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As an independent curators' collective WHW acts within the 
sliding area negotiated between different models of non- 
formal institutions. It is a creative group, an organisa-
tional team and an 'institutionalised friendship'. It is 
based on activism and it includes different partners and 
initiatives in its activities. Our actions are based on a 
synergy that appropriates and redefines the various re- 
presentation models and systems in which they coexist. In 
order to explain our present situation, best described as  
a transitional state, between an independent position and 
institutionalisation, it is necessary to describe some 
circumstances under which WHW started to work as well as 
the dynamics of the cultural scene.

The independent cultural scene has been identified with 
alternative culture already for decades. In regard to cul- 
tural production, the term 'alternative' is usually linked 
to notions such as non-art, anti-art, avant-garde, neo-
avant-garde, contra-culture, i.e. to what is different in 
form and content, progressive, radical, gets out of the 
mainstream and opposes the establishment (the traditional 
high culture that is generally bourgeois). But in today's 
circumstances of culturalising everything, in a situation 
when every 'avant-garde' or 'subversive' act is imme-
diately absorbed as a fashion, exclusively cultural and 
temporary alternative, there is no alternative culture. 
Alternative culture existed only when there were alterna-
tive ideas on social order, ideas of alternative politics. 
To put it bluntly, alternative culture is to be articu- 
lated only alongside politics that articulate an alterna-
tive to the existing capitalism.  Following the heroic 
period of alternative cultural movements in ex-Yugoslavia 
during the 1970's and 80's, contemporary visual culture 
become significantly active once again in the late 90's. 
Already on the visual art scene itself there is a gene- 
rally evident reaffirmation of local conceptual practice, 
which is connected to the simultaneous breakthrough that 
this particular practice achieved on the international 
scene during the late nineties. Generally speaking, the 
contemporary art scene became active within the civil 
scene, capitalising on the knowledge and especially on the 
know-how developed during this period within a very dynamic  
and independent civil scene. Contemporary art is gra- 
dually positioning itself as an attractive media material 
and a vital space for the articulation of social frus- 
trations and antagonisms, as well as a fertile ground for 
social experiments. In the current situation the cultural 
and artistic production can still be an alternative, not 
by virtue of its new, different, unusual forms or ways of 
expression, but exclusively in a political sense.

Obviously, our interventions in the cultural scene, al- 
though based on such belief, have no illusions about its 
potentials to totally articulate the political alter- 
natives. Instead, they aim to introduce the themes we con- 
sider socially relevant (and are continuously ignored by 
the mainstream cultural production, academia and national 
intelligentsia) into the public discourse. In the present 
moment of time it seems as if culture is the only field 
that contains a political struggle. All WHW projects are 
based on the belief that contemporary art is capable of 

In Between: Independence and  
the Lures of Institutionalisation
  WHW  

articulating, mediating and 
introducing social themes to 
the wider public. A realm  
of visual arts is conceived 
as a catalyst to the rele- 
vant issues and social anta- 
gonisms that can offer new 
models of collectivity, ex- 
change and active participa-
tion of the audience. In 
these terms, WHW does not act  
as an isolated phenomenon  
on the local scene, but rather  
as an active part of the 
recent local independent cul- 
tural initiatives (Multi-
media Institute mi2, Attack, 
Močvara, Art Workshop Laza- 
reti, Urban Festival, Center 
for Drama Arts, Platforma 
9.81, etc.). Since the very 
beginning of WHW activities, 
collaboration, collectivity 
and establishing links with 
different subjects was an 
important work model as well 
as a conscious strategy of 
working in the public sphere 
that became increasingly ela- 
borate and took over a form 
of long-term synergies. These  
various models of collabo- 
ration evolved into the most 
important aspect of the WHW 
work, as well as into an 
important strategy of presen- 
ting specific topics and an 
effort of developing parallel  
cultural policies.

As a curators' collective WHW  
started to collaborate for 
the exhibition What, How & 
for Whom, on the occasion of 
152nd anniversary of Commu- 
nist Manifesto in 1999. This 
was the time when the Croa- 
tian version of the demo- 
cratic 'revolution' had been 
finalised with the triumph 
of capital and the redisco- 
very of the market economy 
as a tool of resource distri- 
bution.  What, how and for 
whom, are the three basic 
questions of every economic 
organisation — which are 
operative in almost all seg- 
ments of life. What — re-
presents the problem how 

many of the possible goods 
and services will be pro- 
duced with limited resources 
and social input, how — re-
presents the choice of certain  
technology according to 
which each good, chosen by 
answering the question what, 
will be produced, and the 
question — for whom concerns 
the distribution of goods 
amongst the society members. 
These questions presented an 
issue in the planning, con- 
cept and realisation of What,  
How & for Whom, on the 
occasion of 152nd anniver- 
sary of Communist Manifesto 
exhibition, and generally 
they also mark all future WHW  
projects and activities.  
The impetus for our first pro- 
ject was the fact that Arkzin  
republished Marx's Communist 
Manifesto with an introduc- 
tion by Slavoj Žižek. The 
book was published on its 
150th anniversary, which went  
by almost unnoticed thus we 
wanted to see how the art 
scene could respond to this 
challenge. The need to ques- 
tion our 'communist' past 
was a result of the dominant 
cultural politics in Croatia 
in the 90's, in which insuf- 
ficient intellectual contex-
tualisation disabled any 
serious reflection of both, 
the immediate communist past 
as well as the present 'trans- 
itional' moment. We were in- 
terested in discovering what 
the Manifesto as a political 
concept, a philosophical 
text, a cultural fact and a 
synecdoche of a social system  
might represent today. We 
also wished to discover what 
issues does it open following  
the breakdown of true Commu- 
nist enterprises. Our find- 
ings were that the economic 
analysis and descriptions of 
capital in operation are 
currently at their most rele- 
vant.  The exhibition did 
not aspire to shape an image 
on the subject of communism 
as an ideology, political 
regime or utopian endeavour. 
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Facing the recent production of artists who emerged on  
the Croatian art scene in the late 80's (a period of rapid 
deterioration of the socialist regime) with artists who 
have been forming the strong current of socially engaged 
art since the late 60's — the exhibition stressed conti-
nuity rather than breaks. On the other hand, the exhibition  
established an international context for local art pro- 
duction, which was lacking significantly during the last 
decade. The Manifesto was not the subject of the exhibi-
tion, but a strong trigger to develop an international 
context for local art production and revitalise the visual 
art scene by producing new works by Croatian artists. It 
also served as a trigger to initiate a public debate on 
the issues of recent history. The exhibition was first shown  
in Zagreb in June 2000 in the Home of Croatian Associa- 
tion of Artists, then in Vienna in 2001 in the Kunsthalle 
Exnergasse and we are hoping to show a modified version  
in Amsterdam in 2005.

Broadcasting project, dedicated to Nikola Tesla aimed to 
continue the discussion started by the What, How and  
For Whom exhibition on arts and economy, i.e. it tried to 
explore the issues of economical/political interests that 
prevent full realisation of the democratic potentials of 
new technologies. It was organised in co-operation with 
Arkzin publishing house, Multimedia Institute mi2 and the 
Technical Museum in Zagreb.
 
In the Broadcasting Project, the questions what, how and 
for whom related to media: what is distributed by the 
media, how is it done in regard to the technological con- 
ditions, tactics and strategies, and for whom, — who is 
the public of the mass media models of communication and 
what are the alternatives. In general, communication and 
mediation were questioned as a project background. On  
the practical level the presentation of the project in the 
mass media and public space was carefully planned in ad- 
vance, in order not only to increase the audience, but  
to make it react more actively. By presenting art projects  
in electronic broadcasting media, as well as works that 
question the conditions of communication in general, the 
Broadcasting Project functioned as a field of social 
experiments trying to offer a platform for a new defini-
tion of the public, social and political role of the 
media. It was conceived as a long-term series of cultural 
events that question the social and artistic implications 
of broadcast media from different perspectives. In the 
following months the project had been developed in colla-
boration with the Technical Museum, the Third program of 
Croatian National Radio and Radio Student as an interna-
tional contemporary exhibition and series of radio broad-
casts and interventions. In the same period, in colla-
boration with the cultural magazine Zarez, two supplements 
dedicated to the Broadcasting Project presented project 
contributors and in a certain way 'documented' the project 
development. The project was dedicated to Nikola Tesla 
(1856-1943), a Serb from Croatia who died as an American 
citizen, an eccentric, charismatic personality who in- 
vented over 800 patents and laid the theoretical ground 
for the development of radio, radar, satellites, electro- 
nic microscope, microwave, fluorescent bulb, etc. Once 
more, our intention was not to create a closed 'illu- 
strative' exhibition or to focus exclusively on the bio- 
graphical references of this charismatic legend. Instead, 
we wanted to open space for interaction and exchange  
of information, and at the same time encourage artists to 
utilise in-situ installations and projects with space-
visual-audio elements exploring the experience of body 
movement and physical action in technologically redefined 
conditions of post-information time. The Broadcasting 

Project was aimed at nego-
tiating the intersection 
between the realm of broad-
cast as a medium that dis- 
seminates via telecommuni-
cations, and the metaphorical  
surpluses spreading from 
visions of universal energy 
transmission, left over when 
the broadcast is translated 
into Croatian.

