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Collaborative work and 
practical forums for learning 
 h.arta 

We never define our work as curatorial, although we have  
a practice of conceptualizing and organising programmes of 
events for art spaces that we were involved with at dif- 
ferent periods of time. Our work involves often intense col- 
laborations with people from different fields, which some- 
times means creating frames to be filled with different 
voices, ideas and perspectives. Our work sometimes takes 
hybrid forms that bring together activism, education and 
art. But we see our work as artistic work, strongly based 
on collaboration with other artists and with people active 
in different fields (such as activism and education) and 
with a definite interest in analysing and thinking of stra- 
tegies of changing the status quo, which is based on in- 
equality and violence. 

We started to work as artists in a moment of our lives 
when we were deeply confused about the meanings and possi- 
bilities of art. We graduated from the Art Academy (with 
which we were profoundly disappointed) and we were seeking 
a possibility to work as artists in an art context, that 
at that point seemed very difficult to comprehend and 
enter. Our work together started on the basis of a common 
feeling of inadequacy as fresh graduates with an obsolete 
and useless education, of enthusiasm and curiosity about 
art, and of a need to work collectively. Finding strategies  
of informal, non-hierarchical education and working col- 
laboratively remained constants in our practice, like 
threads that give form and meaning to our projects, as we 
consider art to be a useful means for a practical way of 
learning, of finding self-reflexive strategies of critique 
and change, that are the result of cooperation and sha- 
ring by people from different fields and contexts.

The projects that we want to refer to here first, due to 
their strong collaborative aspect, are h.arta space, Project  
Space, and Feminisms, three project spaces that we ran at 
different times. h.arta was a space located in a former 
industrial hall in Timişoara where we organised meetings, 

h.arta space, "Media, Art and Gender," a series of workshops,  

presentations and exhibition by Danica Minic, 2003. Photo: h.arta

Feminisme, "Gender of the City", video workshop on gender and  

urbanism, workshop by Katharina Koch and h.arta, February  –  March 

2009. Photo: h.arta
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talks, workshops and exhibitions between 2001 and 2006, 
bringing into discussion the possibilities of art, sketch- 
ing out and testing ways of using the everyday, the tri- 
vial, the body and the emotions as valuable materials  
for art. Project Space had a programme of events concep-
tualized and organised in collaboration with artists, 
activists and theorists active in Romania and Europe  
during an entire month, in 2007, with daily activities 
structured around four conceptual modules: post-communism, 
feminism, education and display. Between September 2008 
and May 2009, we conceived and put into practice a project 
entitled Feminisms. Histories, free spaces, participatory 
democracy, economic justice, a project that aimed to be a 
means of stating a meaningful and powerful feminist posi- 
tion with an anti-capitalist perspective. The project 
consisted in a program of events that took place in a space  
in Timişoara and in the public space of the city and was 
realised in collaboration with artists, activists and 
theorists from Romania and from abroad, whose work involves  
different facets of an anti-capitalist feminism.

These three projects happened at different moments in time 
and in different phases of our artistic practice. The 
approaches, the forms and the audiences were different in 
these projects. h.arta space's primary focus was art and 
what can constitute as its working material, at a time when  
our feminist ideas were mostly intuitions, and we were 
trying to find the language to shape them. Project Space 
was a project during which we stepped beyond the field of 
art, enlarging our interest and collaborations outside 
that of art, the project taking the role of a meeting space  
for various fields, a place for debate where art is used 
as a set of methods to work with a more complex content, 
content relating to different issues such as the analysis 
of racism, sexism, exclusion and systemic violence and the 
discussion of possibilities to subvert them. The project 
was a space where different voices from various fields, 
with different perspectives and backgrounds, were brought 
together in order to approach these issues in a multi-
faceted way. We used this same approach in the project 
Feminisms, but deepening its focus on the topic of anti-
capitalist feminisms. In relation with the project we 
developed a publication that took the form of a manual on 
feminism, with chapters written with an open pedagogi- 
cal intention and nuanced by "supplementary reading", con- 
sisting of texts and artistic interventions created by 
different artists and activists.

What these three projects have in common is the fact that 
they were openly and intentionally meant as practical 
tools for learning. We invited people interested in sharing  
and learning during presentations, discussions, workshops, 
creation of content for publications, etc., which had a 
fluid and flexible character. We were interested in crea- 
ting spaces where the boundaries between the producers of 
content and the audiences were blurred, where the concept 
of "expertise" was fluid, and where all the participants, 
in their fluctuating roles, could contribute to a produc-
tion of knowledge that is based on the analysis of daily 
life and situations, and on a constant testing of ideas 
and opinions against the different experiences and back- 
grounds of the others. A production of knowledge that is 
deeply aware of its own limitations, that is permanently 
under scrutiny and change, that includes a constant ques- 
tioning of issues such as: Who determines what is relevant?  
Who has the power to give definitions? How can art become  
a methodology for learning, for producing change? How can 
art, theory and critique be much more than a beautiful and 
coherent intellectual exercise and become truly a lived 
experience? 

