarte Piet Is Racisme t-shirt, I realised that this scream could come
from another direction. Not from Quinsy being wrestled to the ground
by police, unprovoked, but from white gazers who must use white
noise in their head to drown out a conversation on racism. Perhaps
they have no pedagogical resources through which to understand
the cognitive dissonance that makes them scream for silence in the
presence of complicity in injustice.

The second reaction was a quickening and thumping of the heart.

I felt this in Tracey Moffatt's work. At first, I thought that her video
was a cerebral presentation of the Orientalist “self“/“other” trope,
cutting together a collage of Hollywood scenes of exotic encounter.
However the music said otherwise and by the end of the video I was
angry and pumped up. Quinsy mentioned afterwards that the music
score was taken from the famous film, The Battle of Algiers. And
then I realised that Fanon had infiltrated the Ballhaus! I also felt this
quickening and thumping with Teresa Maria Diaz Nerio’s installation
of Sarah Baartman. The video witnessed various onlookers and inter-
lopers passing by Teresa who was standing stifled in a huge grotesque
and sexualised costume. I wanted to run into the room and help her
out of that suit. I'm not sure if there wasn’t some masculinity in that
reaction, but I am sure that I felt that the conclusion to the installa-
tion had to be to escape it. Finally, I felt the quickening and thump-
ing in Jeannette Ehlers’ videos, especially Black Magic at the White
House. Jeannette draws a veve on the floor, invoking the spirits to
exorcise the whiteness that makes slavery invisible. But with this,

I also felt something else.

The third reaction was a soothing, a different kind of saneness, a rec-
onciliation. I only ever felt it in combination with my second reaction,
sometimes fleetingly. But it was there. For example, when Jeannette
draws the vévé she opens the gate for healing agencies. I got a simi-
lar sense of reconciliation in some of Ingrid Mwangi Robert Hutter's
more recent photographic work. The counter-sensibility to this
would be melancholy, which I think William Kentridge invoked on
the part of the German colonizer over the Herero and Nama geno-
cides in South West Africa (present day Namibia). Melancholy does
not allow for reconciliation, it is a deferral of responsibility for histori-
cal injustices.

So, Iinterpret these three reactions as: 1) the shock of being wound-
ed; 2) resistance to the aggressor; 3) collective self-healing. Postcolo-
nial studies has been very good at attending to — albeit sometimes
cerebralising — the first two. The third is avoided by most scholar-
ship. I do not want to retrieve the third aesthetic for the sake of
fulfilling a linear progression. That would be a liberal-abolitionist
deferral of accountability for past relationships. I want to avoid
developmental psychology, a product, along with Freud, of cate-
gorising vast swathes of humanity as “savages” in need of being
trained into adulthood, or more accurately, ward-ship. Instead,

I want to take these three sensibilities as co-eval, as relational, as
woven together. To have an aesthetic purely of healing would be
utopian. People feel the pain. That has to be acknowledged. And
yet, the pain itself and its reaction is saturated in an aesthetic of vio-
lence. So to focus only on that would be an abrogation of the respon-
sibility we hold to creatively attend to injustices. Besides, pain and
resistance can be easily commodified into a safe voyeurism.

All three sensibilities, but perhaps with the gravity situated in heal -
ing: that is a decolonial aesthetic to me. This is because healing
requires an aesthetic that is not immanent to colonial violence or
white supremacy but transgressive of it, perhaps transcendent to it.
Healing requires a special kind of self-confidence when confronted
with the colonial episteme. I remember that Jeannette showed a
sequence of photos from a Ghanaian beach of a group of people
walking into the Atlantic waters. She makes only their reflections in
the water visible. A debate ensued about whether the aesthetic was
invisibilisation or simulacra. I mentioned that the pictures could be
comprehended by way of an aspect of many African-America cos-

fotografii de pe o plaja din Ghana cu un grup de cameni ce pasesc in apele Atlan-
ticului. Ea aratd doar reflexiile lor in apa. S-a iscat o dezbatere, dacd era o esteticd
a invizibilizarii ori a simulacrului. Am precizat ca imaginile puteau fi interpretate prin
intermediul unui aspect al multor cosmologii africano-americane, n care Guineea
e asumata ca tarim al strabunilor si spiritelor ce zace sub mare. O asemenea inter-
pretare nu poate decit sa-i umanizeze in mod fundamental pe aceia — si pe urmasii
lor — care au fost fortati sa parcurga o dezumanizare. O astfel de interpretare trans-
forma, de asemenea, trecerea unidirectionala intr-un drum cu doua sensuri. Ulte-
rior, Alanna a comentat cd, desi e o buna cunoscdtoare a acestor cosmologii, nu
facuse acea legdtura. Cu siguranta nu sint un geniu. Pur si simplu, m-am documen-
tat asupra acestor cosmologii inainte de conferintd, asa cd le aveam deja in minte.
fnsa cred 3 acest episod demonstreazi ci avem un drum de parcurs fnainte ca
estetica noastra decoloniald sa devind atit intuitiva, cit si intentionala.

Reflectii despre BE.BOP 2012 in Africa de Sud si Berlin
Simmi Dullay

,Adevdratul rol al artei revolutionare e cristalizarea fenomenului in forme organi-
zate." Mao Tse-Tung (1893—1976)

Reflectia mea se situeazd intre contextul metafizic al discursurilor de exil, cu aspira-
tia lor de apartenentd spirituald, materialismul dialectic al lui Marx si estetica deco-
loniald, prin intermediul autoetnografiei si al poeziei.

Sesiunile Somapolitica Europei negre, seminariile, prezentdrile, interventiile si cone-
xiunile ne-au oferit noud, nomazilor, diasporei negre, exilatilor tricontinentali, afro-
politanilor; un spatiu pentru contemplarea si articularea propriilor noastre spatii, a
propriilor noastre corpuri, a propriei noastre fiinte deopotrivad prin diferentd si lucruri
in comun.

Curatoarea Alanna Lockward ne-a asigurat o arend n care ne-am putut reuni din
locuri si postnationalisme disparate, unii dintre noi find nu o datd, ci de doua sau
de trei ori inldturati din patria-mamd, din cauza experientelor cu intllniri coloniale
de prim rang... Pentru mine, sensurile reuniunii noastre ca straini (desi cu intere-
se comune) s-au deslusit in aflarea apartenentei si solidaritdtii in experientele
fiecaruia dintre noi si in textele/naratiunile care au inceput sa dea forma unei este-
tici decoloniale subversive a diferentei, comunalitatii si solidaritatii.

Apropo de decolonialism, eticd si estetica, Nglgi wa Thiong'o, care a inventat ter-
menul si a scris unul dintre manifestele seminale ale decolonizarii, ,Decolonise Your
Mind" [Decolonizeaza-ti mintea], a publicat recent o carte intitulata Globalectics [Glo-
balectica], ce cred ca ne reflecta pe fiecare dintre noi si situarea noastra geografica
si istoricd: ,Globalectica e derivatd din forma globului. Pe suprafata sa nu este un
singur centru: orice punct e in mod egal un centru. Cit despre centrul intern al globu-
lui, toate punctele de la suprafata sint echidistante n raport cu acesta — asemenea
spitelor unei roti de bicicleta ce se intilnesc la butuc. Globalectica uneste globalul
si dialecticul pentru a descrie un dialog mutual afectiv, ori un multilog, intre fenome-
ne ale naturii si cresterii intr-un spatiu global ce transcende rapid spatiul limitat arti-
ficial, ca natiune si regiune. Globalul e ceea ce oamenii vad din navele spatiale ori
de pe statia spatiald internationala: dialecticul e dinamica internad pe care ei nu o per-
cep. Globalectica cuprinde ntregul, interconectivitatea, egalitatea potentialului
partilor, tensiunea si miscarea. E un mod de a gindi si de a relationa cu lumea, mai
ales in era globalismului si a globalizarii.*'

Cu toate ca NgUgi scrie ca ,,... nu este un singur centru: orice punct e in mod egal
un centru®, aceasta transcende politrixul postmodernismului si (in ce ma priveste)
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mologies whereby Guinea is comprehended as the land of ancestors
and spirits that lies under the sea. Such a comprehension cannot but
fundamentally humanise those — and their descendents — who were
forced to make a passage of dehumanization. Such a comprehension
also makes the one-way passage into a two-way street. Later on,
Alanna commented that she was well versed in such cosmologies
and yet she had not made that connection. I am certainly no genius.
Quite simply, I had been researching these cosmologies before the
conference, so they were in the front of my head already. But I think
this episode demonstrates that we have some way to go before our
decolonial aesthetics become both intuitive and intentional.

Reflection on BE.BOP 2012 in South Africa and Berlin
by Simmi Dullay

"The true function of revolutionary art is the crystallization
of phenomena into organised forms.”
Mao Tse-Tung (1893-1976)

I have based this reflection betwixt the metaphysical context of exilic
discourses and its yearning for spiritual belonging, Marx’s material
dialectics, and also on decolonial aesthetics, through auto-ethnogra-
phy and poetry.

The Black Europe Body Politics sessions, seminars, presentations,
interventions and connections offered us, the nomads, the Black
diaspora, the tricontinental exiles, the Afropolitans, a space for con-
templation and articulation of our own spaces, our own bodies, our
own being through both difference and commonalities.

As a space, the curating of BE.BOP 2012, by Alanna Lockward, pro-
vided an arena in which we could come together from disparate
locations and post-nationalisms, some of us not once but twice and
thrice removed from our motherlands, due to all having experienced
colonial encounters of the first kind... For me, the implications of
coming together as strangers (albeit with common interests) resolved
in finding belonging and solidarity in each other’s experiences and
the consequent narratives/text that began shaping a subversive
decolonial aesthetics of difference, commonality and solidarity.
Speaking of decolonisation, ethics and aesthetics, Ngugi wa Thiong'o,
who coined the term and wrote one of the seminal manifestos of
decolonization, “Decolonise Your Mind", recently published a book
which he has entitled Globalectics, which I feel reflects every one

of us and our geographical and historical positionality:

“Globalectics is derived from the shape of the globe. On its surface,
there is no one center; any point is equally a center. As for the inter-
nal center of the globe, all points on the surface are equidistant to it
— like the spokes of a bicycle wheel that meet at the hub. Globalec-
tics combines the global and the dialectical to describe a mutually
affecting dialogue, or multi-logue, in the phenomena of nature and
nurture in a global space that is rapidly transcending that of the arti-
ficially bounded, as nation and region. The global is that which
humans in spaceships or on the international space station see: the
dialectical is the internal dynamics that they do not see. Globalectics
embraces wholeness, interconnectedness, equality of potentiality

of parts, tension, and motion. It is a way of thinking and relating to
the world, particularly in the era of globalism and globalization.”?
Though Ngugi speaks of “... no one center; any point is equally a
center..." this transcends the politrix of postmodernism and (in my
opinion) its unethical relativity. At BE.BOP 2012 the deliberate use
of irony surpassed the vapid hipster postmodern tricksterism of colo-
niality; deflecting concrete truth, through jargon speak of multiplicity,
death of the author and hence escapes accountability, responsibility
and any radical change or radical restoration concerning the inequal-
ity in the world based on Western hegemony. The political aesthetics
facilitated by BE.BOP 2012 and curated as a performance/event
takes possession of both difference and solidarity in Blackness and
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relativitatea sa lipsita de eticd. La BE.BOP 201 2, folosirea intentionatd a ironiei a surcla-
sat smechereala insipida a hipsterului postmodern al colonialitatii, cea care evita
adevdrul concret prin jargonul multiplicitatii si mortii autorului, eludind astfel raspun-
derea, responsabilitatea si oricare schimbare radicald ori reparatie radicald a inegali-
tatii globale fundamentate de hegemonia occidentala. Estetica politica facilitata de
BE.BOP 2012 si curatoriata ca un performance/eveniment isi asuma atit diferenta,
cft si solidaritatea din negritudine si prezinta o imaginatie radicald, una ce e criticd,
informatd si constientd; o imaginatie radicald ce pericliteaza hegemonia eurocen-
tricd, din moment ce simpla noastra prezentd in lipsa unei interventii curatoriale albe
a fost autoreferentiala.

Un aspect ce inca imi capteaza fascinatia e uzul ironiei. in anii optzedi, in Scandina-
via, In vremea copilariei mele, am purtat blugi rupti, iar parintii mei mi-au tinut o
morald severd. Ce mi-a rdmas n minte e cum md intrebau amindoi cum de pu-
team lua parte la romanticizarea sdraciei... intotdeauna revin la intrebarea daci oa-
menii negri fsi pot permite sau nu sa fie ironici ori dacd asta serveste pur si simplu
consolidarii stereotipului, findca reactionez visceral, cu greatd, cind ma lovesc de
exprimari ale ironiei si indiferentei postmoderne, ce imi amintesc de Jeff Koons si
antiestetica sa, menita sa submineze ,marea artd" prin reprezentari ale cufturii de
masa. Dar, avind Tn vedere cd ironia postmoderna presupune fn general ca o lucra-
re de arta ori literaturd face in mod intentionat contrarul a ceea ce pare sd fac, aceasta
dinamica genereaza un tip de exploatare bazatd pe elitismul implicit. Ce inseamna
cu adevdrat pentru mase cd Jeff Koons isi expune pornografia portelanului saraci-
lor la Palatul Veersailles? Acelasi lucru si cu imensul sau ciine-cimat, menit doar sa amuze
elita establishmentului artistic, care e in general singura ce gaseste amuzantd aceasta
,antiesteticd”.

Cind am initiat acest proces de reflectie, m-am folosit de metode diferite, am luat
notite si am contemplat. Am cautat cuvinte, am revazut imagini si corespondentd,
dar mi-am exprimat totodatd experientele si prin poezie, pe care am ales sd o includ
aici, intrucit gasesc ca aceasta capteaza o reflectie proaspata si imediatd, ce s-ar pier-
de usor in forma unui eseu. Am ales sa intitulez urmatorul poem:

Materie neagra
Povestea ce continua sd apara sub diferite forme
si diferite reprezentari
de la
politica
estetica
artd
pind la ritualurile
documentate
la imagini cu oase indlbite
Si
corpuri mutilate
facute pentru albi
Si
conceptul de ,,nonalb”
al lui Steve Biko
consumul
canibalic
Si
prezentdrile
unor
date impartiale graitoare
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presents a radical imagination, one that is critical, aware and con-
scious; a radical imagination that poses a threat to Eurocentric hege-
mony, since our mere presence without white curatorial interventions
was self-referential.

One aspect that keeps gripping my fascination is the use of irony.
When growing up in the eighties in Scandinavia, I would wear torn
jeans and my parents gave me such a sever talking to. What stuck
with me, is both of them asking me how I could participate in the
romanticization of poverty... I always return to the question of
whether or not Black people can afford to be ironic, or if it just
serves to reinforce stereotype, because I react viscerally, with
nausea, when I come across expressions of postmodern irony and
indifference, which reminds me of Jeff Koons and his anti-aesthetic,
meant to subvert “high art” through representations of mass culture.
But considering that postmodern irony generally entails that a piece
of art or literature is self-consciously doing the opposite of what it
appears to be doing, the dynamic creates a sense of exploitation
based on the implicit elitism. What does it really mean to the masses
that Koons exhibits his porcelain porn of the impoverished at the
Chateau Versailles? Same point with his giant sausage dog which is
really just to amuse the elite art establishment, who generally are
the only ones that find this “anti-aesthetic” humorous.

When I began this process of reflection, I employed different meth-
ods, took notes and contemplated. I looked up words, revisited
images and correspondence as well as expressed my experiences
through poetry, which I have chosen to include here, as I find it
holds a fresh and immediate reflection that can easily get lost in

the form of an essay. I have chosen to call the following poem:

Dark Matter
The narrative that kept emerging in different forms
and different representations
from the
politics
aesthetics
art
to the documented
rituals
to images of bleached bones
and
mutilated bodies
made for whites
and
Steve Biko's
concept of ‘non white’
cannibalistic
consumption
and
the presentations
of
speaking cold facts
and
numbers
accounting for the dead and the missing
we recalled the architects of mass murder
who placed Africa outside of history
placing Blackness outside of
civilization.
We drew civilization from within
identified
made our connections to each other
and
recognised
Black existence a site in itself
which manifests and creates meaning
that always has and will continue

Si

numere

contabilizind mortii si disparutii
ne-am amintit de arhitectii genocidului
care au scos Africa n afara istoriei
plasind negritudinea in afara
civilizatiel.

Noi scoatem civilizatia din interior
identificata

am facut legaturile intre noi

Si

am recunoscut

existenta neagrd un loc in sine
ce manifestd si creeaza sens
ce Intotdeauna a facut-o si va continua
sa depdseasca

limitele eurocentrismului.
Cerneald singerind
scurgindu-se peste granite

Tn scrierd, fime,

Imagini

arta

facind ascunsa,

orbitoarea absenta

prezentd

pentru a face traiectoriile invizibile ale colonialitatii
vizibile

atft pentru

a sparge tdcerea

cft si pentru a face uz de
ironie

intr-un

context politic

ce se confruntd cu
demonizarea negritudinii
ntretinutd de fascinatia

privirii albe nepoftite

Si

ale sale

inalbite

constructe ale istoriei.

Tntrucit am fost martori

de-a lungul ultimilor

cinci sute de ani

vazind cum

albitatea ocupa negritudinea
si fsi insereaza semnificatia —
Ca sa serveasca perpetuu

acel

monstru

alb

hegemonic.

Noi
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to surpass

the limits of Eurocentricism.
Bleeding ink

seeping across boundaries
Into writing, films,

Images

art

making the hidden,

the glaring absence
present

to make the invisible trajectories of coloniality
visible

to both

break the silencing

as well as employ

irony

within a

political context

that confronts

the demonization of Blackness
held in the fascination

of the uninvited white gaze
and

its

whitewashed

constructions of history.

As we have stood witness
over the past

five hundred years

seeing how

whiteness occupies Blackness
and inserts its meaning —
to perpetually serve

the

white

hegemonic

beast.

We

The sister outsider’s

The Afropolitans

The Tricontinental Black exiles
The dark matter

Draw the universe

In our image

I found an incredible strength in our visibility, nearly a spiritual
aspect, which is one I generally find when I lose my self in the
process of art making, not a religious spirituality but a spirituality
of oneness where one just exists. I believe it was this visibility in our
presence that reverberated loudly with dissidence and for many

of us positioned our coming together to contemplate, to share, to
strategize, as significant in a ritualistic sense, one that acts as a cata-
pult, a key, an opening, a gateway... Since our meeting served to
mediate meaning, in its full sense, where we place ourselves at the
centre of history, as evidence of aesthetic politics reflecting lost lan-
guages, new hybrids cultures that we represent, that whiteness
wants to forget, to deny, that colonial amnesia that Alanna thought-
fully and strategically chose as a lens to frame many of the sessions.
Creating a performance of ritual remembering, of manifestations,
being and creation through radical political Black imaginations,

we took up from where people like Amilcar Cabral, Mao Tse-Tung,
Che Guevara, Steve Biko, Marcus Garvey (amongst many others) left
off, to explore and create ways and means to extend and expand
this crucial space of ethical and aesthetic concern.

And there we were, each one of us manifestations of fragments of
histories that are still being denied, that Hegel® had written out of
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Surorile excluse

Afropolitanii

Exilatii Tricontinentalei Negre
Materia neagra

Trasam universul

Dupa chipul si aseméanarea noastra

Vizibilitatea noastra mi-a dat o putere incredibild, un aspect aproape spiritual, unul
pe care l gdsesc de regula cind ma pierd Tn procesul creatiei artistice, nu o spiritua -
litate religioasa, ci o spiritualitate a singularitatii, fn care unul exista pur si simplu. Cred
cd aceastd vizibilitate a prezentei noastre a fost cea care a reverberat zgomotos cu
disidenta si pentru multi dintre noi a dat o semnificatie ritualica reuniunii noastre pen-
tru vizionare, impartasire, planificare, ca un fel de catapultd, cheie, deschidere, o
cale de acces... Din moment ce intilnirea noastra a avut ca scop medierea sensu-
|ui, in intregul sdu Tnteles, unde ne pozitiondm pe noi insine Tn centrul istoriei, ca
marturie a politicii estetice ce reflecta imbajele pierdute, culturile hibride noi pe care
le reprezentam, pe care albitatea vrea sd le uite, sd le nege —acea amnezie colonia-
|G pe care Alanna a ales-o cu grija si in mod strategic ca o lentila ce fncadra multe
sesiuni. Am creat un performance al amintirii ritualice, al manifestatiilor; al existentei
si creatiei prin imaginatiile politice negre radicale, am preluat de unde au lasat-o cei
ca Amilcar Cabral, Mao Tse-Tung, Che Guevara, Steve Biko, Marcus Garvey (prin-
tre multi altii), ca sa exploram si sa cream cai si mijloace de extindere si expansiu-
ne a acestui spatiu esential de interes etic si estetic.

Si uite asa ne-am aflat acolo, fiecare dintre noi manifestare a fragmentelor unor isto-
rii ce sint incd negate, pe care Hegel*? le-a scos in afara istoriei... colectate in Ber-
lin, un oras cu una dintre cele mai sinistre mosteniri coloniale si imperiale, ce a fost
ascunsd sistematic, stearsa cu totul. Imaginatia mea nu era capabild sa creeze oro-
rile si cosmarurile pe care a fost cladit acest oras: de la obsesia sa cu conceptele
naziste ale ,igienei rasiale” bazate pe eugenie, mina in mind cu rasismul pseudo-
stiintific si crestinismul care au facut posibil si au consolidat comertul cu sclavi, si desi-
gur infama Conferinta Berlin — Africa (1884—1885). Cu cit ma gindesc mai mult si
vizualizez traiectoria istorica si instrumentele cu care au masurat-o, cutitele pe care
le-au utilizat s taie si sd disece, masacrele si lagarele de concentrare si documenta-
rea obsesiva pentru demonstrarea inferioritdtii ,Celorlalti“; fird a se da n laturi de
la nimic: expunind oameni negri morti sau vii, intregi ori disecati, in formol, sub forma
de cranii dezgolite, organe genitale taiate, capete in borcane de sticla, cu toatd propa-
ganda vizuald ce devenea discurs stiintific si legifera cd oamenii negri sint subumani,
intdrita de reprezentdri vizuale rasiste, cu atit mai mult ma surprinde cit de supra-
naturale par aceastd inrobire deliberata a unui grup de oameni si anihilarea lor ul-
terioard. Crelnd imagini care reflectd aceasta distorsiune, o subumanitate ranita reflecta
Hollywoodul alb si spectacolul media al zilelor noastre si reprezentarile sale des-
pre [dansul] voudoun ca magie neagra. i teorie si i practica asta pare sa-| redea
cu eficienta pe omul negru ca pe un ,Altul”. Cind se face o vraja voudoun in filme,
exista mereu acea scend faimoasa de manipulare a imaginii, furtul unor obiecte apar -
tinind victimei, urmat deseori de invocarea posesiunii, dorintei si mortii. Distorsio-
narea imaginii, impungerea gaurilor prin ochi, tdierea capetelor, cusdtura brutd a
membrelor, provocarea durerii, uciderea ori crearea monstrilor; toate acestea incep
sd totalizeze tocmai pornografia macabra a colonialitatii, constind din si reprezen-
tind imaginea rasializatd; precum machiajul negru [Blackface], spectacolele minstref?,
exotic-eroticul, salbaticul nobil, Aunt Jemima*, servitoarea, savantul idiot, copilul
african infometat, femeia emaciata cu sinii goi acoperita de muste, reprezentdrile
Natural Geographic ale celor vii plingindu-si mortii care au trecut in nefiintd in ma -
sacre... in tehnicolor, pentru placerea spectatorului, stiri care arata supravietuitori
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history ... collected in Berlin, a city which has one of the most sinister
colonial and imperial legacies, which has been systematically hidden,
completely erased. My imagination could not create the horrors and
nightmares this city is built upon: from its obsession with Nazi con-
cepts of “race hygiene” based on eugenics, hand in hand with pseu-
do-scientific racism and Christianity which enabled and cemented
the enslavement trade, and of course the infamous Berlin-Africa
Conference (1884-1885). The more I think and visualise the historical
trajectory and the tools they used to measure, the knives they used
to cut and dissect, the killing sprees and death camps and the obses-
sive documentation to prove the inferiority of ‘Others’; stopping at
nothing, exhibiting Black people dead or alive, whole or dissected,
in formaldehyde, as stripped craniums, cut out genitals, decapitated
heads in glass jars and the visual propaganda that became scientific
discourse and legislated Black people as sub humans, enforced by
visually constructed racist representations, the harder it strikes me
that this deliberate enslavement of a group of people and their sub-
sequent annihilation seems near supernatural. Making images of
people that reflected a distortion, an inflicted sub humanity reflects
white Hollywood and today’s media spectacle and its representation
of Voudoun as Black magic. This in theory and praxis seems to effec-
tively render Black people as ‘Other’. In the movies when casting
Voudoun spells, there is always that famous scene of manipulation
of the image, stealing part of the victims belonging and often
inciting possession, desire or death. Distorting the image, poking
holes through the eyes, cutting off the heads, the crude suturing of
limbs, inflicting pain, killing or creating monsters, which begins to
sum up the macabre pornography of coloniality, consisting of and
representing the racialised image; such as Black face, the minstrel
performance, the exotic-erotic, the noble savage, the Aunt Jemima,
the maid, the idiot savant, the starving African child, the emaciated
bare breasted woman covered in flies, the Natural Geographic ren-
ditions of the living lamenting their dead who passed away in mas-
sacres... In technicolor, for the viewers' pleasure, the news flashes
of Black survivors amongst their slayed families, living on the burial
sites of their loved ones, ensures that the Western tourist can bring
back home “authentic” African photographs. They can tell their audi-
ence about their self-realization-new-age-finding-themselves-in-
Africa-Asia-or-South America. I find myself trying to make sense of
colonial imperialism, but the only rational conclusion that comes to
me, reveals a sinister picture that the West has painted as “Voodoo";
one which utilizes the powers of the image dating from the onset

of the European cartography of trade-routes and its subsequent and
simultaneous mapping of Black bodies, through eugenics, craniome-
try and physical anthropology, to justify exploitation through labour
and sexual consumption.