During the past several years  
the position of WHW gra- 
dually changed and evolved. 
Until summer 2003 WHW ope- 
rated without a permanent ex- 
hibition space, however 
since then it has been run- 
ning the program of Gallery 
Nova (in collaboration with 
the publishing house AGM).
 
The Nova Gallery is a non- 
profit city owned gallery in 
the centre of Zagreb and we 
try to structure its program 
using the WHW project stra- 
tegies, conceiving it as a 
platform for discussing rele- 
vant social issues through 
art, theory and media, as 
well as a model of collabo-
ration and exchange of know- 
how between cultural orga-
nisations from different 
backgrounds. In the mid 1970's  
the Gallery Nova was one of 
the most active spots of the 
Zagreb visual arts scene.  
It was open towards radical, 
avant-garde, unconventional 
and often marginalised art 
practices that were charac- 
teristic of the young ge- 
neration of artists, whose 
protagonists still have an 
important influence on the 
development of the new Croa- 
tian art scene. WHW refers 
to precisely this period in 
the Gallery Nova history, 
and the new program concept 
brings a wide array of new 
activities into the customary  
exhibition and gallery 
practice.
 
Alongside producing and pre- 
senting contemporary visual 
arts, the gallery also fo- 
cuses on establishing links 
between the visual culture 
and other forms of cultural 
production with the civil, 
activist, and NGO scene. Be- 
sides exhibitions, the pro- 
gram is characterised by  
a series of events that are 
designed to turn the gallery 

into a vivid cultural centre,  
and includes concerts, per- 
formances, film screenings, 
lectures and public dis- 
cussions. It tries to fill 
in the gaps in the local 
cultural scene acting at the 
intersection of popular, 
high and alternative culture 
in differentiated models 
that enable the investigation  
of representational stra- 
tegies, exhibiting forms and 
actions within a public space.  
The Gallery Nova is a vivid 
and active space that pre- 
dominantly targets young au- 
diences, using its non-
hierarchical structure and 
organisational flexibility 
towards fostering different 
innovative cultural collabo- 
ration practices, promoting 
contemporary media and a so- 
cially conscious and educa- 
tionally involved cultural 
production. Besides the inter- 
national exhibition program, 
an important aspect of our 
work is the continuous colla- 
boration with the youngest 
generation of Croatian artists,  
which WHW initiated with the 
START exhibition (City Art 
Gallery Ljubljana 2002; Karas  
Gallery, Zagreb 2003). The 
artist belonging to the young- 
est generation still work 
without a sufficient institu- 
tional framework, with a 
strong tendency of polarisa- 
tion between the 'capital' 
and the 'provinces,' mostly 
very traditional educational 
models, non/existence of any 
regulated art market, lack 
of professional publications,  
critical acclaim, systems of 
support and financing. In 
this respect, a significant 
part of the Gallery Nova 
program is a series of START 
solo exhibitions, the goal 
of which is to establish pro- 
fessional standards of work 
for young artists and at the 
same time, through a series 
of accompanying events, esta- 
blish a platform for a cri- 
tical evaluation of their 
work. The program is establi- 
shing collaboration with the 
young generation of curators 
and is also trying to stress 
the continuity of artistic 
endeavours and social themes 
opened in the 70's, thus 
continuing the traditions of 
local conceptual and socially  
conscious art practices.  
In the end, the question is 
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if one can radically change the basic conditions of see- 
ing/appreciating artwork, examine the political potential 
of the art and its ability not only to identify new and 
sensitive themes in a wider social context, but also to 
offer new modalities of resistance and collectivism. In 
this respect, the Gallery Nova is perceived as a public 
urban space of social visibility, intensive circulation, 
space for showing things, passing through, spending time, 
interacting, exposing conflicts, etc.

One of our recent exhibitions was Side-Effects which was 
exhibited in the Salon of the Museum of Contemporary Art 
in Belgrade. This exhibition presented works by EGOBOO.
bits, Felix Gmelin, Igor Grubić, Sharon Hayes, Vlatka Hor- 
vat, Kristian Kožul, Andreja Kulunčić, Aydan Murtezaoglu,  
Serkan Ozkaya, Kirsten Pieroth, Bulent Sangar, Marko Tadić,  
and VERSION. Side-Effects took place within the context  
of In the Cities of the Balkans, which is the 2nd part of 
the Balkans Trilogy. This project was initiated by the 
Kassel Kunsthalle Fridericianum. Side-Effects is a good 
and illustrative example of the indirect links that WHW 
creates amongst various projects that take place outside 
and inside the gallery.  The exhibition presented works 
that deal with a broad spectrum of issues that can be read 
in various contexts. However, at the same time, all of 
them dealt with certain unavoidable conflicts within the 
'transition' towards liberal capitalism, the side effects 
of which are class divisions, an increase in unemployment 
and crime, cultural and spiritual impoverishment, lack  
of imagination, solidarity, safety, indifference, and le- 
thargy. Side-Effects offers a conceptual frame, a certain 
standpoint from which the presented works can be under- 
stood against a background of lost illusions within the 
solutions offered by the 'normalisation' process and its 
idea of a gradual approach towards the imagined ideal  
of liberal democracy and a free market, while at the same 
leaving an open dialogue between the artistic and cura- 
torial position.
 
In a certain non-committed way, the exhibition is the third  
in a series of recent exhibitions prepared by the WHW cu- 
rators' collective. It is not the same exhibition in three  
versions, but rather a process in which the same trauma- 
tic core is questioned in different ways. This series of 
exhibitions might be seen as a kind of dialectical triad 
in which the thesis is represented by the exhibition Look- 
ing Awry (apexart, New York, 2003), which includes works 
by Igor Grubić, Aydan Murtezaoglu, Adrian Paci and Maja 
Bajević. Starting from Žižek's interpretation of a Shake-
speare's quote from Richard III, the exhibition is based 
on the impossibility of grasping the truth through a 
direct gaze. In this sense Marx's demand to 'look at the 
world with sober eyes' demands exactly that 'awry' look, 
which might also be understood as a look from the social 
margins. The exhibition Repetition: Pride and Prejudice 
(Gallery Nova, Zagreb, 2003/2004) presenting works by 
Sharon Hayes, Pierre Huyghe, Sanja Iveković, Aydan Murte- 
zaoglu, Anri Sala and Andreas Siekmann, functioned as an 
antithesis: we cannot reach directly for the truth and 
that is why we keep repeating the traumatic event. That 
repetition is not a consequence of some 'objective neces-
sity' independent of our desires, but it functions as a 
political option, as a payment of a symbolic debt, a ges- 
ture of repeated inclusion and symbolic appropriation. 
'Pride and prejudice' in the title are not separate themes,  
a positive and negative feature, but they point towards 
their inter-relatedness — and just like pride emerges 
solely from the perspective of a certain prejudice, pre- 
judice is a product of the gaze of arrogant pride. If  

we wish to spare ourselves 
the painful way around false 
recognition, we will miss 
the entire truth. In this 
dialectical triad Side-
Effects is a kind of a syn- 
thesis, a negation of a 
negation.

