daniela zyman

radikalne periferije
radical peripheries

» Sto je geografija osim pravljenja karata kopnenih masi-
va, klimatskih zona, uzvisina, vodenih masa, nastanjenih
podrucja, nacionalnih drZava, geoloskih slojeva i depozita
prirodnih resursa?

Geogrdfija je teorija spoznaje i sustav klasifikacije, ona
JjenacinsmjeStanjai mjesto kolektivnih nacionalnih, kultur-
nih, lingvistickih i topografskih povijesti. (...)

Ali geogrdfija je kao spoznajna kategorija i sama ute-
meljena na problemima pozicionalnosti, na pitanjima
o0 tome tko ima moc i ovlast da imenuje, moc i ovlast da
saZme druge u vlastitom hegemonijskom identitetu."

Geografija i prostornost
U danasnjoj atmosferi ekonomske, drustvene, kul-
turnei politicke konsolidacije i stapanja, globalizacija
jezamisljena kao homogenizirajuéa sila koja naizgled
ukida partikularnosti geografije, nacionalnih drzava,
jezika i etnickih struktura. Taj argument podrzali su
mislioci i protagonisti poput Jirgena Habermasa i
drugih koji nastoje prevladati vaze¢e mikroorgani-
zacije prostora s pomocu 3irih, nadnacionalnih enti-
teta koji pribjegavaju “novom regionalizmu”. Svojim
analitickim promisljanjima, zasnovanim na protoku
novca i robe koji prelazi granice (kao i izgledima za
slobodno kretanje ljudi), doveli su u pitanje distink-
tivnost razli¢itih kultura, koju nastoje razumjeti
mnoge medusobno povezane discipline. Uz potporu
poststrukturalistickih teorija o meduovisnosti diskur-
zivno uspostavljenih “jastava” i iskljucenih “drugih”,
kao i zamr3enih definicija hegemonijskih sredista i
marginaliziranih periferija, takvi su diskursi doveli
do ponovnog promisljanja prostornosti. U njima je
uvrijezeno promatrati one vrste razlika koje se smat-
raju teorijski bitnima kao neovisne o geografiji i pros-
tornosti.

Medutim, diskursi o globalnom stapanju nikada
ne mogu razmotriti ni rijeSiti mnogostruke nacine
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® What is geography beyond the charting of landmasses,
climate zones, elevations, bodies of waters, populated ter-
rains, nation states, geological strata and natural resource
deposits? What is geography beyond the charting of land-
masses, climate zones, elevations, bodies of waters, popu-
lated terrains, nation states, geological strata and natural
resource deposits?

Geography is a theory of cognition and a system of
classification, it is a mode of location and it is a site of col-
lective national, cultural, linguistic and topographical his-
tories. (...)

Geography as an epistemic category is in turn ground-
ed inissues of positional, in questions of who has the power
and authority to name, of who has the power and authority
to subsume others into its hegemonic identity."

Geography and Spatiality

In today’s climate of economic, social, cultural and
political consolidation and aggregation, globaliza-
tion is construed as a homogenizing force, seemingly
overriding the particularities of geography, nation-
state, language, ethnic make up. This argument, re-
inforced by thinkers and protagonists such as Jlrgen
Habermas et al who seek to overcome the current
micro-organizations of space by larger supranational
entities recurring to a “new regionalism”. With their
analytical preoccupation set on cross-border flows
of finance, goods (and the promise of free movement
of people), they have questioned the distinctiveness
of the different cultures that many inter-related dis-
ciplines have sought to understand. Reinforced by
poststructuralist theories of the inter-dependence
of discursively constituted “selves” and excluded
“others”, and the entangled definitions of hegem-
onic centers and marginalized peripheries, together,
these discourses have led to a rethinking of spatiality
in which the types of difference that are considered
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na koje ljudi pristupaju svojim danasnjim Zivotnim
uvjetima, uvjezbavaju ih, sudjeluju u njima i uspi-
jevaju ih ostvariti. Lokalnost se zamislja po nacelu
razlicitosti iskustava s kojima pojedinci i kolektivi
sudjeluju u raznim globalnim kulturnim procesima.
Upotreba istovjetnog oruda (automobila, mobilnih
telefona ili umjetnickih medija), isti zajednicki jezik
(engleski) ili slicna konceptualizacija moderniteta ne
govore o nacinu na koji se ta oruda i koncepti koriste
na sasvim razlicitim lokalitetima ili nacinu na koji
su prozeta idejama povijesti, tradicije, folklora, hibri-
dizacije, obrnutog inZenjeringa, aproprijacije, ironi-
je. Nastojanje da se svijet ucini plosnim i proizvedu
standardi za modernizaciju izaziva snazan otpor onih
koji traze vlastite oblike reprezentacije ili smatraju da
ih taj novi poredak patronizira.