KKk

In my master thesis (2010), I began shaping my own approach to
the power of the image. Pardon my extensive quote, but it is of great
significance to contextualize the importance of a subversive decolo-
nial aesthetic praxis: “The image of the map becomes a textual doc-
ument through claiming a superior position to record, assimilate and
represent its subject. The author’s construction converts the subject
into object, exposing the division, demarcation, claiming and renam-
ing of land. The function of the map as an approximation of spatial
representation for navigational purposes was created through the
process of actual exploration re-inscribing and co-opting the respec-
tive inhabitants and their lands. The following map of the world
shows the extent to which Africa has been re-inscribed into small
‘cut up’ pieces by the impact of colonization to its divided detri-
ment.”

"The Berlin-Africa Conference carved Africa into spheres of control.
Meeting at the Berlin office of Chancellor Otto von Bismarck between
1884 and 1885, the foreign ministers of fourteen European powers

negri Tn mijlocul familiilor lor ucise, care trdiesc pe locul de inmormintare al celor
dragi, asigurindu-i turistului vestic posibilitatea intoarcerii acasa cu fotografii ,au-
tentice” africane. Astfel acesta poate povesti publicului lui despre regasirea-de-sine-
new-age-in-Africa-Asia-ori-America de Sud. Md trezesc incercind sd inteleg sensul
imperialismului colonial, fnsa singura concluzie rationald la care ajung e o imagine
sinistra pe care Vestul a portretizat-o ca ,voodoo"; una care utilizeaza puterea ima-
ginii datind de la inceputurile cartografierii europene a rutelor de comert, cu sub-
secventa si simultana cartografiere a corpurilor negre, prin eugenie, craniometrie
si antropologie fizica, pentru a justifica exploatarea prin munca si consum sexual.

Fkk

In teza mea de masterat (2010), am inceput si-mi formez propria abordare des-
pre puterea imaginii. Scuzd-mi citarea extensivd, fnsa are o mare insemndtate
pentru a contextualiza importanta unei practici estetice decoloniale subversive: ,Imagi-
nea hartii devine un document textual prin pretentia pozitiei de superioritate care
inregistreaza, asimileaza si reprezinta propriul subiect. Constructul autorului trans-
formad subiectul in obiect, expunind diviziunea, demarcatia, revendicarea si renu-
mirea teritoriului. Functia hartii — de aproximare a reprezentarilor spatiale in scopul
navigatiei — a fost creata prin procesul explorarii efective, refnscriind si cooptind locui-
torii in cauza si paminturile lor. Harta lumii ce urmeaza arata in ce masura a fost re-
inscrisa Africa din mici bucdti «decupate» datoritd impactului colonizarii, in
detrimentul sau®.

[..]

,Conferinta Berlin — Africa a sectionat Africa in sfere de control. In 18841885, in
reuniunea din biroul de la Berlin al cancelarului Otto von Bismarck, ministrii de exter-
ne din paisprezece puteri europene si din Statele Unite au stabilit regulile de baza
pentru exploatarea ulterioard a «continentului negru». Africanii nu au fost invitati si
nici nu au fost informati despre decizille luate."*

Pind in prezent, aceastd diviziune teritoriald continud sa reflecte exploatarea eco-
nomica si insardcirea Africii de catre Europa si SUA.

Prin reprezentari selective repetitive, imaginile construiesc o realitate a perceptiei.
Cred cd prima demonstratie cunoscuta de utilizare a puterii imaginii la scard univer-
sald apare Tn arta europeand a ,cartografiei: ,stiinta/practica trasarii hartilor* (Amber
Boyd, ,The imperial archive” [Arhiva imperiald]). Puterea imaginii rezida in abilitatea
sa de a reflecta si construi deopotriva lumea in care traim. Dislocarea ,imaginii din
pozitia si contextul ei istoric o debaraseaza de sens/identitate. Acest moment de
tranzitie transforma ,imaginea” intangibila vie intr-un obiect material fix; lasihd-o ,goala*
pentru a fi fnscrisa cu interpretarea privirii spectatorilor sai. Reprezentarea, functia
si sensul sint dictate si determinate de cei care poseda atft mediile de productie,
dit si pe cele de comunicare. Astfel, ,imaginea“ e construita ca obiect ce asigura maxi-
mizarea profitului.®®

Daca tinem cont de asta, pina si existenta noastrd e un act de disidentd, iar pe finga
asta, noi contempldm fn mod constient, cream artd, iar in conversatiile noastre cream
culturd si recream sinele despre care vorbea Fanon in Black Skin White Masks [Piele
neagra, masti albe]: ,Nu existd o lume albd, nu exista o etica albd, asa cum nu exista
nici inteligentd albd. Existd, Tn orice parte a lumii, oameni care cautd. Nu sint prizo-
nierul istoriei. Nu trebuie sa caut in ea sensul destinului meu. Trebuie sa-mi aduc
aminte, in mod constant, cd adevaratul salt consta in introducerea inventiei in exis-
tenta. Tn lumea prin care trec, ma creez la nesfirsit*.*”

Creativitatea, apoi productia culturald prezintd si ne oferd posibilitatea unei arme
culturale a autorealizdrii si a eliberdrii.

La BE.BOP 2012, in prezenta noastrd colectiva si in munca noastrd, am vizionat mai
multe reprezentari de ritualuri si bintuiri — atit de vii in performance-ul lui Jeannette
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and the United States established ground rules for the future
exploitation of the ‘dark continent’. Africans were not invited or
made privy to their decisions.””

Until today this land division continues to reflect the economic
exploitation and impoverishment of Africa by Europe and the US.
Through selective repetitious representation, images construct

a perceived reality. I believe that the first known demonstration

of utilizing the power of the image universally is evident in the Euro-
pean art of “cartography”: “the science/practice of map-drawing”
(Amber Boyd, “The imperial archive”). The power of the image
resides in its ability to both reflect and construct the world we live
in. Dislocating the “image” from its historical position and context
rids it of meaning/identity. This moment of transition, converts

the intangible living “image” into a fixed material object; leaving

it “hollow” to be inscribed by the interpretation of the gaze of its
onlookers. Representation, function and meaning is dictated and
determined by those who own both the means of production

and communication. Hence the “image” is constructed as object to
secure maximum profit.*

Considering this, our very existence is then an act of dissidence, in
addition to that, we are consciously contemplating, making art and
in conversation with each other, creating culture and recreating the
self as Fanon spoke of in Black Skins White Masks: "There is no white
world, there is no white ethic, any more than there is a white intelli-
gence. There are in every part of the world men who search. I am
not a prisoner of history. I should not seek there for the meaning of
my destiny. I should constantly remind myself that the real leap con-
sists in introduction invention into existence. In the world through
which I travel, I am endlessly creating myself."

Creativity, cultural production then, presents and offers us the possi-
bility of a cultural weapon of self-realization and liberation.

At BE.BOP 2012 in our collective presence and in our work, I kept
seeing representations of rituals and hauntings, so vividly in the per-
formance of Jeannette Ehlers in her videoart piece Black Magic at the
White House (2009). Not coming from the Caribbean myself, Alanna,
who does, explained the context to me. I recall seeing the piece for
the first time at the Durban BE.BOP 2012 screening and presenta-
tion, which started with Jeannette’s piece and was blown away by the
sheer power it imbues. I commented to Alanna, that because I found
Jeannette Ehlers’ piece the most powerful of all, maybe it should
have ended the screening selection. Alanna explained that Jeannette’s
performance is a ritual that opens the doors between the material
world and the spirit world, which is why she found it so important to
always start the screenings of BE.BOP 2012 with Ehlers’ piece: to set
the scene, to invoke our presence, and instil our memory, to open
the door between this world and the “Other”.

In relation to the occult undertones of Nazism, the deadly limitations
of colonial imagination and its amnesia, the mapping and creation
of the Other based on identity through image manipulation made
me realize the significance of a decolonial aesthetic that preserves
and cultivates the sacred and the spiritual process of art, as ritual,

as political strategy harnessing the power that lies in constructing
and taking possession of one’s own image.

Reflecting on the South African BE.BOP 2012 screening, I found that
this collection of videoart pieces (dealing with Black citizenship in
Europe) was extremely relevant within a South African context
because of how history and belonging are constructed here. Coming
from the political history of Indian indentured labourers in South
Africa, as well as growing up within the more immediate political
context of my family, who became conscientised in the radical poli-
tics of revolution, Black consciousness, anti-colonial struggles, Black
Panthers, women'’s liberation, Civil Rights Movement, and the gener-
al rising ferment of discontent during the sixties. These parameters
afforded me to grow up with an insight into the trajectories of enslave-
ment and legislation of indenture, from the first-hand experiences

of the people I grew up around with, and I have drawn from this
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Ehlers din lucrarea ei video Black Magic at the White House (2009). Alanna, care
vine din Caraibe, spre deosebire de mine, mi-a explicat contextul. Imi amintesc ci
am vazut lucrarea pentru prima data la proiectia si prezentarea BE.BOP 2012, din
Durban, care anceput cu lucrarea lui Jeannette si am fost bulversat de puterea extra-
ordinara pe care o rdspindea. fntrucit am considerat lucrarea Iui Jeannette Ehlers
cafiind cea mai puternica dintre toate, i-am spus Alannei ca poate aceasta ar fi tre-
buit sd inchida selectia proiectiilor. Alanna a explicat ca performance-ul lui Jeannette
e un ritual ce deschide portile fntre lumea materiald si lumea sprirituald, si de aceea
considerase atft de important sa inceapa proiectile BE.BOP 2012 de fiecare datd
Ccu aceastd lucrare: pentru a aranja cadrul, a ne invoca prezenta si a ne stimula memo-
ria, pentru a deschide poarta intre lumea aceasta si ,Cealafta”.

Fata de subcurentii oculti ai nazismului, imitarile letale ale imaginatiei coloniale si amne-
Zia ei, cartografierea si crearea Celuilalt in baza unei identitdti produse prin manipu-
larea imaginii m-au facut sa realizez importanta unei estetici decoloniale ce conserva
si cultiva sacrul si spiritualul procesului artistic, ca ritual, ca strategie politica de a lua
sub control puterea aproprierii si construirii propriei imagini.

Gindindu-ma la proiectia sud-africand a BE.BOP 2012, aceasta colectie de lucrari
video (ce trateaza cetdtenia neagrd in Europa) e extrem de relevantd in context
sud-african datoritd modului fn care se construiesc aici istoria si apartenenta. Pro-
vin din istoria politicd a unor muncitori indieni angajati in servitute in Africa de Sud
siam crescut in contextul politic mai intim al familiei mele, care a dobindit constiin-
ta politicd cu ocazia politicilor radicale ale revolutiei, a constiintei negritudinii, a lupte-
lor anticoloniale, Panterelor Negre, emanciparii femeilor, miscarii pentru drepturile
civile si in fermentul insatisfactiei generale ce crestea in anii saizeci. Acesti parametri
mi-au permis sa ma maturizez cu o intelegere intima a traiectoriilor inrobirii si a
legislatiei servitutii, din experientele imediate ale camenilor cu care am crescut.
Folosesc aceste cunostinte in propria mea productie culturald, la fel cum am fa-
cut-o siin colaborarea cu Alanna in proiectia BE.BOP 202 din Durban.

Am avut placerea de-a lucra cu Alanna si in perioada prealabild evenimentului din
Berlin. Am scris un eseu impreund, pe care Alanna I-a prezentat la un simpozion
despre feminismul global, care a avut loc la Universitatea din Warwick. Ulterior, I-am
prezentat Impreuna la cea de-a | 8-a Conferintd Anuald a Asociatiei Internationa-
le pentru Filosofie si Studii Africane din cadrul Universitdtii KwaZulu-Natal. Asta a
dus la propunerea Alannei de a prezenta o proiectie a BE.BOP 202 in Africa de
Sud, in Durban siin Johannesburg, la organizarea careia am contribuit. Am scris
impreuna o propunere/un comunicat de presa, din care citez fragmentul despre
relevanta Somapoliticii Europei negre pentru Durban: ,Sensul gazduirii acestui pro-
iect fn Durban se bazeazd pe punctele comune ale traiectoriilor ascunse ale nro-
birii unor populatii intregi, precum si pe istoria bogata a muncitorilor in servitute
in KwaZulu-Natal si pe tot cuprinsul Africii de Sud. Ca oras-port, Durban are o isto-
rie licentioasa ce nu a fost ncd scoasa la luming, fiind deschis comertului cu nave-
le de sclavi. Are supravietuitori deopotriva din rindul sclavilor si al exploratorilor si
aventurierilor coloniali. Semnificatia prezentarii lui Lockward in Durban e cd aceas-
ta oferd o conexiune tangibila intre experiente diferite ale comertului triangular, in
istorii actuale ce contesta reducerea la tacere, astazi, a lumii tricontinentale. O per-
spectiva paraleld se produce Tn Africa de Sud cind e vorba de traiectoriile ascunse
si deseori negate ale fnrobirii muncitorilor n servitute. Citind introducerea lui
Agnes Sam la Jesus is Indian [Isus e indian] (1989), am aflat despre legislatii de apart-
heid anterioare istoriei «oficiale» a apartheidului. Muncitorii indieni angajati in ser-
vitute In Africa de Sud au fost primii care trebuiau sa detind permise de trecere nca
din 1898, cind o lege le-a restrictionat mobilitatea si le-a interzis deopotriva drep-
tul la proprietate, la pamint ori la cetatenie, ei fiind n acel moment unicul segment
rasializat al populatiei sud-africane”.
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knowledge in my own cultural production, as I did when Alanna

and we collaborated in the Durban screening of BE.BOP 2012.

I also had the pleasure to work with Alanna leading up to the event
in Berlin. We wrote a paper together that Alanna presented at a
symposium on Global Feminism that took place at the University

of Warwick. And then we presented it together at the 18th Annual
Conference of the International Association for African Philosophy
and Studies at the University of KwaZulu-Natal. This led to Alanna
suggesting that we presented a screening of BE.BOP 2012 in South
Africa, both in Durban and Johannesburg, which I helped organise.
In preparation, we co-wrote a proposal/press release from which

I quote the relevance that Black Europe Body Politics has for Durban:
“The significance of hosting this project in Durban is based on the
commonalities of the hidden trajectories of the enslavement of entire
populations, as well as on the rich history of indentured labourers in
KZN and South Africa at large. As a port city, Durban has a licen-
tious history that has yet to be uncovered, one that was open to
slave-ships, survivors of both slaves and colonial explorers and
adventurers. The significance of Lockward'’s presentation in Durban
is that it offers a tangible connection between different experiences
of the triangular trade in present narratives that challenge the
silencing of the Tricontinental world today. A parallel to this stand
point is taking place in South Africa with regards to the hidden and
often denied trajectories of the enslavement of indentured labourers.
Reading Agnes Sam's introduction to Jesus is Indian (1989), I came
across information about Apartheid legislations prior to the ‘official’
history of Apartheid. Indian Indentured labourers in South Africa
were the first ones to carry passes as early as 1898, when a law
restricted their movement and also prohibited their ownership of
property, land or citizenship as the only racialized segment of the
population in South Africa at the time.”

Alanna continues: “In my research on the implementation of dif-
ferent legislations both in Germany and in today’s Namibia on pass
laws and anti-miscegenation between 1905 and 1907, which for the
first time legally prescribed ‘true’ German citizenship as exclusively
white, the notion of the real’ origin and emergence of the ‘official’
Apartheid history is also challenged. Both historical re-enactments
come together in dismantling from different angles this hegemonic
narrative creating therefore a fertile ground for a long overdue dis-
cussion on the current definitions on citizenship in Europe and the
rest of the world. BE.BOP 2012. Black Europe Bodly Politics brings
into the global arena the imperative task of analysing the figure of
the citizen in a world where only a few privileged groups are able

to move freely across borders.”

And I add: “This discussion is imperative not just in Durban, but also
in Trinidad, London, Kinshasa, Berlin, Johannesburg, Cairo, Paris,
New York, Kingston, Copenhagen, Chennai, Cape Town or Buenos
Aires... It spans across the world and weaves a historic tapestry,
making visible what Lockward calls ‘Decolonial Diasporic Aesthetics’,
counter-discourses of re-existence that question those canonic
accounts of colonialism and empire that continue to deny any agency
to those constructed as ‘Others’, while simultaneously making invisi-
ble their histories of five hundred years through the (global) system-
atic inoculation of colonial amnesia.”

I found that the conversations we had in Berlin around belonging
resonate deeply with the conversations we are having right now in
South Africa around legitimacy, citizenship, entitlement and owner-
ship. As I mentioned before, many sessions were framed by the title
colonial amnesia, and in so many ways I feel our articulation, our
mapping of different outsider trajectories, our remembering, serves
as a powerful manifestation just by the mere presence of our visible
existence but also far surpassed the immediate tangible collective
space in the connections we made.

I think the incredible power/energy/strength that emanated from
these three days of roundtable and screenings was its function as the
meeting point serving as the crossroads bringing together the frag-

Alanna continug: ,in cercetirile mele privind implementarea diferitelor legislatii de
mobilitate si Tmpotriva relatiilor interrasiale intre 1905 si 1907 in Germania si n
Namibia de azi, legi ce au prescris pentru prima datd in mod legal «adevdrata» ce-
tatenie germand ca fiind exclusiv albd, se contesta deopotrivd conceptul originii
«reale» si aparitia istoriei «oficiale» a apartheidului. Cele doua reconstituiri istori-
ce demonteaza din unghiuri diferite aceasta naratiune hegemonicd, deschizind ast-
fel un teren fertil pentru o discutie care trebuia sé aiba loc demult, despre definitiile
actuale ale cetateniei in Europa si in restul lumii. BE.BOP 201 2. Somapolitica Euro-
pei negre aduce n arena globald sarcina imperativd a analizei figurii cetdteanului in-
tr-o lume in care doar citorva grupuri privilegiate le e permisa libera trecere peste
granite”.

lar eu adaug: , Aceasta discutie nu e imperativa doar in Durban, ci sifn Trinidad, Lon-
dra, Kinshasa, Berlin, Johannesburg, Cairo, Paris, New York, Kingston, Copenhaga,
Chennai, Cape Town ori Buenos Aires... Ea acoperd Intreaga lume si tese o tapi-
serie istorica ce face vizibild ceea ce Lockward numeste «estetica decoloniala dias-
poricad», contradiscursuri ale re-existentei ce pun sub semnul ntrebarii acele istorii
canonice ale colonialismului si imperiului ce continua sa nege orice autoreprezen-
tare celor construiti ca «Altii», facind totodatd invizibile istoriile lor vechi de cinci sute
de ani prin inocularea sistematica (globald) a amneziei coloniale”.

Consider ca discutiile pe care le-am avut la Berlin despre apartenentd rezoneaza
profund cu discutiile pe care le avem la momentul actual in Africa de Sud despre
legitimitate, cetdtenie, drepturi si proprietdti. Dupa cum am precizat in prealabil,
multe dintre sesiuni au fost incadrate de titlul amneziei coloniale, siin atit de multe
privinte simt cd articularea noastra, cartografierea noastra a diferitelor traiectorii ale
excluderii, rememordrile noastre servesc ca o puternica manifestatie fie doar si prin
simpla prezentd a existentei noastre vizibile, insd una care depaseste, n plus, cu mult,
spatiul colectiv imediat tangibil, datorita conexiunilor pe care le-am facut.

Cred ca puterea/energia/forta incredibild ce a emanat din aceste trei zile de discutii
libere si proiectii a fost data de rolul sdu ca punct de intfinire, ca rascruce ce reunes-
te fragmentarea istoricitatii pe care fiecare dintre noi o incarneaza, diferitele intersec-
tii culturale. Nu intersectiile culturale violente ale intfinirilor coloniale si anistoricitatea
postmodernismului, ci frumusetea solidaritatii intre oameni ce articuleazd o este-
tica decoloniala.

Reflectie despre BE.BOP 2012
Ingrid Mwangi Robert Hutter

Participarea la BE.BOP 2012 a oferit rara ocazie de a aborda cu curaj idei pentru
imbundtdtirea acestei lumi. Walter Mignolo a intrebat: ,Ce este ceea ce vrem? Si
cum vom proceda astfel incft s aibd loc?* Unul dintre rdspunsuri a fost: ,Noi vrem
o lume dreaptd“, dupa cum a spus Quinsy Gario. Tntr-un astfel de spatiu ma simt
inspiratd; departe de ajustarile cinice (asa-zis practice) ce ne mentin deseori departe
de contemplarea profunzimii experientei umane si a sansei sale proprii.

La un moment dat, in vreme ce reflectam la ce era ceea ce ne-a adus pe toti lao-
laltd la aceasta masd rotundd, Walter a formulat-o fn cel mai bun mod pentru mine.
Ela spus ceva de genul: ,Pentru cd am fost atinsi cu totii de rana coloniald”. Aceasta
rand ne-a fost provocata noud tuturor si avem responsabilitatea de-a o privi indea-
proape, de a-i decoda intelesul ascuns pentru viitorul nostru comun.

Incepind fiecare dimineats cu o proiectie de lucrari de art3, a fost o modalitate impor-
tanta de a vedea si a simti calea catre discutile de peste zi. Propriile mele lucrdri
prezentate au crescut pentru mine; le-am simtit devenind vii si pertinente, maturi-
Zindu-se prin plasarea lor intr-un context specific ce le angaja.
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mentation of historicity that each one of us embody, of different cul-
tural intersections. Not the violent cultural intersections of colonial
encounters and the a-historicity of postmodernism, but the beauty
of solidarity amongst people articulating a decolonial aesthetics.

Reflection on BE.BOP 2012
by Ingrid Mwangi Robert Hutter

Taking part in BE.BOP 2012 offered a rare moment to courageously
dwelve into ideas for the improvement of this world. Walter Mignolo
asked: “What is it that we want? And how are we going to bring this
about?” One of the answers was, “We want a just world”, as Quinsy
Gario expressed. This is the kind of space in which I feel inspired;
away from the cynical (so-called practical) adjustments that often
keep us away from contemplating the depth of human experience
and the chance that lies therein.

At some point, when I was reflecting on what it was that had brought
us together at this roundtable, Walter framed it best for me. He said
something like, “Because we have all been touched by the colonial
wound.” This wound has been inflicted on us all and we have the
responsibility to look closer at it, to decode its hidden meaning for
our common future.

Beginning each morning with a screening of artworks was an impor-
tant way to see and feel our way into the discussions of the days.

My own presented works grew for me; I felt them becoming alive
and pertinent, maturing through their placing within the specific
context that was engaging them.

Finally, I reflect that artworks can address the issues that decolonial
aesthetics seeks to address in a manner that is appropriate: person-
al, multilayered and beyond words.

Some Comments on BE.BOP 2012
by Rolando Vazquez

BE.BOP 2012 was an exceptional event. It is a difficult task to put
together comments that would do justice to the depth and the
amplitude of the event. What I offer here are some reflections on
certain aspects which I think contributed to these very special three
days. I will focus on basic questions: where, who and how.

Where. The event was hosted by the Ballhaus Naunynstrasse, in my
view this had a tremendous impact on the success of the BE.BOP.
The Ballhaus Naunynstrasse in its tradition of hosting critical theatre,
postmigration theater, became not just the host but also an active
member of the conversation. It became a secure space whose prac-
tices came into dialogue with the topics of the discussions. The
modern/colonial ordering of the world has come through the appro-
priation and administration of space. Almost all spaces are today at
the service of the economy of profit or power. For me the Ballhaus
Naunynstrasse is a lesson on the importance of opening up and
keeping physical spaces alive where the coming together of ideas
and interventions can happen.

Who. The magic of the curatorial work that shaped the BE.BOP
2012, was not only the selection of art but rather the bringing
together of people from a wide variety of backgrounds but with a
similar path. This would not have been possible through an imper-
sonal mechanism of selection. It was possible through friendships,
networks and what we could see as “affective communities”.

How. The conversation was much more than a transdisciplinary con-
versation. Yes, it moved across disciplines, but also across practices
and lived experiences. More concretely the feelings and thinking of
the arts came in conversation with the thinking and feelings of the
academic and curatorial practices. In a sense, those of us who shared
written texts felt that the art works presented and the experiences
shared by the artist were giving flesh to the written text. Conversely,
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in final, consider ca arta poate trata problemele urmarite de estetica decoloniala,
intr-o modalitate potrivita: personald, multistratificata si dincolo de cuvinte.

Citeva comentarii despre BE.BOP 2012
Rolando Vazquez

BE.BOP 2012 a fost un eveniment exceptional. E o sarcind dificild sa formulezi
comentarii care sa reflecte profunzimea si amploarea evenimentului. Ceea ce ofer
aici sint citeva reflectii asupra anumitor aspecte ce cred cd au contribuit la aceste
trei zile deosebit de speciale. Ma voi concentra pe chestiuni elementare: unde,
cine si cum.

Unde. Evenimentul a fost gazduit de Ballhaus Naunynstrasse, iar in opinia mea asta
a avut un impact enorm asupra succesului BE.BOP. in traditia sa de gazduire a tea-
trului critic, teatru de postmigratie, Ballhaus Naunynstrasse a devenit nu doar gazda,
ci si un participant activ in conversatie. A devenit un spatiu al sigurantei, ale carui
practici au intrat in dialog cu temele de discutie. Ordinea modern-coloniald a lumii
aaparut ca urmare a aproprierii si administrarii spatiului. Aproape toate spatiile sint
aziin slujba economiei profitului ori a puterii. Ballhaus Naunynstrasse e pentru mine
o lectie asupra importantei deschiderii si mentinerii vii a spatiilor fizice in care se poate
manifesta reuniunea ideilor si a interventiilor.