Currently, the most ambi-
tious long-term project in 
which WHW is involved is  
the Zagreb Cultural Kapital 
of Europe 3000. This is a 
collaborative platform ini- 
tiated by four independent 
cultural organisations in 
Croatia — Centre for Drama 
Art (performing arts), Multi- 
media Institute mi2 (new 
media), Platforma 9,81 (archi- 
tecture and media) and What, 
How and for Whom (visual 
culture). Throughout a three- 
year period (2004-2006) the 
project will develop a mani- 
fold of collaborative prac- 
tices within the local and 
international cultural scene 
and thus draw attention to 
the inadequacy of the domi- 
nant cultural models to meet 
the challenges in a changed 
cultural action setting. This  
new setting comes as a con- 
sequence of the acceleration 
of globalised communication 
exchanges, transversality of 
capital and the attendant 
ubiquity of economic globali- 
sation. Contrary to these 
dynamic processes the cul- 
tural field remains largely 
limited within the confines 
of the representative cul- 
tural models, its ineffi- 
cient institutional frame- 
work, without sufficient 
dynamic collaboration strate- 
gies and almost without any 
(and increasingly smaller) 
social relevance. As its goal  
CK3000 has set to react (in 
the local context of cultu- 
ral production) to this 
(primarily European) situa-
tion by offering to the 
broader local and interna-
tional cultural public an 
action model which will (on 
the level of methodology  
as well as on the level of 
issues) deal with the dyna- 
mics of transforming the 
cultural field, which are 
significantly marked by the 
ambiguity of the notion of 
capital (as in cultural ca- 
pital city, socio-cultural 

capital and economic capital).  
The initial strategic part- 
ners of the Cultural  
Kapital 3000 are Project Re- 
lations from Berlin (a pro- 
ject initiated by the German 
Federal Cultural Foundation 
with an agenda to promote cul- 
tural collaboration in Eas- 
tern Europe) and Erste Bank 
from Vienna which supports 
the creation of various cul- 
tural platforms in Central 
European countries in which 
it does business. By choosing  
contemporary agendas, such 
as the relation between pub- 
lic and private, status of 
public spaces, capital in the  
physical space, intellectual 
property and digital tech- 
nologies, copyright and alter- 
native licensing systems, 
hybrid information in physical  
space, artist groups and 
collective labour, collective  
intelligence, labour manage- 
ment and immaterial labour, 
the Cultural Kapital 3000 
project will form a comple- 
mentary and coherent set of 
cultural issues which are of 
great social relevance and 
thus promote the importance 
of cultural action as a sig- 
nificant element in the de- 
velopment of the public and 
social capital in a neo-
liberal transitional context.  
Cultural Kapital 3000 will 
promote practices and actors 
articulating cultural actions  
in terms of a social agency 
and a social agency in terms 
of a critical culture.  Over 
the next two years, Cultural 
Kapital 3000 will produce  
a number of local and inter- 
national interdisciplinary 
collaborations, which will 
present and engage new group 
dynamics, new collective 
strategies and new forms of 
labour within the cultural 
production. These collabora-
tions will counteract and 
hybridise the control of pro- 
ductivity through intellec-
tual property, advocate the 
protection of the public 
domain in face of privatisa-
tion, produce policy pro-
posals for strengthening and 
developing an independent 
cultural sector and secure its  
presence in the cultural 
capital. It will create col- 
laborations while investi- 
gating and inducing its con- 
ditions of possibility, 
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because cultural capital no longer means infrastructures,  
but rather collaborations, for collaboration is its infra- 
structure.
 
*Editor's note: Following the primary informal group of 
authors the WHW collective (What, How and for Whom) regis- 
tered itself as a non-profit, non-government organisation 
for visual art in 2002. The organisation is lead by Ana 
Dević, Nataša Ilić, Sabina Sabolović (curators), Ivet Curlin  
(cultural management) and Dejan Kršić (theorist and graphic 
designer).

First published: WHW, 'In Between: Independence and the 
Lures of Institutionalisation', Strategies of Presentation 
2  &  3, World of Art Anthology (ed. Barbara Borčić, Saša 
Nabergoj), Ljubljana, 2004, pp.  93-96.

Zagreb Cultural Capital 3000, cover of a publication,  

Design by Dejan Krsic, 2004
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1 Pierre Huyghe: The Third Memory; Repetition, Pride & Prejudice, 

Gallery Nova, 2003/2004

2 Repetition, Pride & Prejudice, exhibition publication,  

design by: Dejan Kršić

3 Sanja Iveković: Secondhand Utopia Shop; Repetition,  

Pride & Prejudice, Gallery Nova, 2003/2004

4 Side-effects, Gallery Nova, 2004
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A current discussion about art tends to be inflected by 
the idea of the global, by the idea of the post-modern, 
and by various forms of connection between the two. There 
is a widespread tendency to conceive the global as modern, 
progressive and dynamic. The global is thus given a posi- 
tive cultural value coinciding with the value it is given 
in the expansionist rhetoric of multinational companies. 
Where the global is associated with the post-modern, the 
implication is that global culture is more modern than 
modernism itself. On the face of it, it might seem some-
what contradictory to reject the values of modernism in 
favour of the new. So what is it that we are supposed to 
have finished with? What do we now understand by modernism?  

In general, modernism stands for a certain relationship 
between socio-economic reality and cultural forms; a rela- 
tionship in which the tendencies of the latter are supposed  
to maintain some critical autonomy with respect to the 
former. The pessimistic view of modernism, as articulated 
for instance by the American sociologist Daniel Bell, is 
that modernism encourages divergence, dissent and non-
conformism, and that it is productive of conflict. As the 
French students boasted in 1968, 'Nous sommes tous undési-
rables'. The model students of the post-modern age, how- 
ever, are supposed to respect the differences of others as 
much as they assert their own. 'We are all citizens of  
the world', is their cry.

There have been two principal concepts of modernism in 
art. The first form of modernism stands for belief in the 
autonomy of art and in the aesthetic as an absolute value, 
distinct from the social. The English writer Clive Bell 
was representative of early modernist theorists. He believed  
that all works of art were united by their 'significant 
form' and by their ability to arouse emotion in the specta- 
tor. From this perspective, the differences attributable 
to different conditions of production seemed of less im- 
portance than the aesthetic properties that works of art 
have in common. As to artists, Bell believed that there 
was no point in trying to conceive them as social beings, 
for they were 'the salt of the earth'. Between the wars 
abstract art was conceived within the modernist tradition 
as a form of ideal planning from above: an utopian model 
for a better world. However, after 1939 it ceased to be 
possible to associate the ideal with any form of social 
order. In the second — American — phase of abstract art, 
the work of art was conceived rather as the model for an 
ideal personal relationship; a kind of all-absorbing 
equivalent for other people.

However there is a price to be paid for keeping the rest 
of the world at bay. As thus conceived, the work of art 
required increasingly specialised conditions of display 
and encounter if its integrity was to be preserved. By the 
1960s it seemed that there was a tendency for modernist 
art to impose a kind of disregard for the social order. It 
had become specialised, professional and competent — at 
least as represented in the discourse which accompanied it. 
The Conceptual Art movement may be seen as a reaction 
against this tendency and this discourse. It was aggres-
sively unprofessional, irresponsible and incompetent. It 
said, 'We don't know what is aesthetic', and 'There are no 
universal values'. In the most radical elements of the 
movement, the competencies of painting and sculpture were 

The Merits of Incompetence
  Charles Harrison  

deliberately abandoned or frustrated, and the practice of 
art was recast as a task of learning, discussing and 
writing — a project to re-view modernism from outside its 
own framework of ideas and beliefs. The history of modern 
art itself was recast in the process. This led to a second,  
revisionist, form of modernism.

In this second form, modernism stands for the critical and 
oppositional tendency in modern culture, and for the con- 
stant revision of concepts of the aesthetic. The origins of  
modernism as thus conceived lie in an avant-garde break 
with the values of bourgeois art and culture, initiated in 
the mid-nineteenth century. The art in question aspires to 
reflect those truths which normal bourgeois consciousness 
seeks to conceal from itself. Its tactic is to render its 
non self-critical spectators incompetent — though at the 
risk of being condemned as incompetent itself. Thus Cézanne  
was dismissed as an incompetent in the 1880s. Now, however,  
we see his art as the very standard of modernist competence,  
and the work of his Salon detractors as morally incompe- 
tent — lacking in taste. Cézanne's inability to paint like 
the Salon painters — whatever its causes — appears as a 
virtue. A conservative sophistication is shown up by the 
critical 'innocence' of the 'primitive'.

During the twentieth century the association of modernism 
with the critique of sophistication meant that modernist 
styles were increasingly distinguished from naturalist and 
realist modes of picturing. In the post-war period critical  
modernism stood apparently opposed to a doctrinaire realism.  
In fact the contrast was misleading. On the one hand the 
title of 'realist' was applied with increasing inappropriate- 
ness to merely conservative forms of figuration. On the 
other the critical power of modernist art was diminished 
to the extent that it became established as a culture in 
its own right. This circumstance of misleading contrast 
was ironically represented in Art & Language's Portraits 
of V.I.Lenin in the Style of Jackson Pollock of 1980.

