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Spolo¢né posedenie

Sitting Together

Obalka | Cover:
Peter Bartos$: Pasenie ovec€ky | Grazing a Lamb, 1979, Bratislava
(Zdroj | Source: Umenie akcie 1965-1989, SNG, Bratislava, 2001, s. | p 229)




Spolo¢né posedenie

Paralelné chronoldgie zhéd okolnosti vo vychodnej Europe

Laszl6 Beke (1944), legendarny historik umenia

z Budapesti, aktivny od konca Sestdesiatych rokov a
priatel slovenského umenia a Slovakov, je vytrvalym
zberatelom zhdd okolnosti. Zhodu okolnosti definuje
ako formu umenia, alebo presnejSie povedané
ready-made, ktory mozno iba najst, no neda sa
vytvorit. Cim je prekvapivejsi, tym lepsie. Tvrdi vak,
Ze na zhody okolnosti je mozné planovite striehnut
alebo ich vyvolat. Zdoérazriuje tiez, Ze zhoda
okolnosti predstavuje jednu z najvacésich vyziev pre
avantgardnych umelcov snaziacich sa predstihnut
svoju dobu. Pre umelcov, ktori ¢as od ¢asu narazia
na inych umelcov, ktori prisli s velmi podobnou
revoluénou myslienkou skor alebo subezne s nimi.!
Vystava ,Spolo¢né posedenie” si chce ,posvietit” na
zhody okolnosti vytvarajice zdanlivo ndhodné, no z
dnesSného pohladu paradigmatické suvislosti medzi
paralelnymi chronolégiami vo vychodoeurépskych
umeleckych scénach.

Vystava vziSla z projektu Parallel Chronologies
(2009 -), ktory sa zaobera chronolégiou ako
zanrom hrajucim uréujucu rolu v transformacii
atomizovanych udalosti do podoby historii

a kédnonov, a to hlavne v pripade umeleckych
akcii vo vychodnej Eurépe. Seba-historizacia
tohto regiénu, definovana medzinarodnym
synchronizmom alebo lokalnym asynchronizmom,
bola délezitou stratégiou, ktorej cieflom bolo
kompenzovat obmedzenu publicitu viacerych
progresivnych udalosti. Umelecké podujatia su
primarne miestom, kde sa podnecuje pozornost
a verejna diskusia. Ich historia teda potvrdzuje
verejny a politicky potencial umenia inak, nez

to robi histéria umenia. Tato stratégia prinasa
délezity nahlad nielen na premenu verejne;j
sféry a spolo¢enskej role umenia, ale aj na to,
ako regionalna kultdrna politika s jej institciami
reagovala na medzinarodné trendy a hnutia.

Vystava v tranzit.sk sa zameriava na obdobie
normalizacie v sedemdesiatych rokoch, pocas
ktorej sa fenomén paralelnej kultary vyvijal ako
jedina mozna sféra kritického a nezavislého
myslenia zdanlivo oddeleného od politického
boja. Tato paralelna kultura zahfnala splet velmi
ré6znorodych disidentskych pozicii z hladiska
ideoldgii, umeleckych hnuti a zivotnych Stylov.
~Spoloéné posedenie” pripomina udalosti

a kladie vedla seba dokumenty z eskoslovenskej,
madarskej, polskej a juhoslovanskej umeleckej
scény, ktoré boli determinované réznymi
podobami §tatneho socializmu a kapitalizmu,
premenami politického dohladu nad umeleckymi
akciami a meniacim sa rozliSovanim medzi
oficialnou a paralelnou kultirou. Nekonformné
umenie tejto doby, okolo ktorého sa sustredil
vyskum v devatdesiatych a nultych rokoch, bolo
obvykle charakterizované izolaciou, utajovanim,
individualizmmom a apolitickymi postojmi
disidentov v protiklade k oficialnej kulture, ktorej
mechanizmom sa prili§ nevenovala pozornost.
Vystava predstavuje tri sustavy dokumentov, ktoré
maju prekonat tuto dialektiku a odhalit miesta, kde
sa prekryva lokalne a medzinarodné, individualne
a kolektivne, spontanne a Statne organizované.
Manévruju medzi r6znymi stratégiami kritiky

a spoluprace ako alternativami k hrdinskému
disentu a dobrovolnej izolacii.?

1 Laszlé BEKE, Véletlen, mint mivészet (1976), In: Laszl6
Beke: Mivészet/Elmélet, Balassi, 1994, s. 149.

2 Projekt Paralelné chronolégie, ktory realizuje
tranzit.hu, iniciovali Déra Hegyi a Zsuzsa Laszl6 vo forme
vyskumu, vystavy a sympézia v roku 2009 v suvislsoti

s medzinarodnou spoluracou “Art Always has its
Consequences.” Pre viac iformacii vid: http://tranzit.org/
exhibitionarchive/

Sitting Together

Parallel Chronologies of Coincidences in Eastern Europe

Laszl6 Beke (1944), legendary art historian from
Budapest, active since the late 1960s, also as a
friend of Slovak art and people, is a persistent
collector of coincidences. He defines coincidence
as form of art, more precisely as a readymade,
something that you have to find and that you
cannot make. The least realistic they are the
better. However, he also states that coincidences
can be consciously trapped or triggered. He
points out that coincidence is one of the greatest
challenges to the avant-garde artist who wishes
to be in advance of his era, but who from time to
time encounters other artists who have already
or simultaneously come up with very similar
revolutionary ideas.! The exhibition “Sitting
Together” endeavours to trap coincidences that
create seemingly accidental but from the present
point of view paradigmatic links between parallel
chronologies of East European art scenes.

The exhibition has grown from the project Parallel
Chronologies (2009 - ), which features a genre,
chronology, which plays a significant role in
transforming atomized events into histories and
canons, especially in the case of East European
art events. In this region, self-historization
defined by international synchronicity or local
asynchronicity was an important strategy
counteracting the limited opportunities for
publicity available for progressive events.

Art events are primary sites for mobilizing
attention and public discussion, thus their
history establishes the public and political
potential of art in a different way than it does
the history of art. It enables important insights
into the transformations of the public sphere,
the changing social role of art, and how regional
cultural politics and its institutions interact with
international trends and movements.

The exhibition at tranzit.sk focuses on the

1970s, the Normalization period in which the
phenomenon of parallel culture evolved as the
only possible sphere for critical and autonomous
thinking seemingly detached from political action.
This parallel culture incorporated a network of
very heterogeneous dissident positions defined
on the level of ideologies, art movements, or
life-styles. “Sitting Together” evokes events and
juxtaposes documents from the Czechoslovakian,
Hungarian, Polish and Yugoslavian art scenes
determined by different versions of state-
socialisms and -capitalisms, changing political
control of art events, and shifting the distinction
between mainstream and parallel culture. The
non-conformist art of the era — which was at

the centre of research in the 90s and 2000s -
was usually characterised by isolation, privacy,
individualism and anti-political dissident positions
in opposition to official culture, the mechanisms
of which were much less discussed. Three
constellations of documents are presented

at the exhibition that aim to overcome these
dialectics and trace coincidences between local
versus international, individual versus collective,
and self-organised versus state-run — overlaps
that manoeuvre between various strategies of
criticism and cooperation as alternatives to heroic
dissidence or solitary withdrawal.?

1 Laszl6é BEKE, Véletlen, mint mlivészet (1976), Laszlo
Beke: Miivészet/Elmélet, Balassi, 1994, p 149.

2 Tranzit.hu's project Parallel Chronologies was started
by Déra Hegyi and Zsuzsa Laszl6 in 2009 in the form

of a research exhibition and symposium in Budapest
connected to the international collaboration “Art Always
has its Consequences.” For more information see: http://
tranzit.org/exhibitionarchive/


http://hu.tranzit.org/en
http://exhibition-history.blog.hu/
http://www.artalways.org/
http://www.artalways.org/

Medzinarodné stretnutia umelcov

Ako hovorit o vychodnej Eurépe?

Vidime dvoch nepodobnych muZzov sediacich vedla
seba v prostredi, ktoré ma evokovat atmosféru
oficialneho stretnutia. Vymienaju si gesta
inteligentnej komunikacie, no z Ust im miesto slov
vychadzaju bubliny slin. Tento mikvy rozhovor
sleduje kamera. Jednym z muZzov je Gabor Body
(1946 - 1985), madarsky experimentalny filmar,

¢len miestneho a medzindrodného umeleckého
undergroundu, priekopnik video-artu, ktory zalozil
medzinarodny video magazin infermental. Zhodou
okolnosti bol v roku 1978 v Parizi, kde stretol
Marcela Odenbacha (1953), Studenta architektury,
histérie umenia a semiotiky pévodom z Kolina, ktory
bol vtedy v Parizi na $tudijnom pobyte. Odenbach
byval u nemeckého herca Uda Kiera, s ktorym
vtedy Bédy spolupracoval. Video Dialog medzi
vychodom a zapadom (1978) natocili spontanne na
Marcelovu prenosnu kameru, neskor ho zaradili do
prvého vydania infermentalu.