Cine. Magia muncii curatoriale ce a configurat BE.BOP 2012 nu a constat doar in
selectia artei, ci mai curind in reunirea unor oameni ce provin din medii extrem
de variate, dar cu o traiectorie similara. Asa ceva nu ar fi fost posibil printr-un meca-
nism de selectie impersonal. A fost posibil prin prietenii, retele si ceea ce sint intr-a-
devar ,comunitati afective®.

Cum. Conversatia a fost mult mai mult decit o conversatie transdisciplinard. Da,
ea a trecut dincolo de discipline, dar si dincolo de practici si de experientele traite.
in mod concret, senzatile si gindirea artelor au intrat fn dialog cu gindirea si senza-
tiile practicilor academice si curatoriale. Tntr-un fel, aceia dintre noi care au comuni-
cat n scris au simtit ca lucrdrile artistice prezentate si experientele impartasite de
artist dideau materialitate textului scris. In revers, in dialogurile cu Jeannette Ehlers
si Ingrid Mwangi, am fost incintat sd descopdr cd ei, n calitate de artisti, au conside-
rat ca textele scrise articulau in cuvinte experientele si lucrarile lor. In conversatia
din jurul disciplinelor, din jurul practicilor am descoperit ca noi toti parcurgem ace-
lasi drum, as spune drumul memoriei, dreptdtii si demnitatii.

BE.BOP 2012 a fost un moment unic al intilnirii, unul ce nu s-a supus ordinii mo-
dern-coloniale a vietii sociale. El a contestat segmentarea disciplinard a practicilor
si a dialogurilor; clasificarea si dispersia subiectivitatilor, controlul spatiului pentru pro-
fit si putere, separatia dintre gindire si corp.

Citeva ginduri despre BE.BOP 2012
Jeannette Ehlers

Vreau sd imi incep evaluarea fn acelasi mod ca Ingrid Mwangi Robert Hutter, cu
un citat din Rolando Véazquez, exprimat in timpul uneia dintre frumoasele noastre
cine de dupa lucru: ,Lucrdrile tale artistice md inspird, pentru cd ele vizualizeaza gin-
durile mele abstracte”.

Ca artist vizual, am fost atit de usurata sa il aud spunind asta, am fost extrem de
miscatd si tulburata de toti intelectualii ce verbalizau lucrurile cu care ma confrun-
tasem emotional in lucrarile mele recente — insa pe care nu le-am putut exprima
in cuvinte.
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in dialogues with Jeannette Ehlers and Ingrid Mwangi, I was happy
to discover that they, as artists, found that the written texts were
giving words to their experiences and their artworks. In the conver-
sation across disciplines, across practices we discovered that we are
all walking along the same path, I would say the path of memory,
justice and dignity.

BE.BOP 2012 was a unique moment of encounter, one that dis -
obeyed the modern/colonial ordering of social life. It challenged the
disciplinary segmentation of practices and dialogues, the classifica-
tion and dispersion of subjectivities, the control of space for profit
and power, the separation between thought and the body.

Some Thoughts on BE.BOP 2012
by Jeannette Ehlers

I want to start my evaluation like Ingrid Mwangi Robert Hutter, with
a quotation of Rolando Vazquez expressed during one of our lovely
after work dinners: “It's so inspiring to watch your art works because
they visualize my abstract thoughts.”

I was so relieved to hear him say that, because 1, as a visual artist,
was very moved and shaken by all the intellectuals verbalizing

of what I have emotionally been dealing with in my recent works

— but haven't been able to express in words.

As a visual artist, I have a quite different background than many of
the other participants at BE.BOP 2012 — who were mostly from a uni-
versity setting. I'm not at all used to verbalize and contextualize on
this high level. BE.BOP 2012 shook the grounds in me and I felt at
one and the same time very inadequate, humbled, challenged and
very proud of being part of it.

It definitely opened up new paths and has been a source of inspira-
tion ever since. I have a strong feeling this leads to the coming of a
new way of understanding our world. I recall Walter Mignolo saying
something like: “Modernity is just a construction/an idea — it does
not have to be this way” and he's so right. There are plenty of other
possibilities out there.

Let's keep working for them! I'm in!

I hope we will be able to continue this discussion on all different
kinds of levels and I will work hard to try and set something up here
in Copenhagen for my show next year's fall.

Thank you so much Alanna for working so stubbornly for this essen-
tial debate.

Peace and love.

Jeannette

Here’s My Reflection
by Quinsy Gario

BE.BOP 2012 was for me an eye opening en heart warming exper-
ience. Meeting and actively discussing the political nature of aesthet-
ics constructed by Black people or people not identified as the norm
within their societies was refreshing. In The Netherlands, debates
like these usually derail into a sigh of despair and here the air was
filled with optimism and defiance towards the status quo.

I experienced it as a warm bath as the presentations one by one
wowed me and made me realize again why I refuse to narrow down
the scope of my work and fields that I engage with. Everything is
interconnected from fashion to theater production. From video to
aisthesis. The hairs on the back of my neck stood up and I had
goosebumps for most of the time that I was there.

The experience also reinvigorated my own resolve towards the proj-
ect that [ presented, Zwarte Piet I's Racisme).*' The inquisitive and
encouraging debates and discussions illustrated exactly why I do
what I do and make what I make. We created an atmosphere in

Ca artist vizual, provin dintr-un mediu destul de diferit fatd de restul participantilor
de la BE.BOP 2012 — ce veneau in marea lor majoritate dintr-un cadru universi-
tar. Nu sint deloc obisnuitd sa verbalizez ori sa contextualizez la acest nivel Thalt.
BE.BOP 2012 m-a zguduit din temelii si m-am simtit in largul meu si totodatd stin-
gherd, umila, solicitata si foarte mindra sa particip.

Cu sigurantd a deschis noi cdi si a fost o sursa continua de inspiratie. Am convinge-
rea ci asta duce la aparitia unui nou mod de a intelege lumea. mi amintesc c3 Wal-
ter Mignolo spunea ceva de genul: ,Modernitatea e doar un construct/o idee —nu
e necesar ca ea sd fie astfel”, si are atft de multa dreptate. Sint nenumarate alte posi-
bilitati.

Sa continudm sa muncim pentru ele! Sint gatal

Sper ca vom putea sa continuam aceasta discutie la o multitudine de alte niveluri
si voi munci din greu sd incerc sa organizez ceva aici in Copenhaga pentru urmdtoa-
rea mea expozitie din toamna anului viitor.

Tti muttumesc mult, Alanna, ca ai muncit cu indlrjire pentru aceasta dezbatere esentiala!
Pace si iubire.

Jeannette

Asta e reflectia mea
Quinsy Gario

BE.BOP 2012 a fost pentru mine o revelatie si o experientd pozitiva. Intiinirea i
discutarea activd a naturii politice a esteticii construite de oamenii negri ori de cei
neidentificati ca find norma in cadrul societdtii lor au fost ceva nou. fn Olanda, dezba-
terile de felul acesta se termina de regula cu oftaturi de disperare, dar aici atmosfe-
ra era plind de optimism si sfidare fatd de statu-quo.

Am receptat-o ca pe un dus fierbinte Tn timp ce prezentdrile ma uluiau rind pe rind
si ma faceau sa realizez incd o datd de ce refuz sa-mi restring aria muncii mele si
domeniile n care ma implic. Totul este interconectat, de la moda la productia dra-
maticd. De la video la aesthesis. Mi s-a ridicat parul de pe ceafd si am avut pielea
de gdind in cea mai mare parte a timpului petrecut acolo.

Experienta a revigorat deopotriva propria mea solutie n ce priveste proiectul pe
care |-am prezentat, Zwarte Piet Is Racisme.*® Dezbaterile patrunzatoare si discutii-
le incurajatoare au ilustrat cu precizie motivul pentru care fac ceea ce fac. Am creat
o atmosfera in care ginduri si concepte oneste puteau fi explorate si lamurite. lar
atitudinea criticd fatd de noi insine mi-a conferit deopotriva motivatia de a folosi intot-
deauna cuvinte, actiuni si concepte fn mod constient si intentionat. Nimic nu exista
pur si simplu, iar cind Alanna Lockward si Grada Kilomba au dus conversatia
inapoi la femeia neagra si la subiectivitdtile negre traumatice am vazut instrumen-
te pe care le pot utiliza in propria mea practicd si in reprezentatii.

Nu am stiut exact la ce sa ma astept, iar cind am plecat mi-am dat seama cd gru-
pul m-a schimbat.

O evaluare a BE.BOP 2012. Somapolitica Europei negre
Julia Roth

Sint deplin recunoscatoare ca am avut ocazia sa asist la BE.BOP 2012 la Ballhaus
Naunynstrasse in Berlin. Evenimentul a fost in numeroase privinte o experienta extra-
ordinara si extrem de motivantd pentru mine. in primul rind (pentru contextele noas-
tre), combinatia rard de proiectii si prezentari artistice urmate de reflectii critice sub
forma meselor rotunde a fost fantastica, cum a fost de altfel reuniunea de artisti,
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which sincere thoughts and concepts could be explored and fleshed
out. And being critical towards ourselves also provided me with

the extra incentive to always be aware and deliberate about words,
actions and concepts used. Nothing is simply there and when Alanna
Lockward and Grada Kilomba steered the conversation back towards
respectively female Black and traumatic Black subjectivities I saw
tools to use in my own practice and performances.

I didn’t quite know what to expect and when I left I realized that we
as a group changed me.

An Evaluation of BE.BOP 2012. Black Europe Body Politics
by Julia Roth

I am deeply grateful to have been able to assist to BE.BOP 2012

at Ballhaus Naunynstrasse in Berlin. The event was an outstanding
and overly inspiring experience for me at many levels. First of all, the
(for our contexts) seldom combination of screenings and artistic pre-
sentations with critical reflections in form of roundtables was great,
as was the bringing together of artists, activists and critical thinkers
beyond disciplinary boundaries. In form, format and content, BE.BOP
2012 thus broke with the established hierarchically-asymmetrical
forms of organization of knowledge and representation. By implicitly
negating the very structures that produce inequalities and exclusion,
the event serves as a showcase example for new socio-political and
aesthetics frameworks.

The choice of discussants and artists provided a brilliant framing for
an overly due topic in German (and European) discourse: the critical
thematization of Black European citizenship. A decolonial perspec-
tive, as proposed by advisor Walter Mignolo, enables to take the
historical and structural genesis of the entanglement of racism and
citizenship as constructed since the Renaissance into focus. Manuela
Boatca’s elaborations on citizenship as a sort of “property inheri-
tance” provided a further theoretical depth. Contributions drawing
on concrete examples and experiences of inequalities and oppres-
sions caused by structural racism as well as artistic forms of resist-
ance gave these theoretical frameworks concrete everyday bases
(e.g. Gabriele Dietze on German soccer, Grada Kilomba on growing
up Black in Europe, Quinsy Gario on experiencing offenses when con-
fronting Dutch society with its racist heritage or Michael Kiippers-
Adebisi on a Black German TV program). The artistic contributions,
then, incorporated aesthetic forms of resistance to such racist inter-
polations, or — in Walter Mignolo's terms — forms of epistemic-artis-
tic-aesthetic disobedience and de-linking from hegemonic discourse
and representation, providing examples of a Decolonial Diasporic
Aesthetics — a term and concept coined by curator Alanna Lockward
- raising the hope for further decolonization of knowledges, minds,
bodies and arts everywhere. As decolonial thinking implicitly aims at
overcoming the structures of inequality caused by structural colonial-
ity, it can by its very principle of political change help to bridge the
gap between abstract academic theorizing and everyday experi-
ences. BE.BOP 2012 provided a showcase example of the possibility
of imagining “Worlds and Knowledge Otherwise”. The event was at
once theoretically and thematically enriching and aesthetically chal-
lenging and further introduced a change of the terms of the debate.
In that sense, BE.BOP 2012 was a ground-breaking intervention and
perfect template of how to deal with the most urging societal-politi-
cal issues and problems in transnationally entangled contexts today
(without blinding out its historical continuity).

In this spirit, curator Alanna Lockward did an incredible job by
bringing together an unparalleled choice of people and energies,
whose encounter was marked by absolute respectfulness. Even
decolonial “guru” Walter Mignolo had just one voice among many
and was neither provided more time nor space as any other partici-
pant. It is impressive, how the project has traveled already and
brought speakers from very diverse places into dialogue. In the
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activisti si ginditori critici dincolo de barierele disciplinare. Astfel, in forma, format
si continut, BE.BOP 202 s-a detasat de formele ierarhic-asimetrice de organiza-
re ale cunoasterii si reprezentdrii. Prin negarea implicitd a fnsesi structurilor ce pro-
duc inegalitati si excludere, evenimentul e un exemplu-model pentru noi cadre
sociopolitice si estetice.

Alegerea interlocutorilor si a artistilor a oferit un cadru exceptional pentru o tema
indelung asteptatd in discursul german (si european): tematizarea critica a cetateniei
negre europene. O perspectiva decoloniald, asa cum a fost ea propusa de mento-
rul Walter Mignolo, permite canalizarea atentiei inspre geneza istorica si structurala
a intersectiei rasismului si cetateniei, asa cum au fost ele construite inca din Renaste-
re. Reflectile Manuelei Boatca despre cetdtenie ca un fel de ,proprietate mostenita*
au oferit un plus de profunzime teoretica. Contributii bazate pe exemple concre-
te si experiente ale inegalitdtii si opresiunii cauzate de rasismul structural, dar si pe
forme artistice de rezistentd au conferit acestor cadre teoretice fundamente con-
crete Tn viata cotidiana (e.g. Gabriele Dietze despre fotbalulul german, Grada Ki-
lomba despre ce Inseamna sd cresti negru in Europa, Quinsy Gario despre insultele
primite in momentul confruntdrii societdtii olandeze cu mostenirea ei rasista ori
Michael Kippers-Adebisi despre un program TV afro-german). Mai apoi, contributii-
le artistice au incorporat forme estetice de rezistenta fata de asemenea interpoldri
rasiste ori —in termenii lui Walter Mignolo — forme ale nesupunerii epistemico-artis-
tico-estetice si ale desprinderii de discursul si reprezentarea hegemonice, furnizind
exemple ale unei estetici decoloniale diasporice — un termen si concept inventat
de curatorul Alanna Lockward —, hranind speranta pentru viitoarea decolonizare
a cunoasterii, mintii, corpurilor si artelor de pretutindeni. Din moment ce gindirea
decoloniald are ca scop depasirea structurilor de inegalitate cauzate de colonialita-
tea structurald, tocmai principiul sdu de schimbare politica poate contribui la
micsorarea prapastiei dintre teoretizarea academicd abstractd si experientele coti-
diene. BE.BOP 2012 a oferit un exemplu-model al posibilitdtii de a imagina , Altfel
de Lumi si Altfel de Cunoastere”. Evenimentul a fost deopotriva stimulativ din punct
de vedere teoretic si tematic si provocator din punct de vedere estetic, si mai mult
chiar, a introdus o schimbare a termenilor dezbaterii. in acest sens, BE.BOP 2012 a
fost o interventie revolutionard si un exemplu perfect al modului de tratare a ce-
lor mai presante teme si probleme sociopolitice in contextele transnationale de azi
(fara a le oblitera continuitatea istorica).

in acest spirit, curatorul Alanna Lockward a facut o treaba extraordinard in alege-
rea oamenilor si a energiilor. Intilnirea a fost marcatd de cel mai profund respect.
Pind si Walter Mignolo, ,guru” decolonial, a fost doar o voce printre altele sinu i
s-a acordat mai mult timp ori spatiu decft oricarui alt participant. Modul in care pro-
iectul a calatorit deja aducind in dialog interlocutori din locuri foarte diferite e im-
presionant. Sa speram ca exemplele de la BE.BOP 20/ 2 vor marca o schimbare
de directie In contextul german, marcat de un puternic separatism intre dezbateri-
le si discursurile academice si cele activiste, precum si de Tncercdri de dialog mar-
cate de conflicte. in Germania, o ,turnurd* decoloniali e intr-adevar neglijata si cu
adevarat o cale ce trebuie asumatd, in timp ce oficialitatile nu se sfiesc sd planifice in
continuare prezentarea colectiei etnologice , extraeuropene” in ,,Forumul Humboldt"
planfficat fnduntrul unui castel in stil baroc, reconstruit in acel punct reprezentativ pen-
tru Berlin, Schlossplatz. Includerea artistilor; curatorilor si decidentilor nonhegemonici
e absolut necesara fn acest caz. ,Forumul Humboldt* e doar unul dintre multele exem-
ple care reamintesc refuzul Germaniei de a se confrunta cu trecutul sau colonial si
cu implicarea sa in violenta coloniald structurala. Un asemenea refuz e de altfel omni-
prezent la nivel academic: n timp ce studiile clasice postcoloniale fsi fac locul cu ince-
tulin cadrul universitdtilor, ele o fac in mare parte acordind atentie criticii anglo-saxone
si aborddrilor si dezbaterilor teoretice lipsite de conexiunea necesara cu practica poli-

German context, which is marked by a strong separatism between
academic and activist debates and discourses as well as by conflict-
laden attempts of dialogues, the example of BE.BOP 2012 will hope-
fully mark a path breaking change of direction. In Germany, a
decolonial “turn” is indeed a neglected and necessary path to take,
as officials feel no shame to continue planning to present the ethno-
logical “extra-European” collection in the planned “Humboldt-Forum”
inside the reconstruction of a Baroque-style castle at Berlin’s most
representative Schlossplatz Square. The inclusion of non-hegemonic
artists, curators and decision-makers is highly needed here. The
“Humboldt-Forum” is just one of many reminders of a German
refusal to confront its colonial past and its part-taking in structural
colonial violence. Such a refusal is also omnipresent at the academic
level: while classical Postcolonial Studies are slowly entering the uni-
versities, they do so mainly by focusing on Anglo-Saxon critics and
theoretical approaches and debates without the necessary links to
political and artistic practice. A similar trend can be observed in
hegemonic Feminist and Gender Studies departments, which often
seem completely de-linked from political activism and alliances of
solidarity. I hope that what can be termed the “BE.BOP school of
thought” will confront a similarly successful career as the Ballhaus
Naunynstrasse where the launch event took place — without the dan-
ger of neoliberal appropriation and incorporation. It would be great
to see follow-up events supported by more institutional actors and
its outcomes be communicated into wider publics.

By uniting activists, academics and artists BE.BOP 2012 not only
opened a new horizon of politics. Furthermore, this unique event
and the spirit it incorporates offers to mark a possible paradigm shift
toward a decolonial politics and aesthetics as a foil for exchange on
eye level and for alliances beyond pure identity politics. I am very
much looking forward to many future BE.BOP’s to come!

Black Europe Body Citizenship 2012
by Manuela Boatca

German academic circles have only recently begun to take postcolo-
nial issues seriously. It's not that the issues hadn’t been there before,
and it's not that people in — and especially outside German acade-
mia or at its margins — were not engaging with Germany’s colonial
past, her present colonial practices, or their own postcolonial condi-
tion as Germany's racialized subjects before. It's that such engage-
ment was constantly played down as speaking to the needs of too
few persons in a country having had too few colonies for too little
time to even matter. To be sure, postcolonialism still appears to the
great majority as an academic trend imported from the UK or the US
and which has nothing to do with Germany, and even less with social
theory “in general”. But there increasingly is physical and intellectual
space dedicated to the decolonization of institutional, cultural, politi-
cal practices (some of which are all at once) in Germany as well as to
the unthinking and unlearning of colonial theoretical production hav-
ing attained canonical status. The past (few) years have seen a num-
ber of publications and conferences on postcolonial sociology, critical
whiteness studies, the African German diaspora, the Asian-German
diaspora, German language racism, and Afro-German women.

Those of us involved in the endeavor of bringing these and other
issues to light know that it is always a struggle, and we sometimes
find ourselves having only taken baby steps after the gigantic effort
of putting together a conference, a class, or a publication in the
overwhelmingly uncritical context of German academia.

... And then there is the option of plainly short-circuiting the hostile
context, instead of taking baby steps towards changing it, and this

is what BE.BOP 2012 did for me on a number of levels: intellectually,
visually, aesthetically, politically — and probably in a number of sev-
eral other ways that I am still processing. Knowing the curator,
Alanna Lockward, and her organizing platform, Art Labour Archives,

ticd si artistica. O tendintd similard o putem remarca si in departamentele hegemo-
nice de feminism si studii de gen, ce par deseori a fi rupte de activismul politic si de
aliantele de solidaritate. Sper cd ceea ce putem numi ,scoala de gindire BE.BOP* va
avea parte de o cariera de success similara cu cea a Ballhaus Naunynstrasse, unde
a avut loc lansarea evenimentului — fara pericolul aproprierii si incorporarii neolibe-
rale. Ar fi grozav sa vedem evenimente ulterioare sustinute de un numar mai mare
de actori institutionali si cu rezultate comunicate unui public mai larg.

Unind activisti, universitari si artisti, BE.BOP 202 nu a deschis doar un nou orizont
al politicii. Mai mult decft atft, acest eveniment unic si spiritul pe care-l incorporea-
zd ofera prilejul de a marca o posibild schimbare de paradigma inspre o politica si
o esteticd decoloniale, ca instrument pentru schimburi fatd in fatd si pentru aliante
dincolo de simplele politici identitare. Astept cu nerdbdare multe alte BE.BOP-uri
in viitorul apropiat!

Cetatenia corpului negru european 2012
Manuela Boatcd

Cercurile universitare germane au inceput abia de curind sd ia in serios probleme-
le postcoloniale. Nu fiindca problemele nu ar fi fost deja prezente si nu findcd came-
nii dinduntru — si mai ales cei din afara mediului academic german ori de la periferia
lui — nu s-ar fi ocupat si inainte de trecutul colonial al Germaniei, de practicile sale
coloniale actuale ori de propria lor conditie ca subiecti rasializati ai Germaniei. Ast-
fel de preocupari au fost ihsa minimalizate constant, ca adresindu-se nevoilor unei
minoritati prea restrinse, intr-o tard ce a detinut prea putine colonii, pentru un inter-
val prea scurt de timp ca sa mai conteze. Postcolonialismul incd e vazut de marea
majoritate ca find un curent academic importat din Marea Britanie ori din SUA si
care nu are nimic de-a face cu Germania, si chiar mai putin cu teoria sociala ,in gene-
ral*. ins3 in Germania se aloca din ce in ce mai mult spatiu fizic si intelectual pen-
tru decolonizarea unor practici institutionale, culturale, politice (unele fiind toate
intr-una), dar si pentru regindirea si dezvatarea productiei teoretice coloniale care
avusese statut canonic. In ultimii (citiva) ani am fost martorii unui numéar de publica-
tii si conferinte despre sociologia postcoloniala, studii critice ale albitatii, diaspora afri-
cand germanad, diaspora asiaticd germana, rasismul limbajului german si femeile
afro-germane.

Cei dintre noi implicati in efortul de a scoate la lumind aceste probleme si altele stiu
cd asta presupune intotdeauna o luptd si realizim uneori ca am facut doar un mic
pas dupa efortul colosal de organizare a unei conferinte, a unui curs ori a unei publi-
catii, In contextul predominant necritic al mediului universitar german.

... Siapoi, mai e optiunea scurtcircuitarii contextului ostil, pur si simplu, in locul pasilor
madrunti pentru schimbarea lui, si asta e ceea ce BE.BOP 2012 a facut pentru mine
la multe niveluri: intelectual, vizual, estetic, politic — si probabil si in alte citeva mo-
duri pe care incd le procesez. O cunosteam pe curatoare, Alanna Lockward, si plat-
forma sa organizatorica, Art Labour Archives, am colaborat Tn trecut in multe
proiecte cu mentorul Walter Mignolo si eram destul de familiarizata cu citiva din-
tre participanti; in plus, stind cd evenimentul va avea loc n inima Berlin-Kreuzberg,
la Ballhaus Naunynstrasse, cu viziunea sa singulara de pionierat in reprezentatiile
teatrului de postmigratie, ma asteptam cumva la ceva de genul cutremurului men-
tal si senzorial cauzat de BE.BOP 20/ 2 — dar, pe de altd parte, nimeni nu prea poate
sa prevadd un cutremur.

Chiar si titlurile fiecarei sesiuni de mese rotunde au fost ele insele festinuri intelec-
tuale, evidentiind rupturi, lacune si scurtcircuite epistemice Tn imaginarul colonial:
,Europa neagrd“, ,amnezia coloniala“, ,mosteniri ale sclaviei“ ori ,optiunea deco-
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having collaborated in many projects with the advisor, Walter Migno-
lo, being quite familiar with a few participants, and knowing that it
would take place at the Ballhaus Naunynstrasse, with its singularly
pioneering vision of postmigrant theater performances in the heart
of Berlin-Kreuzberg, I vaguely expected something like the mental
and sensory earthquake BE.BOP 2012 occasioned — but then again,
one can never quite foresee an earthquake.

The titles of each of the roundtable sessions themselves were intel-
lectual feasts for bringing to light the ruptures, blind spots, and
epistemic shortcircuits in the colonial imaginary: “Black Europe”,
“colonial amnesia”, “enslavement legacies”, or the “decolonial
option” are all deeply disturbing phrases, sitting uncomfortably
within mainstream historiography, social theory, or political visions.
The intellectually gratifying visual impact of the titles was coupled
with the visual impact of Black women occupying (sic!) the physical,
epistemic and intellectual space of the sessions and thereby stand-
ing the white coherence of German academic gatherings on its head.
I wasn't there for all of the screenings of art works, but watched
some of them afterwards, so my reaction to them was solitary; but
there is something to be said for solitude when it helps you place the
aesthetic beauty of Jeannette Ehlers’ video Black Magic at the White
House (2009) in the context of her political message challenging the
invisibility of Denmark's involvement in the triangular trade as a play
of lights and shadow mirrored in the wordplay of black and white in
the title. I was there for the final screening of Toxi (1952), directed
by Robert Stemmle and organized by AfricAvenir, at the Hackesche
Héfe cinema and the ensuing discussion about the construction of
the German nation as white in post-fascist Europe, about historically
inadequate translations, and the (il)legitimate use of racializing
terms such as “blackamoor” out of linguistic interest — the last of
which sat uncomfortably with more than just one postcolonial sensi-
bility in the audience.