One sign of the supposedly post-modern is the executive re- 
conciliation of modernism and realism, west and east; the 
idea of a global culture again. In the work of Feng Mengbo 
(as shown at Documenta X in 1997), clips of Chinese Socialist  
Realist film are incorporated into high-tech videos dis- 
playing typically modernist formal devices. In the post- 
modern world, the global technology of electronic communi- 
cation reigns supreme. The video screen brings 'original 
art' direct into (almost) every home. The late-'60s photos 
of political violence on the streets now look curiously 
old-fashioned, local and 'modern'. We say 'there was a 
little local difficulty'. Harmony is global. Yet beneath 
the streets, or above them, there are still those who keep 
watch for signs of trouble, on screens where there is no 
art to be seen. And trouble is made by incompetents.

In fact, if art is global, it is not by virtue of its en- 
gagement with the technology of the day, or even with the 
'issues' of the day, but because it touches what touches  
us all and defines us as human. From the noisy world of 
Documenta X — the first truly 'global' Documenta — two 
images stick in the mind. The first is from Gerhard Richter's  
Atlas: the image of a candle, its flame blowing in the 
wind — the simplest of images for the fragility of life, 
yet still somehow affecting in the hands of an artist 
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confident of his means. The second is a painting showing 
the open spread of a printed book, from Art & Language's 
installation Sighs Trapped by Liars — an image which 
reanimates the centuries-old dialectic between looking and 
reading, pictures and words. These images are made of 
everyday materials, yet as images they are given the power 
to touch us as though for the first time. They bespeak 
that form of resolution without which art cannot persist: 
trust in the potential of a medium.

Art must embody some form of resistance to the dominant  
regimes of the culture — some form of incompetence. It  
cannot be good unless it does. This is a basic tenet of 
modernism. Does it follow that it is an outdated notion? 
Does it no longer hold true in the post-modern world?  
Or is the idea of the post-modern, like the idea of the 
global, no more than a return to the earlier, discredited 
version of modernism, in which all differences were over- 
come in the eyes of the global aesthete-cum-consumer?

First published: Charles Harrison, 'The Merits of In- 
competence', Geopolitics and Art, The World of Art Anthology  
(ed. Saša Glavan (Nabergoj)), Ljubljana, 1999, pp. 10 - 11. 
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A conversation  
with Mike Hentz
  Eda Čufer  

Mike Hentz, Stills from video lecture Translation, Škuc Gallery, 2001.
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Your work is a complex system and it is hard to introduce it in a few words. I suggest 
that we start with a concrete project. For instance, what are we dealing with at  
the Stone project, which is a sort of work in progress and has been going on from the 
beginning of the 1980's onwards?

The Stone project is all about transporting a large, five and a half tonnes heavy stone 
on top of a lorry. We traveled through various countries and cultures and we have been  
to countries like Iran, India, Italy and so on. We work in a group called Minus Delta t, 
which always consists of a group of between three to five people.

How did you manage to cross all of these country boarders with such a large stone?

Each boarder was a performance in its own right. Sometimes it took us a few days to 
arrange for them to let us through.

Where did you get this stone?

We excavated it in Western England for we wanted it to have a symbolic meaning. If we ex-
cavated the stone in Italy, it would be connected to the Roman culture. Our stone has a 
sort of connection to the Celtic culture, which was the oldest in Europe. At the same time  
the stone presents unworked material, a free space, which can accept various meaning 
projections and various symbolisations. For instance, the Catholics project the concept of  
'peace' into it. However, in Pakistan the situation is different and there are also other 
projections and symbolisations. That is what we were interested in. The stone was con- 
secrated by the Pope of the Roman-Catholic church himself.

How did you manage to reach the Pope?

That was very difficult. We had to visit the Jesuits, have dinner with nuns, and in the 
end we were helped by a Polish journalist, who was connected to the inner circle of  
the Vatican. In Iran we wanted to meet Homeini. We were accompanied by the revolutionary 
guards for three weeks and we attended numerous meetings, but in the end we failed.

In India you left the stone in the Ganges river.

Yes, for a few years, then we took it out of the river and continued our journey with it.

And where is the stone now?

In New Delhi. We wanted to take it to China, but this was not possible at the time. How- 
ever, I think we will manage to do this in the next two or three years.

Your projects differ to a great extent. On one side you operate on a very individual basis  
or within the frame of proliferated groups, and on the other hand you dedicate a lot  
of your time to projects dealing with organisational models and the logistics of networks 
upon which the cultural models of the new media are based. How do you perceive projects 
such as Van Gogh TV, Piazza Virtuale and others?

I am interested in processes through which ideas and concepts become real and cease to 
remain merely on a symbolic level. In order for things to become real you need a certain 
will, discipline and organisational effort to carry them out. On this level we can  
truly distinguish between individual or group projects and networks. The individual is 
the first unit. To be an individual means to know oneself and one's media and for many 
artists this is where it ends. They sign their works and that is it. The next level is 
the group which shares similar beliefs and taste. This is a sort of a narcissistic com- 
munity, which provides a very important experience for the development of language. The 
third level are networks, which operate within the field of the 'other' and their me- 
taphor is a man that meets a woman or vice versa. The 'other' and not the 'same' is the 
condition for the establishment of the network and a similar rule holds true also on a 
commercial level. Closed groups can not remain. They have to confront the 'other' i.e. 
the networks and these networks are based on the tradition of translating contents from 
one context to another. For me all of these levels are of the same value. It is my belief  
that an individual work of art is of no more importance than a group work of art or 
operation within the networks. There are more and more people who believe that individual  
artistic creation is anachronistic, but these are mainly people who operate within 
networks, because they do not have their own ideas and therefore they despise individual 
artists that have original ideas. For me all three levels are necessary. From here on  
we can develop new definitions and distinctions.
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What sort of distinctions, for example?

I distinct between three different levels, which I have named 'school of observation', 
'school of thought' and 'school of life'. The 'school of observation' is (on the level 
of visual art) connected with the technique. If I want to draw your portrait I have  
to learn how to translate your image into a drawing or painting which will reflect you, 
in which people will recognise you. If you want to reflect the society you must be 
precise in the translations of your observations into words or images. That is a thing 
of technique, craftsmanship. The 'school of thought' deals with the symbolic level. That 
is, when you, for instance choose various elements for an installation, put them to- 
gether and see the symbolic context of things. A context which does not exist in reality,  
but only on the thought level. Modernism as well as post-modernism very clearly belong 
to the 'school of thought'. Everything is based on the reflection of other schools, 
visions, philosophies. In the 'school of life' one deals with trying to transfer certain 
experience from the 'school of observation' and the 'school of thought' into social or 
cultural practice. Most contemporary art operates merely on the journalistic level of 
commentating events in society. This is art that has ceased to invent, it ceased to be a 
vision or culture, for today's culture is created by MTV, CNN, the fashion industry. 
Contemporary artists do not create culture, for they are at least 40 years behind. These 
are three levels that for me hold the same importance as those we have mentioned at  
the beginning. I work on this basis. I constantly train in my 'school of observation', 
'school of thought', but as my vision I want the 'school of life'. And this is not easy. 
The project Stone was an extremely difficult task on the 'school of life' level. Van 
Gogh TV maybe presented an even harder test. The entire artist and media scene accused 
us of selling poor quality video art.

This is interesting, for the projects that you have been working on within the frame  
of Documenta 8 and '9 in 87 and '92 are a sort of pioneer achievement and have introduced  
a model of thought and organisation upon which today's media scene is based and which 
became very fashionable in the 90's. It is surprising that you have not integrated your- 
self into this trend.

No, we have not, because the art system is interested only in the symbolic level, the 
'school of thought'. It is not interested in practice. People who started dealing with 
this field after us did not want to hear about history. They wanted to be the first. 
Piazza Virtuale and Van Gogh TV were based on deep organisational meditation and prepa-
ration and included all elements; from television, internet, satellite communication  
to organised networks in Western and Eastern Europe.

I remember the 1992 report for Piazza Virtuale from Ljubljana. Here the project was lead 
by Marko Košnik. In my opinion this project is gaining on value with time. This is also 
confirmed by the development in the years that followed.

That is why I am not at all burdened by the issue of the historic share. The things  
are clear and sooner or later they will be sorted out. These projects involved too many 
people for them to be neglected.

You have been working already from the second half of the 70's onwards. Does any sort  
of a critical reflection from outside exist, which would try to categorise your work and 
include it into various critical segments, with which the history of contemporary art  
is written?