Co sa tu paroduje? Co reprezentuji Udastnici tohto
dialégu? Zatial o medzivojnova avantgarda bola
vskutku medzinarodna, pocas studenej vojny boli

kultdrne produkty opozi¢nych stran vnimané tou
druhou stranou vzdy ako potencialne nebezpeéné
a ich vymena bola v patdesiatych rokoch zadsadne
obmedzena. V Sestdesiatych rokoch sa vSak miesto
obmedzovania cezhraniéného pohybu a Sirenia
informacii zakladali inStitlcie pre rozvoj kultarnych
vztahov (napr. Artcentrum v Ceskoslovensku),
ktoré mali dohliadat na kultirnu vymenu nielen

so ,spriatelenymi®, ale aj s ,kapitalistickymi*

a ,rozvojovymi krajinami“. Neoavantgardni

umelci rozvinuli nezavislu siet medzinarodnych
vztahov predovSetkym prostrednictvom mail-

artu a distribucie samizdatovych publikacii, ale aj
mediacie umeleckych akcii a publikacii vydavanych
v zapadnej Eurdpe.

Vyber medzinarodnych akgii, ktoré dali vzniknut
sieti umelcov a profesionélov zo sveta umenia
pbsobiacich vo vychodnej Eurdpe, a tym tiez
spochybnili geopolitické kategorie, predstavuje
sustava siet - chronolégia - diagram. Je
zostavena v spolupraci s Laszldm Bekem, jednym
z najdolezitejSich iniciatorov a predstavitelov tejto
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Demonstracia Mariny Abramovi¢ na “Works and Words”, medzinarodnej manifestacii umenia
Marina Abramovic’s demonstration at “Works and Words” international art manifestation
(Zdroj | Source: Work and Words, katalég vystavy | exhibition catalogue, de Appel, 1980, s. | p 2)

Klaus Groh, Aktuelle Kunst in Osteuropa: CSSR, Jugoslawien, Polen, Rumaenien, UDSSR, Ungarn.
Dumont, 1972 (Obalka knihy | Cover of the book)

International Artist Meetings

How can we talk about Eastern-Europe?

We see two different looking men sitting next

to each other in a setting resembling an official
conference. They turn to each other with gestures
of intelligent communication, but instead of words
they produce bubbles of saliva. The camera
follows this silent conversation. One of them

is Gabor Body (1946-1985), Hungarian director

of experimental films, member of the local and
international underground art scene and pioneer
of video art, who conceived the international
video magazine, infermental. He happened to

be in Paris in 1978, and met Marcel Odenbach
(1953) from Cologne, a student of architecture, art
history and semiotics who was in Paris thanks to
a study grant and staying in the apartment of the
German actor Udo Kier, who Bédy collaborated
with at that time. Odenbach had a portable

video equipment with him and to shoot the video
Conversation Between East and West (1978)
was a spontaneous idea, the result of which was
later included in the first issue of infermental.

What is this parody about, what do the participants
of the conversation represent? Whereas the pre-

World War |l avant-garde was truly international, in
the Cold War era cultural products of the opposing

blocks were mutually viewed as potentially
dangerous, thus exchanges were dramatically
blocked in the 50s. In the 60s, however, instead of
restricting mobility and the spread of information
institutions of cultural relations were founded

to build and control cultural exchanges not

only within “Friendly Countries”, but also with
“Capitalist States” and “Developing Countries”.
Neo-avant-garde artists developed an independent
network of international relations mainly

through mail-art and the distribution of samizdat
publications, but also through the mediation of art
events and publications issued in Western-Europe.

A selection of international events that created

a professional network between the artists and

art professionals active in Eastern European
countries, and that also raised the question of the
validity of geopolitical categories, is presented as a
Network - Chronology - Diagram. It is compiled
in collaboration with Laszl6 Beke, one of the

most important initiators and a protagonist of this
network, as well as on the basis of the chronologies
contributed so far to the project Parallel
Chronologies. From this non-linear narrative two
decisive events are featured in more detail.

Anna Kutera: Uvod | Introduction , F-Art Festival, Gdansk, 1975
(Foto | Photo: Romuald Kutera, S laskavym povolenim | Courtesy of Anna Kutera)



Medzinarodné stretnutia umelcov

Ako hovorit o vychodnej Eurépe?

siete, na zéklade dosial zozbieranych chronologii
v projekte Parallel Chronologies. Dvom zasadnym
udalostiam z tohto nelinearneho pribehu sa pritom
vystava venuje podrobnejsie.

Priatelstvo narodov v akcii

Stretnutie ¢eskych, slovenskych a madarskych
umelcov v Balatonboglari v roku 1972 bolo prvym
a dodnes je in§pirativnym pokusom nadviazat

v sedemdesiatych rokoch profesionéalne vztahy
bez zapadnych sprostredkovatelov, no tiez
nezavisle na strohej kultdrnej diplomacii medzi
spriatelenymi krajinami komunistického bloku.
Stretnutie® sa konalo v opustenej kaplnke v
ateliéri Gyorgya Galantaia (1941), ktory v rokoch
1970 - 1973 fungoval ako nezavislé miesto
réoznych podujati. Inicidtorom stretnutia bol
Laszl6 Beke, ktory bol od konca Sestdesiatych
rokov v kontakte s Tomagom Straussom (1931

- 2013). Pocas svojho §tudia na univerzite sa
Beke zadal z vlastnej iniciativy ugit po slovensky,
¢im chcel prekonat napatie medzi narodmi
prezivajuce uz od &ias Rakuska-Uhorska. Pri
prilezitosti stretnutia napisal ¢eské, slovenské

a madarské slova na karty a tie pripevnil na
stenu. Niektoré slové evokovali démyselny dradny
doublespeak tej doby vyrazmi ako ,provokacia“,
.reakcia“ ,represivna tolerancia“ a ,funkcionar®,
zatial ¢o iné zachytavali odliSnosti a podobnosti
medzi jazykmi, ¢im vytvarali nielen prakticku
pomd&cku a symbolicky slovnik normalizacie, ale
aj utdépiu porozumenia bez spolo&ného jazyka.

Beke inicioval aj dve participativne akcie

s ndzvom Moznosti, ktoré prezentovali inStrukcie
ako koncept. Napad na prvu z nich vznikol, ked sa
Bekemu dostalo do ruk Specialne ¢eskoslovenské
vydanie kulturneho &asopisu Pages, v ktorom
bola fotka madarskych vojakov pretahujtcich sa s
lanom podas okupéacie Ceskoslovenska v auguste
1968. Beke priSiel s ndpadom vytvorit tableau
vivant, zivy obraz zopakovanim palcivej fotografie,
ktora v iom mala byt zaroven zni¢ena tym, ze
posluzila ako lano. Druha bola Akcia potriasania
rak: umelci si podla inStrukcie podavali ruky,
postupne kazdy Madar s kazdym Slovakom

pred Bekeho fotoaparatom. Beke potom tieto

anonymneé fotky stiskov ruk zozbieral a vytvoril
tabulu identifikujuc ich s menami uc¢astnikov.

Medzi mnohymi zaujimavymi prispevkami,
rezonoval s Bekeho navrhom koncept situacii
Petra Bartosa (1938). Jeho ,sociosituacia“
Meditacia s ludskym srdcom spodivala

v tom, Ze jej uCastnici mali zotrvat v tichu, kym
nenapoditaju Sestdesiat uderov srdca. Toto
stretnutie inSpirovalo aj BartoSove neskorSie
koncepty zalozené na trojici holubic a trojici
koni reprezentujucich ,mierové posolstva*“

o spolunazivani troch susednych narodov.

Zda sa, ze pocas ,priatelského” stretnutia

v Balatonboglari nemali udastnici problém

s tym, ze reprezentuju SirSiu komunitu. V druhej
polovici sedemdesiatych rokov sa v8ak konalo
niekolko medzinarodnych umeleckych podujati
zameranych na predstavenie umenia ,,spoza
zeleznej opony*, ktoré vyvolali naliehavé otazky
0 opravnenosti kategoérie ,vychodoeurépskeho
umenia“. Po fiasku Dissident Biennale

v roku 1977, ktoré malo predstavit umelcov
»Zzmyslajacich inak®, no bez toho, aby sa vzali

do uvahy mozné politické dbésledky, sa v roku
1979 konala ambiciézna vystava v de Appel

v Amsterdame ,Works and Words" predstavujlca
»konfrontaciu umelcov podobnej citlivosti

z Madarska, Ceskoslovenska, Polska, Juhoslavie
a Holandska. ISlo o manifestaciu, ktora sa
sustredila na dialekticku interakciu teoretického
a praktického, prac a slov“.* Aj ked'tu vyraz
»~wychodna Eurépa“explicitne nezaznel, uéastnici
ani recenzenti sa tymto diskurzivnym pristupom
nenechali oklamat a kladli podnes aktualne
otazky tykajuce sa jazyka a moci, individualizmu a

internacionalizmu, reprezentacie a dokumentacie:

»Je zjavné, ze vyraz vychodoeurdpske umenie’ je

3 Ugastnici stretnutia: Imre Bak, Peter Barto$, Laszl6 Beke,
Miklés Erdély, Stano Filko, Gyorgy Galantai, Péter Halasz,
Béla Hap, Agnes Hay, Tamas Hencze, Gy6rgy Jovanovics,

J. H. Kocman, Péter Legéndy, Janos Major, Laszl6 Méhes,
Gyula Pauer, Vladimir Popovi&, Petr Stembera, Rudolf
Sikora, Tamas Szentjoby, Anna Szeredi, Endre Tét, Péter
Tirk, Jiti Valoch.

4 Frank GRIBLING, Preface. In: Works and Words,
Amsterdam: de Appel, 1980, s. 3.

International Artist Meetings

How can we talk about Eastern-Europe?

