Between utopia and practice

Pre technological era in Yugoslavia 

The post war migration boom in the fifties of the last century, supported by the policy of industrial progress, expansion of mass media communications and by the political marketing of social revolution caused the discarding of the village, traditional values and crafts in the ex Yugoslavian region.  Economic emancipation of women, “education for all” policy, conformism of urban life are just elements of titoistic post war revolution which drastically changed the life of village population who contributed by 90% of total inhabitants in prewar Yugoslavia. 

Abundance of the local cultural values, collapse of family ground and the mass media influence, led to development of passivity and political obedience. Media replaced previous forms of oral, vocal or manual creativity specially within the working class from suburbs.   

Nowadays, almost all folkloric virtues are almost forgotten, especially on the periphery of the big centers. Systematic production of passivity and uncreativeness of a working class suited to the creators of new socialist movement, which didn’t work on linking the periphery and the center but on sharpening of its edges. That might be seen in a program uniformity of socialist houses of culture who by the rule served the needs of political activists and their cultural representatives as far as sport and folklore associations whose sporadic activities mostly are of a local promotion character. This kind of situation might be seen in the most of municipalities in the rural Serbia and especially in the suburban pockets, which don’t have good connection with the center, whether it’s a question of communication with the central village or with the city. The fact that confirms this is that the most of these post socialist houses of culture are actually, meeting points of current political parties, red cross organization or other non cultural activists. The majority of these buildings are in a damaged condition. So, this image is a very precise notion of a function of cultural production and a place of the culture in the post socialist, transitional country, especially in the outskirts of the cities.

Crisis at the end of a millennium

The ethnic heath, economic break down of socialistic enterprises, inflation were on the scene. Crisis was a middle name of the nineties in former Yugoslavia. I received diploma on my primary studies on conservative Fine arts Faculty during the period of crisis. Being a citizen of a country in sanctions for over 12 years, I was forced to search for alternatives in my art production. Being trained as a painter, I developed different skills and a universal language of visuals. Thus helped me training others which used to be my occupation for over than 10 years by now. In last three years I’ve been trying to quit educating youth but I provoke situations in which I am still engaged. My professional background was in fine arts but I diverted into interdisciplinary arts(video, performance, installation, print), and started as institutionalized educator I diverted into a cultural producer, project manager, interior designer, journalist, photographer, light jay... and possible entrepreneur. Gaining education in various art fields, cultural studies and management, craft skills and flexibility in thinking were goals in symbolic upbringing for myself.  

Cultural background

During the ages of my professional shaping, I faced a deeply traumatic society. Restricted cultural policy, abundant in triviality and scary mass media pornographic production indirectly influenced my aesthetics. All the projects I’ve been undertaking I understood as a form of Cultural Healing Strategy! Whether I've been dealing within a relational aesthetics or design and advertising, my acts were critical upon the prevailing cultural stream. Damaged links between state institutions, governing elite and creative potentials of educated population may reflect in unsystematic and jet non-launched cultural policy in the latest established state from prior Yugoslavia, Serbia. Lack of communication with curators and art critics, accompanied by the absence from rare visual art publications, directly influenced the absence of professional audience from my exhibitions. As far as to exhibit meant to be “ALIVE” on a provincial art scene, gain a “feed back” in media meant to position oneself within the public sphere and gain social and retirement insurance. That possibility created an impression of social security within the members of the so called “elite” category called free lance artists who are organized within a state art association, ULUS. A year ago, the state, in accordance with the Ministry of culture and a Ministry of finances launched the low which was supposed to shape culture as market oriented category. It limited the privileges of the free lance artists, among which were famous and successful folk/pop stars.  Nowadays, after a big campaign for maintaining the status of free lance artists, a city of Belgrade took the responsibility for our insurances. Unfortunately, the other cities are not affording this to its' artists. (A minister of finances is a member of a pop band, so he finds, culture is a business  as well!)