They have tried to use some of our things, but we mainly dealt only with production and 
not post-production, therefore it is harder to perform this, for we did not form our 
work for such type of perception and it is hard to grab hold of us and place us within 
the frame of a gallery, museum or a collective exhibition.

Have you ever exhibited your projects in the form of documentation, in the form of 
photographic documents, plans and so on?

Very rarely. We have our conditions under which this could be done and we are constantly 
arguing as regards these conditions. People usually want only photographs, images. If  
we wanted to exhibit documentation, we would only have to design a way to do this, but as  
you know post-production is just as demanding and even more expensive then production, 
that is why we prefer to invest the money we have available into new productions. The 
book on my work, which I have published, cost more than three other projects would. On 
the other hand, only about 10% of my production is connected to the art context. The art 
context is a constant battle, which allows you to realise merely 20% of what you wish  
to perform and all the rest is a compromise. Of course we always return to the artistic 
context, but most of our work is performed outside, in the music scene and other net-
networks or completely independently in the narrower circle. Lately new generations of 
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art historians and critics are emerging and they are constantly visiting us because they 
are seeking for references for their concepts. They are especially interested in the so- 
called 'contextual art'. I personally have a huge problem with this term. The advocates  
of 'contextual art' say that the artist is of no value if he does not know how to write 
down his concepts. However, regardless of this, our 'media mystic' concept is gaining  
a new connotation with this new generation, for we have been operating with the issue of 
context already for decades. In the 80's we used these contexts to fight against being 
placed into special contexts. In the 90's there was another attempt to overcome the spe- 
cialised contexts, i.e. mixing disciplines, which is of course connected to these glo- 
balisation issues and the field is therefore open to a greater extent. New tools have 
emerged and people have started realising that they can use anything that is at their 
disposal. Today's generation has a great problem with references and memory. On the other 
side it is very interested in power. Power is a drug for young people and they would do 
anything to obtain it. Power has become a 'concept'. These are the children from the 60's 
and 70's generation who did a lot of different things, debated things to a great extent 
and who are now doing something completely else or even contrary to what they used to 
stand for. And the children understand that their parents stated one thing and acted other- 
wise, therefore they are confused.

What about your influences? At one stage you stated that Antonin Artaud or the Living 
Theatre are closer to you that the situationalists or Beuys.

This is true. I do not like Beuys and in my opinion he is completely overrated. Following 
modernism, the art system needed Beuys to return to some frames of more direct looking. 
There is nothing wrong with this, but Beuys never completed a project which would really 
talk about direct democracy, he merely dealt with his signature. That is why I have no 
respect for him, he never inspired me and I do not know why people are reminded of Beuys 
when they see my work. His going on about group work and direct democracy is completely 
made up, for in reality he never tried to realise anything like that. In the context  
of the spirit of time he was important, because he introduced some controversies on the 
level of a broader discussion. The Situationalists were a theoretical group and all that 
they have done was that they constantly argued amongst themselves. The excellent book  
The Society of the Spectacle does exist, but the movement fell apart in such a pitiful way  
that I can have no respect for the movement itself. The Situationalists exist through the 
romantic view of the others, through an interpretation which arose in the 80's and 90's. 
At the end of the 1980's some art historians tried to connect us with the Situationalists 
because they needed references and they did not know where to place us. On the other 
hand, Living Theatre was burdened with the context within which it occurred, i.e. the 
1960's with its political climate. Three months ago I led a workshop on the theme 'vanda-
lism, trance and ecstasy' and we encountered a similar problem, i.e. a boarder where  
the liberalisation of sexuality becomes a social and political affair. That, which was 
performed by the Vienna actionalists can be seen today in any backyard gallery and does 
not present a problem or danger anymore. Post-modernism undercut the context to these 
practices. Those things which were performed by the 'livings' represented an important 
research, but they were based on the opposition energy and on a political definition. 
Personally, I despise the left and the right wing and I am of the opinion that a politi-
cal philosophy that I could adopt does not exist. The 'livings' were classified as left 
wing and this represents their historic limit. Collective rituals or collective syn-
chronisation remained a field within which we also experimented for a number of years, 
but in the broader social plan what remains of this today is this 'new age' mania, in 
which the notion of spiritualism is connected to something completely unbearable. I can 
do something spiritual with a vacuum cleaner and I do not need Indian music or similar 
nonsense to perform this. Operating on this level was always a problem. For me Artaud was 
an inspiration, but he inspired me as an individual. Artaud could not synchronise him- 
self with the society. He completed one or two works and finished in a psychiatric ward. 
I know a number of psychotics who write books that might be inspiring. But their mistake 
is that they mix the levels. Vision is not practice. You can write a vision down, but 
practical application demands additional effort, which belongs to a completely different 
level. Vision might not be anything else but a control system of what you do. To have 
control over oneself demands a certain type of discipline and violence. During meditation 
you are violent against yourself in order to control your body and lead your mind into 
some sort of a trance. You need to work hard on collective synchronisation. In the same 
way as a music group must have rehearsals. You can have an excellent violin player, 
however he can be of no use when placed in a group. Synchronisation of a certain vision 
or knowledge with others within a group or society as a whole demands extreme efforts, 
personal investment and work. The quality of 'the holiness' or spirituality interest me 
as a synchronisation of the body and mind in real time, within the frame of a certain 
action. This is the first base. The second base is the question how to divide this within 
a group.
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In order to define the procedures which you use in your work, you use very interesting 
labels, such as for instance the techniques 'climate', 'media mystic' and 'multilogue'. 
Can you explain them to us?

'Climate' represents the atmosphere and is a methodology of work with the atmosphere.  
I have been dealing with this already for a number of years. 'Climate' is a procedure 
which deals with mise-en-scenes of reality. I form these mise-en-scenes with various 
elements.

For instance?

The technique in itself is rather complex, and it is based on expectation, therefore it 
is context sensitive, it depends where am I and what sort of people surround me. It 
takes into account the smell, temperature, time, visual design, dramaturgy, the sequence 
technique. This technique deals with the issue how to create a certain sequence of 
events and in which sequence do you build the event. It is also dependent on the type of 
activity. Do you use the rules or do you create the event without the rules; what sort 
of frame do you use, how to define the boarders of the event? For instance, in the Macro- 
land (1991 Zürich; 1993 Hamburg; 1997 Vienna) project the rule or the boarders were 
defined by how you go through the space. However, it could be something else. In Vienna 
in 1979 in the event Maximal Art and in a 72 h close up with participants, the room was 
full of mice and at first three of them were killed, because people did not watch where 
they were walking. Then they started walking more carefully. In this way the 'climate' 
changed. The frame influenced the people, in order for them to start walking more care- 
fully. The 'climate' is a tool for the articulation of mise-en-scenes of reality. Maybe  
it is reminiscent of a performance or a play, however there are no roles or appearances 
which are typical for performances or plays. This is about giving people functions and 
responsibilities in a certain direct situation in which we are not dealing with a play, 
a simulation, but an event, which is real.

We are therefore dealing with a sort of manipulation in the context of reality?

In such cases it is normal to manipulate. Art is manipulation. Politics is manipulation. 
And all these debates about closing people into spaces, about using people in order to 
live out you fantasies are to no avail. We are all under constant pressure. I am under 
pressure when I am walking down the street. The cars put me under pressure. Other people 
manipulate with me, because I have to constantly adjust to them.

What about 'media mystic'?

'Media mystic' is a notion which we introduced twenty years ago and it talks about the 
following: if for example, I sing a song, and if I sing it for example in the Škuc gal- 
lery like I did yesterday and if I then sing the same song at a Christian meeting and  
then at a business conference or a rave party, this will not be the same song, even if I 
always sing the same song, because the frame is different on each occasion. In the be- 
ginning of the 1980's the groups in which I participated in had a problem that we were 
placed into various contexts, such as punk or new wave and we therefore had to deal  
with the techniques of demystifying the contexts. We formed projects such as for instance  
the Stone project, in which we purposely met with people from contexts which had very 
different but very clearly defined values. For instance the Pope. And even though nothing  
really happened in the meeting with him (he was a bit senile and we could not really 
talk to him) the photograph of the meeting with the Pope got a meaning, which worked all 
by itself. Then we met with the socialist minister Kreisky and thus we brought the same 
'stone' into two such different contexts as Catholicism and Socialism. After that we 
also met the Rolling Stones and Mick Jagger in Paris and Mick was completely furious be- 
cause he understood the 'stone' as a provocation to the Rolling Stones. But then when 
you gather all these various contexts together a new, neutral context emerges. Usually 
people move around in some closed, narrow contexts or networks. You can, for instance, 
be a part of the project for Metelkova, or in the network of Soros Centers for Contempo-
rary Arts in Eastern Europe, or in a museum network, or merely in a community which gets 
together in pubs or clubs and whatever you do or create within one circle or network, 
obtains a different meaning when placed into another circle or context.
 