Friendship of Nations in Action

The “Meeting of Czech, Slovak, and Hungarian
Artists” in 1972 in Balatonboglar was the first,

and even from today's perspective one of the
most exceptional attempts in the 1970s to create
professional contacts without western mediators
and independent from the stringent cultural
diplomacy between the “friendly states” of the
Communist Bloc. The meeting® was organised

in Gyorgy Galantai's (1941) Balatonboglar Studio,
which functioned as an independent venue
between 1970-1973 in a deserted chapel. The
initiator was Laszl6 Beke, who had been in contact
with Tomas Strauss (1931-2013) since the late

60s. Beke during his university studies started to
learn Slovak as a personal undertaking, with the
purpose to overcome the tension between the two
peoples which could be traced back to the time of
the Austro-Hungarian Empire. For the occasion of

the meeting he wrote Czech, Slovak and Hungarian
words on cards and pinned them on the wall.
Some words echoed the shrewd and bureaucratic
doublespeak of the era with expressions like
“provocation”, “reaction”, “repressive tolerance”,
and “functionary.” Some others traced the
differences and similarities between the
languages, creating a practical aid and symbolic
dictionary of normalisation as well as the utopia of

understanding without a common language.

Beke also initiated two participatory actions,
Possibilities, with instructions presented as
concepts. He came across a special Czechoslovak

3 Participants: Imre Bak, Peter Bartos, Laszl6 Beke, Miklés
Erdély, Stano Filko, Gyorgy Galantai, Péter Halasz, Béla Hap,
Agnes Hay, Tamas Hencze, Gyorgy Jovanovics, J. H. Kocman,
Péter Legéndy, Janos Major, Laszl6 Méhes, Gyula Pauer,
Vladimir Popovié, Petr Stembera, Rudolf Sikora, Tamas
Szentjoby, Anna Szeredi, Endre Tét, Péter Tiirk, Jifi Valoch
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Fotografia zo Stretnutia ¢eskych, slovenskych a madarskych umelcov (organizované
Laszlém Bekem) a Laszl6 Beke: Ceské, slovenské a madarské slova vystavené na stretnuti
Photo of the Meeting of Czech, Slovak, and Hungarian Artists (organised by Laszlé Beke) and
Laszl6 Beke: Czech, Slovak and Hungarian Words exhibited at the meeting | Ateliér Kaplnka
Gyorgyho Galantaia | Chapel Studio of Gyorgy Galantai, Balatonboglar, 1972
(Foto | Photo: Gyorgy Galantai. S laskavym povolenim | Courtesy of Artpool Art Research Centre)
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Medzinarodné stretnutia umelcov

Ako hovorit o vychodnej Eurépe?

chybnym oznac¢enim, a to ani tak nie pre odlisné
podmienky povedzme v Polsku a Juhoslavii, ale
predovSetkym preto, Zze nové, dnes pouzivané
umelecké jazyky maju medzinarodnu platnost

a nie sU viazané na narodné kulturne institucie."®

Metdédy historizacie a umenie vcitenia

Jedna situacia sa stale opakuje: ,mlady” umelec
alebo historik umenia navstivi protagonistu

a archivara sedemdesiatych rokov, otvoria

sa zazltnuté Sandény, vypadnu Uzasné fotky

a dokumenty, zazneju putavé pribehy. Spomienky;,
ktoré pocas takychto stretnuti oziju, va¢sinou vedu
k pomyslenym dialdégom s ostatnymi u&astnikmi
akcii, na ktoré sa spomina. V snahe viest zase raz
skutocny dialég sa konalo pripravné stretnutie,
~potla¢ archivov”, ktorého sa zuc¢astnili Laszl6
Beke a protagonisti a archivari bratislavskej
umeleckej scény sedemdesiatych rokov:

Peter Bartos, Kvéta Fulierova (1932), Lubomir
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Duré&ek (1948) a Rudolf Sikora (1946). Stretnutie
bolo zaznamenané na video a sprevadza ho
obrazovy pribeh dokumentov vytvoreny Petrou
Feriancovou (1977). Z mnozstva spomienok,

o ktorych sa hovorilo poc¢as stretnutia, zaroven
vybrala a zrekon§truovala v poetickej inStalacii
prechadzku zorganizovanu v roku 1979

Petrom BartoSom. Petra Feriancova vytvara

a skima archivy uz niekolko rokov. Okrem Petra
Barto$a tiez nadviazala unikatnu spolupracu

s Kvétou Fulierovou, partnerkou Juliusa Kollera
(1939 - 2007), v rdmci ktorej rozkryva subtilne
suvislosti medzi sukromnymi a profesionalnymi
aktivitami tejto dvojice predstavujuce slepu Skvrnu
v kollerovskom kanone.

5 Michael GIBBS, Documents. In: Artzien, 3, ¢. 1, januar
1981, s. 27. Tato stat vychadza z textu: Jelena Vesi¢: Works
and Words - Early critiques of the discourse of Eastern
European Art. In: Parallel Chronologies. http://tranzit.org/
exhibitionarchive

! AlSo Askk Fob yvouR Help
IN My Wokk By Posine e
For THREE PHoToS. THAMKS

A)C ovER  2)DEAW

3), CLIPCSIPesona’

Bohe (ot B Lo

Laszl6 Beke: Navod - koncepty k akciam na Stretnuti ¢eskych, slovenskych a madarskych umelcov
Instruction-concepts for actions at the Meeting of Czech, Slovak, and Hungarian Artists,
Ateliér Kaplnka | Chapel Studio, Balatonboglar, 1972
(S laskavym povolenim | Courtesy of Laszl6 Beke)
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issue of the cultural magazine Pages, which
featured a photo of the Hungarian troops

playing tug of war during the occupation of
Czechoslovakia in August of 1968. Beke proposed
to create a tableau vivant repeating the painful
image, but also suggested to destroy the photo

by using it as a rope. The other was a Handshake
Action for camera: artists were instructed to shake
hands with each other one by one, Hungarians
with Czechoslovaks, for Beke's camera. Then Beke
assembled the anonymous images of handshakes
and created a tableau of it identifying all the
participants.

Among many other intriguing contributions, Peter
Bartos (1938) created concepts for situations in
delicate resonance with Beke's proposals. His
“socio-situation” Meditation with Human Heart
was performed with the participants, who were
asked to listen in silence till they had counted

60 heartbeats. Barto§'s recurring later concepts
of three doves and three horses representing
“peace messages” about the coexistence of three
neighbouring nations were also inspired by this
meeting.

In the “friendly” gathering at Balatonbogléar the
participants - it seems - did not feel it to be an
onerous task to represent a wider community,
whereas in the second half of the 1970s several
international art events were organised to
showecase art from “behind the Iron Curtain,”
which raised sharp questions about the validity
of the category “East European Art”. After the
fiasco of the Dissident Biennale of 1977 that aimed
to feature artists who “think differently” without
considering the possible political consequences,
the ambitious exhibition at de Appel, Amsterdam,
“Works and Words" in 1979 staged a “confrontation
between artists who share a common sensibility
from Hungary, Czechoslovakia, Poland,
Yugoslavia and the Netherlands. It was a
manifestation which focused on the dialectical
interaction of reflection and action, of works and
words.”* Though the category “Eastern Europe”
was not used overtly, participants as well as
reviewers could see through the discursive
approach, and raised questions that are still of

critical relevance today in relation to language
and power, individualism and internationalism,
representation and documentation: “It is clear that
the term “East European” art is a misnomer, not
so much because of the different circumstances
in, say, Poland and Yugoslavia, but more because
the new artistic languages currently in use are
internationally recognised and are operated
outside of national cultural institutions.”

Methodologies of Historization and the Art of
Empathy

It is a recurring situation: a “young” artist or art
historian visits a protagonist and archivist of
the 1970s, yellowed folders are opened, thrilling
photos and documents pop up, absorbing
stories are told. The memories activated

during such discussions create a mostly virtual
dialogue with the other participants of the
events recalled. As an attempt to make this
dialogue actual again, a preliminary meeting,

a “potlatch of archives”, was organised for
Laszl6 Beke and protagonists and archivist

of the Bratislava art scene of the 70s: Peter
Barto$, Kvéta Fulierova (1932), Lubomir Duréek
(1948), and Rudolf Sikora (1946). The meeting
was recorded on video and is accompanied by a
visual narrative of documents created by Petra
Feriancova (1977). From the pool of memories
that were discussed during the meeting she
also selected and reconstructed in a poetic
installation a walk organised by Peter Bartos in
1979. Petra Feriancova has been creating and
researching archives for years, and started a
unique collaboration with - in addition to Barto$
- Kvéta Fulierova, the partner of Julius Koller
(1939-2007), and unearthed the delicate interplay
between the private and professional activities
of this couple, which is a blindspot of Koller's
canonization.

4 Frank Gribling, Preface, Works and Words, de Appel,
1980, p 3.

5 Michael Gibbs, Documents, Artzien, vol 3, no 1, January
1981, 27 p. This passage is based on Jelena Vesi¢: Works
and Words - Early critiques of the discourse of Eastern
European Art, in Parallel Chronologies. http://tranzit.org/
exhibitionarchive
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Pasenie ovecky. Pokus o rekostrukciu popoludnia.