But what I didn’t know I would be there for was Ingrid Mwangi
Robert Hutter’s spontaneous, breathtaking performance after the
film: admiration, amazement, awe, as well as envy, helplessness, and
ultimately joy at the opportunity to take in what seemed to me an
otherworldly acoustic experience, a deeply disturbing and simulta-
neously fulfilling visual show, paired with the gratifying sense that
the bundle of emotions that several of us must have felt during the
screening of Toxi has thus been given artistic, bodily, decolonial
expression. Part of the earthquake. Awaiting the aftershocks.

Off with Her Laughter! Off with His Laughter!
Musing on BE.BOP 2012: Delinking Off Genocidal White Laughter
by Teresa Maria Diaz Nerio

BE.BOP 2012. Black Europe Body Politics gave rise to what Rolando
Vézquez calls a “humbling of modernity”, that is to openly challenge
modernity as coloniality.* The transdisciplinary roundtable and
screening hosted at Ballhaus Naunynstrasse by the wonderful Sher-
min Langhoff and Wagner Carvalho was rich in the “liberation of
sensing and sensibilities“*, historically trapped in the colonial-impe-
rialistic-Othering discourses and practices canonized in Western-
European/North-American political, economical, cultural, and
genocidal tactics. These tools were used to prescribe and describe
Other human beings, as “different” (to the white hegemony). These
human beings were/are to be used as “dispensable lives”.> BE.BOP
2012 invested in “independent thoughts and decolonial freedoms***
which allow us to speak in our own terms and create a space for dia-
logue outside of the hegemony of white supremacy.

Rolando Véazquez explains that this “humbling of modernity” consists
in showing how “the power of modernity is centered in speaking
while the Other is spoken about” therein “modernity’s power is about
orality”. More specifically, he is referring to the Zapatistas “listening-
opening to the Other”, which introduces an ethical question that



loniala® sint toate formulari profund tulburdtoare, fatd de care istoriografia, teoria
sociala ori viziunile politice conventionale se raporteaza greoi. Impactul vizual al titlu-
rilor; satisfacdtor la nivel intelectual, a fost asociat cu impactul vizual al femeilor negre
ocupind (sic!) spatiul fizic, epistemic si intelectual al sesiunilor si astfel intorcind pe
dos coerenta alba a ntrunirilor mediului universitar german.

Nu am asistat la toate proiectiile lucrarilor artistice, fnsa am vizionat unele dintre
ele ulterior, astfel ca reactia mea fata de ele a fost una solitard; insa e ceva ce trebu -
ie spus despre solitudine cind ea te ajutd sd pozitionezi frumusetea esteticd a
videoului lui Jeannette Ehlers, Black Magic at the White House (2009), In contex-
tul mesajului ei politic, contestarea invizibilitatii implicarii Danemarcei in comertul
triunghiular; printr-un joc de umbre si lumini reflectat de jocul de cuvinte despre
negru si alb din titlu. Am fost prezenta la ultima proiectie cu Toxi (1952), in regia
lui Robert Stemmle si organizata de AfricAvenir, la cinematograful Hackesche Hofe,
si la discutia ce a urmat, despre constructia natiunii germane ca albd in Europa post-
fascista, despre traducerile inadecvate istoric si utilizarea (i)legitima a termenilor rasia-
lizanti ca , blackamoor” din interes lingvistic — ultima deranjind mai mutt de o sensibilitate
postcoloniald din public.

Insa ce nu stiam e ¢ voi fi acolo pentru reprezentatia spontand, uimitoare a lui Ingrid
Mwangi Robert Hutter de dupa film: admiratie, uluire, veneratie, dar si invidie, nepu-
tintd si in cele din urma bucurie pentru oportunitatea de a asimila ceea ce imi facea
impresia a fi 0 experienta acustica stranie, o reprezentatie vizuala profund tulburatoa-
re si totodata desavirsitd, combinata cu senzatia de recunostinta ca tumultului
emotional pe care unii dintre noi trebuie sa il fi simtit pe durata proiectiei cu Toxi i
s-a dat astfel o expresie artisticd, corporald, decoloniala. Parte din cutremur. Sint
in asteptarea replicii.

Gata cu risul ei! Gata cu risul lui! Meditind la BE.BOP 2012:
Desprinderea de Risul Alb Genocidal
Teresa Marfa Diaz Nerio

BE.BOP 2012. Somapolitica Europei negre a dat nastere la ceea ce Rolando Vaz-
quez numeste o ,umilire a modernitdtii®, sianume contestarea deschisa a moder-
nitatii ca o colonialitate.* Masa rotunda transdisciplinara si proiectia gazduitd la Ballhaus
Naunynstrasse de minunatii Shermin Langhoff si Wagner Carvalho au abundat in , elibe-
rare a simturilor si a sensibilitatilor* captive istoric in discursurile si practicile alteri-
zdrii-colonial-imperialiste, canonizate de tacticile politice, economice, culturale si
genocidale vest-europene/nord-americane. Aceste instrumente au fost si mai sint
folosite pentru a prescrie si descrie Alte fiinte umane, ,diferite” (fatd de hegemonia
albd). Aceste fiinte umane erau/sint menite a fi utilizate ca ,vieti dispensabile”.*' BE.BOP
2012 a investit In ,gindirea independentd si libertatile decoloniale** ce ne-au per-
mis sa vorbim Tn termenii nostri proprii si sa credam un spatiu pentru dialog in afara
hegemoniei suprematiei albe.

Rolando Vézquez explica faptul ca aceasta ,,umilire a modernitdtii“ consta in expu-
nerea modului in care , puterea modernitatii e centrata n actul vorbirii in timp ce
se vorbeste despre Celdlalt”; astfel, ,puterea modernitdtii sta in oralitate”. Mai exact,
el se referd la ,ascultarea-deschiderea fata de Celdlalt” a revolutionarilor zapatisti, care
introduce o chestionare etica ce trebuie sa fie prezentd daca se vrea ca dialogul sa
fie autentic. Modernitatea nu ascultd, ea vorbeste, si ,noi" sintem cei despre care
se vorbeste, astfel ca dialogurile pe care le-am construit la BE.BOP 2012 au con-
statTn ,ascultarea si deschiderea fata de Celdlalt”, asteptind de la toti participantii la
dialog acelasi lucru: sa asculte. Abordarea Iui Vazquez presupune participarea eticd
si responsabild a indivizilor albi privilegiati, care au intrat cu umilinta in discutiile noas-

must be present if an authentic dialogue is intended. Modernity does
not listen, it speaks, and “we" are the ones spoken about, therefore
the dialogues we constructed at BE.BOP 2012 amounted to “listen-
ing and opening to the Other” while at the same time expecting that
anybody taking part in the dialogue did the same: listen. Vazquez'
approach is indeed tantamount to the ethical and responsible partic-
ipation of white privileged individuals who entered our discussions
where they were humbled and compelled to listen in order to learn
(from the ones that in their Western European/North American colo-
nial and imperial hegemonic discourses are still considered “dispens-
able lives”) what their hegemonic position entails for Others. I believe
this point to be of extreme importance in order to have an open dia-
logue. Power as orality does not necessarily mean disempowering
somebody else, as Vazquez said, “humbling: not trying to destroy the
other”, therein our empowerment and our voices do not seek to
destroy anything or anybody but to delink from white supremacists
constructions of themselves and Others, born from the genocidal
mentality William Kentridge portrays in his video/installation Black
Box/Chambre Noire (2005), where he narrates the first European
genocide of the 20th century, the Herero-Nama genocide in present
day Namibia, under the flag of “Trauerarbeit"*or conscious mourn-
ing. David Olusoga, co-author of The Kaiser’s Holocaust: Germany's
Forgotten Genocide and the Colonial Roots of Nazism (2010), refer-
ring to the same event, describes its organization as conceived and
executed by “bureaucratic killers, killers that killed from behind the
desk".¥” The confluence of artistic works, theoretical analysis and doc-
umentary films contesting Germany'’s “refusal to recognize and apol-
ogize"® for the Herero-Nama genocide had a special place in BE.BOP
2012. This is due to the joint effort of Namibians, Black Germans and
simpatizers in order to push the agenda of the German government
acknowledgement of the Herero-Nama genocide. Recently a motion
was introduced in the German Bundestag, entitled: “Acknowledging
the German colonial crimes in former German South West Africa as
genocide and working towards restorative justice”. The motion was
discussed on March 22, 2012 and once again the German govern-
ment has rejected it. The presence of activist Michael Kiippers-Ade-
bisi (AFROTAK TV cyberNomads - the first Black German Media,
Culture & Education Archives, active since 2001) as a media partner,
further enriched the discussion as he and Adetoun Kippers-Adebisi
have being very active in claiming recognition of the genocide from
the German government.

In her catalogue essay “Decolonial Diasporic Aesthetics: Black
German Bodly Politics”, Alanna Lockward, conceptualizer and curator,
theorizes the Diasporic within the Decolonial Aesthetics. Referring to
Black citizenship in Europe she states that “The colonization of the
African continent after the Berlin~-Congo Conference 18841885 des-
ignated the legitimacy (or not) of Black citizenship. This understand-
ing is ‘valid’ in Europe until today. . . . Citizenship has been proclaimed
to be a 'universal’ right for all white, Christian and Western individu-
als and it is inextricably connected to the concept of ‘civilization’."
The film Toxi (1952), directed by Robert Adolf Stemmle (1903-1974),
screened at Hackesche Héfe Kino in partnership with AfricAvenir
(also media partner) and facilitated by Eric Van Grasdorff, touches
on Lockward'’s conclusions on “Black German Body Politics” which is
the inspiration for the conceptualization of BE.BOP 2012 in the first
place. The film narrates the story of a Black German girl named Toxi
who is abandoned by her white grandmother at the doorsteps of

a white German family. The girl is taken in, but the vicissitudes her
presence causes put her in and out of the house, her racialization is
the main subject of the film, yet she is also sexualized, not in a vio-
lent way, but in the subtlety of the “necessity” to constantly objectify
the Black person and her/his Blackness. Yet the film is an important
document of the processes of racialization and “integration” of Black
Germans in Germany and also a rich register on the concept of ‘civi-
lization” which has/is been instrumental in white supremacists dis -
courses in relation to the Black body.

“n

tre, trebuind sa asculte (de la cei care sint considerati ,vieti dispensabile” in discursu-
rile hegemonice coloniale si imperiale, vest-europene/nord-americane), pentru a
Tnvdta ce implicd pozitia lor hegemonica pentru Ceilalti.

Cred cd acest aspect e extrem de important pentru posibilitatea unui dialog des-
chis. Puterea ca oralitate nu fnseamna cu necesitate derobarea de putere a altuia,
asa cum spune Vazquez, ,umilire: nu incercarea de a-| distruge pe celdlalt”, astfel
cd puterea noastra dobindita si vocile noastre nu urmaresc sa distruga nimic si pe
nimeni, ci sd se desprindd de constructele suprematiei albe despre ei insisi si Cei-
latti, ndscute din mentalitatea genocidala pe care o evoca William Kentridge fn insta-
latia/videoul sau Black Box/Chambre Noire [Cutia neagra] (2005), n care el nareaza
primul genocid european al secolului 20, genocidul Herero-Nama n Namibia de
azi, sub stindardul , Trauerarbeit“® [travaliului doliului], al doliului constient. David
Olusoga, coautor al The Kaiser's Holocaust: Germany's Forgotten Genocide and the
Colonial Roots of Nazism [Holocaustul kaizerului: Genocidul uitat al Germaniei si ra-
dacinile coloniale ale nazismului] (2010), referindu-se la acelasi eveniment, i des-
crie organizarea ca find conceputa si executatd de ,criminali birocratici, criminali
care au ucis din spatele biroului®.* Confluenta lucrdrilor artistice, a analizelor teo-
retice si a filmelor documentare ce contesta ,refuzul de a recunoaste si de a cere
iertare** al Germaniei pentru genocidul Herero-Nama a ocupat un loc special in
cadrul BE.BOP 2012. Asta se datoreaza eforturilor comune ale namibienilor,
germanilor negri si simpatizantilor pentru promovarea agendei recunoasterii geno-
cidului Herero-Nama de catre guvernul german. De curind, in Bundestagul ger-
man a fost introdusa o motiune intitulata: ,Recunoasterea ca genocid a crimelor
coloniale germane fn fosta Africa de Sud-Vest germana si munca pentru o justitie
restaurativa“. Motiunea a fost discutatd la 22 martie 2012 si a fost respinsa incd o
data de guvernul german. Prezenta activistului Michael Kippers-Adebisi (AFROTAK
TV cyberNomads — primele arhive media de cultura si educatie afro-germana, acti-
ve din 2001) ca partener media a imbogatit discutia, atft el, ¢t si Adetoun Kiippers-
Adebisi find foarte activi in campania de recunoastere a genocidului din partea
guvernului german.

In eseul ei din catalog, ,Estetica decolonial a diasporei: Somapolitica Germaniei
negre”, Alanna Lockward, teoretician si curator, teoretizeza diasporicul in contex-
tul esteticii decoloniale. Facind referire la cetdtenia neagrd in Europa, ea afirma: ,Colo-
nizarea continentului african ce a urmat Conferintei Berlin — Congo 8841885
a decis legitimitatea (sau ilegitimitatea) cetdteniei negre. Aceasta intelegere e «vala-
bild» in Europa pind in zilele noastre. [...] Cetdtenia a fost proclamatd ca drept «uni-
versal» pentru toti indivizii albi, crestini si occidentali si e inextricabil legata de
conceptul de «civilizatie»*.* Filmul Toxi (1952), n regia lui Robert Adolf Stemmle
(1903—1974), proiectat la cinematograful Hackesche Hafe n parteneriat cu Afric -
Avenir (totodata partener media) si cu sprijinul lui Eric Van Grasdorft, atinge conclu-
zille lui Lockward despre ,somapolitica Germaniei negre®, care au furnizat de altfel
si inspiratia pentru conceptualizarea BE.BOP 20(2. Filmul nareaza povestea unei
fete germane negre pe nume Toxi, care e abandonatd de bunica ei alba pe pragul
unei familii germane albe. Fetita e adoptatd, insa problemele cauzate de prezenta
sa o plaseaza cind in afara caminului, cind inapoi. Rasializarea ei este subiectul prin-
cipal al filmului, Insa ea este si sexualizatd, nu intr-un mod violent, dar in subtilitatea
,necesitdtii* de a obiectiva constant individul negru si negritudinea sa. Totusi filmul
e un document important al procesului de rasializare si ,integrare” a germanilor negri
in Germania si deopotriva un registru bogat al conceptului de , civilizatie” ce a fost/este
instrumental in discursul suprematiei albe despre corpul negru.

Vorbind ntr-un context european si eurocentric si nefind un , cetdtean” care, asa cum
afirma Manuela Boatcd, initial nu era doar alb, ci si exclusiv ,barbat”, din moment ce
cetdtenia era ,acordatd doar barbatilor ce detin proprietate, celor care pot plati taxe
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Speaking in a European and Eurocentric context and not being a
“citizen” which, as Manuela Boatca states was not only white, initial-
ly, but also exclusively “male” since it was “Only granted to male
property-owners, whose ability to pay taxes and military tribute, and
thus contribute to the maintenance of the social order qualified them
as 'active citizens' " often means that speaking is not always possible,
but dancing is. Emeka Udemba’s Dancing with the Star (2011) one

of the video-art pieces screened at BE.BOP 2012, presents a couple
composed by a Black man and a nude white woman, who wears a
headscarf and a second piece covering her mouth and nose. They sit
in a complete silenced blank space surrounded by white walls, in
opposite sites of the corner. They seem to be waiting for something,
and nothing happens, then the woman starts getting impatient and
makes a move with her hands and they both stand and begin to
dance. This dancing in a slow motion, dispassionate and repetitive
insistence challenges racialization, gendering, religious propaganda
and political stereotypes. The use of the headscarf which refers to
the construction of an “islamic woman®, interplays with her naked-
ness in favor of challenging common asumptions on white European
women as inoculated from any racialized and/or religious identifica-
tions since their hegemonic position as white and Christian is consid-
ered “normal”, therefore invisible. Simultaneously, she is leading the
“dance” which points towards identifying the dependence many
Black men experience while trying to obtain their European citizen-
ship thanks to their relationship with white women. The stereotype
of the Black man instrumentalizing and being instrumentalized along
the ‘race’ and gender lines in his relationship with a white woman is
thwarted by our inability to place this woman. The use of the head-
scarf is further problematized since it clearly suggests “Islam”.

By showing a “white” nude woman the artist strategy is counter-dis-
cursive in relation to a particularly symptomatic white male Eurocen-
tric (violent) fantasy. A case in point is the film Submission (2004) by
Ayaan Hirsi Ali and Theo van Gogh were an “islamic” woman is strip
naked and verses of islam are written all over her skin, in what can
be described as a perfect example of a sadistic white supremacist
islamophobic film. Yet Dancing with the Star (2011) leaves this woman
unmarked, she leads, her identity is veiled and therein another
stereotype is outlined. This one alludes to the complicity between
the Black man and the islamic woman as both are objects of crimina-
lization. While one is a feminized and sexualized incarnation of the
so-called “terrorist”, the other one is representing “the refugee”.

All these possible combinations which are clearly infinite are a by-
product of the violence pervasive in the Othering inherent to hege-
monic discourses. At the same time these dancing dilemmas portray
without further clarification the essential nature of citizenship, which
as Lockward and Boatca have argued, carries its original conceptual-
ization as both white and male. An “islamic” woman born in The
Netherlands, even if she has citizenship is still called “allochtoon™,
a term that places the individual constantly outside its birthplace,
outside of the nation-state. For the Black man, as “a refugee”, the
so-called “illegality” of his presence in Europe further objectifies him
and imprisons him into the nation, the dispensable status of his life
comes into being and his freedom of movement and choice are per-
manently in danger.

Quinsy Gario's discussed the Zwarte Piet, Black Peter or the “helper”
of Sinterklaas (Santa Claus), a blackfaced, Afrowiged, red lipped,
blue eye-character dressed in colourful page costume and used both
as a decorative and as a submissive image of the Black man to/for
the whiteman. The Zwarte Piet is part and parcel of a Dutch “tradi-
tion” obviously related to their long-standing involvement in the
tradition of enslavement, which still goes uncontested in The Nether-
lands. Quinsy Gario has set out to challenge this particular white
hegemonic narrative and has opened a new dialogue through his
t-shirt project, where Zwarte Piet Is Racisme is printed in big letters.
Predictable police brutality was forcefully displayed on the first time
he wore the challenging t-shirt during a celebration of Sinterklaas



si tnbut militar; si astfel, contributia lor la mentinerea ordinii sociale fi califica drept «cetateni
activi»“.¥ Asta inseamna deseori cd nu e intotdeauna posibil sd vorbesti, nsa sa dan-
sezi este. Una dintre lucrdrile de artd video proiectate la BE.BOP 2012, Dancing with
the Star [Dansind cu o stea] (201 1) a lui Emeka Udemba, prezintd un cuplu com-
pus dintr-un barbat negru si o femeie alba nudd, care poarta doar un batic si un arti-
col secundar ce i acopera gura si nasul. Ei stau intr-un spatiu gol inconjurati de pereti

albi, intr-o tacere totald, n colturi opuse. Par sa astepte ceva, si nimic nu se intimpla,

apoi femeia devine nerabddtoare si face o miscare cu miinile si amindoi se ridica si

incep sa danseze. Acest dans lent, lipsit de pasiune si repetitiv confruntd rasializarea,

atribuirea genului, propaganda religioasa si stereotipurile politice. Utilizarea esarfei ce
face trimitere la constructia unei ,femei islamice” interactioneza cu nuditatea e,

favorizind contestarea preconceptiilor comune despre femeia europeana alba, asa
cum au fost acestea inoculate de oricare identificare rasiala si/sau religioasd, dat find

ca pozitia lor hegemonica ca alb si crestin e consideratd ,normald“, deci invizibila. Toto-
datd, ea conduce ,dansul®, semnalizind identificarea dependentei pe care multi bar-

bati negri o resimt cind incearca sa-si obtind cetdtenia europeana prin relatie cu femei
albe. Stereotipul barbatului negru instrumentalizind si fiind instrumentalizat in relatia
sa cu femeia alba de-a lungul linillor de ,rasd” si de gen e contracarat de inabilitatea
noastrd de a pozitiona aceastd femeie. Ultilizarea esarfei e mai departe problemati-

zatd, aceasta sugerind in mod clar , Islamul”. Prin expunerea unei femei goale ,albe®,

strategia artistului e contradiscursiva n raport cu o fantezie (violentd) simptomatica
specifica a barbatului alb eurocentric. Un exemplu relevant e filmul Submission [Supu-
nere] (2004) al lui Ayaan Hirsi Ali si Theo van Gogh, Tn care o femeie ,islamista” e
dezbracatd complet si versete islamice sint scrise pe intreaga suprafata a pielii ei, i

ceea ce poate fi descris ca find un exemplu perfect de film islamofob sadistic alb supre-
matist. Insa Dancing with the Star (201 1) o las3 pe aceasti femeie nemarcat, ea con-
duce, identitatea ei e ascunsd, si cu asta e subliniat un alt stereotip. Acesta face aluzie
la complicitatea dintre barbatul negru si femeia islamicd, ambii fiind obiecte ale crimi-
nalizarii. In timp ce unul e o incarnare feminizatd si sexualizatd a asa-numitului ,tero-

rist’, celdlalt reprezinta ,refugiatul®. Toate aceste combinatii posibile, care sint in

mod clar infinite, sint un produs derivat al violentei generalizate inerente in discur-

surile hegemonice ale Alteritatii. Totodatd, aceste dileme dansante redau fard vreo

clarificare suplimentard natura esentiala a cetateniei, care, asa cum Lockward si Boatca
au argumentat, comportd conceptudlizarea sa originard ca fiind deopotrivd albd si mas-

culing. O femeie ,islamista* nascutd in Olanda, cu toate cd poseda cetdtenie, e denu-

mitd in continuare ,allochtoon*®, un termen ce pozitioneaza in mod constant
individul in afara locului sau de nastere, in afara statului-natiune. Pentru barbatul negru,

ca refugiat®, asa-numita ,legalitate” a prezentei sale in Europa fl obiectiveaza in conti-

nuare si il incarcereaza fn natiune, statutul dispensabil al vietii sale materializindu-se,

libertatea sa de miscare si de alegere find periclitata in permanenta.

Disputatul Zwarte Piet, Negrul Peter ori ,ajutorul” lui Sinterklaas (Mos Craciun) al

lui Quinsy Gario, un personaj cu machiaj negru, peruca afro, buze rosii, ochi al-
bastri, imbracat ntr-un costum de paj viu colorat si utilizat deopotrivd ca imagine
decorativa si submisivd a barbatului negru fata de/pentru omul alb. Zwarte Piet e
parte si sectiune a unei ,traditii“ olandeze legate de indelunga lor implicare in tra-
ditia sclavagismului, ce ramine incd necontestatd in Olanda. Quinsy Gario si-a pro-

pus sa confrunte aceastd naratiune hegemonicd albd particulard si a initiat un nou

dialog prin proiectul lui cu tricouri pe care e imprimat cu majuscule mesajul Zwar-

te Piet Is Racisme. Brutalitatea previzibild a politiei s-a manifestat cind el a imbracat
pentru prima data tricoul in timpul unei celebrari de Sinterklaas (Mos Craciun). Perso -
nalitatea fermecdtoare si incapatinarea lui Gario |-au ajutat sd realizeze multe prin

raspindirea acestui contradiscurs. in mod similar; prezentarea lui Simmi Dullay, Uproo-

ting and Belongings: Mapping the Black Body in Exile [Dezrddacinare si apartenente:

(Santa Claus). Gario’s charming personality and strong will has assist-
ed him in accomplishing a lot in spreading this counter narrative.
Similarly, Simmi Dullay’s presentation Uprooting and Belongings:
Mapping the Black Body in Exile, centered on the “infamous images
of the Swedish Culture Minister performing genital mutilation, to be
more precise a clitoridectomy, on the caricature of a Black woman’s
body in the form of a Black coated cake with her interiors according-
ly coated in blood-red. The Swedish Culture Minister is caught on
camera laughing and feeding it to the 'head’ in Blackface, which
turns out to be the creator of the piece, Makode Linde, an Afro-
Swedish male artist.” Many of us have seen the image and I do not
intent to expand too much on it. Dullay points the complicity of
Makode Linde with white supremacy making him the epitome of a
non-white, which she theorizes via Steve Biko. She further expands
on the relationship between Makode Linde’s cake and the life of
Sarah Baartman: “What I find profoundly disturbing and macabre
about Linde's performance is his insistence of staging the moment
when Baartman is perpetually transformed into an object for the
white gaze, through the violence of taking cold sharp steel and dis-
membering her body, her brain and her genitals. Anyone who repro-
duces this moment as a cultural act needs to be held accountable.
Reproducing this moment of mutilation and its reciprocal white
pleasure and laughter, demands consciousness and awareness to
the fact that Sarah Baartman refused to perform naked, she always
refused to expose herself completely. It is widely documented that
Baartman actively fought and taunted the scientist who wanted to
‘document’ her sex as a marker of ‘racial’ difference and therefore
she actively challenged her framing as the Black, exotic, primitive
hyper sexualized being.”