What about 'multilogue'?

The most simple example of a 'multilogue' is, when you are in a dialogue with eight dif- 
ferent people over the Internet at the same time. In life we are constantly in a multi-
logue. However, we do not discuss this. We do not discuss what influences us, from 
sounds, movements in space upon which we react and which effect our reactions and 
beha-viour. If it were extremely cold in the space where I held my lecture yesterday, 
the situation would be completely different, and the new situation would change my lec- 
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ture. And I call 'multilogue' these elements, these influences which people usually do 
not notice or do not take into account. A similar thing happens at 'media mystic'. The in- 
fluences from the environment are of key importance and therefore I believe that 'multi-
logue' is something that we must learn to follow and operate within it, especially in  
the time of globalism, confrontation with various cultures and so on. We are in a situation  
of multilogue and not a dialogue. Even if you have a joint interest with somebody from  
a different cultural context, you have to practise in order to be able to completely re- 
alise it. This is like learning to play a musical instrument or learning a new language. 
'Multilogue' must be learnt.

You master quite a few skills. You speak a number of languages, play the violin, you  
are a great rhetoric, you have great skills for music, technology and so on. You say that  
you have six professions. How did you manage to obtain all this knowledge?

For every new thing that you want to learn, from speech articulation, singing, painting, 
video, sound and electronic techniques and so on, you need a few years to really master 
them. As you have mentioned before I have four or five occupations, which in total took 
me 25 years of learning. And then you need another five years to connect them, in order 
for them to become multi-functional.

You define your work as poly-media. What is the difference in the relation to the more 
frequently used definitions such as multi-media or inter-media?

Multi-media was used in the 1960's. Since the computer appeared multi-media is used only 
in connection to electronics. I started using the term poly-media when I started to work 
with the 'climate' technique.

Does it talk about the connections between the various media in which you operate in?

That would be inter-media, but I would define this in another way. At yesterday's lecture 
I spoke, painted, I was a DJ and so on. In order to achieve this you must practise and 
this is poly-media. That is why I have studied 25 years and only during the past few years  
am I becoming a master. The poly-media concept is only now being understood also in 
science. Two months ago I was at a large scientific conference in Frankfurt, where they 
started discussing the fact that they will have to start intensively working on the con- 
nection between various disciplines and specialisations. It is interesting that the 
Internet lead them to these decisions. Poly-media is also the basis for the ODYSSEY pro- 
ject, which is my largest project alongside the Stone project. This project includes 
various professionals or people with special knowledge who meet in the same area and are 
learning to perform a joint project. This is what we are missing in contemporary society.  
We have one specialist alongside the other and all they can do is say 'let's have a drink 
together'. However, it is hard to prepare them to work together. Each of them operates  
at such a high level that he is incapable of translating his work onto other levels. As 
somebody who writes brilliant poetry in Chinese and is afraid that it will sound idiotic 
in the English translation. But people will have to lower themselves down to these lower 
levels in order to develop different and new contents.

The ODYSSEY project deals also with the issue of emigration, with the problem of 'home' 
(Heimat) and the identity of the individual in the modern world?

Odysseus is a project which deals with all of the above issues. Homer's Odysseus is on 
his way home for a period of 22 years. On his way home he finds himself in various situa- 
tions which he must control and participate in. He is not like a contemporary artist  
who goes into a gallery, remains a king there for three weeks and then gets kicked out. 
Odysseus must control the situation, the 'multilogue' with reality. We do not have a white  
wall in the street. On the other hand it is not in our power to design streets or towns. 
If we were King Peter, we could have built the new St. Petersburg or Hong Kong which was 
also built in 9 years, or Shanghai. However, most people do not have this power. And 
Odysseus talks about people who are disoriented, lost, who are increasingly loosing their 
national identity, who are becoming increasingly trans-national. You can be a Slovene but 
the influences upon you are American, British, etc. Your passport can be Slovene but your 
cultural influences and interests are also from other places. How will you therefore ma- 
terialise your identity? One possibility is to close the systems and take the road back, 
a route which was chosen by the Balkan nations. Today you are an orthodox Serb, but only  
a few years ago you were culturally also an American. Or Bosnians and Croats who can  
in their mentality once more become Ustašas or fundamentalists, because they are so dis- 
oriented that they prefer to take the route back. However, this road is not a road of 
evolution, this road is not the solution. The fear of globalism is wrong. This is a pro- 
cess we can not stop. It is like modernism, a movement that could not be stopped. It 
continues to roll on. However, you can decide whether you want to feed this beast, sit 
behind a computer and say 'let's surf, let's not seek problems, let's not dig too deep, 
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let's have fun', or you can mount the beast, start influencing it, tame it and become 
focused on some contents which enable you to come down to earth, to materialise some- 
thing. In this century we lost the family, nation and religion. During the last 30 years 
we have lived in a society of individualism, in a society of freedom, we were against 
authority and so on. Now we are returning to collective languages, to the need to get 
down to earth and ask ourselves where are the true qualities. Today, who still knows what 
quality really is? Look at the way we talk in the artistic world: 'Well, you can not 
really say that this is bad, because you do not understand the political context'. And so 
on. The Odyssey project deals with how to get the qualities back, how to return our 
pride.

How? In what way?

In this society the notion of work is becoming the last romantic notion of identity. We 
are moving towards a society without work. One fifth of the society is sufficient to feed 
all the rest and for all of us to live well. The industry is squeezing everything it can  
out of people and is holding them in a stranglehold through work. We are subordinating 
ourselves because we need work in order to survive. However people can only achieve new 
identities if somebody allows them to do what they are interested in, something they  
can be proud of. The number of such possibilities is on the decrease. Work is becoming  
a torment. There is a difference between work and a job. The job is performed for money 
and nobody thinks of singing a folk song while working for his company. The Japanese would  
do this, however, we would not. On the other side the fun culture is even more boring. 
Rave parties draw out more energy from people than any serious work. For example, let's 
say that we have 500 people that came to a rave and we offer them to renew a house or  
a street for fun, just for the sake of it. Each one of them could wok for an hour, drink  
in between, listen to music, dance, have fun and talk. The street would be renewed in one 
day and through work such a rave party would change something in society and therefore 
people would be proud. When I first did the project Schwarzarbeit (Werkleitzbienalle, 
Germany,2000; Forum Stadtpark Graz, 2001) i.e. a research project within Odyssey, this 
took place in a village Werkleitz where the unemployment rate was 40%. The only person 
who had the possibility to offer work was an owner of a metal foundry. He gave me the 
chance of organising a workshop in his factory. I worked with two workers who he had re- 
cently fired and a group of coloured people. What was it all about: Looked for example  
at the office in which we are sitting, the neon lights, the ugly tables, the masochism. 
When I work at home, I have pleasant lighting, a glass of wine, a computer and yet I 
manage to work. Why must this public, representation office be so masochistic? The first 
thing that I changed in the factory was the environment: lighting, music, drinks, food, 
and yet we worked and we worked well. Maybe we were not as efficient as the rationalised 
masochism of the everyday factory work, which must quickly produce cheap goods. We were 
at most 60% of that, but we were enjoying ourselves. And then, when the factory owner and 
the other workers saw us they said: 'We would also like to work like that.' And I told 
them 'this is your workshop, use it as it is now'. And I heard that they left it like 
that and that they now work in it. This means that a man can create work for himself and 
he can organise it in any way he desires. What is happening in the last period is that  
we are moving towards extreme neo-capitalism, which is destroying any kind of political 
ethics. And this pulls behind it also many other things. The knowledge of techniques, 
which are dealing with integrity and dignity is disappearing and I am trying to revive it 
through projects such as Odysseus and others. I think that we all need this knowledge  
in a new way, in the context of the contemporary global situation. We would have to learn 
to use the traditional or regional sources of knowledge and find translations for them  
in the frames of the global trends. Self-discipline is a very important thing and most 
people can operate in a disciplined way only if they are fighting against something. And 
I think that is the greatest problem of the generations today. They have no longer any- 
body or anything to fight against. They did not have the chance to learn how to adopt de- 
cisions and be disciplined. That is why they are desperately seeking for sources of 
pressure, prohibition and so on. That was also the insanity of the 1960's. To be against. 
I think it is much better to be for something. For what can we possibly fight against 
today? Today everything is basically allowed.