Prva fotografia zobrazuje
celkom neformalnu, mozno
az banalnu scénku. Par

[udi, ktori sa medzi sebou
poznaju, zhovaraju sa, sediac
na luke, medzi nimi ovecka.
Tato fotografia vS§ak generuje
chod veci spat. Kto ju vidi ma
kopu otazok. Je prikladom
postprodukénej kodifikacie
dokumentu v ¢osi historické,
pretoze jej symbolike a
mnozstvu referencii nie je
mozné sa vyhnut. Je presne
tym, €o stale hladam, ¢i vo
vlastnych, alebo v cudzich
veciach. Obraz, prevysujuci
svoj pbvodny zadmer a ktory je
mimo nasu schopnost, alebo
schopnost autorovej kontroly.
Obraz, ktory pochopime, az
ked objavime “to” a “preco
vlastne”. Asociativne zablesky,
vybavenost, s ktorou stojime
pred nim ¢asto Uplne bezradne,
pretoze aj vzdelanie a intuicia
su subjektivne a oberaju

nas o moznost zhodnut sa

v porozumeni. Asi sa zas
opakujem ale odporu¢am pozriet
si Antonioniho zvaé&seninu, a ¢o
najskoér, nie ako ja.

Fotografiu z Pasenia oveCky
som prvy krat videla u Kvéty.
Nebola to jej fotka, bola vSak
na nej a bolav jej archive. Ta
fotka ma fascinovala natolko,
ze som ju opakovane musela
pouzit. Najprv na vystave v
rdmci OFF Bienale (Vulnerable,
Yet Everlasting, From Archive
Of Kvéta Fulierova), neskor na
vystave Domov / Homeland
Petra BartoSa vamt, a

znovu sa k nej musim vratit
teraz. V Kvétinom pripade

Slo o kategoriu stretnuti s

Petra Feriancova

priatelmi a volno&asovych, €i
polopracovnych aktivit (v klime
ktorych vlastne vznikali kluGové
Kollerove veci).

V pripade BartoSa mi Slo skér o
dodanie jeho vlastného zdroja,
akéhosi matrixu, ktory on sém
nespocetne vela krat prepisoval,
vzdy s novym vyznamom. Ano,
Bartos obrazy prepisuje tak,

ako sa piSu ikony a tak, ako

to spomina aj Julius Koller v
rozhovore s Laszlom Bekem v
suvislosti so svojimi pojmovymi
obrazmi. V pripade oboch
umelcov je pribuznost s ikonami
len v akte ich prepisovania a
snad' aj opakovania.

Peter Barto$§ usporiada akciu
bez Specifickej dramaturgie

a kontroly nad jej dynamikou,
ktorej jedinym vystupom, a aj
to len ndhodnym (pretoZze autor
sam sa o jej zdokumentovanie
nestaral) je par fotografii a
spomienok zu¢astnenych. Tych

fotografii odrazu pribuda, pretoze

viaceri zU¢astneni si spomend,
ze fotili. Niektori, na ktorych som
sa vyslovene spolahla ako napr.
LLuba Duréeka, fotoaparat nemali.

Na Iuke nad Lama&om v skorom
jarnom vetre na eSte chladne;j
zemi posedava bratislavska
vytvarna elita, lipe velkonoéné
vajicka a ¢akd, kym Peter Barto$
napoji ovecku, ktoru priniesol

v taSke zo zoologickej zahrady.
Peter Bartos$ dnes vravi o
stretnuti disentu. Ked nachadzam
jeho prekresby, Velkonoc&ny
motiv a symbolika ove&ky je
zjavna. Ked sa ochladi, ludia

sa po skupinkach rozptylia po
lese. Vznika par novych veci.
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Duréek opase strom, Koller
spravi otaznik, Strauss pobehuje
s papekom v zuboch po lese.
Zbieraju odpadky. Zidu dole k
pramerniu.

Cela ta krajina nad Lamacom
je BartoSova. Barto$ chce, aby
sme sa tym kusom prostredia
presli tak, ako ked prechadzame
vystavou alebo katedralou.
Priroda je priorita. A eSte v
skratke, ¢o mi Peter nadiktoval.
“Stretli sme sa tam, lebo sme
boli ¢isti ako ta ovecka. Ovecka
je médium. Bola to etiopska
ovecka a bola bielo &ierna, lebo

aj naSe Slovensko je bielo Gierne.

Tu nie je demokracia ABC, tu je
to tak alebo tak. Aj ked dvojica,
par, je v podstate v poriadku tak,
ako Cesko a Slovensko. Zaklad
spolo&nosti tvori predsa ABC.
Muz a Zzena je lenpar-AaB.”

3 KONE P13V
CISTU voDU
VISTRETNUTISA 3. NARCDOV

VCISTET VooE PRIRUSOVEIACH
MNAVoD STALy -TRvALE AKTVALIY A2 ONES

Peter BartoS: 3 kone piju
¢ista vodu | Three Horses are
Drinking Clear Water, 1979
(Zdroj | Source: Pertu No 7:
Peter Bartos, St. Auby Tamas,
katalég vystavy | exhibition
catalogue, Galéria umenia
Nové Zamky, 2007)

Grazing a Lamb. An Attempt to Reconstruct an Afternoon

This photo shows a pretty
informal, perhaps even banal
scene: a few people who know
each other, talking, sitting in a
meadow and in-between them
there is a lamb. This photo,
however, it causes things to go
backwards. One who sees it
may have a lot of questions. It is
an example of a post-production
codification of a document into
something historical, because
its symbolism and references
cannot be avoided. It is exactly
what | always look for in my
own or others’ work. An image,
exceeding its original intention,
which goes beyond our ability,
or the ability of the author, to
control it. An image that can

be understood only once we
uncover “what” and “what

for”. Associative flashes - the
facilities, with which one stands
in front of it, often completely
baffled, because education and
intuition are both subjective and
deprive us of the opportunity to
agree on one meaning. Probably
| will repeat myself again,

but | recommend watching
Antonioni’'s Blow Up, and as
soon as possible.

| first saw the photo of grazing
a lamb at Kvéta's. It was not
her photograph, but she

was on it and it was in her
archives. The photograph
fascinated me so much that |
had to use it repeatedly. First,
in the exhibition within the
OFF Biennial (Vulnerable, Yet
Everlasting, From the Archive
of Kvéta Fulierova), then in the
exhibition Domov / Homeland
by Peter Barto$ in amt, and now
| have to go back to it again. In

Petra Feriancova

Kvéta's case it was a category
of “meetings with friends and
leisure time, or half-work half-
leisure activities” (where most of
Koller's key works originated). In
BartoS's case it was more about
supplying his own resources
for me, a kind of matrix that he
himself had rewritten countless
times, always with a new
meaning. Yes, Barto$ rewrites
his works, just how icons

are rewritten, as Julius Koller
mentioned when describing his
works with conceptual images
in an interview with Laszl6
Beke, (which | got my hands on
yesterday). For both artists, the
affinity with icons is only in the
act of rewriting, and perhaps
also repeating.

Peter Barto$ organized an event
without specific editing and
control over the momentum, of
which the only outcome, one
that is also only accidental (as
the author himself did not care
about the documentation) are a
couple of photos and memories
of those involved. Those
photographs suddenly grow

in numbers because several
participants remembered that
they took pictures.

In a meadow above Lamac in an
early spring breeze and on the
cold ground sits the Bratislava
artistic elite; peeling Easter eggs
and waiting for Peter Bartos to
give milk to the lamb; which he
brought in a bag from the ZOO.
Today Peter BartoS calls it a
meeting of the dissent. Looking
through his re-drawings, the
Easter motif and symbolism

of the sheep is obvious. Once
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the weather gets colder people
disperse in groups into the
woods. A couple of new things
are created. Duréek girdles a
tree, Koller makes his question
mark, Strauss runs around with
bough in his teeth around the
woods. They collect garbage.
They go down to the spring.

That whole countryside above
Lamac is Barto§'’s. Barto$
wants us to walk through that
area, as when we go through
an exhibition, or a cathedral.
Nature is a priority. And just
very briefly what Peter had
dictated to me: “we met there,
because we were as pure as the
lamb. The lamb is a medium. It
was an Ethiopian lamb, and it
was white and black, just like
our country, Slovakia, is white
and black. There is not an ABC
of democracy, here it is like
this or like that. Even though a
couple, a pair, is basically fine,
just like the Czech Republic and
Slovakia. The basis of a society
is ABC. A man and a woman is
justa pair- AandB."



Od ludového vzdelavania az po demokratizaciu umenia

Neoavantgardni umelci ako vychovavatelia fudu

Vo vagsine socialistickych krajin vychodnej Eurépy
sa zakladali institaty ludového vzdelavania, ktoré
mali za Ulohu emancipovat robotnicku triedu
prostrednictvom systému miestnych centier
zastreSujucich kurzy pre amatérov a krazky
[udového vzdelavania. Tieto centrd, rovnako ako
diskurz ludovej osvety, si osvojili ¢i jednoducho
pouzivali viaceri neoavantgardni umelci pre
potreby didaktickych a konceptuéalnych ¢innosti.
Popri vyhradne sukromnych a spontanne
organizovanych akciach a vymenach viedli ¢lenovia
bratislavskej umeleckej scény Peter Bartos, Julius
Koller, Kvéta Fulierova, Lubomir Durgek a dal$i
amatérske kriazky, ugili stredoskolakov alebo
organizovali vystavy a akcie v kultarnych centrach,
ktoré boli ovela progresivnejSie nez to, ¢o sa vtedy
vystavovalo v galériach. Myslienku demokratizacie
umenia a kreativity ako utépie nielen socialistickej,
ale aj Fluxusu, realizoval v praktickej i teoretickej
rovine okrem lJifiho Valocha (1946) aj pedagog

a novinar Igor Zhot (1925 - 1997), &len neoficialne;j
brnianskej umeleckej scény.