This way of using art as a methodology for understanding 
the social context, of enlarging the space for analysis 
and critique, for hopefully finding strategies for change; 
this way of constantly making visible the point of view 
from which we speak, of continually examining our own roles  
and position, cannot be done outside collective practices, 
outside a work that is inter-disciplinary, while we try to 
create models of working that would make it possible to 
diminish the gap between theory and practice. In order  
to use art as a way to attain lived knowledge, as a means 
of understanding a context that is so much shaped by in- 
equalities, and as a means of imagining and hopefully start- 
ing to create a difference, we used forms and formats of 
collaborative work that are similar to some sort of 
"social curating." 

Thinking about the social concerns of our projects, we are 
not interested in "saving" the ones who are marginal and 
excluded in a paternalistic, hypocritical way by project-
ing the problems that need to be solved elsewhere, in the 
realm of the exoticed "other." In 2009–2010, in a mixed 
group of Roma and non-Roma women, we co-authored a project,  
See me as I am. Words and Images of Roma Women. One of  
the outcomes of this project was also a manual, intended to  
be used in high schools for debating the issues of racism, 
sexism, marginalization and solutions to effectively address  
them. The book analyses the ways in which the image of 
Roma women — and the processes by which this image is con- 
structed — are connected to the appearance of stereotypes 
and the practices of marginalization and exclusion, in a 
society whose main urge is the multiplication of capital, 
based on the continuing status of isolation and poverty of 
certain categories of people. We wanted to address the 
publication both to those marginalized — in hope that it 
will become an instrument of analysis and change — but 
also to those in the majority, who need to become aware of 
their own privileged situation, whether we talk about the 
privilege of being "white," male, of higher class, etc. 
Examining our own inherent hierarchies and manifestations 
of hidden racism, thinking about the ways in which we all 
contribute to a society which marginalizes and exploits 
large categories of people, are the first steps for acting 
in solidarity with the ones that are excluded. 

h.arta is a group of 3 women artists whose projects focus 
on art in public space, knowledge production and alter- 
native educational models. The events and exhibitions we 
organize attempt to create new spaces for political ex- 
pression and action. Our projects are always based on col- 
laboration and we frequently work together with other 
artists, NGOs, human rights activists and schools. Our me- 
thodology is based on friendship, which we understand as  
an everyday negotiation of differences, as a way of lear- 
ning from each other, and as a political statement about 
the power of solidarity. www.hartagroup.ro
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Where Everything Is  
Yet To Happen:  

Politics of Exposure —
The Exhibition as a 

Classroom of Difficult 
Questions1 

 Ivana Bago  &  Antonia Majača 
 DeLVe  |  Institute for Duration, Location and Variables 
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"The classroom of 

difficult questions" 
was the term by which 

Jasmina Husanović 
described her work- 

shop that was part of 
the WEIYTH project.
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1
Nicoline van Harskamp, Testing the Collective,  
2008, interactive installation, installation view, 
'Can You Speak of This — Yes I can', Spaport 2009 
 
2
Damir Arsenijević (Grupa Spomenik/Monument Group),  
It's Time we Got to Know Each Other as We Really 
Are, 2010, workshop and reading group, 'Exposures', 
Spaport 2010 
 
3
Eyal Weizman, 665: The Lesser Evil, mixed media in- 
stallation, detail, 2008, 'Can You Speak of This? —  
Yes I can', Spaport 2009 
 
4  
Working Group 'Four Faces of Omarska', Public work- 
ing meeting, 'Exposures', Spaport 2010 
 
5
Dragan Nikolić, National Park, video 27', 2006, in- 
stallation view, 'Can You Speak of This? — Yes I 
can', Spaport 2009 
 
6 – 8  
STEALTH.unlimited, Taking Common Matters Into One's 
Own Hands, Open conversations and research archive, 
installation view, 'Exposures', Spaport 2010 
 

9 
Goran Ferčec  &  Borut Šeparović, Generation '91 –  95': 
Croatian History Class, theater play/multimedia 
project presentation, 2010, detail, photo by Mara 
Bratoš, courtesy of ZKM, Zagreb 
 
10
Vahida Ramujkic, Disputed Histories Library, work- 
shop, collection of textbooks, workshop reader, 
2010, installation view, 'Exposures', Spaport 2010 
 
11
Radenko Milak, And what else did you see? — I could 
not see everything, painting series, 2010, exhibi- 
tion view, 'Exposures', Spaport 2010 
 
12
Jasmina Husanović, (Grupa Spomenik/Monument Group),  
Against the Death of the Political Subject,  
On Cultural Production and Emancipatory Politics,  
public classroom and political workshop, 2010, 
'Exposures', Spaport 2010 

13 –14
Jelena Petrović, (Grupa Spomenik/Monument Group) & 
Stanislav Tomic, History of the Present, public 
reading, 2010, 'Exposures', Spaport 2010 
 

15
Jasmina Husanović, (Grupa Spomenik/Monument Group),  
Against the Death of the Political Subject, On 
Cultural Production and Emancipatory Politics, public 
classroom and political workshop, 2010, 'Exposures', 
Spaport 2010 
 