Dullay’s notion of “white pleasure and laughter” is also equated in
the figure of the Zwarte Piet. In Makode Linde’s piece recollection it
is crucial to note that the white audience was also laughing. I have
been inspired to start theorizing on Genocidal White Laughter as a
result of the ideas discussed above made possible by the unbeliev-
able gratifying meeting that was BE.BOP 2012. Black Europe Body
Politics. This is taking place in conjunction with my own research on
Black and mestiza Caribbean women representations in the Mexican
and Spanish-Caribbean cinema of the 40s and 50s. In these films

I often found the correlation between White Laughter, racialization
and sexualization of Black and the mestiza women's body. A specific
case is to be seen in the Mexican film Angelitos negros (1948) were
Belen, a visibly Black® mestiza and traumatized child tries to pass

for white, innocently applying white powder in her face and running
to her mother, who cynically bursts out laughing. This Genocidal
White Laughter episode is the result of four years (Belen is 4 years
old) of dismissive abuse, where the mother gets to the point of deny-
ing her motherhood in front of a white friend of hers, whilst praising
her friend’s blond baby. Unbeknownst to herself (the mother), she is
also Black, but not visibly Black therefore she assumes her whiteness
and applies her white privilege to her own child. The Genocidal White
Laughter episode is followed by the abandonment of the child, leav-
ing the house, and eventually the accidental killing of her Black maid,
who was actually, also unbeknownst to her, her mother.

I 'am in the process of connecting Dullay’s “white pleasure and laugh-
ter” with Mignolo’s “dispensable lives” also in relation to many of the
presentations of BE.BOP 2012 and its screenings. Jean-Marie Teno's
amazing documentary Le Malentendu colonial (2004), for example,
delves into the German Protestant church'’s role in trivializing the
Herero-Nama genocide. My analysis is not devoid of personal experi-
ence, as a Dominican woman living in The Netherlands for the past
ten years, racialization and sexualization is inscribed in the way in
which whites perform their “harmless” everday racist jokes, this is
daily bread in the Dutch context. The racialization of Black people
(Zwarte Piet), their oversexualization and subjugation in order to
make them stay “put in place” as an “inferior race” (Makode Linde’s
cake) is nothing less than the perpetuation of coloniality and its

Cartografiind corpul negru Tn exil], avind ca subiect ,imaginile notorii cu ministrul
culturii din Suedia performind o mutilare genitalda, mai exact o clitoridectomie, pe
caricatura corpului unei femei negre, realizatd sub forma unui tort negru, cu partile
interne glazurate fn conformitate fn rosu-singeriu. Ministrul suedez al culturii e sur-
prins pe peliculd in timp ce ride si alimenteaza «capul» in machiaj negru, care se
dovedeste a fi creatorul lucrarii, Makode Linde, un artist afro-suedez". Multi din-
tre noi au vazut imaginea si nu intentionez sa elaborez prea mult asupra ei. Dul-
lay subliniazd complicitatea lui Makode Linde cu suprematia albd, care il transforma
Tn epitomul unui nonalb, teoretizat cu ajutorul lui Steve Biko. Ea comenteazd in con-
tinuare relatia dintre tortul lui Makode Linde si viata lui Sarah Baartman: ,Ceea ce
gasesc a fi profund tulburdtor si macabru in performance-ul lui Linde e insistenta
sa de a pune in scena momentul in care Baartman e transformata pentru totdeau-
na ntr-un obiect pentru privirea albd, prin violenta de a lua metalul rece ascutit si
a-i dezmembra corpul, creierul si organele genitale. Oricine reproduce acest mo-
ment intr-un act cultural trebuie tras la raspundere. Reproducerea acestui moment
al mutilarii, odata cu placerea si risul albului, presupune constientizarea si cunoaste-
rea faptului ca Sarah Baartman a refuzat sd interpreteze goald, ea a refuzat intot-
deauna sa se expuna complet. Este larg cunoscut faptul cd Baartman a luptat activ
si l-a tachinat pe omul de stiinta care dorea sa-i «documenteze» sexul ca pe un insemn
al diferentei «rasiale». Tn conseci nta, ea a contestat in mod activ incadrarea ei ca fiinta
primitivd, hipersexualizata, exoticd, neagra“.

Notiunea lui Dullay de s si placere albd” e echivalatd, de asemenea, in figura Iui
Zwarte Piet. E esential sa remarcdm ca publicul alb ridea la amintirea lucrarii lui Ma -
kode Linde. Mi-a venit inspiratia sa incep sa teoretizez Risul Alb Genocidal ca re-
zultat al ideilor discutate mai sus, devenite posibile datoritd ntilnirii incredibil de
incintatoare care a fost BE.BOP 201 2. Somapolitica Europei negre. Asta se petrece
concomitent cu propria mea cercetare asupra reprezentdrii femeii negre si mes-
tiza [metise] caraibiene, in cinematografia mexicana si spaniolo-caraibiand a anilor
1940—1950. in aceste filme am gasit deseori corelatia dintre Risul Alb, rasializarea
si sexualizarea corpului femeii negre si mestiza. Un caz specific poate fi observat
in filmul mexican Angelitos negros [Ingerasii negri] (1948), in care Belén, o mestiza
in mod vizibil neagra*, un copil traumatizat, incearcd sa treaca drept alba, aplicind
cu inocentd pudrd albd pe fata ei si fugind la mama; aceasta izbucneste in rfs, cu ci-
nism. Acest episod de Ris Alb Genocidal e rezultatul a patru ani (Belén are 4 ani)
de abuzuri si respingeri, in care mama ajunge in punctul de a-si nega maternitatea
in fata unei prietene albe, in timp ce lauda copilul blond al acesteia. Ea nu stie ca ea
insdsi e neagra, insa nu neagra in mod vizibil, astfel ca ea isi presupune albitatea si
Tsi aplicd privilegiul alb asupra propriului sdu copil. Episodul Risului Alb Genocidal e ur-
mat de abandonarea copilului, pardsirea casei si, in cele din urma, uciderea accidenta-
ld a menajerei sale negre, care, fapt din nou stiut de ea, era de fapt mama sa.

Sint pe cale sa fac legatura ntre , placerea si risul alb® al lui Dullay si ,vietile dispensa-
bile* ale Ilui Mignolo n raport cu multe dintre prezentdrile de la BE.BOP 2012 si pro-
iectile sale. De exemplu, documentarul fantastic al lui Jean-Marie Teno, Le Malentendu
colonial (2004), cerceteaza amanuntit rolul bisericii protestante germane in triviali-
zarea genocidului Herero-Nama. Analiza mea nu e lipsita de experientd personala:
ca femeie dominicana ce traieste in Olanda de zece ani, rasializarea si sexualiza-
rea sint inscrise Tn modul in care albii isi executd glumele rasiste ,inofensive” de zi
cu zi — aceasta e piinea de fiecare zi in context olandez. Rasializarea oamenilor negri
(Zwarte Piet), suprasexualizarea si subjugarea lor pentru a-i face sa stea ,la locul
lor* ca ,rasd inferioard* (tortul lui Makode Linde) nu sint nimic altceva decit perpe-
tuarea colonialitdtii si a ideologiilor sale, inerent suprematist-albe. Risul Alb e geno-
cidal pentru cd mentine intacte presupunerile despre universalitatea , superioritatii*
albe si ideea ,inferioritatii* oamenilor din Sudul Global. Acestea sint intocmai baze-

+ (BE.BOP 2012)

inherent white supremacist ideologies. White Laughter is genocidal
because it keeps in place the assumptions about the universality

of white “superiority” and the notion of Global-South people’s “infe-
riority”. These are the very foundations on which colonialism, slavery,
imperialism, capitalism, that is: modernity/coloniality stand as uni-
versal genocidal machines. I want to theorize Genocidal White
Laughter in the context of cultural production and performative
practices and honoring the decolonial option, my intention is to detect
the moments where White Laughter serves its genocidal tendencies
towards what José-Manuel Barreto calls “the idea of annihilation*
and delink from it. As Mignolo puts it: “The decolonial turn is the
opening and the freedom from the thinking and the forms of living
(economies-other, political theories-other), the cleansing of the colo-
niality of being and of knowledge; the de-linking from the spell of the
rhetoric of modernity, from its imperial imaginary articulated in the
rhetoric of democracy.”* This process of “cleansing of the coloniality
of being and the coloniality of knowledge” is also described by Robbie
Shilliam as a “collective self-healing . . . Healing requires an aesthetic
that is not immanent to colonial violence or white supremacy but
transgressive of it, perhaps transcendent to it", that means that a
Decolonial Aesthetics is also inspired by healing.

Therein, to delink from Genocidal White Laughter we need to detect
its genesis and its complicity with world histories of genocide in their
relation with culturally produced and reproduced images of the “dis-
pensable lives” constructed as “Others”. Black peoples, for example,
have been constructed by Western Eurocentric white supremacists
intellectuals and scientists as genocidal laughter material. Our chal-
lenge as decolonial thinkers and creators is to delink from this
demeaning images by means of cleansing and/or healing from the
“coloniality of being”, a term which “emerged in discussions of a
diverse group of scholars doing work on coloniality and decoloniza-
tion”.# Nelson Maldonado Torres points out how “The coloniality of
Being raises the challenge of connecting the genetic, the existential,
and the historical dimensions where Being shows most evidently its
colonial side and its fractures”.*” Vazquez's “humbling of modernity”
may well be put in place as a contributor to Shilliam’s “healing” and
Mignolo’s “cleansing” in order to detect and delink off Genocidal
White Laughter.

Notes:

1. Text initially published in Social Text, January 2013, Walter Mignolo
and Rolando Vézquez (eds.), Decolonial Aesthetics Dossier,
http://www.socialtextjournal.org/periscope/

2. As Enrique Dussel puts it: “Modernity is, for many (for Jiirgen Haber-
mas or Charles Taylor) an essentially or exclusively European phe-
nomenon. In these lectures, I will argue that modernity is, in fact,

a European phenomenon but one constituted in a dialectical relation
with a non-European alterity that is its ultimate content. Modernity
appears when Europe affirms itself as the ‘center’ of a world history
that it inaugurates: the ‘periphery’ that surrounds this center is conse-
quently part of its self-definition. The occlusion of this periphery (and
of the role of Spain and Portugal in the formation of the modern world
system from the late fifteenth to the mid-seventeenth centuries) leads
the major contemporary thinkers of the ‘center into a Eurocentric fal-
lacy in their understanding of modernity. If their understanding of the
genealogy of modernity is thus partial and provincial, their attempts
at a critique or defense of it are likewise unilateral and, in part, false.”
Enrique Dussel, “Eurocentrism and Modernity: Introduction to the
Frankfurt Lectures”, in John Beverley, José Oviedo, and Michael Aronna
(eds.), The Postmodernism Debate in Latin America, Durham, Duke
University Press, 1995, pp. 65-77. Quoted in Walter Mignolo, Delink-
ing: The Rhetoric of Modernity, the Logic of Coloniality and the Gram-
mar of De-Coloniality, Durham, Duke University Press, 2008, p. 53.

w

. Rajagopalan Radhakrishnan, “Ethnicity in an Age of Diaspora”, Transi-
tion #54, November 1991.



le pe care colonialismul, sclavia, imperialismul, capitalismul, adicd: modernitatea/colo-
nialitatea sint masindrii universale ale genocidului. Vreau sa teoretizez Risul Alb Geno-
cidal in contextul productiei culturale si al practicilor performative si, pentru a onora
optiunea decoloniald, intentia mea e de a detecta momentele in care Risul Alb ser-
veste tendintelor sale genocidale, pentru a realiza desprinderea de ceea ce José-Ma-
nuel Barreto numeste ,idea anihildrii“.** Asa cum se exprima Mignolo: ,Turnura
decoloniald e deschiderea si eliberarea de gindirea si formele de existentd (alte eco-
nomii, alte teorii politice), curdtarea de colonialitatea fiintei si cunoasterii; desprin-
derea de vraja retoricii modernitatii, de imaginarul sau imperial articulat in retorica
democratiei”.®*' Acest proces de ,curdtare de colonialitatea fiintei si cunoasterii e
descris si de Robbie Shilliam, ca o ,vindecare de sine colectiva [...] Vindecarea pre-
supune o estetica ce nu e imanenta violentei coloniale ori suprematiei albe, ci care
o transgreseazd, probabil o transcende”.*> Aceasta inseamnd ca o esteticd decolo-
niald e inspiratd si de vindecare.

in aceasts privintd, pentru a ne disocia de Risul Alb Genocidal trebuie sa-i detectam
geneza si complicitatea sa cu istoriile genocidului din lume, in raportul lor cu imagi-
nile, produse si reproduse cultural, ale ,vietilor dispensabile” construite ca find ,Cei-
lalti“. De exemplu, oamenii negri au fost construiti de intelectualii si camenii de stiinta
suprematisti albi occidentali eurocentrici ca material pentru risul genocidal. Provo-
carea noastra in calitate de ginditori si creatori decoloniali e sa ne disociem de aces-
te imagini denigratoare prin intermediul curatarii si/sau vindecdrii de ,colonialitatea
fiintei*, un termen ce ,a apdrut in discutiile unui grup divers de universitari ce lucrau
asupra colonialitdtii si decolonizdrii“.* Nelson Maldonado Torres indica modul n
care ,Colonialitatea Fiintei aduce provocarea de a conecta geneticul, existentialul
si dimensiunile istorice in care Fiinta isi arata in mod evident latura sa coloniala si
fracturile acesteia“.* ,Umilirea modernitdtii a lui Vazquez isi poate la fel de bine
gasi locul ca o contributie la , vindecarea® Iui Shilliam si , curdtarea® lui Mignolo, pen-
tru a detecta si a ne desprinde de Risul Alb Genocidal.

Traducere de Anca Bumb

Note:

|. Somapolitica: ,body politics”, in engleza in original. Conceptul se opune celui de egopoliticd, specific for-
melor cunoasterii bazate pe suveranitatea politica a subiectului european, si face parte, aldturi de geopo-
liticd, din arhitectura conceptuald a gindirii decoloniale. Somapolitica face posibil dialogul epistemic cu culturi
pentru care diviziunile dintre naturd si culturd, suflet si corp, minte si corp nu au sens ori nu sint absolute,
ori cu subiecti precum imigrantii sau descendentii diasporici, a caror rezistenta sau memorie culturald e trans-
misa in forme care nu sint bazate pe scrierea alfabeticd. Vezi Walter D. Mignolo, ,Colonialitatea: partea mai
ntunecatd a modernitatii“, IDEA artd + societate #33-34, 2009, p. |75-187. (N. red.)

N

. Text publicat initial in Social Text, ianuarie 203, Walter Mignolo si Rolando Vazquez (ed.), Decolonial Aes-
thetics Dossier, http:/Aww.socialtextjournal.org/periscope/

w

. Dupd cum spune Enrique Dussel: ,Modernitatea e pentru multi (pentru Jirgen Habermas ori Charles
Taylor) un fenomen esential ori exclusiv european. Tn aceste prelegeri voi sustine cd modernitatea e, de
fapt, un fenomen european, insd unul format intr-o relatie dialectica cu o alteritate noneuropeana ce con-
stituie la capat de linie continutul sdu. Modernitatea apare atunci cind Europa se afirma pe sine drept «cen-
tru» al istoriei mondiale pe care o inaugureaza: in consecintd, «periferia» ce inconjoard centrul e parte a
acestei autodefiniri. Excluderea acestei periferii (si a rolului Spaniei si Portugaliei in formarea sistemului mon-
dial modern de la finele secolului al cincisprezecelea pina la jumatatea secolului al saptesprezecelea) fi con-
duce pe marii ginditori contemporani ai «centrului» la eroarea eurocentrica in conceperea modernitatii.
Daca astfel conceptia lor despre genealogia modernitdtii este partiala si provinciald, incercarile lor de criti-
cd ori de aparare a ei sint deopotrivd unilaterale si, in parte, false”. Enrique Dussel, ,Eurocentrism and Moder-
nity: Introduction to the Frankfurt Lectures®, in John Beverley, José Oviedo si Michael Aronna (ed.), The
Postmodernism Debate in Latin America, Durham, Duke University Press, 1995, p. 65-77. Citat de Wal-
ter Mignolo, Delinking: The Rhetoric of Modernity, the Logic of Colonidlity and the Grammar of De-Colonia-
lity, Durham, Duke University Press, 2008, p. 53.

4. Rajagopalan Radhakrishnan, , Ethnicity in an Age of Diaspora®, Transition #54, noiembrie 1991,
5. Alexander Weheliye, ,The Grooves of Temporality*, Public Culture, 17(2), p. 324.
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Alexander Weheliye, “The Grooves of Temporality”, Public Culture,
17(2), p. 324.

Krista Thompson, “Youth Culture, Diasporic Aesthetics and the Art
of Being Seen in the Bahamas", African Arts, Spring 2011, p. 38.

Stuart Hall, “Cultural Identity and Diaspora”, Framework, no. 36,
1989.

. "When Du Bois first introduces the ‘Sorrow Songs' in ‘Forethought’,

he links them directly to the souls of black folk: ‘Before each chapter,
as now printed, stands a bar of the Sorrow Songs — some echo of
haunting melody from the only American music which welled up from
black souls in the dark past’ (W. E. B. Du Bois, The Souls of Black Folk,
Chicago, 1903 (1989), 2; emphasis mine). Moreover, in the ‘After-
thought' to Souls, Du Bois asks his readers to ‘Hear [his] cry’ (217), and
the best way to hear the souls of black folk, as Du Bois remarks at the
end of the first chapter, ‘Of Our Spiritual Strivings’, is to is to listen to
the ‘Sorrow Songs’ (12). Du Bois does not ask his readers to view or see
the souls of black folk, but instead he writes so ‘that men may listen
to the souls of black folk,"” Weheliye, p. 319.

Kobena Mercer, “Diaspora Aesthetics and Visual Culture”, in Harry
Justin and Ian Kennell Jackson (eds.), Black Cultural Traffic: Cross-
roads in Global Performance and Popular Culture, Ann Arbor, Univer-
sity of Michigan Press, 2005, pp. 141-161.

“So let's say goodbye to easy and comfortable generalizations, lain to
rest among the ashes of the suspension of disbelief. We are the invaders
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Olufemi Taiwo, “Exorcising Hegel's ghost: Africa’s challenge to philo-
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Emmanuel Chukwudi Eze, “The Color of Reason: The Idea of ‘Race’ in
Kant's Anthropology”, in E. C. Eze (ed.), Postcolonial African Philoso-
phy, Oxford, Blackwell Publishers, 1997.

It is common knowledge that Kant never abandoned his port city of
Kénigsberg (not even to visit Berlin!) and prepared his anthropological
and aesthetics lectures from transcriptions of his interactions with sea-
men, as Emmanuel Chukwudi Eze research establishes with rigorous
accuracy. These oral registers, based on the mythologies pullulating
in the imaginaries of the plantation economy, are the basis of the
“universal” character of European art as we know it until today.
Welcome to decoloniality Simon Njamil

Eze, op. cit.

Lewis R. Gordon, “Fanon and Development: A Philosophical Look”,
in Lansana Keita (ed.), Philosophy and African Development: Theory
and Practice, Dakar, CODESRIA, 2011.

Ngtgi wa Thiong’o, Globalectics: Theory and the Politics of Knowing,
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32.

“The basic thesis is the following: ‘modernity’ is a European narrative
that hides its darker side, ‘coloniality’. Coloniality, in other words, is
constitutive of modernity — there is no modernity without coloniality.”
Walter D. Mignolo, Coloniality: The Darker Side of Modernity,
originally published with the title “Coloniality and Modernity/Rational-
ity"”, Cultural Studies, vol. 21, #2-3, 2007, pp. 155-167.

"Decolonial Aesthetics Manifesto”, IDEA arts + society #39, 2011, pp.
89-91; http://transnationaldecolonialinstitute.wordpress.com/
decolonial-aesthetics/

“Subjectivities have been formed under the naturalization of dispen-
sability of human lives in the frame of the colonial matrix of power.
During the period of heavy slave trade lives made dispensable for
economic reasons implied that the people involved in slave trade

or benefiting directly or indirectly from it, did not subjectively care.
And if they did not care it was because either they accepted that
Africans were not quite human or did not care because they were get-
ting used to accepting the fact that there are human lives who are
just as dispensable as human beings even though necessary as work-
ers, be they enslaved, servants or employed at minimum wage.”

Cf. Walter D. Mignolo, “Dispensable and Bare Lives: Coloniality

and the Hidden Political/Economic Agenda of Modernity”, Human
Architecture: Journal of The Sociology of Self-Knowledge, 7, 2, 2009,
pp. 69-88, 78.

“Decolonial Aesthetics Manifesto”.

“Germany is one of the countries in which a public consciousness
about the crimes of the past is more advanced. For more than sixty
years Germany has dealt with the dark side of its history by an exami-
nation of Nazi atrocities, a process that it is often called Vergangen-
heitsbewiltigung. A similar practice of remembering and analizing
the past has been advanced in relation to the crimes committed
under the communist regime of East Germany. Such a collective ‘soul-
searching’ process has effects in the self-conception of the nation, its
main rationale being that of functioning as a warning about some-
thing that happened and should not, and cannot, happen again. Yet,
a similar attempt at reaching a truthful account of the events has not
been made in relation to the brutalities carried out by the German
Empire during the times of the Second Reich. The killing of hundreds
of thousands of human beings in German East Africa, today’s Tanzania,
and the genocide of the Herero and Nama in German South-West
Africa, today’s Namibia, remain unknown, hidden and forgotten.

This is not only the case of Germany, but it is also a common feature
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te declaratii orale, bazate pe mitologiile ce polueaza imaginarul economiei plantatiei, sint fundamentul carac-
terului ,universal” al artei europene, asa cum o stim pina in ziua de azi. Bine ai venit in decolonialism, Simon
Njami!

. Immanuel Kant, Opere. Observatii asupra sentimentului de frumos si sublim. Note la Observatii asupra senti-

mentului de frumos si sublim, traducere de Rodica Croitoru, s.I. [Bucuresti], ALL. s.a. [2008], p. 94. (N. red.)

. Eze, op. cit.

. Lewis R. Gordon, ,Fanon and Development: A Philosophical Look", in Lansana Keita (ed.), Philosophy and

African Development: Theory and Practice, Dakar, CODESRIA, 201 |.

. Vévé: simboluri voodoo folosite in Haiti, prin care s-au continuat traditii religioase de dinaintea traficului

transatlantic de sclavi. (N. red.)

. Ngtgi wa Thiong'o, Globalectics: Theory and the Politics of Knowing, New York, Columbia University Press,

2012.

G. W. k. Hegel, The Philosophy of History, traducere de J. Jibree, New York, Dover, 1956, p. 93 [Prelegeri
de filosofie a istoriei, traducere de Petru Draghici, Bucuresti, Humanitas, 1997].

. ,Minstrel performances": un tip de spectacol de comedie aparut in Statele Unite intre 1830 si 1920, care

a devenit pentru o perioadd importantd cea mai populard arta dramatica la nivel national. Se baza pe cari-
caturizarea rasistd a sclavilor de plantatie in citeva stereotipuri, interpretarea fiind asiguratd de actori albi
cu machiaj negru. (N. red.)

LJAunt Jemima“: nume de firmd de alimente pentru micul dejun, de mare succes in Statele Unite, fondata
la sfirsitul secolului XIX; numele provine de la unul dintre personajele stereotipice ale spectacolelor min-
strel. (N. red.)

. Vezi: http://wysinger.homestead.com/berlinconference.html/
. Dullay, tezd de masterat, 2010, p. 28.
37.

Frantz Fanon, Piele neagrd, mdsti albe, traducere de Vasi Ciubotariu, Cluj, Tact, 201 I, p. 204. (N. tr.)

. Vezi: http://zwartepietisracisme.tumblr.com/

,Premisa e urmdtoarea: «<modernitatea» e o naratiune europeana ce fsi ascunde latura intunecatd, «colo-
nialitatea». Cu alte cuvinte, colonialitatea e constitutiva modernitatii — nu existd modernitate fard colonia-
litate.” Vezi Walter D. Mignolo, ,Colonialitatea: partea mai intunecatd a modernitdtii*, IDEA artd +
societate #33-34, 2009, p. |75-187.

. ,Manifestul esteticii decoloniale”, IDEA artd + societate #39, 201 |, p. 89-91; http://transnationaldeco-

lonialinstitute.wordpress.com/decolonial-aesthetics/

. ,Subiectivitatile s-au format sub naturalizarea dispensabilitdtii vietilor umane in cadrul matricei coloniale de

putere. In pericada apogeului comertului cu sclavi, vietile dispensabile din ratiuni economice presupuneau
ca oamenilor implicati in comertul cu sclavi ori care beneficiazd in mod direct sau indirect de pe urma lui
nu le pasa in mod subiectiv. Si dacd nu le pasa era intrucit fie ei acceptau cd africanii nu erau tocmai oameni
ori nu le pasa fiindcd se obisnuiserd sd accepte faptul cd exista vieti umane ce sint deopotrivd dispensabi-
le ca fiinte umane chiar dacd necesare ca muncitori, fie ei sclavi, servitori ori angajati pe un salariu minim. "
Cf. Walter D. Mignolo, ,Dispensable and Bare Lives: Coloniality and the Hidden Political/Economic
Agenda of Modernity“, Human Architecture: Journal of The Sociology of Self-Knowledge, 7, 2, 2009, p.
69-88, 78.

,Manifestul esteticii decoloniale”.