Edukacéné situacie

Umelecké aktivity Lubomira Duré&eka,
konceptualneho umelca, performera, filmara

a autora experimentalnych textov a knih aktivneho
v Bratislave od sedemdesiatych rokov, predstavuju
zaujimavy priklad toho, ako je mozné vyplnit trochu
vyprazdnené demokratické posolstvo socialistickej
pedagogiky avantgardnym umenim. Okrem

toho, ze vytvaral konceptuélne, performativne

a participativne situacie, a celkovo sa vyhybal
oficialnemu i neoficialnemu vystavovaniu, zacal
Duréek uz kratko po absolvovani vysokej §koly
popri prilezitostnych scénografickych zakazkach
pracovat aj ako stredoskolsky ucitel vytvarnej
vychovy. Tymto ¢innostiam sa vSak nevenoval

len ako obzive, predstavuju zaujimavu kontinuitu
medzi jeho umeleckou a pedagogickou ¢innostou
¢i praxou ,uzitkového" vytvarnika. V roku 1976,
kedy Dur&ek pracoval ako navrhar v Obvodnom
kultrnom a spolo¢enskom stredisku Bratislava

| (ObKaSS 1), zorganizoval konceptualnu
mikulaSsku besiedku pre deti zamestnancov.

Po jej uspechu Durg&eka oslovili na vytvorenie
dekoracii pre karneval v Muko klube, ktoré

ponal ako Psychologické prostredie. No kedze
odmietol, aby ich su¢astou boli aj politické hesl3,
jeho praca nebola prijata s takym nadSenim ako
na detskej oslave. V rokoch 1981 — 1986 ucil spolu
s Juliusom Kollerom a Kvétoslavou Fulierovou aj
na amatérskych letnych Skolach v ramci ObKaSS
Il. Vytvorili a nafotili niekolko kolektivnych

a performativnych akcii. Podobne ako pri
Cvic¢eniach kreativity (ktorym sa blizSie venujeme
v nasledujlcej kapitole) cielom niektorych zadani,
ktoré Duréek pravidelne pouzival vo vyuke, je
fragmentacia individualneho umeleckého usilia
do podoby kolektivnej skisenosti, ako napriklad

v Posolstve IV (1982).

Vizhladom na to, Ze je Dur&ek silne skepticky

k médiu vystavy, primarnou formou recepcie
Duréekovej umeleckej praxe, ako poznamenava
Mira Keratova vo svojom texte v katalogu

k umelcovej retrospektive, je navsteva jeho ateliéru,
alebo presnejsie jeho ,medzipriestoru“.® Vela jeho
prac sa zaklada na performativnej a didaktickej
vymene medzi umelcom a navstevnikom. Vymeny
mali aj formu nedelnych tematickych Jarnych

a Jesennych prechadzok po meste (1977 - 1978)
a letnych exkurzii za u€asti Petra Barto$a, Jana
Budaja (1952), Stana Filka (1937 — 2015), Vladimira
Hauvrillu (1943), Juraja Mihélika (1949) a Ladislava
Snopka (1949). Tieto aktivity Duréek fotograficky
dokumentoval a archivoval ako vizualne naréacie
kolektivnych umeleckych situacii. , Diskusie,
kratke prednasky, fotograficky dokumentované
situacné performancie a do¢asné kompozicie
fungovali ako pomyselné spojivo kolektivnej
vystavy organizovanej vyhradne pre dany moment
vzajomnej komunikacie medzi ugastnikmi.*’
Pravidelné stretnutia a tvorivé vymeny

v bratislavskej kaviarni Palacka v rokoch 1978 -
1984 sluzili ako vychodisko v tvorbe umeleckych
kariet, ktoré na Duréekov podnet vytvarali &lenovia
tohto neformalneho kruzku. Zostavil tiez kolektivnu
vystavu tejto zbierky, pricom médium predstavoval
bali¢ek kariet.

6 Mira KERATOVA, Lubomir Duréek. Situaéné modely
komunikacie. Bratislava: Slovenska narodna galéria, 2013.
7 Daniel GRUN, Species of Exhibitions and Artists’
Communities in the 1970s and '80 in (Czecho)Slovaki. In:
Parallel Chronologies, http://tranzit.org/exhibitionarchive
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From People’s Education to the Democratisation of Art

The Neo-avant-garde Artist as Educator of People

In most of the socialist countries of Eastern
Europe Institutions of People’s Education were
founded in order to emancipate the working class
through a system of local cultural centres hosting
amateur courses and popular education circles.
The venues, as well as the discourses of popular
education, were appropriated or simply used

for the purpose of the didactic and conceptual
practices of several neo-avant-garde artists. In
addition to completely private, self-organised
actions and exchanges, Peter Bartos, Julius Koller,
Kvé&ta Fulierova, and Lubomir Duréek, among
others — members of the Bratislava art scene
—taught amateurs circles, secondary school
students or organised exhibitions and events in
cultural clubs presenting much more progressive
practices than what was exhibited in fine art
galleries. The idea of democratisation of arts and
creativity as a socialist as well as a fluxus utopia

was embraced on both a practical and a theoretical
level by the pedagogue and journalist Igor Zhot
(1925-1997), a member of the Brno unofficial art
scene, as well as Jifi Valoch (19486).

Educational Situations

The artistic practice of Lubomir Dur&ek
(conceptual artist, performer, filmmaker, and
author of experimental texts and books), who has
been active in Bratislava since the 1970s, is an
engaging example of how to fill the quite hollow
democratic educational missions of socialism
with avantgard art. In addition to producing
conceptual, performative, and participatory
situations and generally staying away from both
official and unofficial exhibiting, Duré&ek soon after
his graduation — along with occasional set design
commissions — started to work as a secondary

PR X

Lubomir Duréek: Posolstvo IV | Message IV, 10.11.1982
(Z archivu Lubomira Duréeka | From the archive of Lubomir Duréek)
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Od ludového vzdelavania az po demokratizaciu umenia

Neoavantgardni umelci ako vychovavatelia ludu

Tazisko Dur&ekovych prac tvorili intimne

a minimalistické situacie. Vedla toho sa vSak
venoval aj kritickému dialégu s propagandistickou
vizualnou kultirou a spoloéensko-politickou
realitou tzv. normalizacie tym, Ze tento kontext

vo svojom diele podvracal a recykloval. Mestské
prostredie a nahodné interakcie s davom a ludmi
na ulici sluzili ako vyznamné pole didaktickych
experimentov viacerym umelcom pdsobiacim

v Bratislave, poc&inajuc Kollerovou a BartoSovou
Antigalériou (1968 - 1969) vo vyklade a konciac
verejnymi akciami Do&asnej spolo¢nosti
intenzivneho prezivania (1978 — 1980), s ktorou
spolupracoval aj Durgek. V ramci Tyzdia
pouli¢ného divadla usporiadal Rezonancie (1979),
svojho druhu situacionistické dérive, ktorého sa
zucastnilo priblizne dvadsat ludi. Rozmiestnili sa
po ulici a vytvarali geometrické formécie, ktoré

mali vyvolat interakcie s okoloiducimi. In§trukcie

k neuskuto¢nenej performancii Prosim, obratte
ma spravnym smerom, prosim (1980), kde mali
performeri chodit v krabiciach vydani napospas
okoloiducim, boli v roku 1980 vystavené ako
koncept na medzinarodnej vystave ,Drawing"

v Pécsi v Madarsku. Dal$i Duréekov participativny
projekt, NFRMC - Informacia o rukach a ludoch
(1982), vytvoreny v spolupraci s 6smimi t¢astnikmi,
ktori okrem hmatu nemohli pouzivat Ziadne zmysly,
je zalozeny na vzdelavacej a kolektivnej skisenosti
ziskanej z obmedzenej zmyslovej interakcie.®

8 Tato stat vychadza z informacii a interpretacii v texte Mira
KERATOVA, Lubomir Dur&ek. Situaéné modely komunikécie,
Bratislava: Slovenska narodna galéria, 2013. Dalej z jej
rozhovorov s Lubomirom Duréekom, kde rolu prostrednika
laskavo zohrala Petra Feriancovd, ako aj z vyskumu, ktory pre
tuto vystavu vypracovala Eliska Mazalanova.

Lubomir Dur&ek: Viacgeneraéné priatelské stretnutie pri jazere (Dal$i z mnohych pokusov byt neviditelnym)
Cross generation friendly meeting by the lake (another of the many attempts to be invisible), slide show, detail
(Z archivu Lubomira Dur&eka | From the archive of Lubomir Dur&ek)
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From People’s Education to the Democratisation of Art

The Neo-avant-garde Artist as Educator of People

school art teacher. Instead of fulfilling these jobs
only for financial reasons there is an intriguing
continuity between his artistic and educational

or design practice. Working as a designer in the
first District’'s Cultural and Social Centre (ObKaSS)
in 1976 Dur&ek organised a conceptual Father
Christmas party for the children of the employees.
After its success Duréek was commissioned

to create a display for a carnival party in Muko
Club, which was realised as a Psychological
Environment. Since he refused to insert political
slogans, it was not received with the same
enthusiasm as the children’s fiesta. Between 1981
and 1986 he also taught amateur summer schools
in the framework of ObKaSS I, together with Julius
Koller and Kvétoslava Fulierova. They created
various collective and performative actions for
camera. Similarly, as in the case of the Creativity
Exercises (discussed in the next chapter), several
assignments that Dur&ek regularly applied in

his teaching activity aimed at the fragmentation

of individual artistic achievement into a group
experience, such as in Message IV (1982).