16
Jelena Petrović, (Grupa Spomenik/Monument Group) & 
Stanislav Tomic, History of the Present, public read- 
ing, 2010, 'Exposures', Spaport 2010 
 
17
Working Group 'Four Faces of Omarska', Public working 
meeting, wall notes, 'Exposures', Spaport 2010 
 
18
Working Group 'Four Faces of Omarska',  field research 
on Omarska concentration camp, 'Exposures', Spaport 
2010 
 
19
Libia Castro & Olafur Olafsson, Your country does not 
exist, 2009, public space, Banja Luka, 'Can You Speak 
of This? — Yes I Can', Spaport 2009
 
All images: Archives of Protok, Banja Luka and DeLVe,  
Zagreb. All images courtesy of the artists if not 
stated otherwise.
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The editorial letter for this issue of On Curating invited us to reflect on our curato-
rial practice in relation to the concept of "social curating". We are not convinced that 
this term can be productive in considering the political potentials of curatorial prac-
tice. On the one hand, we read it as a pleonasm, since curating is already a "social" 
activity, regardless of the issues it tackles or approaches it takes on. On the other hand,  
it could be read as a category analogous to social work, i.e. as curating that tries to 
alleviate or fix social ailments or aid specific social groups, with the risk of serving 
merely as a depoliticized appendix of society.

Our work at the DeLVe | Institute for Duration, Location and Variables is not concerned 
with reaching as many diverse social groups as possible, or articulating "clear messa-
ges", which are again some of the questions posed by the editorial invitation. The dis- 
course on reaching diverse audiences and articulating clear messages is rather the 
discourse of the European Union's bureaucratic apparatuses, imposed through oppressive 
application and financing schemes that don't enable but rather enforce not only collabo- 
ration, but also the self-imposition of "added European value". Instead of clearly arti- 
culated and thus marketable and PR friendly messages, our work aims at asking diffi- 
cult questions and doesn't assume the existence of easy answers. It attempts not to be  
attractive and to avoid spectacle, as well as a self-righteous "socially-engaged" ap- 
proach. Refuting the tiring dictate of perpetual openness and inclusion, our projects try 
to search for ways of autonomous and non-servile work and collaboration that cannot be 
appropriated by capitalist and State machineries of happy co-existence of differences  
and self-exploitative hyper-production.

In what follows, we will depart from some of these postulates, in order to examine how 
they were reflected in our long-term project Where Everything Is Yet to Happen (2009/ 
10). Its first part was conceived in the framework of the Spaport Biennial (2009/2010), 
organized by Protok — Center for Visual Communications in Banja Luka. Its recent con- 
figu-ration was presented in the form of an exhibition at MUAC in Mexico City. Due to  
the short nature of this contribution we wish to focus solely on the part of the project 
that we developed in Bosnia and Herzegovina.

Upon being invited to Banja Luka to curate a new edition of the Spaport Biennial, we 
decided to replace the spectacularity of a one-time event with a temporal subversion of 
the "biennial" format, turning it into a slow, two-year project, gradually construc- 
ting and restructuring an unstable community gathered in various stages of its realiza- 
tion. The first part, developing through several stages in 2009, was international,  
both in terms of involving participants from various contexts and shifting the topics 
usually and exotically identified with the Balkans to different geopolitical constel- 
lations, particularly Western Europe. The second part, evolving throughout 2010, focused 
exclusively on the post-Yugoslav context and gathered a community of artists, thinkers, 
writers, and activists around a set of difficult "transitional" and unresolved questions. 
All stages of the project achieved extremely low visibility. Particularly the last one 
was received mainly by (active) silence in the local context. However, for the small 
number of people that joined this classroom of difficult questions, including ourselves, 
it turned out to be extremely empowering and transformative, and this was not achieved 
easily and without antagonisms and confrontation. The outcomes of these processes cannot 
be summarized in a short project report, as in many cases they include a set of "con- 
sequences", aftereffects and echoes that are no longer necessarily identified with the 
project or our own agency. And it is precisely these kinds of outcomes that we wish to 
incite — often delayed, impossible to count or measure. In that sense, the project itself 
could be thought of as merely a preparation for something that is itself always "yet to 
happen" — a soft incipiency of a long line of resonances in the future, going beyond the 
more or less abstract task of prospectively oriented thinking, so often present in the 
curatorial rhetorics of today.

In its long-term and modular format, Where Everything Is Yet To Happen (WEIYTH) takes  
up a set of pressing issues, which we believe will gain even more relevance in the near 
future. First and foremost, it proposes to think of ways to articulate the meaning of 
"community" today and speculates about the possible common vision of the future among the 
ruins on both imaginary sides of Europe: those of socialist and communist projects on  
one side, and the neoliberal democracies on the other side of the "short" 20th Century. 
Even though WEIYTH wishes to think through these very general issues and possibly create 
that space of new forms of common probabilities in different contexts, the project de- 
parts from a very specific context of the post-Yugoslav space. Here, socialist Yugoslavia 
(and its different historical facets), is taken as a catalyst that can help us in the 
analysis of the present and in desiring the future. WEIYTH's meanderings and its growing 
set of "worries" are deeply and structurally rooted in those matters that have been 
constituting our reality in this space, especially in the last two decades. These is- 
sues — post-conflict society, "transitional justice", violence and memory — are, through 
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this project, all brought into relation with forms of governance, neoliberal enclosures 
of the common, and the often hidden relations between law, power and violence in 
democracy. 