Dok umjetnici, djelatnici i ustanove razasute Si-
rom svijeta neprestano povecavaju vec ionako vise-
strukapoljasuvremene umjetnicke produkcije, kusto-
si i znanstvenici prisiljeni su redefinirati nacine na
koje €e se baviti vlastitim domenama. Dosta toga je
ucinjeno tijekom proslog desetlje¢a kako bi se otkrili
umjetnici iz najrazlicitijih nacija, regija i etnickih sku-
pina te kako bi se njihov rad doveo u prvi plan. “Kus-
tosi u funkciji etnografa” proputovali su svijet kako
bi pronasli neotkrivene talente sa svih kontinenata.
Njihova nastojanja da prepoznaju i izdvoje “lokalne
umjetnike” te ih integriraju u sustave globalnog Sire-
nja Cesto suslijedila usvojenulogiku ukidanja prostor-
nosti i lokalne ukorijenjenosti kasnoga kapitalizma.

Danas je opfepoznato da su mjesta proizvod-
nje partikularizirana, rasprdena i specijalizirana, a
ipak je postalo dijelom na3e prakse to da poticemo
centrifugalne sile koje su povezane s trzistem i s usta-
novama Sirenja, prikazivanja i reprezentacije. Ispiti-
vanje regija radi pronalazenja njihovih produktivnih
imaginarija i poticanja novih oblika lokalizirane dife-
rencijacije protiv dokazane kulturne erozije koju
uzrokuju globalizirajuéi stereotipi izlaze takvu kul-
turnu produkciju riziku od sterilizacije zbog odvaja-
nja od njezinih konkretnih mjesta znacenja i njezinih
subjekata, odnosno riziku od njezina “etniziranja”
za volju globalne potro3nje. Regionalizam ne inter-
pretiraju iznova samo kustosi i znanstvenici koji se
bave identitetom, nego to istodobno Cine i turisticka
industrija, institucije regionalnog razvoja i mediji,
kolonizirajudi je po ukusu potrosaca.

Rags Media Collective/Sarai/

Walid Raad/The Atlas Group/Kutlug Ataman
Primjeri koje bih Zeljela raspraviti na iducih neko-
liko stranica izabrani su iz mnogobrojnih susreta s
umjetnicima, kolektivima i kulturnim djelatnicima
do kojih je doSlo u razmatranju navedenih prob-
lema geografije, lokaliteta i reprezentacije i tijekom
suradnje s kolegama u zakladi Thyssen-Bornemi-
sza Art Contemporary na nizu narudzbi, projekata i
izlozbi. Slijededi ideju relacionalnosti kakvu zastupa-
ju Irit Rogoff i drugi, a koja nudi metodu za ponovno
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to matter theoretically are now commonly viewed as
being independent of geography and spatiality.

However, the discourses of global aggregation
can never address and can never resolve the multi-
ple ways in which people have accessed, rehearsed,
participated in, and negotiated their contemporary
conditions. Locality is construed by the difference of
experiences, in which individuals and collectives par-
ticipate in different global cultural processes. The use
of identical tools (cars, cell phones or artistic media),
the same common language (English), a similar con-
ceptualization of modernity does not tell about how
these tools and concepts are used within the most
disparate locales, how they are infused by notions of
history, tradition, folklore, hybridization, reverse en-
gineering, appropriation, irony. The attempt to flat-
ten the world, to fabricate standards of moderniza-
tion have been met with much resistance by people
how seek their own forms of representation or feel
patronized by the new order.