Since Dur&ek has a deep mistrust of the medium of
the exhibition, the most valid form for the reception
of Duréek artistic practice — as Mira Keratova

notes in her text in the artist's retrospective
catalogue - was a visit to his studio, more precisely
his “interspace.”® A lot of his works rely on a
performative and didactic exchange between

the artist and the visitor. Exchanges also took

the form of thematic Spring and Autumn Walks
(1977-8) taken in the city on Sundays, and summer
excursions with the participation of their co-
organizer Peter Barto$, and others like Jan Budaj
(1952), Stano Filko (1937-2015), Vladimir Havrilla
(1943), Juraj Mihalik (1949), and Ladislav Snopko
(1949). These activities were documented by
photos and archived by Duréek as visual narratives
of collective artistic situations. “Discussions,

brief lectures, situational performances for photo
camera, and temporary compositions were the non-
material bonding agent of the collective exhibition
organized exclusively for the given moment of
mutual communication among the participants.”’
Regular meetings and creative exchanges at

Palacka (a coffeehouse in Bratislava) between
1978-1984 were the starting point of works in a
format of playing cards created by the members of
this informal circle on the initiative of Duréek, who
compiled a collective exhibition of this collection in
the medium of a pack of cards.

Whereas he predominantly created intimate and
minimalist situations, Duréek’s practice was also

in critical dialogue with propagandist visual culture
and the social-political reality of the so-called
Normalisation era, subverting and recycling this
context into his work. The urban environment and
accidental interactions with the crowd and people
in the street were also an important field of didactic
experiments for several artists active in Bratislava
from Koller's and Barto$§’ Antigallery (1968-9) which
took place in a shop window to the public actions of
the Temporary Society of Intense Experience (DSIP,
1978-80), with whom Dur&ek also collaborated.

For the Week of Theatre on the Street he designed
Resonances (1979), kinds of situationist dérives
performed by about 20 people scattered in the
street to create geometrical formations that

trigger mobile interactions with pedestrians. The
instructions for his unrealised Please, turn me

in the right direction, please (1980) - a plan for
walking performers enclosed in boxes at the mercy
of passers-by - was presented as a concept at the
international “Drawing” exhibition in Pécs, Hungary
in 1980. Another participatory project by Dur&ek
NFRMC. Information about Hands and People
(1982), staged for eight participants with limited
senses, only entering in communication with

their hands, is also based on the educational and
collective experience gained from reduced sensory
interaction.®

6 Mira Keratova, LubomirDuré&ek. Situational Models of
Communication, Slovak National Gallery, 2013.

7 Daniel Grun, Species of Exhibitions and Artists’
Communities in the 1970s and '80 in (Czecho)Slovakia,
Parallel Chronologies, http://tranzit.org/exhibitionarchive/

8 This passage is based on the information and interpreta-
tions in Mira Keratova, Situational Models of Communica-
tion (op cit), and conversations with Lubomir Duré&ek, Petra
Feriancova, and Mira Keratova, as well as on the research
by EliSka Mazalanova made for this exhibition.
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Cvicenia kreativity

Myslienka [udového vzdelavania bola v Madarsku
zavedena v sedemdesiatych rokov, aby nahradila
hierarchické vztahy naznacené ,vychovou

[udu” (doslovny preklad ludovej osvety). V tej

dobe zacal fungovat aj Institut ludovej osvety

ako velmi progresivne vyskumné stredisko
podporujuce mladeznicku kultiru, sociologicky
vyskum, ale i nekonformné umenie. Jeden takto
otvorene zmyslajuci pedagdég v kultirnom centre
budapestianskeho zavodu pozval v roku 1975
umelcov Déru Maurer (1937) a Miklésa Erdélyho
(1928 - 1986), aby tu viedli kurzy vytvarného umenia
povodne zamyslané ako osveta pre robotnikov.
Predstavili tu nové demokratické pedagogické
principy ovplyvnené zisteniami modernej
psycholégie, ale aj Bauhausom, Fluxusom

a akcionizmom. ,CviCenia kreativity” sa preslavili
ako priam kultové workshopy vytvarnej pedagogiky,
ktoré vSak v skuto&nosti nenavstevovali robotnici,
ale perspektivni umelci. Maurer svoj koncept

a Studijny plan navrhla tak, aby vyvazila pnutia
vnutri skupiny a rozdiely v schopnostiach Studentov
pouzivat tradicné vytvarné techniky: kolektivhe
kresliarske zadania dopifiali cviéenia zamerané

na pohyb, fotografické a filmové experimenty, ale

i medziodborové prednasky. Erdély sa zaujimal

0 metddy rozvoja kreativity prostrednictvom
paradoxov, absurdit a vzdialenych asociacii.

Vo svojej studii s nazvom ,Cvi¢enia kreativity,
cviéenia pre rozvoj predstavivosti“, 1976° Erdély
definuje tvorivost ako nadejeplny a euforicky stav

a zdbraznuje jej rozdielnost voci produktivite. Doraz
kladie aj na to, ze tvorivy stav mysle nachadza

svoj uzitok aj v kazdodennom zivote, nech uz ide o
sukromnu ¢&i verejnu sféru. Kurzu sa niekolkokrat
zUcCastnil aj Laszl6 Beke, ktory vo verejnom liste
adresovanom ucastnikom zhrnul najdolezitejSie
zavery medzinarodnej debaty o tvorivosti a Skolske;j
reforme (Bauhaus, Arthur Koestler, Robert Filliou,
Allan Kaprow, Joseph Beuys, Ivan lllich). V roku
1977 ukongila zavodna kultarna komisia s Erdélym
zmluvu, takzZe v praci so svojou skupinou (toho
Gasu uz iSlo o skupinu InDiGo - Interdiszciplinaris
Gondolkodas, Interdisciplinarne myslenie) musel
pokracovat vinom kultirnom stredisku. Vo vyuke
amatérskych kurzov pokra¢ovala aj Déra Maurer,

ktora zacala vyucovat na Akadémii uzitkového
umenia az koncom osemdesiatych rokov. Z fotiek
a videozaznamov vytvorenych poc¢as Cvi¢eni
kreativity vytvorila v roku 1988 film s nazvom
Kretaivita-Vizualita."®

Subezne s ,Cvi€eniami kreativity” zalozili
Studenti madarskej vytvarnej akadémie (dnesna
Madarska univerzita vytvarnych umeni)
postkonceptualistickl umelecku skupinu s
nazvom Kruzok Rézsa (1976 — 1977). Osvoijili si
sice jazyk a zaner konceptualneho umenia, ale
distancovali sa nielen od utopického vychovného
posolstva avantgardy, ale aj od velmi tradi¢nej
umeleckej vychovy, s akou sa stretli na Akadémii.
Miesto toho sa sustredili na otazky identity,
samostatnosti a rodovych vztahov. Orshi Drozdik
(1946), ¢lenka Kruzku Roézsa, realizovala v roku
1977 akciu Akt/Model. Konala sa v poloverejnom
Klube mladych umelcov, ktory prevadzkovala
Liga komunistickej mladeze. Tato tyzden trvajuca
performancia reflektovala muzsky orientovanu
perspektivu v tradi¢nej umeleckej vychove, ale

aj na neoavantgardnej umeleckej scéne. Kreslila
Zzensky akt a tuto ¢innost prezentovala ako
vystavu, performanciu a podnet k zamysleniu.
Navstevnici do miestnosti nemohli vstupit,
peformanciu sledovali len cez gazu, ktora
blokovala vstup. Na kazdy den pozvala Drozdik
nejakého muza, umelca alebo historika umenia,
medzi ktorymi boli aj Miklés Erdély a Laszl6 Beke,
aby ,vystavu" zahdjili."

Aktivity o spoloénosti
V porovnani s Madarskom a Ceskoslovenskom

v Polsku §tat podporoval ovela modernistickejSiu
verziu a chapanie socialneho realizmu a vytvarnej

9 Sandor HORNYIK - Annamaria SZOKE (ed.),
Kreativitasi gyakorlatok, FAFEJ, INDIGO. Erdély Miklés
mdvészetpedagdgiai tevékenysége 1975-1986 / Creativity

Exercises, FAFEJ, INDIGO. On Miklé Erdély’s art pedagogical

activity. Budapest: MTA MKI-Gondolat-2B-EMA, 2008.
10 Doéra HEGY! - Zsuzsa LASZLO, Creativity Exercises,
tranzit.hu, 2015.

11 Déra HEGYI - Zsuzsa LASZLO, How art Becomes Public,
In: Parallel Chronologies. An Exhibition in Newspaper
Format, Budapest: tranzit.hu, 2011.
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Creativity Exercises

In Hungary the concept of popular education was
introduced in the 1970s to replace a hierarchic
relation suggested by the “cultivation of the
people” [the literal translation of the People’s
Enlightenment]. The Institute of People’s
Enlightenment also started to function as very
progressive research centre supporting youth
culture, sociological research as well as non-
conformist art. One such open-minded educator
at a Budapest factory’s cultural centre invited
artists Déra Maurer (1937) and Miklés Erdély
(1928-1986) in 1975 to teach the fine art courses
originally intended for workers’ education.