In Serbia, as in a specific post communist country in transition to capitalistic system, articulation of an artwork and an artist's presentation is still related to the authority of official cultural institutions who participate  as artwork co producers. In early nineties when I appeared on a domestic art scene gallery art market was not established but a few collectors appeared. The most of them collect art pieces of well known artists from a period within two World wars. These people often come from popular folk or pop music background.                                                                                                                                                                                                                                                                  

Articulation of a common obligation

A lack of material means for the production of exhibitions/projects became a constant occurrence during the social and economic crisis in nineties. 

Exhibiting as a sort of self-positioning in public domains (of a so called art scene), I dealt with capitalistic network of relations: producer/consumer. 

An artist as a cultural producer within a state institution, engages at least a dozen of professions out of art field and on that way contributes economically to the state budget (organizers, administration, journalists, publishers, media, catering and food industries, craftsmen...) On the other hand, contemporary works of art are out of incomes and market transactions. The artist is in a very precarious situation in Serbia and all he gets is a honorarium of about 400 EU per an exhibition in a gallery established by the City (it used to be one expo in three years!). That served as my starting point in forming a self sustainable strategy of art production - Cultural Healing Strategy. 

Here is my statement: “An artist is a cultural producer whose work is a common good and it is not subdue to a logic of a market. Artwork is a cultural value and a society has to participate in  its production!”

On this basis I grounded my art production. I've been using a gallery or an exhibit space as an vivid interactive space for social and economic exchange. In a form of relational aesthetics I offered a space for information, goods and service interaction. A public exhibition space I converted into an alternative economy system, positioning my self as an institution within an institution. The projects established instruments of power control within the closed art institutional system. Arranging gift exchange, donations or information, goods and service exchange, I overtook institutional control policy and marketing strategies of branding. Registration of the audience became the obligatory method in my solo shows in a public space.

Projects>>>>>> 

solo expo:http://www.gabrielavasic.com/energy/events.php
1. Gifting, Gallery Zvono, Belgrade, Serbia 2000http://www.gabrielavasic.com/projects/giffting.php, http://www.gabrielavasic.com/projects/darivanje.php 
a social partitipation in an art production; an exchange of gifts and exhibits 
2. Contr'act art:art 4 free?, Gallery SULUJ, Belgrade, Serbia 2001 http://www.gabrielavasic.com/projects/contract_art.php
donations of audience as partitpation in a cultural production
3. Brandch Service, Gallery '73, Belgrade, Serbia 2004/5 
http://www.gabrielavasic.com/projects/bsn_sr.phphttp
http://www.gabrielavasic.com/galerija/v/BRANDch-SERVICE/?g2_GALLERYSID=55e5b0efd66395a7138f793b1c100474
http://www.gabrielavasic.com/projects/bsn_project.php
a social exchange of information&services among the partitpants-the audience

4. More than anything, antibillboard photo prints, Gallery Circus, SCC-Student cultural center, Belgrade 2005 http://www.skc.org.yu/search.php?lang=1
http://www.gabrielavasic.com/projects/vise_od_svega.php
5. Art is a Temptation, Artist is a Monk, Art camp in a village Deronje, Vojvodina, 2005 - a performace with the gifting the audience with a part of an artwork - a piece of coel

6. Art is A Battle, Artist is a Warrior, FONA, Festival of new art, Rijeka, Croatia, 2005 -  a performace with paintball and gifting the audience with a part of an artwork - a leaf from the book of Vladimir Dedijar, A contributes to Tito's biography 

Resuming economic relations from prehistory when the values were not measured by money but through a system of Potlatch, that is, through an exchange of gifts as a surplus value, I came to an idea to establish my new project on it in 2000 called “Gifting”. 

The course of Material culture on AAEN Female studies, whose student I was at the time, initiated that idea. At the time the end of NATO bombing marked its anniversary, I’ve been receiving diverse gifts from friends, parents and people I hardly knew. Material help from friends abroad came in regularly. The very idea for such an exhibition where the main exhibits would be the Gifts, somehow coincided with the last flow of refugees and people who remained without any property, personal belongings and materialized memories. The theme was self-evident: “Gifts are a surplus value at my disposal”!