Where Everything Is Yet To Happen started in Banja Luka, in collaboration with a curato-
rial team consisting of Anselm Franke, Ana Janevski, Vit Havranek and Zbynek Baladran, 
Erden Kosova, Nina Möntmann and Jelena Vesić. The outcome of this joint work was the ex- 
hibition Can you speak of this? — Yes, I can2 in October 2009, which, by taking up the 
title question and the explicitly positive answer to it, activated the space of poten-
tiality, in which the realm of "speech" could be established, along with a reexamination 
of factors that impair this possibility. Above all, the fundamental question was posed: 
what can art — and critical, intellectual and theoretical practice related to it — speak 
of, or rather: what must it speak of in complex, divided and traumatized social and 
political environments?

The exhibition Can you speak of this? — Yes, I can worked out some of the topics that 
had materialized gradually — questions of complicity, collaboration, solidarity, the ar- 
ticulation of trauma, politics of language, politics of memory, exile and return and  
the politicization of art as against the culturalization of politics. These questions in 
the second year of the project became the basis for the conception of new collabora- 
tions — through the gathering and generation of new ad hoc communities of theorists, ac- 
tivists, students, artists and curators, in parallel with spontaneously developing new 
topics and vocabularies.

Exposures, the second chapter of the project remained grounded in the insistence on 
posing the question: "Can you speak of this?", with the positive answer suggesting  
primarily the readiness for continued interrogation of the position of us all (the par- 
ticipants) vis-à-vis the social and political context of post-war Yugoslavia, and for 
radically exposing ourselves to complex questions directed at each other and within the 
environment in which we work. We believe that this invitation to "exposure", understood 
as an activity and not as condition, is the only acceptable curatorial model in which 
critical contemporary artistic and intellectual practice can and should participate and 
act in any context marked by continuous conflict or (recent) violence.

Seventeen years after the Dayton Peace Accords, Bosnia and Herzegovina — and this applies 
as well to the whole post-Yugoslav space — is without doubt, still at war, a war in 
which the political elites unscrupulously manipulate its citizens, instilling a feeling 
of reciprocal menace. Recent history in these territories is being rewritten on a daily 
basis, and the wartime past is part of the quotidian, present in all spheres of social 
life. On the one hand, trauma is uncompromisingly and pitilessly administered by the legal  
bodies and on the other, contaminated and profaned by the politics of the day. At the 
same time, no real confrontation occurs; the complex net of causes and consequences are 
rarely discussed within a well-argued and insightful debate. In such a space of permanent 
war where 'normalization' seems to have started taking place 'too fast', processed by 
the long arm of what is called the 'international community', the society remains deeply 
divided, exhausted with the blood spilling, the camps, the mass graves. Such a trauma-
tized and broken community hastened to simply try to live 'normally', adapting to the laws  
of the new economic and social system. In parallel, the postcommunist and post-war so- 
cieties like those of former Yugoslavia are perfect nurseries for the corruption and 
clientelism in which wartime profiteering (in its broadest possible sense) is legitimized 
in the processes of uncontrolled and grotesque rise of neoliberalism orchestrated to a 
large extent by foreign capitalist enterprises.

In short, this was the location where our temporary classroom was situated... In order to  
create such a space of speech, it was necessary to develop a methodology that would re- 
ject the idea of art as representation and art events as a tool for the culturalization 
of politics. It was necessary to instigate the production of political subjectivities. 
The research that we conducted as well as many workshops, reading groups, seminars, con- 
versations and field trips acted as a public and open diagnosis of this situation and 
instigated a debate that was not loud, but that instead, formed an unstable community of 
difference and asymmetry in the context governed by ethno-politics and essentialist 
understanding of community.

Many projects presented at Exposures were long-term projects that were in some cases only  
initiated in the framework of the exhibition, but continued their life later, involving 
new developments and collaborations. The projects by "Monument Group" were conceived as 
a series of workshops with students and young people discussing issues such as the re- 
lation of poetry and genocide. For example in the workshop by Damir Arsenijević, reading 
poetry was used as a way of involving participants from various backgrounds into a dis- 
cussion of their own traumatic past and their present life in the post-conflict society 
still haunted by the recent war and ethnic cleansing. The project Four Faces of Omarska 

2
'Can you speak of 

this?  —  Yes, I can', 
refers to the essay 
by Giorgio Agamben 
"On Potentiality" 

(1986) that starts 
with a paraphrase  

of the introduction 
to the poem Requiem  
by Ana Akhmatova. 

The poet recounts 
how, while she was 

standing in queue in  
front of the Lenin- 

grad jail during  
the Stalin purges, 

waiting for news of 
her imprisoned son, 
she was approached 

by an unknown woman 
who asked her if  

she could "describe" 
what was going on 

around her. At the 
request to articu- 

late the horror that 
surrounded them at 

that time, the poet 
replied — Yes, I can.  