Whilst the multiple fields of contemporary artis-
tic production have been continuously enlarged by
artists, practitioners, institutions scattered around
the world, curators and scholars alike have had to re-
define the ways in which to engage with their own
fields. Much has been achieve in the past decade to
seek out artists from most different nations, regions
and ethnic backgrounds and bring their works to the
fore. "Curators as ethnographers” have traveled the
world in order to identify the undiscovered talents
from all continent. Their attempts to recognize, iso-
late, and integrate “local artists” into the systems of
global dissemination have sometimes followed the
adopted logic of the abolishment of spatiality and
sidedness of late capitalism.

It is common ground today, that the sites of pro-
duction are particularized, dispersed and specialized,
and yet it has also become part of our practice to
reinforce the centrifugal forces associated with the
market, the institutions of dissemination, display
and representation. Looking at regions for their pro-
ductive imaginaries, inciting new forms of localized
differentiation against the attested cultural erosions
produced by globalizing stereotypes, runs the risk to
sanitize such cultural production by means of extrac-
tion from their respective sites of meaning, from their
agencies, to"ethicize” for the sake of global consump-
tion. Regionalism is not only reread by curators and
identity scholars but is the same token by the tourist
industry, by regional development agencies, the me-
dia and colonized for the gaze of the consumer.

Rags Media Collective/Sarai/

Walid Raad/The Atlas Group/Kutlug Ataman
The examples | would like to discuss in the follow-
ing paragraphs are selected from the many encoun-
ters with artists, collectives and cultural practioners,
whilst reflecting on the above issues of geography, lo-
cality and representation and working together with



promisljanje odnosa izmedu subjekata i mjesta koja
se tradicionalno definiraju kao odvojene geografije,
Zeljela bih preispitati njihov rad i razmotriti postoji li
neka “geografija” izvan onih sila koje imaju ovlast da
nas imenuju i odrede nase identitete. Uvodedi pitanja
subjektivnosti, narativnosti (i fikcionalnosti) pa i per-
formativnosti identiteta, mogli bismo uociti pomak
autoriteta iz srediSta (imenovanja) prema mjestima
gdje se neprestano oblikuju novi identiteti.

Rags Media Collective/Sarai:

O iznoSenju stvari u javnost

Mnogo se toga moze zakljuciti iz rada i prakse kole-
ktiva Rags Media, koji takoder djeluje kao Sarai u New
Delhiju. ViSestruki identitet Ragsa i njegov smjestaj u
specificnomlokalnomipovijesnomkontekstuduboko
jeukorijenjenu praksikolektiva, alimuse prilazis dvoj-
bom i sumnjom tumadi li se kao konacnost, fiksacija
ili autentic¢na potvrda. Gledajuéi na nasu sadasnjost
s prosvijeCenim skepticizmom povjesnicara, Rags
Media Collective povladi linije “za koje se moze reci
da se iza njih dogada neSto drugacije”. Foucaultov
genealoski pojam “ucinkovite povijesti”, neke vrste
preispitivanja koje zacrtava povijesne trenutke dis-
kurzivnog loma i prekida kontinuiteta, predstavlja
model koji se moZe prenijeti u izu€avanje suvremenih
lokalno ukorijenjenih diskursa i kultura. Medutim,
granice ili zone loma koje oni zamje€uju ne samo da
slijede ideju zona razmjene, medusobne definicije i
uzajamne kontaminacije, bas kao i linije razdvajanja,
nego oni promatraju i svu kulturnu gradu s obzirom
na njezine “sjene, odjeke, podsjetnike, replike i rezo-
nancije drugih vremena i mjesta”. Bavljenje sloZenim
pojmovima “kulturnog znacenja” stoga podrazumi-
jeva razumijevanje kulturnog sje¢anja kao aktivnog
procesa koji itekako nadilazi ograni¢enja predmetno
specificnih definicija.