,Germania e una dintre tdrile in care constiinta publica cu privire la crimele trecutului e mai avansata. Timp
de mai bine de saizeci de ani, Germania s-a confruntat cu latura fntunecatd a istoriei sale printr-o exami-
nare a atrocitdtilor naziste, un proces ce e deseori numit Vergangenheitsbewltigung. O practica similara
de rememorare si examinare a trecutului a fost Thaintatd in raport cu crimele comise sub regimul comu-
nist al Germaniei de Est. Un asemenea proces colectiv de «introspectie» are repercusiuni in constiinta de
sine nationald, ratiunea sa de a fi esentiald fiind aceea de a functiona ca un avertisment a ceva ce s-a intim-
plat si nu ar mai trebui, nu mai poate sa se intimple iar. Cu toate acestea, o incercare similara de a ajun-
ge la o relatare fideld a evenimentelor nu s-a produs in ce priveste brutalitatile comise de Imperiul German
pe durata celui de-al Doilea Reich. Masacrarea a sute de mii de ocameni in Africa de Est germana, Tanza-
nia de azi, si genocidul popoarelor Herero si Nama fn Africa de Sud-Vest germand, Namibia de azi, ramin
necunoscute, ascunse si uitate. Asta nu e doar in cazul Germaniei, ci e o trasatura comund a tuturor pute-
rilor coloniale moderne si contemporane. Care e mdsura si profunzimea, dacd e vreuna, a constiintei popoa-
relor din Germania, Spania, Portugalia, Marea Britanie, Olanda, Franta, Belgia, Italia, SUA si China in ce
priveste barbaria si crimele comise de-a lungul secolelor de imperialism modern ih America, Africa ori Asia?*
José-Manuel Barreto, ,The Politics of Amnesia: The Herero-Nama Genocide in the Context of European
and German Strategies of Denial”, in Alanna Lockward si Walter Mignolo (ed.), Catalogue for BE.BOP 201 2.
Black Europe Body Politics, Berlin, 2012, p. 28.

,Gardienii de la Shark Island si din alte lagdre au fost implicati in stiintele rasiale ce au fost initial utilizate pen-
tru a justifica razboiul, soldatii au Tnceput comertul cu craniile camenilor Herero si Nama morti, vinzin-
du-le savantilor; muzeelor si universitdtilor din Germania. Practica era intr-atit de raspinditd, incit a fost produsd
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in all modern and contemporary colonial powers. Which is the extend
and depth, if any, of the consciousness of the peoples of Germany,
Spain, Portugal, Great Britain, Holland, France, Belgium, Italy, the
USA and China about the barbarism and crimes committed alongside
of centuries of modern imperialism in America, Africa or Asia?" José-
Manuel Barreto, “The Politics of Amnesia: The Herero-Nama Genocide
in the Context of European and German Strategies of Denial”, in
Alanna Lockward and Walter Mignolo (eds.), Catalogue for BE.BOP
2012, Black Europe Body Politics, Berlin, 2012, p. 28.

. "The guards of Shark Island and other camps became involve in the

racial sciences that had originally being used to justify the war, sol-
diers begun to trade in the skulls of dead Herero and Nama people,
selling them to scientist, museums and universities back in Germany.
The practice was so widespread that this postcard was produced
showing soldiers packing the skulls. But these horrific pictures are of
the seven heads of Nama prisoners, probably from Shark Island, they
were preserved, numbered and labeled as Hottenttotte, the German
name for the Nama. They were then studied by race scientists who
had being inspired by the theories of a German geneticist called
Eugen Fischer who's ideas were to influence not just the Second Reich
but also the Third. . . . By measuring skulls, facial feautures and eye
color, Fischer and his proteges saw to prove that the native peoples of
Africa where not just inferior but as he put it animals, the racial theo-
ries that have being used to justify the genocide where now being
advanced by the human remains of its victims. By 1908 the concentra-
tion camps where finally shut down, three quarters of the Herero,
65,000 people had being killed, half of all the Nama people had also
being exterminated, across the country hundreds of villages stood
empty and German Southwest Africa finally belonged to the Germans.
... The last of the Herero and Nama where literally sold off to the
German farmers as slaves. Even today there are those who remember
the years of enslavement.” Excerpts from the documentary Namibia-
Genocide and the Second Reich, BBC Bristol, 2005. Research by Abby
d’Arcy Hughes, produced and directed by David Olusoga.

. Eric Van Grasdorff, Nicolai Réschert, and Firoze Manji, “Unbearable

silence, or How not to deal with your colonial past”, March 20, 2012,
Pambazuka News, 577, "Special Issue: Germany and genocide in
Namibia”.

. Alanna Lockward, “Decolonial Diasporic Aesthetics: Black German

Body Politics”, in Lockward and Walter, p. 9.

Manuela Boatca, “The mark of the non-modern: Citizenship as
ascribed inequality in the global age”, in Lockward and Mignolo,
p. 16.

. Allochtoon (plural: allochtonen) is a Dutch word (from Greek ddAéeyBawv,

from &Ahog (allos), other, and x0cdv (chthan) earth/land), literally
meaning “originating from another country”. It is the opposite of the
word autochtoon (in English, “autochthonous” or “autochthone”; from
Greek atrtdybov, from anreds (autos), self and again x0dv) literally
meaning “originating from this country”.

I am using visibly Black in relation to “visibly black” in Marco Polo
Hernandez Cuevas, The Erasure of the African Element of Mestizaje
in Modern Mexico: The codling of visibly black mestizos according to
white aesthetics in and through the diiscourse on nation during the cul-
tural phase of the Mexican revolution 1920-1968, where he speaks of
visibly black mestizos/as and visibly black Mexicans contesting the idea
that mestizaje (the mixture of “races”) in Mexico is based on indigenous
and white European roots only, wherefrom the African element is
excised. The “visibly black” Mexicans refers to Black Mexicans who

are mix-raced and yet “visibly black”, that is blackness is present in
Mexican mestizaje whether it is visible or not, which is indeed the case.

José-Manuel Barreto, “Human Rights and the Buried Crimes of Moder-
nity”, in P. Singh and V. Kanwar, Critical International Law: Post-Real-
ism, Post-Colonialism and Transnationalism, New Delhi, Oxford
University Press, forthcoming.

Walter D. Mignolo, “Epistemic Disobedience and the Decolonial
Option: A Manifesto”, in Transmodernity: Journal of Peripheral
Cultural Production of the Luso-Hispanic World, 1(2), Fall 2011, p. 48.

. http://robbieshilliam.wordpress.com/2012/06/04/decolonial-

aesthetics-at-be-bop-black-europe-body-politics.
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o vedere ce arita soldati care fmpachetau craniile. nsi aceste imagini oribile sint cu cele sapte capete ale
prizonierilor Nama, probabil din Shark Island, conservate, numerotate si etichetate ca Hottenttotte,
denumirea germand pentru Nama. Ulterior ele au fost studiate de oamenii de stiintd rasisti inspirati de teo-
riile geneticianului german Eugen Fischer, ale carui idei aveau sa influenteze nu doar cel de-al Doilea Reich
cisi pe al Treilea. [...] Prin mdsurarea craniilor, a trdsaturilor faciale si a culorii ochilor, Fischer si discipolii
sdi urmdreau sd demonstreze cd populatiile indigene din Africa nu erau doar inferioare, i, in formularea
sa, animale. Teoriile rasiale ce au fost utilizate pentru a justifica genocidul erau acum fnaintate de rdmasitele
umane ale victimelor sale. Pind in 1908, lagarele de concentrare au fost in cele din urmd inchise, trei sfer-
turi din populatia Herero, 65.000 de oameni, au fost ucisi, jumétate din intreaga populatie Nama a fost,
de asemenea, exterminatd, pe tot cuprinsul tarii sute de sate au ramas goale si Africa de Sud-Vest
apartinea in cele din urma germanilor. [...] Ultimii dintre Herero si Nama au fost literalmente vinduti ca
sclavi fermierilor germani. Pind si astazi mai sint dintre cei care isi amintesc anii sclaviei.” Extrase din docu-
mentarul Namibia-Genocide and the Second Reich, BBC Bristol, 2005. Cercetare intreprinsd de Abby
d'Arcy Hughes, documentar produs si regizat de David Olusoga.

Eric Van Grasdorff, Nicolai Réschert si Firoze Manji, ,Unbearable silence, or How not to deal with your colo-
nial past*, 20 martie 2012, Pambazuka News, 577, ,Special Issue: Germany and genocide in Namibia“.

Alanna Lockward, ,Decolonial Diasporic Aesthetics: Black German Body Politics*, in Lockward si Migno-
lo, p. 9.

Manuela Boatcd, ,The mark of the non-modern: Citizenship as ascribed inequality in the global age®, in
Lockward si Mignolo, p. 16.

Allochtoon (plural: allochtonen) e un cuvint olandez (din grecescul éhhébwv, din ddhog (allos), altul, si
x0cbv (chthén), pamint/teritoriu), fnsemnind literalmente ,originar dintr-o altd tard". Este contrarul cuvin-
tului autochtoon (in englezd, ,autochthonous* ori ,.autochthone®; din grecescul aitdyfawv, din onreds (autos),
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1989

Alexandru Polgar

Sa incepem cu citeva puneri in garda.
Acesta nu e un eseu ,stiintific* si nu voi oferi cifre si citate interesante
in sprijinul celor citorva ginduri pe care as dori sd le impart cu cei inte-
resati de ce s-a Intimplat cu adevdrat in 1989 sau, mai curind, ca
, 1989, ca evenimentul pe care istoria 1l consemneaza in mod gresit
ca ,prabusire a comunismului®.

Daca exista o arie bibliografica documentabild care sa constituie un fel
de baza pentru ce am de zis, ea tine mai curind 1n doud nume, care
apartin, ambele, asa-numitei ,filosofii contemporane®, dar sint astazi, in
mod egal si la fel de infam, iesite din uz: Martin Heidegger si Gérard
Granel.' Gindul central la care voi raporta incercarea mea de a inter-
preta evenimentul numit ,, | 989" e acela

VErso

1989

Alexandru Polgar

Let us start with a few cautions.

This is not a “scientific” essay, and I am not going to offer any interesting numbers
and quotations supporting the few thoughts I would like to share with those inter-
ested in what actually happened in 1989 or, rather, as “1989", as the event erro-
neously recorded by history as the “fall of communism”.

If there is a documentable bibliographical area that constitutes some sort of basis

for what I have to say, it holds rather in two

al ,istorialitatii* (Geschichtlichkeit, histo-

e o o $70T
rialité), care presupune ca exista o struc-
. . A $60T
turare mai de profunzime in spatele
$50T

cursului real al istoriei decit aceea pro-
pusa de diversele modele sau periodizari e

names, which both belong to so-called “con-
World temporary philosophy”, but are today equally
/\/ and infamously out of fashion: Martin Heideg-
ger and Gérard Granel." The central thought

to which I will refer my attempt at interpret-

inventate de cercetdrile istoriografice. | %507 /_/——f’ ing “1989" is that of “historicity” (Geschicht -
Aceasta structurare mai de profunzime s2o s lichkeit, historialité), which supposes that
(Sau' mai curind, doar d|fer|ta) are de-a $10m 0 there is a deeper structuring behind the actu-

—

face cu ceea ce Heidegger a numit o §0 oot |

,,epOCé aﬁintei“ —0 paradigmé de sens 1960 1965 1970 1975 1980 1985

%0 995 2000~ 2005 2011 al course of history than that proposed by

care ,da" un profil comun sau o forma- Evolutia PIB la nivel mondial (in mii de miliarde de dolari)
Evolution of global GDP (in trillions of dollars). Sursa / Source: Google

litate comuna diverselor practici care
apartin unei asemenea epoci: de la artd
la stiinte, de la politica la religie. Am pus cuvintul ,dd" in ghilimele deoa-
rece e imposibil sa-i pastram aici intelesul plin. O epoca a fiintei nu este
o Cauzd care produce efecte, ci, mai degraba, o constructie teoretica
abstractd menitd sa atragd atentia asupra faptului ca exista un fel de stra-
nie co-apartenentd a practicilor care se ivesc intr-o epoca datd. Aceasta
co-apartenenta e lecturabild, dupa Heidegger, ntr-o suitd de trasaturi,
care trebuie numite, n pofida ambiguitatii nemijlocite a termenului n
zilele noastre, ,,onto-logice”, In masura in care ele depésesc, de pilda,
simplele ,perioade” artistice sau ,paradigme” stiintifice, asa cum sint defi-
nite acestea de teoria artei sau de epistemologie. Pentru Heidegger, toate
trasaturile modernitdtii sint reductibile la ceva ce el a numit ,esenta teh-
nicii moderne™* (faimosul Ge-stell), care permite delimitarea modemnitatii
nu doar ca o pericadd istoricd, cum e ea indecbste teoretizatd de diverse-
le stiinte sociale, ci drept o epoca rezultind din ivirea unui nou sens al
fiintei (al lui ,afi*), care atrage dupa sine — sau, mai curind, se ,manifes-
13" pe sine ca— o noua definitie a lui a-fi-om (,umanitatea” modernd drept
subiect al actiunii si al cunoasterii®), precum si 0 noud definitie a ,lumii
(ca naturd), a cunoasterii (ca reprezentare sistematica a legilor naturii)
etc. Ge-stell, in nuce, Inseamna ca toate findurile sint interpretate por-
nind de la un sens de baza care dfirmd, instantiazd, postuleazd (reve-
leaza, dez-vdluie, pro-duce) Natura drept ceva cdruia omul fi poate fi
proprietar si stapin (cum zicea Descartes). De unde stiintele noastre pozi-
tive, care sint asa nu fiindcd s-ar opune unei stiinte care ar fi, in mod ciu-

various models or periodizations invented in
historiographic studies. This deeper or rather
just different structuring has to do with
something that Heidegger has called an “age of Being” - a paradigm of meaning
that “gives” a common shape or formality to various practices belonging to such
an age: from art to sciences, from politics to religion. I put the word “gives” in
quotation marks because it is impossible to retain here its full meaning. An age of
Being is not a Cause that produces effects, but rather an abstract theoretical con-
struction meant to draw attention upon the fact that there is some sort of strange
co-belonging of practices occurring in a certain age. This co-belonging is readable,
according to Heidegger, in a number of features that must be called, in spite of
the immediate ambiguity of the term today, “onto-logical”, insofar as they exceed
simple artistic “periods” or scientific “paradigms”, for instance, as defined by art
theory or epistemology. For Heidegger, all features of modernity are reducible to
something he called the “essence of modern technology* (the famous Ge-stell),
which allows for delimiting modernity not only as a historical period, as it is usually
theorized by various social sciences, but as an age resulting from the occurrence of
a new meaning of Being (of “to be"), which also triggers

- or, rather, “manifests" itself in — a new definition of being-human (modern
“humanity” as the subject of action and knowledge?), as well as in a new definition
of “world” (as nature) and knowledge (as systematic representation of natural laws),
etc. Ge-stell, in a nutshell, means that all beings are interpreted from a basic
meaning that posits (reveals, un-covers, pro-duces) Nature as something to be

“owned and mastered by man” (as Descartes put it). Hence our positive sciences,
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dat, ,negativa“, ci pentru ca repetd matricea fundamentald a stiintei mo-
derne n general, in care se afld la lucru o falie esentiald intre un subiect
care postuleaza si un obiect postulat, n asa fel incit aceasta falie devine
presupozitia fundamentala a intregii atitudini stiintifice. Cu toate astea,
Ge-stell nu se referd doar la atitudinea stiintifica, ci descrie, de aseme-
nea, transformarea findurilor intr-o resursd a manipuldrii de cdtre om
(de pildd in cadrul economiei), precum si ivirea pietei (mondiale)
moderne ca regulator a cum anume ne raportam la fiinduri.* Pe scurt,
generalitatea Ge-stell-ului vizeaza toate fenomenele moderne din punc-
tul de vedere al acelui ceva care le comanda drept principiul lor cen-
tral: calculele pietei.®

Granel, in ce-l priveste, complica gindul Ge-stell-ului, al ,esentei tehni-
cii moderne®, grefind peste el notiunea marxiand de capital®, despre care
demonstreaza cd se referd, de fapt, nu'in primul rind la capitalurile ,real-
existente” (cel financiar, cel industrial si cel comercial), i la principiul care
std in spatele tuturor acestora, si anume acumularea sau productia neli-
mitatd a unei bogdtii teleologice si, totodatd, netdrmurite sau infinite.”
Pentru Granel, modernitatea este, din punctul de vedere al istorialitatii,
regimul Infinitului, caruia productia infinitd de bogatie infinitd i este doar
un caz, chiar daca unul esential, care furnizeaza matricea generatoare
a tuturor fenomenelor moderne.®

T lumina acestor detalii, se iveste posibilitatea de a interpreta evenimen-
tul numit , 1989" drept implinirea istoriald efectivd a productiei infinite
(sau, pentru a-i folosi numele mai pedestru, a capitalismului), in timp ce
regimurile ,socialiste” sau ,comuniste” real-existente (voi reveni intr-o
clipd la aceste ghilimele) pot fi descrise ca regimuri ale unei productii
cumva ncé finite (cel putin virtual si la nivelul ideologic cel mai patent).
Acesta ar fi, pe scurt, gindul de bazd pe care 1l voi desfasura in cele ce
urmeaza.

Pentru a face asta, voi Tncepe prin a interoga nitel ratiunea din spatele
ntiinirii noastre (,postcomunismul, doudzeci de ani mai tirziu®).”

Prin aceastd interogare, intentia mea nu e aceea de a alimenta vreo sus-
piciune vaga n legdtura cu indreptitirea teoretica si politica a unei ase-
menea priviri in urma asupra istoriei noastre celei mai recente. Cu toate
astea, nu pot subscrie cu inima usoara la a continua sa folosim in mod
necritic termeni precum ,socialism®, ,comunism* sau, vorba vine, ,post-
comunism®”. Nu cd toti acesti termeni ar fi fost utilizati in mod ,fraudu-
los" de-a lungul ntregului secol al XX-lea, dar, Th ce ma priveste, imi
este destul de clar ca regimurile care au pretins intr-un fel sau altul ca
sint ,comuniste” n-au facut decit sd falsifice nucleul emancipator al sta-
fiei (oricft de fragil sau de nerecunoscut ar fi devenit acest nucleu astézi,
in vremurile noastre asa-zis ,postcomuniste”). Caci comunismul — ca
incercare de a aboli productia bazata pe proprietatea privata, precum
si separarea dintre producatori (lucrdtori, muncitori) si mijloacele lor de
productie — nu se epuizeazd in inlocuirea ,,economiei de piatd” cu o pro-
ductie bazata pe proprietatea privatd de stat (si spun asta pentru ca mi
se pare cd a sosit clipa sd observam ca , proprietatea de stat” e tot atit
de privata — de rezervata — ca proprietatea capitalista obisnuitd, mai ales
atunci cind e salvgardatd de un aparat represiv care tine la distanta pro-
ducatorii efectivi de deciziile esentiale privitoare la telurile si structura
productiei). De vreme ce o emancipare comunista n acest sens, cel
mai banal, n-a avut nicidecum loc In societatile ,comuniste real-existen-
te", cu greu s-ar putea vorbi de un ,comunism de fapt" care sa-si meri-
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which are so not because they would oppose a science that would be strangely
“negative”, but because they repeat the fundamental matrix of modern science in
general, wherein an essential split between a positing subject and a posited object
is at work as the basic presupposition of scientific attitude as such. Nevertheless,
Ge-stell does not refer only to scientific attitude, but also describes the transforma-
tion of beings into a resource of human manipulation (for instance, in economy), as
well as the emergence of modern (global) market as a regulator of how we relate
to beings.* In brief, Ge-stell’s generality covers all modern phenomena from the
point of view of what commands them as their central principle: the calculations
of market.®

Granel, in his turn, complicates the thought of Ge-stell, of “the essence of modern
technology”, by grafting onto it Marx's notion of Capital,® about which he demon-
strates that it refers, in fact, not primarily to “really existing” capitals (financial,
industrial, and commercial), but to the principle that stands behind them all, that
of a limitless accumulation or production of a teleological and, simultaneously, lim-
itless or infinite wealth.” For Granel, modernity is, from the point of view of his -
toricity, the regime of the Infinite, of which infinite production of infinite wealth

is only an example, even though an essential example that provides us with the
generative matrix of all modern phenomena.®

In the light of all this, one could interpret “1989" as the actual historical accom-
plishment of infinite production (or, using its more pedestrian name, capitalism),
while so called really existing “socialist” or “communist” regimes (I will return in

a second to these quotations marks) could be described as regimes of a somehow
finite production (at least virtually and at the most obvious ideological level). This
would be, in brief, the guiding thought (or “thesis”) that I would like to unfold in
what follows.

In order to do this I would start by interrogating a little the reason behind our
meeting (“post-communism, twenty years later”).?

By this interrogation, my intention is not that of raising some vague suspicion
about the theoretical and political legitimacy of such a looking back at our most
recent history. Nevertheless, it is not easy for me to agree with using uncritically
terms such as “socialism”, “communism” or, for that matter, “post-communism”.
Not that all these terms would have been used “fraudulently” during the entire
20th century, but, to my mind, it is quite clear that every regime that claimed

to be “communist” in a way or another actually falsified the liberating core of

the “specter” (however fragile or unrecognizable such a core might have become
today, in our so-called “post-communist” times). For, communism — as an attempt
at abolishing production based on private property, as well as the separation
between producers (laborers, workers) and their means of production — does not
exhaust itself in replacing the “free market economy” with a production based on
state private property (since I believe it is high time to notice that “state property”
is just as private — reserved — as regular capitalist property, especially when it is
safeguarded by a repressive apparatus that keeps away actual producers from
essential decisions regarding the aims and structure of production). Since a com -
munist emancipation in this most basic sense did not occur in “really existing”
(really? existing?) “communist” societies, one could hardly speak of an “actual
communism” worth of its name. Hence, “post-communism”, as a relative term,

seems to be just as erroneous.

te numele. Prin urmare, ,post-comunismul®, ca termen relativ, pare sa
fie, si el, la fel de eronat.

Cum se poate vedea cu ochiul liber, pind si 0 asemenea minima pre-
cautie in legdturd cu termenii insisi ai dezbaterii noastre scoate la lumind
o situatie logicd (lingvisticd, semanticd) cu totul speciald, despre care am
putea ntelege deja cd nu e deloc ,de la sine inteleasd”, chiar daca in lumea
specialistilor in stiinte socioumane, de la istorici la tranzitologi de tot felul,
o asemenea chestiune ar putea parea o luare la trintd perfect sterila cu
cuvintele. Dar nu-i nimic de facut Tmpotriva acestui lucru: oamenii de
stiinta par sd creada astazi doar in numerologia voodoo a nesfirsitelor
lor statistici. Cind spun asemenea lucruri n-as sti sa ma apar, binelinteles,
de mantra ,stintificd“ a epocii noastre (impdrtdsitd deopotriva de teo-
reticieni neomarxisti — sau doar neostinga — si de tot felul de specialisti
Tn stiinte politice), iar atitudinea mea ar putea trece drept un fel de obscu-
rantism reactionar. Ar fi aproape lipsit de sens sa reamintesc ca statis-
ticile de toate felurile si, in general, analiza cantitativa, in pofida preciziei
lor Imbucuratoare si foarte utile,
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As one can see, even such a minimal caution towards the very terms of our debate
brings to light a very particular logical (linguistic, semantic) situation about which
we might already sense that “it does not go without saying”, even though in the
world of human and social scientists, from historians to transitologists of all kinds,
such a question might appear as a perfectly sterile wrestling with words. But there
is nothing to do against this: scientists seem to believe today only in the voodoo-
like numerology of their countless statistics. Of course, when I utter such things

I could not defend myself against the “scientific” mantra of our age (shared equal-
ly by neo-Marxists or just neo-left-wing theorists, as well as by all sorts of political
scientists), and my attitude could pass as some sort of reactionary obscurantism.
It would be almost worthless to remind that statistics of all sorts and, in general,
quantitative analysis, in spite of their felicitous and extremely useful precision, are
first and foremost interpretation, and belong to the more general phenomenon of
political comprehension, of which all scientists know that it can never be politically

neutral. My attitude, in fact, does not

sint, Tnainte de toate, interpretare
si apartin fenomenului mai general

Global water consumption, 1900-2025
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want to say that “science” is futile, but

rather that “science” (or its appearance
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“at hand" for socio-political “applica-

ca acest celalalt mod de gindire, nu-
mit in mod traditional ,filosofie” (un
nume tot mai dificil de folosit in sens
traditional), ar fi pur si simplu ,,dispo-
nibil“ sau ,la indemina“ pentru ,aplicatii* social-politice. Spre deosebire
de stiintd, filo-sofia, in distanta ei marcata in raport cu ,intelepciunea”,
trebuie sa se inventeze pe ea Tnsasi pe fundalul unei traditii care nu e
nicidecum un depozit de ,metode” asemandtor celui al stiintelor mo-
derne obisnuite (naturale sau umane). Cu alte cuvinte, filosofiei fi lipsesc
algoritmurile atitudinii stiintifice care fac posibild o reprezentare cantita-
tiva si calitativa a faptelor. Sarcina cea mai proprie a filosofiei este aceea
de a determina sarcina gindirii, adica de a gasi un raspuns la intrebarea
,ce-i de gindit?* Pe scurt, asta Inseamnd aruncarea chestiunii gindirii insdsi
intr-o purd lipsa de siguranta, in timp ce, in cazul stiintei, asemenea ches-
tiuni sint deja decise (si salvgardate): gindirea e un proces psihofizic ce
are loc ntr-un creier, iar sarcina ei este aceea de a reprezenta ,realita-
tea" asa cum este. In acest sens, pentru oamenii de stiintd de toate tipuri-
le, existenta ,,comunismului® si a ,postcomunismului” e la fel de putin
enigmatica precum aceea a oricarui fapt stiintific. Nu spun ca asta n-ar
fi si cazul unora dintre filosofi, dar sustin ca sarcina ginditorului atit Tn cadrul
stiintei, cit siin cel al filosofiei e aceea de a se intreba: a fost oare cu ade -
vdrat comunism? E oare cu adevdrat postcomunism? Aceste doua

Sursa / Source: www.wrsc.org

tions”. Unlike science, philo-sophy, in its

Consumul global de apa in miliarde de metri cubi pe an

marked distance from “wisdom”, must

invent itself against the background of a

tradition that is by no means a depository
of “methods” similar to regular modern sciences (natural or human). In other words,
philosophy lacks the algorithms of scientific attitude that make possible a quanti-
tative and qualitative representation of facts. Philosophy’s most proper task is
to determine the task of thinking, to find an answer to the question “what is to be
thought?” In brief, this means to throw the matter of thinking itself into sheer
insecurity, while, for science, such questions are already decided (and secured):
thinking is a psycho-physical process occurring in the brain and the task of think-
ing is to represent “reality” as it is. In this sense, for scientists of all sorts the exis-
tence of “communism” and “post-communism” is just as clear-cut as any other
scientific fact. I am not saying that this is not the case also for some philosophers,
but I claim that the thinker’s task in both science and philosophy is to ask: was
“it" truly communism? Is “it” truly post-communism? These two questions come
logically before any sort of assessment of the two decades that came after 1989,
since the question itself: “post-communism, twenty years later” already contains
these two presuppositions: that “it” was communism, that “it” is post-commu-

nism.