As Agamben points  
out, "I can" here 

does not mean the con- 
viction of the pos- 
session of any par- 
ticular capacities  

that guarantee a suc- 
cessful description 

of the indescri- 
bable, rather a radi- 

cal acceptance of 
the experience of po- 
tentiality that, in 

spite of the un- 
certainty in a certain  

ability, is never- 
theless "absolutely 

binding".
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was initiated by Milica Tomić and gathered a community of students, researchers and death 
camp survivors into an ongoing process of debate, research and activism revolving around 
the history of the Omarska mine near Prijedor in Republic of Srpska in Bosnia-Herzegovina.  
This former socialist mine, which previously provided employment to the local population 
was transformed, in the 1990s, into a death camp for the non-Serbian population. Nowadays,  
once again, it is a mine owned by one of the world's wealthiest corporations, Mittal 
Company. This project also meant tackling the history of the entire Yugoslav space, its 
break-up in the violent war and the recent appropriation by global capital. Together with 
the local nationalist politics, the capitalist appropriation erased both the history of 
socialism and the working class struggle, as well as the traumatic history of the nineties.  
The project evolved into a series of research trips and public working meetings, invol-
ving the survivors of the prison camp and joining them in their struggle with the local 
authorities for creating a memorial inside the mine, which today bears no single re- 
ference to this history.

Several projects in the exhibition dealt with the young generations born during the 1990s 
and their views on the recent past. The project by Vahida Ramujkić Disputed Histories 
involved a group of students in an analysis of history schoolbooks and a deconstruction 
of ideologies that forged new and disparate national histories in the 1990s. The project 
by Abart, in Mostar, revolved around the fans of the two football teams in Mostar, 
representing also the two divided ethnic communities, again engaging students in small 
research and artistic projects and workshops.

Stealth.unlimited questioned the potentials of self-organization in the present, based on 
researching concrete examples of socialist self-management in Yugoslavia. Again, various 
participants joined the workshops and sketched ideas for thinking and practicing entre- 
preneurship that has wider social and political aims — and not just private gain.

The results of all these processes were presented in the exhibition. However, what is 
more important is that many of them continued independently outside of the project. For 
some of them, Exposures served as a starting point, an initial gathering of a community, 
sketching out and testing of various methodologies of work.

To send and accept the invitation to participate in this process meant to emancipate the 
process of searching, while accepting the uncertainty of the outcome. The continuous 
commitment of all those involved created conditions for empowering the existing alliances 
and new mutualities. Most importantly, it enabled a humble and almost invisible process 
of learning and unlearning in the "classroom of difficult questions". This also meant agree- 
ing to the conditions of induced slowness and reflection, while retaining a strong pro- 
spective impetus, and all this in a framework of an exhibition without results that can 
be comprehended at a glance and easily defined.

Finally, with the decision to privilege 'exposure' against spectacularisation, represen- 
tation and exhibiting artifacts, we once again embraced 'resultlessness' and incom-
pleteness, endeavoring to constitute a field of speech and critical reflection in which 
all the roles set in advance are destabilized and brought into question, in which all are 
involved equally as researchers, creators of content, curators, participants, learners 
and audience members.

For all those involved in the process — the organizers, the curators, all the invited 
artists and the many participants in different programs — this has meant agreeing to, and 
being disturbed by, an uncompromising politics of exposure. On a practical level, it 
meant exposure to precarious circumstances of funding and production or to the gap between  
the expected representativeness of the project and the decision to subvert the imperative 
of representativeness. On a political level, it meant articulating artistic and cura- 
torial work not through tangible, measurable results or as targeted to a specific audience,  
but as the process of political subjectivisation and articulation of meaningful and em- 
powering relations and alliances among those who are, or will be, involved in the process.
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Notes on Curatorial Artistic 
Practices at the Intersection  
of Art and Politics
 Rena Rädle and Vladan Jeremić 

Jaroslav Supek, "I slept under the photos of those killed in the wars in Ex-Yugoslavia" (re-enactment) and Alma Suljević during her  

performance, "Holy warrioress", Exhibition I will never talk about the war again, Färgfabriken, Stockholm 2011.

As cultural and political workers we understand our cura- 
torial and artistic practice as taking place at the points 
of intersection of art and politics. For us, it is crucial 
to produce critical knowledge and to support artistic prac- 
tices that are not explicitly oriented towards the art 
market, galleries and institutional systems or towards the 
capitalist agendas of banks and foundations. We support 
practices that aim to have an impact on the socio-politi-
cal reality. Through the emission of audio-visual repre-
sentations certain changes of the socio-political reality 
can be achieved or it can be influenced. The emission of 
representations can be seen as a kind of "aggression" 
towards potential recipients. Each representation that is 
articulated by a societal political consensus (the media) 
or by a societal esthetic normative (the art) contains 