They introduced new, democratic pedagogical
principles influenced by the conclusions of
modern psychology as well as Bauhaus, Fluxus,
and actionism. “Creativity Exercises” became

a well-known, almost cultic workshop of art
pedagogy, attended not really by workers, but
rather by prospective artists. Maurer’'s concept
and curriculum aimed to counterbalance inner
tensions within the group and the differences

in students’ skills in traditional arts: collective
drawing assignments were supplemented by
exercises in movement, photographic and film

experiments, as well as interdisciplinary lectures.
Erdély was interested in methods of developing
creativity through paradoxes, absurdities and far
flung associations. In his study entitled Creativity
Exercises, Fantasy Developing Exercises (1976),°
Erdély defined creativity as a hopeful and
euphoric state, and highlighted its difference from
productivity. He also emphasized that the creative
state of mind could be useful in every field of life,
including both the private and public spheres.
Laszl6 Beke also participated in the course on
several occasions, and summarized in a public
letter addressed to the participants the most
important results of the international discourse on
creativity and educational reform (Bauhaus, Arthur
Koestler, Robert Filliou, Allan Kaprow, Joseph
Beuys, Ivan lllich). In 1977 the cultural committee
of the factory terminated the contract with

Erdély, so he continued the work with his group

in another cultural house, which by the time was
transformed into InDiGo Group (Interdiszciplinaris
Gondolkodas, Interdisciplinary Thinking).

9 Kreativitasi gyakorlatok, FAFEJ, INDIGO. Erdély Miklés
miivészet pedagdgiai tevékenysége 1975-1986 / Creativity
Exercises, FAFEJ, INDIGO. On Miklés Erdély’s art pedagogical
activity, eds Sandor Hornyik and Annamaria Széke, MTA MKI-
Gondolat-2B-EMA, 2008. (With English summary)

Laszl6 Beke a Miklés Erdély demonsStruju cviéenie: Navrh etudy pozitiv - negativ komponovanej
pre dve postavy | Laszl6 Beke and Miklés Erdély demonstrate the exercise: Positive-Negative Etude
Design Composed for Two Figures, 1975
(Foto | Photo: Tamas Papp, S laskavym povolenim dedi¢ov Tamasa Pappa a Miklés Erdély
Foundation | Courtesy of Heirs of Tamas Papp and Miklés Erdély Foundation)
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vychovy uz od Sestdesiatych rokov. V roku

1970 zalozili Zofia Kulik (1947) a Przemystaw
Kwiek (1945), Studenti Oskara Hansena na
VarSavskej akadémii vytvarnych umeni, duo
KwieKulik. Ako KwieKulik uz po¢as studii
reinterpretovali Hansenovu architektonicku

a vychovnu tedriu otvorenej formy, umelecky
format zalozeny na dynamickej interakcii

s danym okolim a u¢astnikmi, a aplikovali ju na
kolektivne akcie a reflexiu praktického vyznamu
kamery a fotoaparatu. Vyhladavajuc spolupracu
s umelcami z inych disciplin, zaviedli pojem
»aktivita“ oznacujuci spontanne akcie, ktoré boli
predpokladom vzniku novej gramatiky silnych
umeleckych uginkov. Dal§im pojmom, ktory od
zaciatku sedemdesiatych rokov pouzivali a dodali
mu Specificky vyznam, bola ,hra“. Oznacdovala
otvoreny, participativny, ale pravidlami regulovany
proces, ktory inicioval dialég pomocou
vizualnej komunikacie. Aj ked neslo vylozene

o didakticky proces, povazovali ,aktivitu“ i ,hru”

za experimentalne pole a jej vysledky mali
spbsobit prevrat v angazovanom umeni v tesnom
kontakte so zivotom v spolo&nosti. Film Aktivity
(1972) dokumentuje $tvordennu kolektivnu

akciu zalozenu na experimente so spolupracou,
ktora prebehla v polskej narodnej televizii.
Organizatori Przemystaw Kwiek, Zofia Kulik a
Jan S. Wojciechowski (1948) pozvali k G¢asti
basnikov, filmarov a hudobnikov. Jednotlivé akcie
sa konali bez vopred daného scenara a ¢loveka,
ktory by ich riadil. Spontanne gesta organicky
Ustili do spolupréace. Tieto situacie sa nakoniec
prezentovali pomocou slov, zvukov a rekvizit
televizneho Studia.

Vychadzajuc zo svojho utopického presvedcéenia
o spolo¢enskej roli avantgardného umenia,
iniciovalo duo KwieKulik zagiatkom
sedemdesiatych rokov spolupracu so statnym
InStititom umenia, ktorému navrhlo rozSirenie
jeho aktivit o nové umelecké formaty zalozené na

Orshi Drozdik: Akt/Model | Nude/Model, performance,
Klub mladych umelcov | Club of Young Artists, 1977
(S laskavym povolenim | Courtesy of Orshi Drozdik)
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Doéra Maurer also continued teaching amateur
courses, and only became a faculty member for
the first at the Academy of Applied Arts in the late
1980s. From the photos and footages created
during Creativity Exercises, Déra Maurer in 1988
made a film in the Béla Balazs Studié entitled
Creativity-Visuality.”®

In parallel with “Creativity Exercises” a post-
conceptualist artist group, the Rézsa Circle (1976-
7), was formed by students of the Hungarian Art
Academy. They adopted the language and genres
of conceptual art but distanced themselves

from both the utopian educational mission of the
avant-garde and the very traditional art education
of the Academy they attended, and raised new
issues like identity, self-management or gender
relationships. Orshi Drozdik (1946) — a member

of the Roézsa Circle, performed the action Nude/
Model in 1977 in the Club of Young Artists, a semi-
public venue which was run by the Communist
Youth League. Her week-long performance
reflected on the male-centred perspective of
both traditional art education and the neo-avant-
garde art scene. She was drawing a female nude
and presented this activity as an exhibition and
performance, a sight for contemplation. The
visitors could not enter the room, but only look in
through a gauze cover that blocked the entrance.
Drozdik invited various male artists and an art
historian, among them Miklés Erdély and LaszIé
Beke, to open her “exhibition” each day."

Activities in Society

In Poland, compared to Hungary and
Czechoslovakia, the state supported much more
modernist version and understanding of social
realism, as well as art education, from 1960s on.
The KwieKulik duo was formed in 1970 by Zofia
Kulik (1947) and Przemystaw Kwiek (1945), both
of whom were students of Oskar Hansen at the
Warsaw Academy of Fine Art. Already during
their studies, KwieKulik reinterpreted Hansen's
both architectural and educational theory of open
form - an artistic format in dynamic interaction
with its surroundings and users - and applied it to
collective actions, reflecting on the use of photo

and film cameras too. Seeking collaboration with
artists of other disciplines they introduced the
term “activity” for ongoing spontaneous action
from which a new grammar of powerful artistic
effects could develop. The other term they used
from the early 1970s with a specific meaning
was “game”, which meant an open, participatory,
but rule-governed process initiating dialogue
using visual communication. Though not directly
didactic, they considered “activity” and “game” as
an experimental field, the results of which should
revolutionize committed art in close contact with
social life. The film Activities (1972) documents
a four-day collective experiment on cooperation
produced in the studio of Polish National TV. The
organizers were Przemystaw Kwiek, Zofia Kulik
and Jan S. Wojciechowski (1948), who invited
poets, film makers, and musicians to participate.
They performed the activities without script and
leader. Spontaneous gestures organically enfolded
into cooperation, then situations designed with
words, sounds, and props taken from the TV
studio were presented.

Following their utopian conviction of the social
role of avant-garde art, in the early 1970s Kwiekulik
initiated collaboration with the state’s Institute of
Art and proposed to extend its scope of activity to
new art formats based on processes and collective
action. As representatives of “New Red Art,” along
with several other Polish artists, they criticised

the current form of social realism, as a synonym

of kitsch. They aimed to defy the cynicism of the
state — and people collaborating with it — accusing
them of not taking its own social utopias seriously
and demonstrating its power through superficial
restraints and allowances that encourage
consumption and individualism. The anti-politics
of the democratic opposition, which disapproved
of the political system not so much on ideological
grounds as on a moral basis, and formed organic
communities with no responsibility to deal with

10 Déra Hegyi - Zsuzsa Laszl6, Creativity Exercises,
tranzit.hu, 2015.

11 Déra Hegyi - Zsuzsa Laszl6, How art Becomes Public,
Parallel Chronologies. An Exhibition in Newspaper For-
mat, eds Déra Hegyi, Sdndor Hornyik, and Zsuzsa Laszl6,
tranzit.hu, 2011.
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procesoch a kolektivnej akcii. Ako predstavitelia
+~New Red Art“ spolu s niekolkymi dalS§imi polskymi
umelcami kritizovali si€asny socialny realizmus
ako synonymum pre gy¢. Chceli sa tak vzopriet
cynizmu Statu a ludom, ktori s nim kolaborovali

za to, ze nebral vazne svoje vlastné utépie a svoju
moc demonstroval v povrchnych obmedzeniach
a ustupkoch podnecujucich konzum

a individualizmus. Odmietali v8ak aj antipolitiku
demokratickej opozicie, ktora politicky systém ako
celok neodsudzovala ani tak z ideologickych, ako
skoér z moralnych dévodov a nabadala ku vzniku
organickych komunit bez zodpovednosti vodi
SirSiemu spolo¢enskému systému. Po niekolkych
marnych pokusov o reformu konzervativheho
pristupu In&titdtu umenia k angazovanému
umeniu vytvorilo duo KwieKulik vo svojom

ateliéri vlastny umelecky priestor a za¢alo
systematicky reflektovat Stylistické rozpory medzi
ich samostatnou a §tatom zadavanou ¢innostou,
ktora zahffiala ndvrhy paméatnikov, vystavnych
prehliadok a dekoracii politickych podujati. Ako
emblém tejto situacie sluzila pediatka Art on the
Run (Umenie na Uteku, 1978).12