Right here, the above-mentioned project “Gifting” starts in which I “recycle” my past. I exhibited objects, which were gifted to me: books, catalogs, records, and personal things… Aside from these regular exhibits, in the extension of the gallery “Zvono”, the audience was invited (obliged) to participate bringing in their gifts.  Also, they were encouraged to choose the specially designed registration coupons (sponsored by “Proline” company) with significant highlights from our civilization on them. Thus, through the Duchamps code key, the audience denoted the objects (gifts) giving them a status of exhibits. These objects-gifts along with the coupons were then mounted on the gallery walls. So, once again, the Marcel Duchamps thesis was confirmed: “Artwork has no substance by itself”, that is, it owns its substance to another materiality, the materiality of an ideological apparatus”, in this case, the gallery’s authority.

If the “ready made” is a proof of the reality of an illusion (lack of an “art” values), then the ideological apparatus of the gallery is a material counterpart of the artist’s authority. And that’s how we stepped into the next level of presentation of my work: remake of the poster of Goran Trbuljak, Galerija suvremene umetnosti, Zagreb, 1973. “The fact that the artist was given the possibility to exhibit in a gallery space is more important than what is going to be exposed on that exhibition”. This poster invoked my project "http://www.gabrielavasic.com/projects/contract_art.php/" “Contr’act art: art 4 free?” in 2001. It was placed in the official gallery of the artists’ state association, SULUJ, in Belgrade, formed in the socialist era and which still exists through the inertia of the state apparatus, though the state has dissolved long time ago. So, without any “art” values I produced an air of obligatory donations to enter the gallery and thus register the audience. 

For me, this meant to trace who visits exhibitions. Since creativity and dealing with art has nothing to do with hobbies for me, I ironically fooled around within a Xerox “catalogue”, doing exactly the opposite. With the mentioned project I wanted to become a professional, manager and collectioner.

As for the production of a non commercial art, distribution of artistic and symbolic capital which participates in the cultural production, creates a relatively  insignificant role in the economy, but important in the distribution of artists’ power. On the other hand, exhibiting in public gallery spaces, art confirms the materiality of the ideological apparatus: “art owns its existence to the state, that is, there is no art outside of the state.” By introducing a toilet as an everyday object into the “holly ground” of the gallery, it seems that Duchamps wanted to draw our attention that not only a toilet is out of place in the gallery, but also the gallery in itself is out of place!

From the other side, the situation is that the presentation of the artwork in the gallery space, on the festivals, or in any other public space, demands production. It speaks that the budget, costs of production and fees are related with the ones that control the distribution of money: agencies, organizers, foundations, sponsors, donators, and ministries... It is a paradigmatic situation in which what will or will not be exhibited is crucially connected with the positions of power, either economic or political.

Giving up dealing with art, Duchamps saw as an act of liberating from the ideology of the material existence of the state apparatus. At the same time, it is giving up from a network of relations which unavoidably follow public exhibitions. By introducing objects into gallery spaces, the link between economy and art production is emphasized, and thus between the real and the symbolic power.

Therefore, the distribution of information and knowledge is linked with the power positioning and the consciousness control. What cannot be seen does not exist! The main question to me nowadays is: "How to exist on the art scene, remain autonomous and create art works without budgets, art system or industry…distribute information, share knowledge, post questions and frame visions?  But, to be autonomous in art production led me to the creation of ephemeral art works, net projects, performances, activism, text, etc. and no artwork of permanent value. 

Here again the thesis of non-substance in the artwork finds its place. The autonomy or independency in art production led me to the other stage of logic of transaction, interdependency. 

The most significant phenomena, which brought up a change in communication sphere since late fifties was a development of digital technologies. Accompanied with the war industries and conceptual art in sixties, digital gadgets opened the creative space for the masses. If we speak of art and culture nowadays, we might note the growth of networks, interdisciplinary works and the softened/democratisized image of an artist.

The issues of power control and its distribution, equipment and software industries, registration and multiple identities are features of a new technological era. The importance of the free net and access to an open source of information and alternative economy models, nowadays are of great significance. On this basis I ground some of my latest projects and establishing of an ngo named "Smarti-e", A Society for intelligent information. 