U instalaciji The KD Vyas Correspondence: Vol. 1
(2006.) Rags Media Collective istrazuje proizvodnju
i transmisiju prica kroz vrijeme i prostor, “iritantna
pitanja verifikacije i autenti¢nosti bivanja te nekih
metoda kojima se moZe sacuvati razum u prvim godi-
nama 21. stolje¢a”. Rad se sastoji od zbirke ili skupa
od osamnaest “pisama”, osamnaest videoisjecaka
prikupljenih s osamnaest mjesta razasutih po Zem-
liinoj kugli (Sto podsjeca na osamnaest kantona iz
Mahabharate). Oni sacinjavaju mrezu znacenja koja
nadilazi autoritet imenovanja, ali poruku povjeravaju
sposobnosti price da sama prica i da iznalazi vlastite
strukture taloZenja. Rad je krcat kodiranim poruka-
ma, biljeSkama o samim pismima ili pak sje¢anjima
na mjesta i vremena u kojima su se mozda Citala.

“Nesto valja reéi o iznoSenju stvari u javnost.
Primijeceno je (i to s razlogom) da je najbolji nacin
ocuvanja neke informacije taj da se njezini djelici
rasprde po Sirokoj i razasutoj javnosti te da se njiho-
ve nositelje uputi da ih prenose s pokoljenja na poko-
lienje. Informaciji €e biti udahnut novi Zivot svaki put
kada je netko preprica ili podijeli s drugim ljudima u

my colleagues at Thyssen-Bornemisza Art Contem-
porary on a series commissions, projects and exhibi-
tions. Following the notion of relationality, as argued
by Irit Rogoff et al, which offers a method to rethink
the relations between subjects and places tradition-
ally defined as segregated geographies, | would like
toquestion through theirwork whether thereisa“ge-
ography” beyond the powers that have the authority
to name us, determine our identities. By introducing
questions of subjectivity, narratives (and fictionality)
and the performativity of identity, we might detect a
shift from the authority from the centers (of naming)
to the sites, where new identities are constantly be-
ing formed.

Rags Media Collective/Sarai:

About making things public

Much is to be drawn from the work and practice of
Rags Media Collective, also operating as Saraiin New
Delhi. In Rags' multiple identities, their situatedness
in a specific local and historic context is deeply root-
ed in the collective’s practices, yet encountered with
doubt and suspicion when read as finality, fixation
or authentic validation. Looking at our present with
the historians’ enlightened skepticism, they map the
lines “beyond which it can be said that something
different happens”. Foucault's genealogical notion
of “effective history”, a form of inquiry that maps his-
torical moments of discursive rupture and disconti-
nuity, provides a model that can be extended to the
study of contemporary place-based discourses and
cultures. But, the borders or zones of rupture, which
they perceive not only follow the notion of zones of
interchange, interdefinition, and mutual contami-
nation as much as lines of separation, but also view
all cultural materials in terms of their“shadows, ech-
oes, reminders, replicas and resonances from other
times and places”. Dealing with the complex notions
of “cultural significance” thus suggests an under-
standing of cultural memory as an enacted process,
which goes well beyond the limits of object specific
definitions.

In the installation “The KD Vyas Correspondence:
Vol. 1" (2006) Rags Media Collective investigates the
production and transmission of narratives through
time and space, “the vexed questions of the verifica-
tion and authenticity of being, and (on) some meth-
ods for remaining sane in the early years of the twen-
ty first century”. The work consists of a collection of a
set of eighteen ‘letters’, 18 video-fragments collected
from 18 dispersed site on the face of the globe (and
reminiscent of the 18 cantos of the Mahabharata),
forming webs of meaning which override the author-
ity of naming, but entrust the message to the ability
of the story’sown telling and its finding its own struc-
tures of sedimentation. The work is dense with en-
crypted messages, notes on the letters themselves,
or memories of places and times where they may
have been read.
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bilo kojem obliku. Razvit ¢e grane, uroditi plodom,
rasiriti krila i putovati kroz obitelji, klanove, plemena
i susjede, kroz sve one koji je podijele medu sobom i
s drugima. Pri€e imaju obicaj zaraziti Citavu krvnu
lozu™?

U svojoj praksi kao dio kolektiva Sarai umjetnici
su tijekom proteklih osam godina stvorili kontekst
difuzije kroz koji se znanje i interdisciplinarna praksa
stvaraju, dokumentiraju, preraduju i raspriuju.