First published: Eda Čufer, 'Conversation with Mike Hentz', Strategies of Presentation, 
The World of Art Anthology (ed. Barbara Borčić, Saša Glavan (Nabergoj)), Ljubljana, 2002, 
pp.  85-88.
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as dramaturg with the group Irwin on projects that dealt with  
a new perception and understanding of relations between the 
West and the East in the period of post-Socialism. In the frame 
of these projects, she was editor of numerous books and cata-
logues: NSK Moscow Embassy: How the East Sees the East, 1992; 
Transnacionala: Highway Collisions Between East and West  
at the Crossroads of Art, 2000; Interpol: The Art Exhibition 
Which Divided East and West, 2001. She co-curated the exhibi-
tions: In Search of Balkania, Neue Galerie, Graz, Austria  
2002 and Call me Istanbul, ZKM, Karlsruhe, Germany 2004 (both 
together with Roger Conover and Peter Weibl). She currently 
lives between Ljubljana and Boston and has focused on writing 
a book Art as a Mousetrap.

 Clémentine Deliss  is an independent curator, researcher and 
publisher and was born in London of French-Austrian parents. 
She holds a PhD from the School of Oriental and African Studies,  
University of London. Early exhibitions include Lotte or  
the Transformation of the Object (Steirischer Herbst, Graz, 
Vienna 1990); Exotic Europeans (National Touring Exhibitions,  
London 1990); and Seven Stories about Modern Art in Africa 
(Whitechapel Gallery, Konsthalle Malmo 1995). From 1992 to 
1995 she was the artistic director of africa95, an artist-led 
festival coordinated with the Royal Academy of Arts, London 
and over 60 UK institutions. Since 1996 she has produced the 
writers' and artists' organ Metronome, publishing in Dakar, 
Berlin, Basel, Frankfurt, Vienna, Oslo, Copenhagen, Stockholm,  
Paris, London, and Tokyo. Metronome has been launched at  
the Dakar and Venice biennales; the Kunsthalle Basel; DAAD, 
Berlin; Documenta X; and at Galerie Chantal Crousel in Paris. 
In 2005 she founded Metronome Press in Paris together with 
French critic Thomas Boutoux (www.metronomepress.com). In 
September 2006, Clémentine Deliss had a solo exhibition  
of her work at Kandada gallery (CommandN project collective, 
Tokyo), featuring ten years of Metronome and a special 
edition of sandals made from second-hand books. At the same 
time she curated the Metronome Think-Tank in Tokyo, which was 
hosted by the Mori Art Museum and organised by Arts Initiative  
Tokyo and Edinburgh College of Art. Metronome was an official 
participant in Documenta 12 magazines. Since 2003 she direc-
ted Future Academy at Edinburgh College of Art with members 
and research cells in Senegal, India, Australia, USA, and 
Japan. She has acted as a consultant for the European Union, 
AFAA (now France cultures) and the Ministry of Culture, Sene-
gal. At the moment she is a director of Weltkulturen Museum  
in Frankfurt.

 Mike Andrew Hentz  (New Jersey, 1954). He works in the field  
of visual art, music, new media, performance, sculpture, in- 
stallation and events. He publishes texts, lectures and or- 
ga-nises events. He is media consultant and develops multi-
functional systems. From 2010 he has regular radioshows on 
reboot fm, Berlin and from 2011 he is working on minus delta t 
archives and preparing new minus delta t projects.
He is co-founder of groups Minus Delta t (1978), Frigo and 
Code Public (1980). He collaborated on the projects University  
TV (1991), Van Gogh TV (1998), pontoon (1986), European Media 

Art lab (1989), Kunstaspekte, Graz (2001-2005), Berliner 
Street Art (2005). He led numerous projects, including 
Odyssee Project (Osnabrück, 1993), Macroland (Vienna, 1997); 
director of festivals Treuianisches Schiff, HfbK, Hamburg; 
Medusa in Poland, The Future of Art Education – Festival 20 
Jahre Intermediales Gestalten (Stuttgart, 2005), Polymedia 
Jourfix (Stuttgart, 2006); he founded Radio and TV School 
Riga, Latvia (2007). With music – performance – installations 
– intermedia he participated at Performance festival Wild-
wechsel in Frankfurt (2006), Festival Offside in Pore, Croatia  
(2006), 1st German Jews Harp festival in Leipzig (2007), 
AVfestival in Newcastle and Manchester (2008), MoKS, Mooste, 
Estonia (2008, 2009, 2011), Performance festival ZOOM Hildes- 
heim (2009), The 5th Swiss, Berlin (2011).
In recent years he lectured at Tartu University, Estonia (2008,  
2009), Art Academy Riga & New Media / Film department of 
Riseba University, Riga, Latvia (2009-2012), UCCA, Beijing 
(2010) & led workshops at World of Art School (SCCA–Ljubljana)  
in Ljubljana (2006) and Film and Media production, F+F School,  
Zürich (2009).
Among other, he also collaborated on: ArsElectronica (Linz), 
Infermental (Leipzig), Documenta 7 and Documenta 8 (Kassel). 
He taught and teaches in the following art schools: HfbK, Ham- 
burg (1991-1997), and Staatliche Akademie der Bildenden 
Künste Stuttgart (2003-2006), and Hochschule für Gestaltung, 
Offenbach (2009).

 Suzana Milevska  is a theorist of visual art and culture based 
in Skopje, Macedonia. Currently she teaches art history and 
theory of visual art at the Faculty of Fine Arts — University 
Ss. Cyril and Methodius in Skopje. From 2008−2010 she taught 
fine arts and digital art at BA and MA level at the New York Uni-
versity in Skopje and from 2008 − 2010 she taught art history 
and analysis of styles at the Accademia Italiana Skopje and she 
was its Dean. From 2006 to 2008, she was the Director of the 
Center for Visual and Cultural Research at the Social Sciences  
and Humanities Research Institute 'Euro-Balkan' in Skopje 
and she taught Visual Culture at its research degree M.A. in 
Gender Studies. She holds a Ph.D. in Visual Cultures from Gold- 
smiths College in London (2006) where she taught from 2003 to 
2005. In 2004 she was a Fulbright Senior Research Scholar at 
Library of Congress and she also received P.  Getty Curatorial 
Research Fellowship (2001) and ArtsLink Grant (1999). Since 1992 
she curated over 70 art projects in Skopje, Istanbul, Stockholm, 
Berlin, Bonn, Stuttgart, Leipzig, London, Ljubljana, Zagreb, 
Utrecht, Vienna, etc. She was one of the curators of the Cosmo-
polis Balkan Biennial in Thessalonica (2004) and of the Inter-
national Biennale of Contemporary Art 2005 in Prague. In 2010 
she published her book Gender Difference in the Balkans and 
edited The Renaming Machine in connection with a research and 
curatorial project with the same title (2008−2010). She was one 
of the researchers for the projects East Art Map (initiated by 
Irwin, 2001−6), Gender Check and for Call the Witness — Roma 
Pavilion at the 54 International Art Exhibition — Venice Bien-
nale-Collateral Event, 2011; and curated the exhibitions Call 
the Witness, BAK, Utrecht, and Roma Protocol at the Austrian 
Parliament.