"Reclamocracy" in the service of networking

Launching the project BRANDCH SERVICE "http://www.gabrielavasic.com/projects/bsn_project.php" Branch SERVICE in 2005 I have been dealing with institutionalizing the artist as an entrepreneur or an institution within an institution. Overtaking marketing strategies and utilizing alternative economy model based on mutual agreement among the participants enabled me to promote my profession as a brand. I problematised the holly trinity of consumption: Brand-Design-Goods as replicates for aesthetic experience. Treating the visual branch as a brand, I use gallery as a marketing space. Relaying on audience/consumers consciousness, gallery becomes a free ad space for individual art&craft producers, organizations and firms. It becomes a space through a net of users that mutually exempt their rights on discounted services or products out of taxes and duties. That is how the model of marketing practice controls the audience and therefore, measures the reception of an artwork, bringing the audience into the project. The audience is not a passive consumer any more but an active user of the network. Registered in this way the audience is plugged in the transactional system launched by BS network.

“The artist has rationalized a network (that you will further widen) an artwork that is not left in the gallery space, nor is being deposed in a storage or her studio, but pulsates with those coupons in your bag, pocket, anywhere. You are successful for you have become a collector! 

The coupon is a crossing of avangardistic approach – art = life, Boyce's approach – art = capital, pop artistic – art = product fetishism (consumerism), and this is all linked in the artist's post modernistic kitchen: art = branding! And what is being branded today? The artist and the profession! “ 

Such kind of a control model could be the substitute for hardly measured Feed Back! That’s an example how artist becomes information distributor of professional characteristics of visitors/users. How these information are to be used, that is the subject to the logic of goods transaction. 

A loss of values - Example “Glumčevo Brdo”  

In the period between the two World wars, in the Kingdom of Yugoslavia, in 1928 the first ever built building in the area was built in Glumcevo Brdo by an Austrian architect, nowadays a Municipality of Barajevo. This building was built with the purpose to serve the needs of the Primary School in Barajevo from 1931 to 1937 which was proved by the Danube District Head Office from Novi Sad and the Ministry of Education. Besides the regular education, building served as a craft center for women in which courses of sewing and modeling were held in the organization of  “Singer” enterprise.

Founder of the building was a village head and a landlord from Barajevo, sir Ljubomir Ilić. During the period of a few years, there were political opponents to ser Ilic who succeeded in closing the School in Glumcevo Brdo in 1937 and removed it back to the central village at the time, „Srednji kraj“. Since the roads were not built, the way to the school in Srednji kraj village was through the fields, woods and creeks. In the springtime in 1938, on his way back form the school, a nine-year-old boy named Žika Davidović didn’t succeed to cross the risen local creek and tragically lost his life, drowning in the spring. This situation motivated the village people from Glumcevo Brdo to build a new building. The family Rankovic gave their land for the school purposes and a new building was erected during the years of II World war. Just before the war, family Ilic was robbed by Haiduks. Under life threat they broke into the house and stole a vase with ducats. After them, partisans dropped by and took away a wooden box with gold. After, expropriation and nationalization followed. Economically destroyed, family Ilic became „equalized“ with the rest of the proletarian people. The heirs were not into the agriculture but trading. 

From time to time, they were forced to cut off parts of the land property in order to survive social crisis which followed the war and during the nineties. Finally the economic break down and the destruction of middle class during the regime of Slobodan Milosevic was the feature. The family pension which the heir of sir Ilic was receiving, Mrs Darinka Vasic, was not sufficient to cover the basic life costs. She passed at the last date of 1998, just a few months before NATO bombing. After that, the house was given on use with no costs to the refugees from Croatia, until 2004. In August in 2004 the building lost its roof. It is a well known that a building decays if nobody lives in it. Until a man was the head of the house, the building served its purpose. A woman, the heir, was not a „head“ for sure. That role was not given to her, not cultural logically. She could not change the cliché in which she used to live her whole life. Since the house lost its first owner, and after that all the inhabitants, it remained without the “head”. If the house has no “head” it looses the roof!

BETWEEN IMAGINARY AND REALITY

If in the moment when you inherit a building it losses the roof, you start to think about all the possible conditions which brought up to there and to imagine a most painless solution for the situation. The building which once was a mainstay of the cultural life and education in the area, became a ruin! If the ruined building is a metaphor of relation towards history and cultural values in post titoistic Serbia, then, for sure, it is a product of a ruined state and devastated society in which previous bearers of culture became socially endangered.