“Sto se tiCe nase vlastite prakse, nastojali smo
tijekom posljednjih sedam ili osam godina zajedno
s drugima proizvesti kontekst u kojemu moZemo
suradivati; kontekst koji se gradi i raste neovisno o
nama; kontekst koji ima odredeni smisao za umjet-
nost, aliizaznanostiarhiviranje; koji e proizvesti niz
razlicitih javnih oblika angazmana; koji ¢e oko sebe
proizvesti neke stalne i neke nestalne strukture; koji
Ce stvoriti mreZe ljudi iz kojih €e crpiti i kojima ce se
baviti, tako da granice izmedu tih mjesta postanu
difuzne i nejasne, da se kontekst ne utvrdi ni na ko-
joj razini i ni u kojoj praksi, da se ne moze oznaciti
kao akademski prostor, kao umjetnicki prostor, kao
pedagoski prostor ili kao prostor za drustvene pro-
jekte. Cilj je stvoriti prostor koji ¢e odrzavati difuziju.
Do danas je kroza nj proslo oko 400 ljudi: djelatnika,
fotografa i softverskih programera. Svi mogudi ljudi
su ovuda prosli. Rijec sarai je metafora za karavansari
ili karavansaraj, odsjecak puta na kojemu se presijecas
sdrugima, prostor gdje se presijecaju razlicite prakse.
Zeljeli smo neku metaforu. Zanimljivo je to 5to je sarai
trajno mjesto, ali interakcije koje sadrzi nisu trajne,
buduci da se nastavljaju bez potrage za ravnotezom”
(Seminari na Lopudu, Jeebesh Bagchi, 19. lipnja 2007.
Neobjavljena rasprava.)

Walid Raad/Atlas Group/Jalal Toufic:

Mjesta previadavanja katastrofe

Walid Raad djelovao je do 2006. u sklopu fiktivnog
entiteta The Atlas Group, definiranog kao projekta
u tijeku, posvecenog istrazivanju i dokumentaciji
suvremene povijesti Libanona. Zapravo, Raad i pise
i briSe povijest suvremenih dogadaja u Libanonu,
koristecivideo, Internet, performans, kolazidigitalnu
fotografiju, da ne spominjemo prozu na engleskom,
francuskom i arapskom jeziku. Njegova dokument-
acija ukljucuje biljeznice, filmove, videotrake i fo-
tografije. Organizirana je u arhive koji su “smjeSteni
izmedu lazne binarne podjele na fikciju i ne-fikciju”
(Lee Smith). Dok je djelovao kao pripadnik libanonske
dijaspore, Raad je izu€avao ogranicenja i laznost kon-
vencionalne, kronolo3ke, geopoliticke i biografske
povijesti te je na brojne nacine preispitivao nacine i
mogucnosti da se govori s autoritetom, i s kojim au-
toritetom, ako uopce.

U clanku “The West and the Rest” Stuart Hall
citira Edwarda Saida, koji je izjavio kako je “Orijent
na neki nacin knjiznica informacijskog arhiva koji
je i opcenito i u odredenim aspektima bio jednoo-
brazan. Taj su arhiv na okupu drzali skupina ideja i

Prvi put objavljeno u:
Rags Media Collective: The
KD Vyas Correspondence,
vol.1, ur. Monique Behr,
Revolver — Archiv fur
aktuelle Kunst, Frankfurt
a. M., 2006.

First published in Rags
Media Collective: The KD
Vyas Correspondence:
Vol 1, ed. Monique Behr,
Revolver —Archiv fr
aktuelle Kunst, Frankfurt
a. M., 2006

1-2. RAQS, MEDIA
coLLEcTIVE The kD Vyas
Correspondence Vol. 1, 2006
Prikaz instalacije: Shooting
Back, Thyssen-Bornemisza
Art Contemporary, Be¢,
2007.

Foto: Michael Strasser/T-B
A21, Beé, 2007.