Co znamena byt spolu v umeni

F-Art (medzinarodny festival Studentov
umeleckych $kol z Pobaltia), ktory v roku 1975
zorganizovala Statna vysoka Skola vytvarnych
umeni v Gdansku, je ukazkou toho, ako mozno
progresivne myslienky integrovat do oficialneho
podujatia. Festival organizovali ti isti Studenti
umenia, ktori neskor zalozili slavnu vroclavsku
Recent Art Gallery (1975 — 1980) v spolupraci

s miestnym kultirnym strediskom. Anna

Kutera (1952) na tomto festivale predstavila
performanciu Introduction, prvu pracu zo série
Stimulated Situation. Kutera prizvala devat muzov,
polskych i zahrani¢nych Studentov umenia, aby
si s fou po jednom sadli za st6él a stravili s hou
par minut ticha. Bez slov ,tu vzniklo jemné puto
medzi dvoma ludmi, zakazdym trochu iné"."®

Seminare o sudrznosti

V Juhoslavii, ktora mala medzi socialistickymi
krajinami Specialne postavenie, §tat podporoval
modernistické prejavy angazovaného umenia,

tzv. socialisticky modernizmus. Skupina 143,
pozostavajuca z kuratorov, kritikov umenia,
filozofov a umelcov, pdsobila v rokoch 1975 - 1980
v Belehrade, kde sa sustredila okolo Studentského
kultirneho strediska, ohniska Novej umelecke;j
praxe. K jej ¢lenom patrili Biljana Tomi¢ (1940),
Migko Suvakovié (1954), Ne&a Paripovié (1942),
Jovan Cekié (1953), Maja Savié (1954. Okrem

toho, Ze skupina koncom Sestdesiatych

rokov kriticky prehodnocovala hnutia Fluxus

a neodada, venovala sa tiez ,post-pedagogike”

a experimentom so samovzdelavanim. Jej hlavnym
umeleckym médiom bola konverzacia. Skupina
143 fungovala ako ,mikrospolo¢enstvo” zalozené
na zdielani poznania a tvorbe alternativnych
modelov Zivota a kreativnej prace. PoCas
Seminara zorganizovaného v roku 1978 v galérii
SKC v Belehrade spolo¢ne skumali ¢lenovia
skupiny a ich hostia zo Sempasu a Zahrebu

rozne formalne, sémantické a kontextualne

otazky umenia. Jednu z prednasok pod nazvom
»Historia ako umenie a proces vzdelavania
[udstva“ predniesol aj Marko Pogacénik. Tym, Zze
Seminér zdbrazrioval procesuéalne zalozenl pracu
a nehierarchickd vymenu poznania, sa staval proti
tradi¢nym akademickym spbésobom vzdelavania.

12 Zofia Kulik & Przemyslaw Kwiek: KwieKulik, In: Lukasz
RONDUDA - Georg SCHOLLHAMMER: KwieKulik, 2013.
(Predovsetkym: Maciej Gdula, KwieKulik: Defying Cynicism,
Defying Anti-Politics, s. 513-4)

13 Anna MARKOWSKA, The Glass Must Be Wiped Clean.
The Complicated History of the Recent Art Gallery (1975-
1980) at the Patacyk Culture Centre. In: Anna MARKOWSKA
(ed.), The Recent Art Gallery. The Avant-Garde Did Not
Applaud, Part 1, Wroctaw Contemporary Museum, 2014, s.
287. Iﬁalej tiez: Ewa MALGORZATA TATAR, The Introduction
- performance by Anna Kutera, Parallel Chronologies, http://
tranzit.org/exhibitionarchive/author/ewa-malgorzata-tatar/
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larger social system, was also rejected by the
artist duo. After more futile attempts to reform the
Art Institute's conservative approach to engaged
art, KwieKulik opened their own art space in their
studio, and started to reflect systematically on the
stylistic contradictions of their self-organised and
state-commissioned practice, which included the
design of monuments, exhibition displays, and
scenery for political events. The stamp Art on the
Run (1978) created an emblem for this situation.?

The Meaning of Being Together in Art

The F-Art (the International Festival of Art School
Students of the Baltic Region) organised by the
State Higher School of Fine Arts in Gdansk in 1975
is an example of a situation in which progressive
ideas could be integrated into an official event. The
organizers were the same art students who later
founded the famous Wroctaw-based Recent Art
Gallery (1975 - 1980) in collaboration with a local
Cultural Centre. Anna Kutera (1952) presented a
performance Introduction during this festival, the

first work from her Stimulated Situation series.
Kutera called nine participants, male art students
from Poland and abroad, to sit next her one by
one at a table for a few minutes in silence. Without
words, “a subtle bond formed between the two
people, each time slightly different.”'

Seminars on Togetherness
In Yugoslavia, being a non-aligned socialist

country, the state supported modernist
manifestations of engaged art, so-called socialist

12 Zofia Kulik & Przemyslaw Kwiek: KwieKulik, eds Lukasz
Ronduda and Georg Schollhammer, 2013. (Especially:
Maciej Gdula, KwieKulik: Defying Cynicism, Defying Anti-
Politics, pp 513-4)

13 Anna Markowska, The Glass Must Be Wiped Clean. The
Complicated History of the Recent Art Gallery (1975-1980)
at the Patacyk Culture Centre, The Recent Art Gallery. The
Avant-Garde Did Not Applaud, Part 1, ed A. Markowska,
Wroctaw Contemporary Museum, 2014, pp 287, and Ewa
Malgorzata Tatar, The Introduction - performance by

Anna Kutera, Parallel Chronologies (http://tranzit.org/
exhibitionarchive/author/ewa-malgorzata-tatar/)

KwieKulik: Umenie na ateku | Art on the Run, gumova pedéiatka | rubber stamp, 1978
(S laskavym povolenim | Courtesy of Zofia Kulik)
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Film ¢. 4 dokumentuje jeden zo Studijnych vyletov
skupiny do Sempasu v Slovinsku, kde sa &lenovia
Skupiny 143 zGc¢astnili nekonvenéného seminéra
spolu s byvalymi ¢lenmi slovinskej skupiny

OHO, ktori v tej dobe Zili v komune. Na konci
filmu vidime slavnostné odhalenie pamatnika
Dna narodného povstania, ktory vytvoril Marko
Pogaénik a ,Sempassku rodinu“. Po tom, ¢o

sme svedkami Uplnej slobody v kompletne
samoorganizovanej vzdelavace;j situacii zalozenej
na didaktike prechadzky, cvic¢eni s fotoaparatom
a spolo&nom ¢ase stravenom v prirode, nas
kamera zavedie na scénu s juhoslovanskymi
vlajkami, ludmi vo vojenskych uniformach,
oblekoch a kravatach hovoriacich do mikrofénu

pred pocetnym publikom, v ktorom vidime aj
»hipikov" z predchadzajucich scén. Jeden z nich
vystupi na pédium a prihovara sa ludom ukazujuc
na abstraktny pamatnik z kamennych stipov

v pozadi. Hoci réznymi cestami a oklukami,
avantgarda vytvarala v spolo¢nosti jedine¢né
udalosti, ku ktorym by sme sa mali vracat

a opakovatich."

14 Jelena VESIC, For Art as Knowledge Production
and Theoretical Inter-Textualism: The Seminars of the
Group 143, In: Parallel Chronologies, http://tranzit.org/
exhibitionarchive/author/jelena-vesic/

Grupa 143: Zaber z Filmu &. 4 - Sempassky seminar | Still from the film No 4 - Sempas Seminar
(S laskavym povolenim | Courtesy of Misko Suvakovié)
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modernism. Group 143 was formed by curators,
art critics, philosophers, and artists and was
active between 1975 and 1980 in Belgrade around
the Student’s Cultural Centre, the hotbed of

New Art Practices. Its members included Biljana
Tomi¢ (1940), Migko Suvakovié (1954), Nesa
Paripovié (1942), Jovan Cekié (1953), and Maja
Savi¢ (1954). Engaged in critically re-evaluating
the neo-dada and Fluxus movements of the late
1960s, the group was also committed to “post-
pedagogy” and experiments in self-education. Its
main artistic medium was conversation. Group
143 functioned as a “micro-society” based on

the sharing of knowledge and the generation

of alternative models of life and creative work.
During the Seminar organized in 1978 in the SKC
gallery in Belgrade, the members of the group and
their guests from Sempas and Zagreb explored
various formal, semantic, and contextual issues
of art. One of the lectures was the “History of Art
as the Process of Education of Humankind” by
Marko Pogacnik (1944). Emphasizing process-
based work and non-hierarchical exchange of
knowledge, the Seminar was directed against the
traditional academic modes of education. Film
no. 4 documents one of the group’s collective
study trips, to Sempas, Slovenia, where members
of Group 143 participated in an unconventional

seminar together with the former members of
the Slovenian OHO group, living in a commune
that time. At the end of the film we see the
inauguration of a monument commemorating
the Day of the National Uprising created by
Marko Pogaénik and the “Sempas Family”. After
the utmost autonomy experienced in an entirely
self-organised educational situation based on
the didactics of walk, exercises with a camera,
and time spent together in nature, suddenly

the camera arrives at a scene with Yugoslav
flags, people in army uniform or suit and tie,
talking into a microphone in front of a board
audience, among which we see the “hippies” of
the previous scenes. One of them goes to the
podium and speaks to the people pointing at an
abstract monument made of stone columns in
the background. Along different pathways and
detours, the avant-garde arrives in society at
unigue events that we should revisit and repeat.'

14 Jelena Vesi¢, For Art as Knowledge Production
and Theoretical Inter-Textualism: The Seminars of the
Group 143, Parallel Chronologies (http://tranzit.org/
exhibitionarchive/author/jelena-vesic/)
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