However, the ruined building is both a family and local historical good, a potential surplus value. What could be the new function of such a construction? 

Symbolic power versus capital

New purpose- Gallery “W.EXE“ – WOMEN EXPERIMENTAL EXPO 

The main question is how the building that used to be the main stand of culture and education in the village next to a city got devastated? Is it right that a roof is replaced by the growing root? Is it right that the building became a big drain, a pissoar for the sky? And now, how to apply the opposite logic of Marcel Duchamps? How to give the ruin a function of a gallery space? How to invert inherited patterns of passivity as female characteristics and produce a vivid art&culture space out of the ruin?

Resume:

As far as women succeeded in gaining an official art education, stipendium and awards jet at the beginning of XX century, female creativity starts to spread more actively in gallery and museums.

The first female exhpo was held in far 1884 in Amsterdam and a bit later in Paris in 1908. Although, it didn't change the real image of female art. «The prevaling meaning was that a talent will find it's way to the audienced and that the giffted artist deserves success». This statement was handy to many male artists freed from biological clock, familly or parental duties.

Ussually with out an adecvate critical observation or a request of an collectioner, in economically dependent situation, success of female artists was based on personal contacts with a men from art and bussines world.                        

By the decades the female artists were not sirrioussly considered! The very rare female artists like Merit Openheim, Tamara de Lempicka, scullptures such as Jeromy Rihter, Barbara Hepvort and Luis Burgoa, mexican artist Frida Kalo or in last decades Barbara Kruger, Cindy Sherman, Joko Ono, Lory Anderson, Marina Abramović, Tresy Emin, Maddona and others suceeded in public  recognition and a social status. It was not that rare that successful women were labeled as «carierists». After the expansion of feminism and a fusion of art movements in late sixtes of XX century, women took much more engagement in cultural produsction not only as artists but as cultural managements, project managers, curators. It's not necessary to sress that the women art and culture production is much subjected to biological, class and social references and that it effects the disconituiated biographies. 

IMAGINED GALLERY

Idea:

Working as a cultural activist and dealing with the problems of artistic production, reception of an art work in the means of Cultural Healing Strategy and feminism, I got an idea: To contribute in establishing an active female exchange and collaboration program of international visual artists and theoreticians. It would be a residency and a gallery space for women art and culture activists in the village on outskirts of the city of Belgrade. So, the new form of female cultural practice could to be established. That’s how a deserted place might be turned into the vivid artistic spot of no similar kind in the region. To erect a gallery in the ruined building is to convert the female heir inferiority into the superior humanistic capital.  

W.EXE principles:

An artist is a temple of creativity.

W.EXE is a temple of female art creation.

Artist’s care cures culture, buildings, people.

Artist’s work is healing damaged/sick buildings.

W.EXE is a free place for art&culture production.

Goals:

Give the female artists a chance to escape from the magical circle of state, capital based economy and investments.

By individual initiatives of artistic activity and in cooperation with groups of interests, contemporary culture may be freed from nepotism, saloon art and kitsch! 

REGULATIONS & GUIDELINES:

Opening of a residency space within the “Smarti-e” association would widen the social and cultural space for self actualization of female artists. The residency space would be active 6 months a year and each month within the season 2 international female artists meet. Each artist will have opportunity to exhibit in the gallery space or to make a presentation of the work or of the project. Application period is January 2007.

MISSION:

We believe artists are to contribute to the development of intercultural competence and the articulation of Cultural Healing Strategy. Therefore the artist’s work is a kind of a victim for the survival of creative individuals whose production is not based on market logic. 

Being an open creative space, W.EXE is conceived as a space for articulation of creative acts out of the capitalistic transactional system.

W.EXE is a space for production of references for the artists.

 That there is no eternity – substance in an art work but in the artistic creation! That is how we return to the beginning of this telling, on production of symbolic power for the artist, on self positioning in a public sphere, the distribution on WWW. Are these parameters sufficient for a so called independent artistic position?