quality, intensity and other characteristics. In this 
respect it is crucial to consider with which policy this 
"aggressive" representation is mediated (or rather trans- 
formed) and if it contains certain use value in favor of 
the commons that could "legitimize" its existence. Exactly 
in the societal political mediation of the representations 
placed by the art producer and in their transformation lies  
the crucial aspect of the curatorial practice.
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Of importance for our work is the definition of the socie- 
tal role and the use value of art. The term "use value" 
should be understood in the sense of Marx's definitions of 
value and his distinction between use value and exchange 
value.1 In the case of artistic production, use value can 
serve the commons in terms of the production of emancipa-
tory politics of knowledge. Use value can be observed in 
contrast to the exchange value (i.e. the price that an art 
product generates on the art market). In times of eco- 
nomical crisis, financial speculation on artworks becomes 
especially evident. We witness that banks, companies and 
the super-rich invest in gold, pink diamonds and contempo-
rary art. Shortage, uniqueness and economic growth are 
some of the concepts of capitalism that raise the price of 
the art product and makes its exclusivity sustainable. The 
exchange of art works produces profit and symbolical capi- 
tal and art transforms into a means for maintenance or 
acquisition of social status of the ruling class and becomes  
itself commodity and fetish.

Being active in both fields makes our practice not ex-
clusively artistic or curatorial, as understood by dominant  
mainstream work relations and hierarchies. The focus is 
rather on the transformation of socio-political reality 
and not on formalist results, quantity and curatorial bran- 
ding. This is why the market has problems to recognize 
those results that could not be easily consumed.

Nikolay Oleynikov, "The years of the bonecrusher queen", wall painting.  

Exhibition I will never talk about the war again, Färgfabriken, Stockholm 2011.

"On use value of art", exhibition at Roma  

Cultural Center in Leskovac, Serbia, 2009 (top). 

"On use value of art", exhibition at Babel  

Art Space, Trondheim, Norway, 2010 (bottom).

1
See Karl Marx, Capital, 

Volume 1, Part I: 
Commodities and Money, 

available online at 
http:/www. marxists.  

org/archive/marx/
works/1867-c1/ch01.

htm#S1

At first glance there might seem to be a difference be- 
tween socially engaged curatorial practice and other 
curatorial practices. Every public activity has a reflec-
tion in the field of politics and appears therefore as 
socially engaged practice. Politically non-engaged curato-
rial approach doesn't exist. This leads us to the question,  
what kind of politics a certain curatorial and artistic 
practice represents and promotes? The political field is 
defined by a political concept, by the conditions of the 
curators engagement and economy of production. We clearly 
support leftist emancipatory politics through our work. 
Obviously a more common model today is the promotion of 
neoliberal right-wing politics in curatorial practice that 
is shaped and controlled by the ruling class. The usual 
way is to source art pieces for biennials and big exhibi- 
tions on loan from private galleries or collections, often 
without involving the artist in the exhibition process. 
This kind of curatorial practice is similar to shopping of 
luxury goods and the following promotion of the purchases. 

The method of production of the artworks or exhibitions, 
as well as the context within which the artworks are  
presented are crucial for conceptualizing our working stra- 
tegy. This becomes especially important when curatorial 
and art projects are dealing with burning social issues and  
are relevant for broader social contexts. An artist dealing  
with social themes, depicting misery, investigating in- 
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justice or other socio-political issues stays in compli-
ance with the questioned condition if he/she focuses on 
creating exchange value only. If there is no use value in 
favor of the commons in such kind of artistic production, 
it stays "politically passive", a sheer exploitation of con- 
ditions other people suffer from and the consumption of 
such art in the worst case becomes a cynical act of feti- 
shism. In previous working processes we have initiated 
methodologies and infrastructures for a use value produc- 
tion in arts, and some of the following postulates were 
stressed: producer and recipient are not distinguished, 
the participants in the process are related reciprocally, 
that means they are producers and recipients/users of  
the work at the same time. It is the qualitative aspect of 
value that meets the concrete needs of human beings, the 
value that can change and expand our everyday lives, the 
value in favor of the commons.

We have tried to develop such methodologies in our project 
"On use value of art" (2009  –  2010)2, a production and ex- 
hibitions of works done in collaboration with activists, 
artists, youths and organizations about the situation  
of youth and migrants in Serbia, France and Germany. The 
collaborative way of production was part of the initial 
concept.3 

Artist and activist from France Ivan Basso worked with 
unaccompanied minors living on the streets of Paris and 
made photos and a video questioning the ethics of youth 
protection, André Raatzsch and Emese Benkö developed a 
sound sculpture with youths in Berlin, of a fictional Roma 
female superhero. Sibylle Hofter from Berlin worked in  
the city of Leskovac in South Serbia and realized staged 
photo-portraits. The works were exhibited in many dif- 
ferent places, sometimes on the initiative of the young 
people in their schools, sometimes by the activist asso- 
ciations or in art spaces. The photographs of Sibylle 
Hofter were for the first time exhibited in the Roma Cul- 
tural Center in Leskovac, a unique public institution  
in Serbia, established by the local Roma community during 
socialism. Ivan Basso made an exhibition in a Parisian 
organization that works with street children.