143



ntrebari vin logic inaintea oricarei evaludri a celor doud decenii de dupa
1989, de vreme ce chestiunea ca atare: ,postcomunism, doudzeci de
ani mai tirziu" contine deja aceste doud presupozitii: ca a fost comunism,
ca e post-comunism.
Tabdra celor care cred cu adevarat cd socialismul real-existent a fost
Comunism e destul de mare. La urma urmei, acest raspuns are de par-
tea lui faimosul dicton al lui Marx si Engels, conform cdruia comunismul
nu e un ideal la care realitatea ar trebui ajustatd, ci miscarea muncito-
reascd insdsi, lupta reald. De fapt, aparenta cd asa-zisele state ,comu-
niste” au fost, nu doar initial, ci de-a lungul intregii lor dezvoltdri istorice,
un rezultat al acestei miscari e una dintre primele preconditii pentru iden-
tificarea comunismelor/socialismelor reale cu Comunismul ca atare. Cu
toate astea, intentia principala din spatele unei asemenea identificari e
astdzi aceea de a impiedica muncitorii de toate felurile sa lupte pentru
un aranjament social mai avantajos pentru cei de-o seamad cu ei. in cazul
in care comunismul a fost epuizat in intregime de esecul sau istoric, asta
inseamna un singur lucru: comunismul ca atare e imposibil, iar ordinea
sociopolitica in care oamenii trebuie sd munceasca pentru profitul ultim
al unei bogdtii aflate n crestere permanenta (adica impotriva lor insisi si
a emancipdrii lor in raport cu aceastd matrice sociald de bazd) e singu-
ra de care dispunem si de care vom putea dispune vreodata. latd de
ce e atit de important pentru dusmanii societatii fard clase sa impund
consensul ideologic asupra epuizdrii comunismului si a socialismului i
experienta lor (declarativ) ,real-existenta” in Est si Vest. Dar comunis-
mul, bineinteles, nu s-a epuizat Tn numeroasele experiente istorice
care au avut loc sub stindardul sau.
Sustin cd, n pofida faptului ca forta ideii comuniste (care este aceea a
unei reorganizari mai mult sau mai putin treptate, mai mult sau mai putin
violente a productiei capitaliste) si-a pierdut tot mai mult puterea de mobi-
lizare printre muncitorii salariati, adevarul faliei de clasd, falie ce consti-
tuie matricea generatoare fundamentald a societatii noastre, e la fel de
actual-inactual ca-ntotdeauna. Au reusit oare ,,comunismele” sau ,socia-
lismele” reale si rezolve chestiunea acestei falii sociale? intrebarea cere
de la noi sa dintarim o alta: conteaza oare, din punctul de vedere al divi-
Zziunii social-politice dintre o functie-capitalist si o functie-proletar in cadrul
productiei de marfuri, daca functia-capitalist e saturatd de un individ sau
de un stat? Raspunsul, in ce ma priveste, e acela cd, atita timp cit falia
sociald dureazd, compozitia efectivd a polului capitalist e mai putin im-
portanta (cum spuneam, proprietatea e la fel de privatd — adica de rezer-
vata doar unuia dintre poluri in folosirea sa ca mijloc de productie —,
indiferent de persoanele reale sau de mecanismele care organizeaza
privarea muncitorilor de mijloacele lor de productie). Acesta e unul din-
tre argumentele principale pentru care nu putem fi de acord cu preten-
tia ,comunismelor” si ,socialismelor” reale de a fi fost realizarea istorica
a comunismului.
Drept consecintd a acestui fel de a rationa, ,post-comunismul” nu e ceva
ce vine dupd ,comunism®, ci mai curind un fel straniu de post-capitalism.
Bineinteles, acest gind n-are nimic foarte nou. E mai curind consecinta
aplicrii categoriei ,capitalismului de stat” (folosite in cadrul miscarii so-
cialiste nca din secolul al XIX-lea, de la social-democrati la comunistii
consilisti si la Lenin insusi) la reflectia asupra situatiei istorice a ,comunis-
mului real si existent”. Cel mai recent, si in raport direct cu gindirea
situatiei de dupa 1989, termenul a fost readus in discutie cel mai con-
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The camp of those who truly believe that really existing communism was Commu-
nism is quite wide. After all, this answer has on its side Marx’s and Engels’ famous
dictum that communism is not an ideal to which reality should be adjusted, but
the actual workers’ movement itself. In fact, the appearance that so-called “com-
munist” states were not only initially, but in their entire historical development

a result of this movement is one of the first preconditions for the identification of
really existing communisms/socialisms with Communism as such. However, the
main point behind such identification is today to prevent workers of all sorts from
fighting for a more advantageous social arrangement for their kind. If commun-
ism, in its totality, has been extinguished in its historical failure, it means that com-
munism as such is impossible, and the socio-political order that makes people
work for the ultimate profit of an ever growing wealth (that is, against themselves
and their liberation from this fundamental social matrix) is the only one we have
and could ever have. This is why it is so important for the enemies of a classless
society to establish the ideological consensus that communism actually exhausted
itself in the experience of really existing (self-declared, self-baptized) “commun-
isms” or “socialisms" in East and West. But what if communism did not exhaust
itself in the manifold historical experiences that occurred under its banner?

I claim that in spite of the fact that the force of the communist idea, which is that
of a more or less progressive, more or less violent reorganization of capitalist pro-
duction, has increasingly lost its power of mobilization among actual wage work -
ers, the truth of the class split that constitutes the fundamental generative matrix
of our society is just as timely-untimely as ever. Did really existing “communisms”
or “socialisms” manage to solve the matter of this social split? This question
requires from us to think about another: does it matter, from the point of view of
the socio-political division between a capitalist-function and a proletarian-function
in production, whether the capitalist-function is fulfilled by an individual or a
state? The answer, to my mind, is that, as long as the social split endures, the actu-
al social composition of the capitalist pole is indifferent (as I was saying, property
is just as private, that is, reserved to one pole in its usage as a means of produc-
tion, regardless the actual persons or mechanisms that organize the privation of
workers from their means of production). This is one of the main arguments why
really existing “communisms” or “socialisms” cannot be granted their claim to
have been the historical realization of communism.

As a result of this way of reasoning “post-communism” is not something that
comes after “communism”, but a rather strange sort of post-capitalism.

Of course, this thought has nothing terribly new. It is rather the consequence of
applying the category of “state capitalism” (used in the socialist movement since
the 19th century, from social democrats to council communists and Lenin himself)
to the reflection upon the historical situation of “really existing communism”.
Most recently, and in direct relationship to the thinking of the post-1989 condition,
the term was brought up again most convincingly by the Hungarian philosopher
G. M. Tamas,™ to whom I owe this line of interpretation. In one of his latest writ-
ings, however, Tamas explains that it is not enough to term “really existing com-
munism” (or rather “socialism”, says he) “state capitalism”, but is important to pay
heed to the quite particular sort of state capitalism that was erected by the so-
called “communist” regimes." Although this detail is extremely important when

the task is that of describing the precise socio-economic model applied in Eastern

vingator de catre filosoful maghiar G. M. Tamas'®, caruia i datorez aceas-
ta linie de interpretare. Totusi, intr-una dintre scrierile sale cele mai recen-
te, Tamas aratd cd nu e Tndeajuns sa numim ,,comunismul real-existent"
(sau mai curind ,socialismul®, zice el) ,capitalism de stat", ci e impor-
tant sd acorddm atentie felului particular de capitalism de stat care a fost
ridicat de asa-numitele regimuri ,comuniste®."" Cu toate cd acest deta-
liu e extrem de important atunci dind sarcina e aceea de a descrie mode-
lul social-economic precis aplicat in Europa de Est, in U.R.S.S. sin alte
parti, de vreme ce au existat diferente destul de semnificative intre tari-
le luate individual, ,faptul” cu adevarat decisiv pentru tipul de meditatie
pe care Incerc s-o organizez aici e totusi ideea c3, 1n pofida tuturor in-
cercarilor de a construi o enclava ,socialista“ sau o viziune alternativa
despre lume ntre granitele teritoriului delimitat de Cortina de Fier,
,comunismul real-existent” (=, capitalismul de stat socialist*) n-a fost
in stare sa opereze o separare cu adevdrat semnificativa de lumea
capitalistd. Lumea socialistd fusese mult mai putin izolatd de economia
globald decit lasa sd se Tnteleaga un ter-
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Europe, the U.S.S.R. and elsewhere, since there were quite significant differences
between individual countries, the truly decisive “fact” for the type of meditation

I try to organize here is nevertheless the idea that, in spite of all attempts at build-
ing a “socialist” enclave or alternative worldview within the confines of the territo-
ry delimited by the Iron Curtain, “really existing communism” (= “socialist state
capitalism”) was not able to perform a truly significant separation from the capital-
ist world. The socialist world was much less isolated from global economy than a
term such as the “Iron Curtain” would suggest. This is a fact all serious economists
and social scientists know or should know.

If “communism” could preserve for a long time the ideological illusion that its
highest aim was to build a society based on a truly different worldview (implying,
consequently, a different sort of “globalization”), even the most unprepared theo-
retical eye can notice that in terms of the basic interpretation of “reality” (or, in
fact, “Being”, to start moving towards Heidegger), of “man” and “world” (as “nature”

and, consequently, as “natural resource”),

men precum ,Cortina de Fier". Aces-
ta e un fapt pe care toti economistii si
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as well as of the “meaning of life” (= pro -
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ideological claim of "building a communist
society”), there were, in fact, very little dif-
ferences between the “capitalist” world
and the “communist” world. This is what
Heidegger described in his Introduction

to Metaphysics as the "metaphysical same-
ness of Russia and America”."

Before attempting to dig myself deeper into

1 | 1 what sort of truth formation announces itself

L=t L2l ALY A0 in this more than curious coincidence

litatii* (sau, de fapt, a ,fiintei”, pentru  Consumul mondial de titei, 1950-2005 (in milioane de tone)

a ne misca deja in directia lui Heideg-

ger), a ,omului® sia ,lumii“ (ca ,naturd” si, prin urmare, ca ,resursa natu-
rala*), precum si a ,sensului vietii (= productia, dublatd mereu,
bineinteles, de pretentia ideologica a ,construirii unei societdti comu-
niste”), au existat, de fapt, foarte putine diferente intre lumea ,capita-
lista" si cea ,comunista”. Asta descrisese Heidegger in a sa Introducere
in metdfizicd drept ,acelasi-ul metafizic al Rusiei si al Americii*.'?
Tnainte de aincerca s3 sap mai adinc fn chestiunea a ce fel de formatiu-
ne de adevar se anunta in aceasta coincidenta mai mult decit stranie a
celor douad tipuri de acelasi ce pot fi trasate intre ,,comunismul real-exis-
tent” si ,capitalismul de piatd libera” (acelasi-ul reperat din punctul de
fugd al capitalismului de stat si cel reperat din punctul de fugd metafi-
Zic), as vrea sa reamintesc aici ca, n locul pe care l-am mentionat, Heideg-
ger vorbeste de aceeasi frenezie a exploatdrii economice a ,resurselor*
(prin care ,totul” devine o resursd) in intilnirea sa cu modul de gindire
tehnic. Heidegger poate stabili cu atfta sigurantd similaritatea metafizica
a ,Rusiei” si a ,Americii* pentru ca priveste aceste doua entitati mon-
dial-politice dinspre punctul de fuga al gindului sdu despre esenta teh-
nicii moderne. E crucial totusi ca aceastd similaritate e una metdfizicd,
adica, folosind un termen heideggerian si mai specific, onto-logica,
una care are de-a face cu interpretarea subiacentd a fiintei care e la lucru
in ridicarea ,Rusiei sia ,Americii* ca proiecte mondial-politice. Aceastd

between the two different types of same-
ness that can be drawn between “really
existing communism” and “free market capitalism” (the sameness diagnosed from
the vantage point of “state capitalism” and that diagnosed from the vantage point
of “metaphysics”), I would like to remind here that, in the place I mentioned,
Heidegger speaks of the same frenzy of economic exploitation of “resources”
(whereby “everything” becomes a resource) in its meeting with the technological
mode of thinking. Heidegger can establish so surely the metaphysical sameness of
“Russia” and “America” because he is scrutinizing these two world political entities
from the vantage point of his notion about the essence of modern technology.
Nevertheless it is crucial that this sameness is metaphysical, that is, using a more
specifically Heideggerian term, onto-logical, one that concerns the underlying
interpretation of Being that is at work in the setting up of Russia and America as
world political projects. This sameness does not prohibit, of course, the well-known
differences between the U.S.S.R. and the U.S.A. in what concerns social organiza-
tion, details of everyday life, the practice of power, etc.

However, there is a consequence of this sameness that a later text by Heidegger,
which reasserts the sameness, seems to make almost unfathomable. In his “Letter
on Humanism"”, Heidegger speaks of the world historical importance of commu-
nism," but he leaves this thought in an exemplary indetermination, which is all the

more disquieting insofar as a metaphysical sameness between “Russia” and “Ameri-
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similaritate nu interzice, bineinteles, bine cunoscutele diferente ntre
U.RS.S. si S.U.A. In ce priveste organizarea sociald, detaliile vietii de
zi cu zi, practica puterii etc.

Existd totusi o consecintd a acestei similaritati pe care o reformulare a ace-
lasi-ului intr-un text utterior al lui Heidegger pare s-o faca aproape inson-
dabil3. in ,Scrisoare despre umanism®, el vorbeste despre importanta
mondial-istorica a comunismului®?, dar lasa acest gind intr-o indetermi-
nare exemplard, lucru cu atft mai ingrijorator cu cft acelasi-ul metafizic al
,Rusiei” si al ,Americii” ar implica, dacd nu ma insel cu totul, ca relevanta
lor mondial-istoricd e, de asemenea, aceeasi. Totusi, de vreme ce am
mentionat deja ca pentru Heidegger ,acelasi* nu inseamna ,identic”,
am putea merge un pic mai departe cu interogatia, adica pind dincolo de
diferentele patente dintre ,Rusia” si ,America“, si sa ne intrebdam dacd nu
exista oare si o diferentd mondial-istorica intre cele doud. Asta ar insem-
na sa considerdm comunismul si capitalismul ca doud modalitati diferite
de a popula matricea Ge-stell-ului. Daca am tine cont de aceasta non-
identitate esentiald dintre cele doud, teza lui Heidegger s-ar traduce in felul
urmator: ,comunismul®, ca o saturare prezumtiv diferita a Ge-stell-ului,
a dez-vdlurriifiintei si findului comandate de esenta tehnicii modeme (aceas-
taar fi teza mea), nu diferd, de fapt, in chip esential de dez-valuirea aflata
la lucru in democratia reprezentativd de tip capitalist, fard sa fie insa iden-
ticd cu ea. In mod cert, asta face destul de dificil de vizut care ar fi
importanta mondial-istoricd mai particulard a comunismului, de vreme
ce din punctul de vedere al ,lumii®, un concept care surprinde la Heideg-
ger situatia fundamentald de ne-ascundere ce caracterizeaza modul nos-
tru de a fi (Dasein), ,comunismul® sau, mai curind, comunismul (caci
Heidegger e unul dintre acei ginditori care nu par sa facd diferenta din-
tre ,comunismul real-existent” si ceea ce este i-real — nu utopic, ci prin-
cipial —n ,ideea” comunistd) apartine aceleiasi lumi modeme cdreia i apartine
si ,capitalismul”, Aici, dintr-un punct de vedere strict ,stiintific, dezbate-
rea riscd sa devina atunci chiar mai ,teologicd” sau mai ,scolastica” decit
in cazul incercarii de a clarifica vocabula ,comunism® si capacitatea sa de
aface dreptate, de unul singur, adica fara explicatii suplimentare, ,lucru-
lui* cunoscut sub numele de ,,comunism real-existent”.

Dificultatea provine din surprinderea sensului precis al expresiei ,mon-
dial-istoric” la Heidegger. Acest termen vine din Hegel si Marx, find un
concept fundamental al gindirilor lor, dar pare sd treaca printr-o mutatie
semnificativd la Heidegger. In uttimele paragrafe din Fiintd si timp, aces-
ta ancercat sa clarifice intelesul diferit pe care il acorda ,istoriei mon-
diale”, Iuindu-si ca punct de plecare notiunea sa re-lucratd de ,lume*
(dez-valuire, divulgare, ne-ascundere, Lichtung, alétheia).'* Aceasta
notiune nu e doar pur si simplu ,noud”, asa cum spunem despre ceva
nemaiauzit cd e ,nou” (chiar daca nimeni altcineva inaintea lui Heideg-
ger nu s-a gindit sd facd legdtura ntre simplitatea fundamentald a ne-ascun-
derii si istorialitatea sau temporalitatea Da-sein-ului). Istoria lumii diferd
de ,istoria mondiald“ asa cum diferd ,istoria fiintei“ de ,istoria univer-
sald”, unde aceasta din urma reprezinta inca un concept mai mult sau
mai putin istoriografic, chiar daca unul radicalizat de Hegel in ideea sa
despre autodezvoltarea Spiritului si de Marx in conceptul sdu de pro-
ductie, inteleasd drept ,motorul istoriei*. Raportul dintre aceste doua
viziuni diferite asupra istoriei (cea heideggeriana si cea hegelo-marxiand)
nu e Tnsd unul exclusiv (conceptul lui Heidegger nu vine sd fnlocuiascd
pur si simplu gindul articulat de Hegel si Marx), ci, asa cum demonstrea -
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ca"” would imply, if I am not totally wrong, that their world historical relevance is also
the same. However, since I already mentioned that for Heidegger the same does not
mean identical, one could interrogate even further, that is, beyond the obvious dif-
ferences between “Russia” and “America”, whether there is, perhaps, also a world-
historical difference between the two. This would mean to consider communism and
capitalism as two different ways of populating the matrix of Ge-stell. If one sticks to
this essential non-identity of the two, Heidegger’s thesis would translate as follows:
“communism”, as an allegedly different sort of embodiment of Ge-stell, of the un-
veiling of Being and beings commanded by the essence of modern technology (this
would be my thesis), does, in fact, not differ essentially from the un-veiling at work
in capitalist representative democracy, but is not identical with it either. Arguably,
this makes it rather difficult to see what would be the more specific world historical
importance of communism, since from the point of view of “world”, a concept that
captures in Heidegger the fundamental situation of un-concealment that character-
izes our mode of being (Da-sein), “communism” or, rather, communism (since
Heidegger is one of those thinkers who do not seem to make the difference between
“really existing communism” and what is un-real — not utopian, but principled

- in the communist “idea”) belongs to the same modern world to which “capitalism”
belongs. Here, from a strictly “scientific” point of view, the debate risks becoming
then even more “theological” or “scholastic” than in the attempt at clarifying the
word “communism” and its capability of doing justice, alone, that is: without further
explanations, to what is known as “really existing communism*”.

The difficulty here comes from grasping the precise meaning of the expression
“world historical” in Heidegger. This term originates in Hegel and Marx, as a fun-
damental concept of their thought, but seems to go through a significant change
in Heidegger. The latter attempted to clarify his different meaning of “world histo-
ry” in the last paragraphs of Being and Time, taking as a point of departure his
re-worked notion of “world” (un-veiling, disclosure, un-concealment, Lichtung,
alétheia)." This notion is not simply “new"” as something previously unheard-of is
“new” (even though nobody else has thought before about connecting the basic
simplicity of un-concealment and the historicity or temporality of Da-sein). The his-
tory of world differs from “world history” as “the history of Being” differs from
“universal history”, where the latter is still a more or less historiographic concept,
even if radicalized by Hegel in his notion about the self-development of Spirit

or by Marx in his concept of production understood as an “engine of history”.

The relationship between these two different views on history (the Heideggerian
and the Hegelo-Marxian) is not exclusive (Heidegger's concept does not come

to simply replace Hegel's and Marx's thought), but, as the “Letter on Humanism”
demonstrates, dialogical (hence the famous “dialogue with Marxism"” and
“Hegelianism” that Heidegger speaks of).” This detail is important insofar as

it makes perfectly clear that what guides Heidegger’s efforts is not a simple
“methodological choice”. A “methodological choice” in general always supposes

a redefinition of (scientific) certainty, a paradigm shift that manages to come up
with a better explanatory hypothesis about a number of facts and their interrelated-
ness. This is not the case for Heidegger, who, unlike Hegel or Marx, draws a clear
line between “thought” and “science”." The difficulty that comes to light in Heideg-
ger’s efforts is related to the enigma of the un-concealment that world is. There are,

in fact, no possible further explanations beyond the simplicity of world as an un-

zd ,Scrisoare despre umanism®, dialogic (de unde si faimosul ,dialog cu
marxismul® si ,hegelianismul“ despre care vorbeste Heidegger'®). Acest
detaliu e important In masura in care el face perfect clar ca lucrul care
ghideazd eforturile lui Heidegger nu e o simpla ,optiune metodologica*.
In genere, o ,optiune metodologica“ presupune mereu o redefinire a
certitudinii (stiintifice), o schimbare de paradigma care reuseste sa adu-
ca o ipoteza explicativa mai bund pentru un numar de fapte si pentru
corelatile dintre ele. Nu asa stau lucrurile la Heidegger, care, spre deose-
bire de Hegel si Marx, delimiteaza it se poate de net ,gindirea“ de ,stiin-
ta“.'e Dificultatea care iese la lumind n eforturile lui Heidegger e legata
de enigma ne-ascunderii cd lumea este. Nu existd, de fapt, explicatii posi-
bile care sd meargd dincolo de simplitatea lumii ca orizont de dez-valui-
re, de des-coperire a tot ce tine de modul nostru de a fi. Lumea este,
asadar, un nivel de primitivitate logicd imposibil de atins din punctul de
vedere al unei teorii care presupune omul ca subiect si lumea (= na-
tura + cultura) drept un obiect al cunoasterii, aceasta impartire fiind o
modalitate de a rata faptul simplu ca
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veiling, dis-covering horizon of everything that pertains to our mode of being.
World is, thusly, a level of logical primitiveness impossible to reach from the point
of view of a theory that supposes man as a subject and world (= nature + culture)
as an object of knowledge, this very split being a way of missing the simple fact
that there is world. It is the very existence of world that comes before any compre-
hension of world. As a horizon of disclosure,” world is not the objective totality of
beings posited by the metaphysical tradition (the always virtual omnitudo realitatis).
On the contrary, metaphysics erects itself on distorting the basic “fact” of disclosure
(which is not a fact among others, but the fact that gives us all other “facts") in favor
of “cultural world”, “a world of man”, a “world of the subject” (as this can be docu-
mented in both Hegel and Marx®). Therefore, world history for Heidegger is not the
history of human deeds, but the succession of ages of Being, the orderly modifica-
tion of the fundamental matrix (“interpretation of Being”) that holds together such
ages in the history of Being. This matrix can be highlighted by following the shifts
brought by a certain age in the definition of

este lume. Existenta lumii vine inaintea Global carbon dioxid emission, 1850-2030 o e surmund]ﬁg' s from e pm?t
oricarei comprehensiuni a lumii. Ca g . of view of such a matrix that the metaphysi-
orizont de expunere'’, lumea nu e to- i : cal sameness of Russia and America can be
talitatea obiectiva a fiindurilor postula- e - et ! R affirmed at all, but it is from the same point
td de intreaga traditie metafizicd (mereu o '/ / of view that a world-historical non-identity
virtuala omnitudo redlitatis). Dimpo- £ i i between communism and capitalism (which
trivd, metaﬁzfica Se| rlidi?é tzcmai pelTn‘l é i : is my thesis, not to be confounded with Hei-
cetosarea ,faptului® fundamental a £ ; .

dezvéluirii (carg nu e un fapt printre al- ® e deggelr ’ tho.ught I.:peat) becon.;:?, .there
tele, d faptul care ne da toate celelal- o fore.@ mOSt_ rmpossibeto gra_sP’ N TS

te ,,fapte“) i favoarea ,lumii culturale”, — . where I believe that Gran.el will come in

a ,Jumii omului®, a ,lumii subiectului” i R o P e S e S handy, but not before trying to corroborate
(asa cum se poate documenta acest lu- Heidegger's intuition about the metaphysical
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pentru Heidegger istoria mondiald nu
e istoria faptelor omenesti, ci succesiu-
nea epocilor fintei, modificarea ordonata, reglatd a matricei fundamen-
tale (a ,interpretarii fintei*) care tine laolalta asemenea epocdi intr-o istorie
afiintei. Aceasta matrice poate fi pusd in lumind prin urmarirea schimbari-
lor aduse de o anumitd epoca n definitia omului si a ceea il fnconjoara
pe acesta. Abia din punctul de vedere al unei asemenea matrici se poate
afirma, n genere, similaritatea metdfizicd a ,Rusiei” si a ,Americii“, dar
e din acelasi punct de vedere ca o nonidentitate mondial-istorica intre
comunism si capitalism (care este teza mea, repet: a nu se confunda
acest gind cu acela al lui Heidegger) devine, asadar, aproape imposibil
de surprins. In acest punct cred ci poate deveni util Granel, dar nu inain-
te de ancerca sd coroborez intuitia lui Heidegger despre acelasi-ul meta-
fizic dintre ,America” si ,Rusia“ cu ipoteza ca lucrul care se implineste
de fapt in dezvoltarea istoricd a ,comunismului” real-existent este o forma
de capitalism. Cum va deveni impede de-ndata, aceasta incercare e si
una dintre cdile posibile de a introduce gindul lui Granel despre matri-
cea de bazd a modernitatii.