Since 2006 Oliver Marchart is Professor at the Universtiy of 
Luzern, 2001-2002 he was Scientific Advisor and Head of the 
Education Project of documenta 11. He lectured at different 
universities (University of Vienna, University of Innsbruck, 
Art Academies, Essex Summer School, University of Basel). 
Fellowships: Research Fellow at the Centre for Theoretical 
Studies, University of Essex (1995); Junior Fellow at the 
International Research Center for Cultural Studies in Vienna 
(1997-1998); Fellow at the Columbia University Institute at 
Reid Hall and the École des Hautes Études en Sciences Sociales, 
Paris (2005).
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 Saša Nabergoj  is an art historian, curator and critic. As-
sistant director at SCCA−Ljubljana, Center for Contemporary 
Arts. A member of AICA (International Association of Art 
Critics) and IKT (International Association of Curators of 
Contemporary Art, Amsterdam). Writer, editor, curator and 
lecturer on contemporary art, focusing on curatorial and cri- 
tical practices. She curated many exhibition, among them 
Studio 6 Presents: CAC Bukovje (SLO) and Studio Golo Brdo (CRO)  
(Matchpoint Gallery, November 2011), Tomislav Brajnović: 
Ekspedition_ego (Alkatraz Gallery, November 2010); both with 
Sonja Zavrtanik, Around the world of art in 4.380 days. World 
of Art 1997 - 2009 (Alkatraz Gallery, November 2009), Ola 
Pehrson. Retrospective. Ljubljana. Beograd. Stockholm (Škuc 
Gallery, 19.12.2007 - 20.1.2008, Salon of Museum of Con- 
temporary Art Beograd, February, March 2008 and Färgfabriken,  
October 2009); with Joa Ljungberg. She has lectured exten-
sively, recently: Legends and Stories of the Parallel Reality  
on symposia Archive as a Strategy: Conversations on self-
historisation on the Case of East Art Map organised by Calvert  
22 and University College of London (May 2012), Curatorial 
Intervention on a conference Applied Exhibiting, ECM, Post- 
graduate educating, curating and managing studies at the 
University of Applied Arts in Vienna (May 2012) and A Praize 
of Lazyness at TEDx in Maribor (January 2011). At SCCA−
Ljubljana she is a head of World of Art, School for Curators 
and Critics of Contemporary Art (since 1998) and Studio 6 
(since 2004).

  Dorothee Richter   is an art historian and curator; Director of 
Studies for the Postgraduate Programme in Curating, ICS, at  
the ZHDK Zurich and publisher of On-Curating.org. Prior to that  
she was Artistic Director of the Künstlerhaus Bremen. She has 
initiated symposia on questions of contemporary art with the 
following publications: Curating Degree Zero — an international 
symposium of curators (with B.Drabble); Dialoge und Debatten —  
on feminist positions in contemporary art; Im (Be_)Griff des 
Bildes (with Katrin Heinz and Sigrid Adorf); Die Visualität der 
Theorie vs. zur Theorie des Visuellen (with Nina Möntmann); Re-
Visionen des Displays, (with Sigrid Schade and Jennifer Johns);  
Institution as Medium. Curating as Institutional Critique?, 
Kassel (with Rein Wolfs), teaching: University of Bremen, Ecole  
des Beaux Arts, Geneva, Merz-Akademie Stuttgart; University 
Lüneburg, Zurich University of Arts. She initiated (with  
B. Drabble) the Curating Degree Zero Archive, an archive, travel- 
ling exhibition, and website on curatorial practice (www.cu- 
ratingdegreezero.org). Other editions: Curating Critique (with 
B. Drabble), editor of the web-journal On-Curating.org. She  
is curator of New Social Sculptures in cooperation with the 
Kunstmuseum Thun and students of the Postgraduate Programme 
in Curating.

 Nora Sternfeld  is an art educator and curator. Part of trafo. 
K, Office for Art Education and Critical Knowledge Production 
(with Renate Höllwart and Elke Smodics-Kuscher) and of schnitt- 
punkt. exhibition theory & practice. She is professor for 
curating and mediating art at the Aalto University Helsinki 
and co-director of ecm — educating / curating / managing — 
Master Program in exhibition theory and practice at the Uni-
versity of Applied Arts Vienna. She was a lecturer at the 
Academy of FIne Arts Vienna, the Viennese Art School, the Art 
Academy Kassel, the Zurich University of the Arts and the 
University of Education in Vienna. Curatorial projects have 
been: Contradictions! Critical Agency and the Difference 
Within, Open Space Vienna 2011; Plakate und Kommentare, IG 
Bildende Kunst, Vienna 2009 (w/ Toledo i Dertschei); Nothing 
for us. Everything for everyone. Strategic Universalism and 
Political Drawing, IG Bildende Kunst, Vienna 2007 (w/ Toledo  
i Dertschei); Let it be known! Counter Histories of the African  
Diaspora in Austria, Hauptbuecherei am Gürtel, Vienna 2007 
(w/ Araba Evelyn Johnston-Arthur); Summit Non Aligned Initia-
tives in Education Culture, Berlin 2007(w/ Kodwo Eshun, Su-

sanne Lang, Nicolas Siepen, Irit Rogoff, Florian Schneider) 
and Hidden Hi/stories. Remapping Mozart, a project for Wiener 
Mozartjahr 2006 (w/ Ljubomir Bratic, Araba Evelyn Johnston-
Arthur, Lisl Ponger, Luisa Ziaja). Moreover she is part of the 
editorial board of Bildpunkt — magazine of the Viennese artist 
association IG Bildende Kunst and publishes on contemporary 
art, education, politics of history and anti-racism.

 What, How & for Whom / WHW  is a curatorial collective formed  
in 1999 and based in Zagreb and Berlin. Its members are Ivet 
Ćurlin, Ana Dević, Nataša Ilić and Sabina Sabolović, and de- 
signer and publicist Dejan Kršić. WHW organizes a range of 
production, exhibition and publishing projects and directs 
Gallery Nova in Zagreb. Recent exhibitions include: 11th 
Istanbul Biennial What keeps Mankind Alive?, Istanbul, 2009, 
Hungry Man, Reach for the Book. It Is a Weapon, Printed Matter, 
New York, 2010; Ground Floor America, Lakeside – Klagenfurt 
and Den Frie – Copenhagen, 2010; Art Always Has Its Consequences,  
former building of MOCA Zagreb, 2010, One Needs to Live Self-
Confidently ... Watching, Croatian pavilion at 54th Venice 
Biennial, 2011, Details, Bergen Kunsthall, 2011, Second World,  
steirischer herbst, Graz, 2011...  Currently WHW is curating 
two exhibitions How Much Fascism? to be opened in BAK, Utrecht 
and Extra City, Antwerp in fall 2012 and the festival Meeting 
Points 7, to take place in 2013.

 Miha Zadnikar   (1962) is ethnologists and cultural socio-
logist. In the 1980's he operated mainly as a journalist, essay- 
ist and lecturer in the field of cultural and artistic — spe-
cialised mainly for music and film - criticism. He wrote for a 
number of publications in Yugoslavia. At the time he still had 
some sporadic hopes for institutions. With the declaration  
of Slovene independence he focused his activities and become 
an independent social — political activist — the problem of 
Metelkova as a whole, Intervention Bureau, etc. Later he dealt 
with club micro-sociology (he was the head of the program acti- 
vity at the Gromki Club, AKC centre Metelkova Mesto, Ljubljana),  
the theory and organisation of 'new' subcultures and under- 
ground, promotion and organisation of boarder-line and  
overlooked musical practices (Cinema-ear at the Slovene Cinema- 
theque, 'Defony' in Gromki). He regularly presents his endea-
vours on radio stations (mainly Radio Student), in publica- 
tions (mainly the magazine Mladina) and is a lecturer at the 
Faculty of Arts at the University of Ljubljana where he holds 
the subject Anthropology and Sociology of Music.

 Luisa Ziaja  is an independent curator and author based in 
Vienna/Austria. Since 2006 she is co-director of the post-
graduate master program ecm — educating / curating / managing  
at the University of Applied Arts Vienna. She is part of schnitt- 
punkt. exhibition theory & practice and currently works on  
the research project Post-Communist Past. Representations  
of communism in exhibition contexts of art and contemporary  
history (2009 - 12). Recent exhibitions include re: ex-post. 
Critical Knowledge and the Post-Yugoslavian Condition (2010, 
Open Space, Vienna); Recollecting. Looting and Restitution 
(2008/09, MAK, Vienna, w/Alexandra Reininghaus); Have The 
Cake And Eat It, Too. Institutional Critique as Instituent 
Practice (2008, Kunsthalle Exnergasse Vienna, w/Charlotte 
Martinz-Turek); De-Revolution (2006, Galerie IG Bildende 
Kunst Vienna, w/Berthold Molden); Hidden Hi/stories. Remapping  
Mozart, a project for Wiener Mozartjahr 2006 (Diverse Spaces, 
w/Ljubomir Bratic, Araba Evelyn Johnston-Arthur, Lisl Ponger,  
Nora Sternfeld). From 2001 to 2004 she was assistant curator 
and exhibition coordinator at Generali Foundation Vienna.  
She was a lecturer at Technical University Vienna (2008/09),  
Academy of Fine Arts Vienna (2004/05), and Vienna Artschool 
(2004 - 06). She has contributed to numerous exhibition catalogs,  
anthologies, and magazines on contemporary art, politics  
of history, exhibition theory and practice informed by current  
socio-political questions.
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