RAQS, MEDIA COLLECTIVE
The kb Vyas
Correspondence Vol. 1, 2006
Installation view: Shooting
Back, Thyssen-Bornemisza
Art Contemporary, Vienna,
2007

Photo: Michael Strasser/
T-B A21, Vienna, 2007

“Something needs to be said about making
things public. It has been observed (and with good
reason) that the best way to preserve information
is to scatter parts of it through a wide and dispersed
public, and to instruct its carriers to transmit it from
one generation to the next. The information gets
a new lease of life whenever someone recounts it
or shares it in any form with more people. It grows
branches, gives fruit, spreads wings, travels through
families, clans, tribes and neighborhoods that share
it amongst themselves and with others. Stories in-
fect bloodlines

Intheir practice as part of the collective Sarai, the
artists have created over the past 8 years a context
of diffusion, through which knowledge and interdis-
ciplinary practice is created, documented, re-written
and dispersed.

“In terms of our own practice, we have tried with
others, over the last seven or eight years, to produce
a context in which we can collaborate; a context that
builds itself and grows independently of us; a context
that has certain artistic sensibilities, scholarship,
archival sensibilities; that produces a diversity of pub-
licforms of engagement; that produces some perma-
nent and some impermanent structures around it-
self; that creates networks of people to draw from
and engage with, so that boundaries between those
spaces become diffused and blur, so that the context
doesn't solidify at any level within any practice, so
that the context can't be marked as an academic
space, as an artistic space, as a pedagogic space, or
as a social project space. The goal is to create a space
that keeps the diffusion alive. To date it has had
about 400 people passing through it as practitioners,
photographers, and software programmers. All kinds
of people have passed through it. The word sarai
is @ metaphor for caravansary, or caravanserai, an
interval on a journey when you intersect with others,
a space where different practices intersect. We wan-
ted a metaphor. The interesting thing is that a sarai is
a permanent place, but the interactions it holds are
impermanent in that they continue without a search
for equilibrium” (Lopud Seminars, Jeebesh Bagchi
June 19, 2007. Unpublished discussion)

Walid Raad/Atlas Group/Jalal Toufic:

Sites of surpassing disaster

Walid Raad operated until 2006 under the fictional
entity The Atlas Group, defined as an on-going pro-
ject devoted to researching and documenting the
contemporary history of Lebanon. In fact, Raad is
both writing and un-writing a history of contempo-
rary events in Lebanon using video, the Internet, per-
formance, collage, and digital photography, not to
mention prose in English, French, and Arabic. This do-
cumentation includes notebooks, films, videotapes
and photographs. It is organized into archives that
“are situated between the false binary of fiction and
non-fiction” (Lee Smith). Whilst working as member
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unificirajuci sustav vrijednosti koji se u viSe navrata
dokazao kao djelotvoran”. Raadova praksa mogla
bi se shvatiti kao inverzija takvog poimanja arhiva.
Cak je i njegova arhivska praksa zasnovana na inten-
zivnom istrazivanju i detaljnom is¢itavanju dokume-
nata te nastoji otkriti slozene druStveno-politicke
realnosti, kao i analizirati pitanja reprezentacije, ne
isklju€ujuéi fikcionalnost, suprotnosti i proturjecja.
Arhiv prikuplja i pohranjuje sve ono 3to je “iskljuceno
izarhiva 'zdravog razuma’, ono sto je preslaboiili nika-
ko zastupljeno” (Gabrielle Cram).

“0Od1982. godine radim na fotografskom projektu
u Libanonuio Libanonu.

Priznajem, bilo mi je i ostalo teSko definirati na
Sto mislim kada govorim o fotografskom projektu u
Libanonuio Libanonu.

Cak ne mogu niti re¢i da su zgrade, ulice, izlozi,
prostori od nacionalnog, kulturnog, arhitektonskog i
osobnog znacaja, ljudi koje sam fotografirao, redom
bili, u trenutku izlaganja mome fotoaparatu, prisut-
ni unutar geografskih granica libanonske drzave. Te
se granice, kao $to mnogi medu vama vec znaju, jos
trebaju zacrtati. One su sporne”
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of the Lebanese Diaspora, Raad has investigated
the limits and fallacy of conventional, chronological,
geopolitical, biographical history and interrogated in
numerous forms, the ways and possibilities in which
to speak with authority, and with which authority, if
atall.