Often contemporary artworks don't formulate a message that 
could engage the public beyond the art professionals into 
knowledge production. The question arises, if the curator 
or artist have this intention at all. Usual practice shows  
a more "hermetic" piece of art and supports it by another, 
more context-related one. Biennialization and festivali-
zation are pushing art practitioners to avoid a didactic 
approach and to be satisfied with involving a few site-
specific or contextual artworks. In contrary we insist on 
presenting artworks which are clearly didactic and try  
to involve the audience in a learning process. For the ex- 
hibition "I will never talk about the war again" in Stock- 
holm's Färgfabriken (2011)4 and in Kibla in Maribor, Slove- 
nia (2012)5 — that focuses on critical social analysis and 
testimonies of violence and trauma connected with recent 
wars in the countries of the former Yugoslavia, with works 
from artists from Bosnia and Herzegovina, Serbia, Croatia 
and Russia — we invited artist from Moscow Nikolay Oleynikov  
to produce a mural installation based on a historical time- 
line of the destruction of Yugoslavia. Providing the poli- 
tical and historical context, the mentioned artwork became 
a didactic tool for reading the exhibition, pointing to 
the causes of war generated by neoliberal capitalism's ideo- 
logy.

Working conditions in neoliberal capitalism are the main 
problem, and brought individuals and institutions into a 
precarious situation with the lack of stable funding. It 
seems that the current position is hard to keep and this 
will sooner or later lead to the abolition of transparent 
public institutional spaces for art and culture. On the 
other hand, there are the "successful" private institutions,  
promotional projects of private collections and banks that 
have replaced the public institutions from the times of the  
welfare system, promoting corporate social responsibility 
instead of the commons.

The rich and the art collectors must not be the ones that 
lead the trend. On the other hand, independent cultural 
practice without alternative economy is not sustainable and  
cannot have a strong impact. We need a network of economic 
self-help that can secure a stable position for cultural 
workers. Establishing an international union of cultural wor- 
kers could be a relevant step. Insisting on economic de- 
mocracy is a good point. A recent example of an initiative 
formed to fight against the abuse of cultural workers' pro- 
fessional integrity and the open infraction of their labor 
rights is the platform ArtLeaks6, established by interna-
tional cultural workers.

2
Rena Rädle and 

Vladan Jeremi, On 
Use Value of Art, 
exhibition cata- 
logue, Babel Art 

Space, Trondheim, 
Norway, 2010. 

http: www.birobe- 
 grad.info/pdf/

On_Use_Value_of_
Art.pdf

3
About the problems 

of collaboration 
and "participatory 
practices" we have 
written elsewhere: 

http://www.rueck 
kopplungen.de/?cat 

=48

4
Vladan Jeremi and 

Elsa Ekesiöö 
Thambert, Psycho- 
sis part I — I will 
never talk about 

the war again, 
exhibition cata- 

logue, Fargfa- 
briken, Stockholm, 

Sweden, 2011.
http://www.fargfa 
briken.se/en ar- 
chive/item/down- 

load/71_96c7443fd 
7fe3d 044ea 123c 

3a26d9a31

5
Kibla, announce-

ment of the exhi- 
bition "I will 

never talk about 
the war again", 

Maribor, Slovenia, 
2012: http://www.

kibla.org/en/news/
news /?no_cache=1& 
tx_ttnews[tt_news] 

=1849&tx_ttnws 
[backPid]= 1&cHash 

=535f55ce37

6
ArtLeaks, "It is 

time to break the 
silence!": http: 
//art-leaks.org/

about/
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BIOGRAPHIES
  Larissa Babij   works in Ukraine as a writer, curator and par- 
ticipant of experimental projects. She regularly writes 
about Ukrainian contemporary art for ARTMargins Online (www. 
artmargins.com), Korydor (korydor.in.ua) and other publica-
tions. She is currently a member of the ARTMargins Online 
Editorial Collective. In 2010 – 2011, she organized a series of 
performances in the National Art Museum of Ukraine "Hostage  
in NAMU", collaborated with Kyiv-based performance group 
TanzLaboratorium to produce "PERFORMATIVITY Educational Art 
Project", and initiated a platform of informal discussions 
about contemporary art "On the Floor" at the Foundation Center 
for Contemporary Art. 

  DeLVe (Ivana Bago & Antonia Majača)   engages in a series of 
research, exhibition and publishing projects, taking up the 
space between 'academia' and the sphere of production of 
contemporary art, thus allowing for innovative, interdisci-
plinary and 'emancipated' modes of research and knowledge 
production, with the vision of being unbound by rules, dead-
lines and the pressures of 'performance'. DeLVe takes a step 
back from the immediate visibility of curatorial work and 
exhibition making to delve into a curatorial/artistic/intel-
lectual practice informed by in-depth research, close-read- 
ing, performative writing, and close exchange between various 
actors gathering around a specific endeavour.