ELIGIBILITY:

W.EXE is an initiative of the Society for intelligent communications „Smarti-e“, ACM/anticuratorialmovement/ an utopian intention to prevent culture of becoming an utilitarian function. W.EXE is a residency space opened for those female international artists who stress the act of creation. Those who do not produce material art goods but rather research or a project which, if you are “lucky“ and become curators object of interest, could temporary hang on the walls of the contemporary art museums. W.EXE has the ambition to become a WWG- World Wide Gallery, accessible to everyone throughout Internet. All works of the artists are to be registered, documented and accessible on Web pages of the „Smarti-e“- "http://www.smarti-e.org/w.exe.php" www.smarti-e.org/w.exe.php site.

Artists „proletarians“, creators without permanent work and exhibit space who produce non utilitarian, noncommercial art works and whose poetics and craft contributes to the intercultural dialogue in the form of space installation, sculpture, murals or Grafitti, research or concepts are eligible to apply for residency space and work in the Gallery. 

W.EXE will support experimental approach in art form and pledges for artist’s mobility, an exchange of artists and intellectual goods.

Gallery and residency space is oriented towards international female artists and specially towards those from Balkans. 

Gallery space is settled on a property of 2ha that belongs to the „Smarti-e“ - Society for intelligent communications, Belgrade (thanks to V.Vasic) and it is foreseen for artists’ activities. The accommodation is in the community building in the close village Srednji kraj.

Dynamics of exhibiting in the gallery and the residency program of W.EXE project is still in development. Gallery exists thanks to donations and due to „friends“ – sponsors.

--------------------------------------------------------------------------------

[1] ACM is an anti curatorial movement, established in 2005 by Gabriela Vasić as a fake association for affirmation of independent artistic production. By now, there is only one member and it has no ambitions to convert into the organization. ACM is also a pseudo production house which logo I ve been using while signing my recent video works.

 My baby was 6 moths old and we escaped to the ranch of the husband's family where I made space installations of our roof tiles. 

 Ivana Momčilović: About the (non) actuality of the Brecht’s poem “Government as an artist” or a few thesis about the First Government…”or, what Duchamps demonstats in other words is that the truth of an art work is not in itself, that is, that an art work doesn’t exist without the materiality of the ideological apparatus (in this case the gallery). The raw presence of an object (ready made) is not proof for the lack of an art work, the proof for the reality of an illusion.” Look for more on Web address  HYPERLINK "http://www.republikart.net" www.republikart.net 

 Ibd. Innovation in Croatian art of the seventies, catalogue, Contemporary art gallery, Zagreb 1982 and The Contemporary art Museum, Belgrade, 1982, page 49 

 By taking “donations” at the gallery entrance. 

 Promoting no name music band “Thron”

 By collecting drawings, praphics, etc. which the artists could bring in instead of money, though; they mainly left money showing that they value an artwork.              

 Cultural Globalization between Myth and Reality: The Case of the Contemporary Visual Arts, Larissa Buchholz and

Ulf Wuggenig, Alexander Victoria 2003, pp. 166f.

 Ivana Momčilović:  About the (non) actuality of the Brecht’s poem “Government as an artist” or a few thesis about the First Government…”

 According to Hall, culture and economy are mixed, “the movement of power is inseparable from the movement of pictures, capital or information”

 Yet, fortunately, digital technology moved the borders of exhibition space!

 Text by Jelena Spaić, R U Succesfull?, more on  HYPERLINK "http://www.gabrielavasic.com/projects/r_u_succesful.php" www.gabrielavasic.com/projects/r_u_succesful.php

 Family photo from the authors’ photo album, around 1940.  In front of the house is family Ilic, from Glumčevo Brdo. In the middle is a first heir of the family inheritance, Darinka Vasic, as a young scholar on the curse of the „Singer“ enterprise.

 Barajevo is known by creeks and ponds. There is a saying from Turkish times, “Bara je ovo” – “It’s a Pond”!

 ACM is an anti curatorial movement, established in 2005 by Gabriela Vasić as a Para organization for affirmation of independent artistic production. By now, there is only one member and it has no ambitions grow into an organization. ACM is also a pseudo production house whose logo I have been using while signing my recent video works.