Am vézut cd o anumita diferentd intre ,capitalismul de piatd liberd" si
,comunismul real-existent” a putut fi trasatd n privinta dreptului de pro-
prietate/a puterii asupra capitalului sau, mai curind, a configuratiei parti-
culare a separadrii social, politic si economic constitutive dintre muncitori

sameness between “Russia” and “America”
with the hypothesis that it is, in fact, a form
of capitalism that fulfils itself in the historical
development of really existing “communism”. As it will become clear soon, this is
also a possible path for introducing Granel's thought about the fundamental matrix
of modernity.

We have seen that a certain difference between “free market capitalism” and
“really existing communism” could be traced in what concerns the actual owner-
ship/power over capital or, rather, the particular configuration of the socially,
politically and economically constitutive separation between laborers and their
means of production. This is how we arrived to the general formula of state capi-
talism, even though there were significant differences between the various forms
of state capitalism in the so-called socialist bloc. If we add to this Heidegger's
notion about the metaphysical co-belonging of “Russia” and “America”, we arrive
to the following question: what exactly, from “state capitalism” as such, could
allow for articulating a metaphysical difference of world historical significance
between the “really existing specter” and “free market capitalism"?

In his “Age of the World Picture”, Heidegger suggests that, understood most prop-
erly, the concept of “worldview" (Weltbild) is about the fact that the world becomes
an image,"” something rationally projected and presented as some sort of model to

be achieved. As it is not hard to notice, the details of such a world-image are quite

147



si mijloacele lor de productie. Asa am ajuns la formula generald a capi-
talismului de stat, chiar dacd exista diferente semnificative intre diver-
sele forme de capitalism de stat n cadrul asa-numitului bloc socialist. Daca
addugdm la asta ideea lui Heidegger despre coapartenenta metafizica
a ,Rusiei” sia ,Americii“, ajungem la urmatoarea ntrebare: ce anume,
din ,capitalismul de stat” ca atare, ar putea permite articularea unei dife-
rente metdfizice de importantd mondial-istorica intre ,stafia real-exis-
tentd” si ,capitalismul de piata libera"?

nhasa ,Epocd a viziunilor despre lume®, Heidegger sugereaza c3,
inteles n chipul cel mai propriu, conceptul de ,viziune despre lume*
(Weltbild) inseamnd cd lumea devine viziune (= imagine)'?, ceva pro-
iectat fn mod rational si prezentat ca un fel de model care trebuie pus
in practica. Cum nu e greu de observat, detalile unei asemenea imagini
mondiale sint in mod destul de evident diferite in cazul ,capitalismului
de piatd libera“ si al ,capitalismului de stat”. I timp ce ambele presu-
pun ceva de numit progres tehnologic, dezvoltare militard si o productie
de marfuri tot mai extinsa, n cadrul ,capitalismului de piatd libera®
acesti trei piloni ai ordinii sociale sint reglati de ,piata”, iar tendinta e aceea
de a construi un stat care reprezintd, In aparentd, doar un simplu cadru
legal si coercitiv pentru dezvoltarea liberd a pietei. Grosso modo, avem
aici ideea statului minimal, ceva ce democratia (neo)liberald, capitalista
numeste ,libertate”, desi e adevarat ca aceasta ,libertate” elementara
a pietei e imbunatatitd cu un numar de drepturi civile, cum ar fi liber-
tatea cuvintului, aceea de a cdldtori etc. Am crede ca aceastd , libertate
liberald” e o trasdturd esentiald a diferentei dintre ,capitalismul de piata libera”
si ,economia planificatd, dar, desi acest lucru probabil ca nu e complet
fals la nivelul politic cel mai superficial, de-ndata ce ne-am focaliza privi-
rile pe valoarea politica efectiva a acestei libertdti in forma sa dezvoltatd,
actuald (in sfirsit nelngraditd de vechea adversitate dintre ,blocul capi-
talist" si cel ,comunist"), ar apdrea ca puterea cetatenilor de a schimba
ceea ce ei considera a fi nedrept sau pur si simplu inconvenabil in ordi-
nea politica nu e foarte diferitd in cele doua regimuri. Diferenta dintre
ele constd, de fapt, doar in evidenta opresiunii: manifestd in capitalismul
de stat, ascunsa in capitalismul de piatd liberd. Cercetate cu grija, in pofi-
da oricarei cosmetici etice si morale, diversele libertati furnizate de ordi-
nea capitalistd liberala sint acelea care nu deranjeazd puterea absoluta
a pietei, care e Intrupatd intr-o putere de stat la fel de indepartatd de
influenta cetdtenilor obisnuiti precum perechea sa ,totalitarista”. Statul
modern ca atare e ,total* (cuprinzind toate aspectele vietii sociale) — asta
nu e o particularitate a ,comunismului” sau a ,socialismului real-existent”.
Astfel, diferenta ideologica dintre ,libertate” si ,ne-libertate” nu ajuta la
a surprinde diferenta metafizica, onto-logica mai particulara dintre cele
doud forme de organizare sociald, politica si economica pe care Hei-
degger le numeste generic ,Rusia“ si ,America“.

Lui Granel, notiunea heideggeriana de Ge-stell i se pare insuficientd pen-
tru a reda esenta modernitatii, dar nici pe departe de prisos. Dimpotriva,
doar pe urmele Ge-stell-ului (esenta tehnicii moderne ca mod al dezvdlu-
rii fiindurilor) putem intelege cum ceea ce Marx a numit ,Capital” s-a trans-
format in legea lumii (moderne). Granel combina trasaturile Ge-stell-ului
cu cele ale Capitalului in conceptul sau de ,,Productie” si, respingind in parte
modelul marxian al explicatiei istorice®, sustine ca lucrul esential pentru
timpurile moderne e acela cd ele sint vremuri ale ui apeiron, ale nelngradi-
tului sau ale infinitdtii*', prin intermediul cdreia o ciudata anomalie se
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obviously different in the case of “free market capitalism” and “state capitalism”.
While both suppose something to be called technological progress, military devel-
opment and increasingly extended commodity production, in “free market state
capitalism” these basic pillars of the social order are regulated by the “market”,
and the tendency is to build a state that apparently acts primarily as a legal and
coercive frame for the free development of market. Grosso modo, this is the idea
of minimal state, something that (neo-)liberal, capitalist democracy calls “free-
dom®”, although it is true that this basic “freedom” of the market is enhanced with
a certain number of civil rights, such as the freedom of speech, the freedom to
travel, etc. One would believe that this “liberal freedom” is an essential feature

of the difference between “free market capitalism” and “planned economy”, and
while this is probably not completely false at the most superficial political level, as
soon as one focuses on the actual political value of this freedom in its developed,
current form (finally unchecked by the old adversity between a “capitalist bloc”
and a “communist bloc”), it would appear that the power of citizens to change
what they deem to be unjust or simply inconvenient in the political order is not
very different in the two regimes. The difference between them consists, in fact,
only in the obviousness of oppression: manifest in state capitalism, concealed in
free market capitalism. Scrutinized carefully, in spite of all ethical and moral
cosmetics, the various freedoms provided by the liberal capitalist order are those
that do not bother the absolute power of market, which is embedded in the frame
of a state power just as remote from the influence of ordinary citizens as its “totali-
tarian” counterpart. Modern state as such is “total” (encompassing all aspects of
social life) — this is not a particularity of “really existing communism or socialism”.
Thusly, the ideological difference between “freedom” and “un-freedom” does not
help in grasping the more specific metaphysical, onto-logical difference in the two
forms of social, political and economical organization generically called “Russia”
and “America” by Heidegger.

For Granel, Heidegger's notion of Ge-stell seems insufficient in rendering the
essence of modernity, but by no means useless. On the contrary, it is only on

the basis of Ge-stell (the essence of modern technology as a mode of disclosing
beings) that one can understand how what Marx has called “Capital” shifted into
the law of the (modern) world. Granel combines the features of Ge-stell and those
of Capital in his own concept of “Production” and, partially rejecting Marx's model
of historical explanation,? claims that what is essential to modern times is that
they are times of apeiron, of the unlimited or infinity,” whereby a strange distur-
bance inscribes itself in the network of the world order: the secondary (say, the
economical) becomes the primary (say, the political), while the world itself and

its “content” become a matter to be dissociated from their actual forms - that is,
limit(ation)s — and moldable according to the fictions of politics, economics, ideolo-
gy, science, etc.?2 From the point of view of this complex notion of Production

(or Production-Infinity as I believe that it should be termed), one can highlight bet-
ter not only the sameness of “Russia” and “America”, but also the otherwise
unfathomable metaphysical difference between the two.

By participating to the general program of modernity, the Production (disclosure
of beings, but also mode of production) established by “Russia” (as a generic term
for socialist state capitalism) is both in-finite and finite, insofar as the historical

experience of “really existing” regimes in the U.S.S.R., Eastern Europe, China and

nscrie n reteaua ordinii mondiale: secundarul (de pilda, economicul) devi-
ne primarul (de pilda, politicul), In timp ce lumea insasi si ,continutul” ei
devin o materie de disociat de formele — adica de limitdrile — lor concre-
te si transformabild in functie de fictiunile politicii, economiei, ideclogiei,
stiintei etc.”? Din punctul de vedere al acestui concept complex de Pro-
ductie (sau Infinit-Productie, cum cred cd ar trebui numit), putem subli-
nia mai bine nu doar acelasi-ul dintre ,Rusia” si ,America“, ci si diferenta
metafizicd, imposibil de sondat in vreun alt fel, dintre cele doua.
Participind la programul general al modermnitatii, Productia (dezvaluire
afiindurilor, dar, de asemenea, simod de productie) inventatd de ,Ru-
sia“ (ca termen generic pentru capitalismul de stat) e simultan in-finita
sifinitd, Tn mdsura in care experienta istorica a regimurilor , real-existen-
te"Tn U.RS.S., Europa de Est, China si alte parti ale lumii reprezinta,
de fapt, o incercare de re-modelare a legdturilor sociale anterioare, nu
in primul rind Tn numele Ne-limitatului
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elsewhere is actually an attempt at re-shaping the previous social bonds not
primarily in the name of the Un-limited (apeiron), or that of un-limited production
of unlimited wealth, but in that of a new Limit (however “ideological” or “false”):
generalized social welfare and/or building a communist society.

Perhaps it is useless to remind here that the earthly copy of this Idea was still good
enough to leave an indelible mark in the memory of people leaving in Eastern
European states. This is why, in today’s Romania, for instance, many of them agree
that it was better under Ceausescu. In contemplating the landscape of desolate
ruins offered by the decomposition of grand scale industry, welfare, health system,
education, infrastructure, etc., these people are not heartless barbarians who wish
for a reenactment of the ferocities associated with the so-called “communist” state
system, but desperate men and women who struggle for survival in the current
capitalist conditions. This detail can provide a quite interesting perspective on the

ideological or non-ideological nature of the

(apeiron) sau al unei productii nelimitate
a unei bogatii nelimitate, ci in numele
unei noi Limite (oricit de ,ideologice” ori
Lfalse): bunastare sociala generalizatd si/

Homeless children in the United States
(in millions)

“communist” limit, placing us before a contra-
diction or paradox difficult to understand by

"outsiders”, and this not because of some

more or less absurd privilege of the “victim”,

but as a result of the fact that, as it happens in

b

any sport arena, spectators experience a game

in a different manner than players on the field:

the experienced truth of “really existing com-

munism or socialism” presents a strange mix-

ture between a certain kind of welfare (or social

security) and a certain kind of political unease

sau constructia societatii comuniste. 2
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(fluctuating in accordance with persons in

power and historical periods). For the vast

garantiilor sociale, a sistemului medical,

acesti oameni nu sint deloc niste barbari

fard suflet care Tsi doresc o repunere n scend a atrocitatilor asociate cu
sistemul de stat asa-zis ,comunist”, ci barbati si femei care lupta pen-
tru supravietuire in conditile capitaliste prezente. Acest detaliu poate
furniza o perspectiva destul de interesantd asupra naturii ideologice sau
nonideologice a limitei ,comuniste®, plasindu-ne Tn fata unei contradictii
sau a unui paradox greu de inteles pentru cei ,din afard”, iar asta nu din
cauza unui privilegiu mai mult sau mai putin absurd al ,victimei®, ci ca
rezultat al faptului ca, asa cum se Intimpla in orice arend sportiva, spec-
tatorii traiesc lucrurile in mod diferit decit sportivii de pe teren: adevarul
trait al ,comunismului sau socialismului real-existent” prezintd un ciu-
dat amestec Intre un anumit tip de bunastare (sau siguranta sociald) si
un anumit tip de disconfort politic (fluctuant in functie de cei aflati la pute-
re si de perioadele istorice). Pentru marea majoritate a oamenilor care
au trdit in regimurile asa-zis ,comuniste”, amintirea sigurantei zilei de
miine, judecatd pe fundalul descompunerii sale din prezent, face aspec-
tele politice mai putin relevante, mai ales ca, exceptind un numar foar-
te limitat de persoane (cel mai adesea intelectuali), chestiunea libertatii
politice a fost si este incd mai putin importanta decit duritatea supravietui-
rii. Nu spun asta pentru a sugera cd viata sub ,,comunism* a fost floa-
re la ureche. N-a fost. Cu toate astea, nu trebuie sa negdm mobilitatea

Copii fara adapost in Statele Unite ale Americii (in milioane)

a Tnvatamintului, a infrastructurii etc.,  Sursa/ Source: commons.wikimedia.org

majority of people living in the so-called “com-
munist regimes”, the memory of welfare,
retained against the background of its current
decomposition, makes the political aspects less relevant, all the more that with the
exception of a very limited number of persons (mostly intellectuals), the matter of
political freedom has been and still is less important than the harshness of survival.
This is not to say that life under “communism” was a piece of cake. It was not.
However, one must not deny the actually equalitarian social mobility that re-shap-
ed the fundaments of traditional peasant societies, building an industry and an
urban development that prepared these societies for joining — a bit later — the
"“developing” capitalist world. That this preparation was not as useless as the cur-
rent hatred against everything “communist” may suggest is proved not only by the
possibility of the enormous brain-drain that brought to the West a great number
of ex-"communist” specialists in all fields (from technology to social science), but
also by the fact that after more than twenty years of its fall, “communist” infra-
structure (roads, railroads, block buildings, etc.), despite the destruction and the
lack of maintenance caused by an increasing general poverty doubled by deregu-
lation, still assures the functioning of the new capitalist society as a whole. Such
details that one can identify through the most simple of all field works (a simple
walk to “post-communist” towns would suffice) suggest that, in a strange way, the

regime of (“communist”) Finitude has actually prepared the way for the regime of
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sociald efectiv egalitara care a remodelat fundamentele societatilor tra-
ditionale taranesti, construind o industrie si o dezvoltare urbana care
pregatise aceste societati pentru aldturarea lor — un pic mai tirziu — lumii
capitaliste ,in curs de dezvoltare®. Ca aceasta pregdtire n-a fost pe atit
de inutila pe cit ar putea sugera ura contemporand impotriva a tot ce-i
,comunist" este verificat nu doar de posibilitatea enormului export de
creiere care a adus Vestului un numadr semnificativ de specialisti ex-,co-
munisti in toate domeniile (de la tehnologie la stiintele sociale), ci si de
faptul ca, la mai mult de doudzeci de ani dupa caderea ,comunismu-
lui*, infrastructura construita in acea perioada (drumuri, cdi ferate, blo-
curi etc.), in pofida distrugerii si a lipsei de renovare cauzate de sardcia
generald tot mai mare si de dereglementare, asigurd inca functionarea
noii societdti capitaliste. Asemenea detalii pe care le putem identifica prin
cea mai simpla dintre muncile de teren (o simpld plimbare prin orasele
,postcomuniste” e de ajuns) sugereaza cd, in mod ciudat, regimul Fini-
tudinii (,comuniste®) a pregatit, de fapt, terenul pentru regimul Infini-
tului, care pare sd-si arate natura sa adevaratad ca principiu de lumire
(mondializare) abia dupd decesul ,alternativei” sale pe jumatate finite,
pe jumatate infinite.

Faptul decisiv rdmine insa acela ca , | 989 — anul care marcheazd, dupa
Granel, intrarea noastrd in cel de al treilea mileniu” — indeparteazd punc-
tul terminal ideologic al dezvoltarii sociale (,societatea comunista”) si ne
arunca intr-o dezvoltare perpetud fard un punct terminal asignabil.
Asta nu e ,sfirsitul istoriei” (daca o asemenea expresie are vreun sens),
ci marsul istoriei cdtre imposibila satisfacere a conditiilor sale prestabi-
lite, postulate (,productia de bogatie nelimitata”). Intrebarea care risa-
re din aceasta noua situatie istoricd este, bineinteles, nu aceea dacd, n
caz cd ar fi rezistat, ,capitalismul de stat” ar fi putut furniza un viitor mai
luminos decit geaméanul sdu ,democrat”, ci dacd sfirsitul sperantei fntr-un
aranjament social mai bun ne va deschide oare ochii pentru adevarul
limitarilor noastre celor mai banale n ce priveste punerea in practica a
promitatoarei ,teze a | [-a“.

Ce-ar fi insd dacd ar trebui sa ne Tntoarcem, macar pentru o clipa, de
la Marx si de la teoriile actiunii eficace la Heidegger si la adevarul fintei?
Daca un viitor comunist ar fi la fel de indepartat de noi precum Atena
contemporana de cea anticd? Dacd a lupta pentru comunism ar insem-
na, de fapt, sa lupti pentru un nou sens al Fiintei? Dacd sarcina revolutiei
ar fi mai dificila decit rasturnarea tuturor guvernelor lumii?

Cam &sta ar fi, In citeva intrebdri, sensul unei re-lecturi istoriale a lui 1989.

Note:

o

I De fapt, expresia ,filosofie contemporand” nu poate reda cu destuld claritate ca atft
Heidegger, cit si Granel sint, de asemenea, in dfara filosofiei ca atare, chiar dacd gin-
direa lor se iveste din traditia filosofica si, cel mai adesea, are de-a face cu ea.

2. Vezi M. Heidegger, ,Die Frage nach der Technik®, in Gesamtsausgabe, vol. 7, I.
Abteilung: Versffentlichte Schriften 1910—1976. Vortrége und Aufsétze, Frankfurt am Main,
Vittorio Klostermann, 2000.

3. M. Heidegger, ,Brief tber den Humanismus®, in Gesamtausgabe, vol. 9, I. Abteilung:
Verdffentlichte Schriften 1914—1970. Wegmarken, Frankfurt am Main, Vittorio Kloster-
mann, 1976.

4. M. Heidegger, Wozu Dichter?*, in Gesamtausgabe, vol. 5, I. Abteilung: Verdffentlichte
Schriften 1914—1970. Holzwege, Frankfurt am Main, Vittorio Klostermann, p. 292-293.

the Infinite, which seems to reveal its true nature as a principle of world(ing) only
after the demise of its half finite, half infinite “alternative”.

The decisive fact remains, however, that “1989" - the year that marks, according
to Granel, our entrance into the third millennium? — removes the ideological termi-
nal point of social development (“communist society”) and throws us into an end-
less development without any assignable terminal points. This is not the “end of
history” (if such an expression has a meaning at all), but history’s march towards
the impossible fulfillment of its pre-established, posited conditions (“production

of limitless wealth”). The question arising from this new historical situation is, of
course, not if “state capitalism” could have actually provided a better future than
its “democratic” twin, but whether the end of hope in a better social arrangement
opens our eyes to the truth of our most banal limitations in enacting the promising
“thesis 11".

What if we must return, for a second, from Marx and all theories of effective action
to Heidegger and the truth of Being? What if a communist future is just as far from
us as contemporary Athens is from ancient Athens? What if communism means,

in fact, the struggle for a new meaning of Being? What if the task of revolution is
more difficult than overthrowing all governments of the world?

Approximately this would be, in a few questions, the meaning of an onto-historical
re-reading of 1989.

Notes:

. In fact, the term “contemporary philosophy” cannot make it clear that both
Heidegger and Granel are also outside of philosophy as such, even though their think-
ing arises from the philosophical tradition and, most of the time, deals with it.

N

See M. Heidegger, “The Question Concerning Technology”, in The Question Concern-
ing Technology and Other Essays, New York and London, Garland Publishing, Inc.,
1977.

w

M. Heidegger, “Letter on ‘Humanism'”, in Pathmarks, Cambridge, Cambridge Univer-
sity Press, 1998.

4. M. Heidegger, "Why Poets?”, in Off the Beaten Track, Cambridge, Cambridge
University Press, 2002, p. 219.

5. Ibidem.

6. G. Granel, "L'Enseignement de la philosophie”, in Apolis, Mauvezin, Trans-Europ-

Repress, 2009, pp. 89-90.

~

G. Granel, “La Production totale”, in Apolis, p. 75.

o

G. Granel, De ['Université, Mauvezin, T. E. R., 1982, p. 126.

o

A first version of this text has been written for a seminar that took place in Paris
in October 2011.

10. G. M. Tamas, “A Capitalism Pure and Simple”, in Genealogies of Post-Communism,
eds. Adrian T. Sirbu and Alexandru Polgér, Cluj, Idea, 2009, pp. 11-28.

11. G. M. Tamas, "It’s All Over Now Baby Blue, Antikommunizmus ma”,
<http://rednews.hu /a-gyakorlat-elmelete/default/its-all-over-now-baby-blue-
antikommunizmus-ma/minden-oldal.html>.

12. M. Heidegger, Introduction to Metaphysics, New Haven, Yale University Press, 2000,
p. 40.

13. Heidegger, “Letter on "Humanism'”, p. 259.

14. M. Heidegger, Being and Time, Albany, NY, State University of New York Press,
1996, pp. 354-358.

5. Ibidem.

6. G. Granel, ,LEnseignement de la philosophie”, in Apolis, Mauvezin, Trans-Europ-
Repress, 2009, p. 89-90.

7. G. Granel, ,La Production totale”, in Apolis, p. 75.

8. G. Granel, De I'Université, Mauvezin, T. E. R., 1982, p. 126. Tn romaneste: Despre
Universitate, traducere, cuvint-inainte si note de Adrian T. Sirbu, postfatd de Claude
Karnoouh, Cluj, Idea, 2002.

9. Prima versiune a acestui text a fost scrisd pentru un colocviu tinut la Paris in octom-
brie 201 1.

10. G. M. Tamas, ,Un capitalism pur si simplu®, in Genedlogii ale postcomunismului, ed.
Adrian T. Sirbu si Alexandru Polgar, Cluj, Idea, 2009, p. | [-28.

I'1.G. M. Tamas, , It's All Over Now Baby Blue, Antikommunizmus ma*, < http://red-
news.hu/a-gyakorlat-elmelete/default/its-all-over-now-baby-blue-antikommuniz-
mus-ma/minden-oldal.html>.

12. M. Heidegger, Einflihrung in die Metaphysik, Gesamtasugabe, vol. 40, Il. Abteilung: Vor-
lesungen (1925—1944), Frankfurt am Main, Vittorio Klostermann, 1983, p. 40.

I3. Heidegger, ,Brief Uber den Humanismus®, p.

VErso

15. Heidegger, “Letter on "Humanism'”, p. 259.

16. M. Heidegger, What Is Called Thinking?, New York, Evanston and London, Harper
and Row Publishers, 1968, p. 13.

17. "Disclosure” here must not be taken for “clarity”, but for the simple fact that
something can appear as “clear” or “unclear” at all.

18. G. Granel, Tradltionis traditio, Paris, Gallimard, 1972, p. 229.

19. Martin Heidegger, “The Age of the World Picture”, in Off the Beaten Track,
Cambridge, Cambridge University Press, 2002, p. 67.

20. B. Bouttes and G. Granel, Cartesiana, Mauvezin, T. E. R., 1982, pp. 134-135.
21. Granel, De ['Université, pp. 125-126.

22. This is one of the central thoughts of Granel’s essay “Les Années trentes sont devant
nous”, in Etudes, Paris, Galilée, 1995.

23. G. Granel, “Monoculture? Inculture?”, in Apolis, p. 78.

Purchasing power of U.S. dollar

340-341.
14. M. Heidegger, Sein un Zeit, Tibingen, Max Nie-
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1972, p. 229.
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Schriften 1914—1970. Holzwege, Frankfurt am Main, Vittorio Klostermann, p. 89.

20. B. Bouittes si G. Granel, Cartesiana, Mauvezin, T. E. R, 1982, p. 134-135.
21. Granel, De I'Université, p. 125-126.

22. Acesta e unul dintre gindurile centrale ale eseului lui Granel ,Les Années trentes sont
devant nous”, in Etudes, Paris, Galilée, 1995. Tn romaneste: ,Anii treizeci ne stau in
fatd" (Analizd logica a situatiei concrete), traducere de Adrian T. Sirbu, IDEA artd +
societate #1516, 2003, p. 217-227.
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Incultura?”, in Despre Universitate, p. 21.
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