  Cătălin Gheorghe   is an editor, curator and teacher based in 
Ias̨i, Romania. He is coordinating editor of Vector — critical 
research in context publication and project coordinator of 
Vector — studio for art practices and debates, which is an edu- 
cational platform for critical research, art production and 
mediation run by Vector Association in collaboration with the  
Research Centre of the Faculty of Visual Arts and Design, 
Ias̨i. As teacher, he holds a PhD in Aesthetics and Visual Stu- 
dies and he is a Lecturer at the Arts University in Ias̨i.

  Dr. Marina Grzinic   is philosopher, artist and theoretician. 
She is professor at the Academy of Fine Arts Vienna. Her latest 
book is Re-Politicizing art, Theory, Representation and New 
Media Technology, Academy of Fine Arts, Vienna and Schlebrügge.  
Editor, Vienna 2008. Grzinic has been involved with video  
art since 1982. She lives in Ljubljana, works in Ljubljana, 
Slovenia and Vienna, Austria.

  h.arta   is a group of 3 women artists, Maria Crista, Anca 
Gyemant and Rodica Tache, whose projects focus on art in public  
space, knowledge production and alternative educational 
models. The events and exhibitions we organize attempt to create  
new spaces for political expression and action. Our projects 
are always based on collaboration and we frequently work to- 
gether with other artists, NGOs, human rights activists and 
schools. Their methodology is based on friendship, which they 
understand as an everyday negotiation of differences, as a  
way of learning from each other, and as a political statement 
about the power of solidarity. www.hartagroup.ro

  Cristian Nae   is Lecturer at the University of Arts in Ias̨i, 
Getty fellow of New Europe College in Bucharest, postdoctoral 
researcher with a grant from CNCS in Bucharest, guest editor 
of Vector — critical research in context publications and col- 
laborative curator of Vector — studio for art practices and 
debates in Ias̨i. 

 Márton Pacsika  is an emerging curator based in Budapest.  
He studied sociology and curatorial studies. His main fields of 
research include the twentieth century Hungarian Progressi-
vism, cultural policy and socially engaged art. He is the co-
founder and curator of the Demo Gallery-Budapest since 2010. 

 Vladan Jeremić and Rena Rädle  are curators and artists from 
Belgrade, Serbia. In their curatorial and artistic practice 
they research the intersection between contemporary art and 
politics. Jeremi was director of the Gallery DOB of the city's 
Cultural Center of Belgrade (2008/2009). He has curated more 
than thirty exhibitions in local and international contexts. 
Recently curated exhibitions and projects includes: I Will 
Never Talk About the War Again realized in Färgfabriken in Stock- 
holm (2011) and in Kibla, Maribor (2012); The Perspectives, 
Part 1 — The scope of political practices of moving images to- 
day, Tulca, Galway, Ireland (2011); On Use Value of Art, Babel 
Art Space, Trondheim (2010); Queer Salon, Cultural Centre of 
Belgrade (2010); Balkan Exotic, Ondrej Brody & Kristofer 
Paetau, Cultural Center DOB, Belgrade (2009). Jeremić & Rädle 
were initiators of the project Call the Witness — 2nd Roma 
Pavilion at the 54th Venice Biennial and are co-authors of art- 
works within the collective Chto Delat?. Their artworks are  
in the collection of MUDAM, Luxemburg, Van Abbemuseum, Eind- 
hoven and Museum Reina Sofia, Madrid.

 Stefan Rusu  is based in Chisinau and Bucharest. His artistic/
curatorial agenda is geared towards the processes/changes  
in post-socialist societies after 1989. He is involved in the 
development of KSAK Center, where he designs, fundraises and 
manages curatorial projects, programs and film productions.  
In 2004 he completed an MA in cultural management from Belgrade  
Art University, following the years 2005 – 06 he attended the  
Curatorial Training Program at Stichting De Appel in Amster-
dam, where he co-curated Mercury in Retrograde. Currently he 
works as a curator and project & programmes manager at the KSAK 
Center for Contemporary Art in Chisinau. In 2010 he curated 
CHISINAU — Art, Research in the Public Sphere — a cross-disci-
plinary platform that investigated the connections between  
political and cultural symbols and propaganda and its impact  
on the urban environment, the interference between personal 
narratives and imported ideologies and cultural discourses in 
relation to the public sphere. (http://www.art.md/2010/
sfera_publica_en.html)

 Olga Stefan  is a freelance arts writer, curator, but mostly  
an arts mediator based in Zurich. Her projects can be found 
online at: www.olgaistefan.wordpress.com

 Yelena Vorobyeva  (Turkmenistan) was born in 1959 in Nebit-
Dag, Turkmenistan,  and Victor Vorobyev  (Kazakhstan) was born 
in 1959 in Pavlodar, Kazakhstan. They live and work in Almaty, 
Kazakhstan, as artists, writers, and curators. As a married 
couple, the Vorobyev's began working together on conceptual 
art projects in the early 1990s. They earnestly play with the 
world using painting, photography, humour, stone, video, 
vegetables from their garden, people's reactions, and more. 
The results are multi-layered works that comment either on the 
simplicity or complexity of life in Central Asia. They have 
exhibited widely in Central Asia, Russia, and Eastern Europe. 
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