In “The West and the Rest”, Stuart Hall quotes
Edward Said who writes, “that the Orient in a certain
sense was a library or an information archive which
was generally and in some aspects uniformly owned.
The archive was held together by a group of ideas and
by a unifying system of values which had proven ef-
fective onvarious occasions.” Raad's practice could be
understood as an inversion of this notion of archive.
Even hisarchival practiceis based onintense research
and thorough documentary recordings, it seeks to
reveal complex social and political realities, and to
analyze questions of representation without exclud-
ing fictionality, contrasts and contradictions. The ar-
chive collects and stories all that is“excluded from the
archives of “common sense”, the under-represented
or the not-presented”. (Gabrielle Cram)




Zatim nastavlja, prisjecajuci se da vecina slika
koje je snimio do 1991. nikada nije otisnuta, ali se hit-
nost snimanja intenzivirala, stvarajuci sve vece i vece
gomile negativa. Ali najzanimljivije za razumijeva-
nje Raadova odnosa prema njegovu (jedinstvenom)
predmetu jest njegova reinterpretacija Jalala Toufica,
istaknutog libanonskog pisca, fotografa, ponekad
i suradnika. Ne mozZe se dati nikakav bolji opis
nemoguceg zadatka snimatelja, naratora ili redak-
tora na mjestima“prevladavanja katastrofe”.

“MoZete zamisliti moju reakciju kada sam proci-
tao Touficov ulomak, onaj koji sam upravo citirao, a
sada ¢u ga ponovno procitati:

U pogledu prevladavanja katastrofe, umjetnost
djeluje kao ogledalo u vampirskim filmovima: otkriva
nam povlacenje onoga za 5to vjerujemo da je jos uvi-
jek ondje.'Niste vidjeli niSta u HiroSimi.' Podrazumije-
va li to da ne bismo trebali snimati? Ne. Trebali bismo
snimati to 'nista’, koje moZze biti dostupno tek nakon
uskrsnuca. Moramo snimatifotografije cakiako zbog
povlacenja njihovih referenata i sve do uskrsnuca nji-
hovih referenata one nece biti dostupne kao referen-
cijalni, dokumentarni radovi — uz popratni rizik da bi
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Art Contemporary, Vienna,
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“Since 1982, | have been working on a photogra-
phic project in Lebanon, about Lebanon:

Granted, it has been and remains difficult for me
to define what | mean when | refer to a photographic
project in Lebanon about Lebanon.

| can't even say that the buildings, streets, store-
fronts, spaces of national, cultural, architectural, and
personal significance; the people | photographed, all
were, at the moment of my photographic exposure,
present within the geographic boundaries of the Leb-
anese state. These borders, as many of you already
know, have yet-to-be drawn. They are contested.

And he goes on recounting that most of the imag-
es taken until 1991 have not been printed, and yet the
urgency of recording has intensified and created more
and more stacks of negatives. But most interestingly
forunderstanding Raad'’s relationship to his (singular)
subject follows in his rereading of Jalal Toufic, a promi-
nent Lebanese writer, photographer, and sometimes
collaborator. No better description can be given about
theimpossible task of the recorder, narrator, or redac-
torin sites of “surpassing disaster”.




se aspekti koji se odnose na tu temu mogli smatrati
pukom formalno3¢u. To je zatvoreni krug: ono 5to
treba snimiti povuklo se te ¢e, ako ne uskrsne, ostati
prevideno; ali da bi se ispunio taj preduvjet, naime
¢in uskrsnuéa, kako bi se izbjeglo njegovo previdanje,
potrebno ga je najprije zamijetiti, koliko god mini-
malno, odnosno odgovoriti na njegovo povlacenje,
uskrsnutiga

Kutlug Ataman: Snaga imenovanja

U radu Kutluga Atamana jezik i dugi odsjecci govo-
ra, koje recitiraju brojni protagonisti oko kojih su
izgradene njegove instalacije, predstavljaju osnovu
njegova opseznog djela. U Kubi Cetrdeset pojedinaca
govori o0 svome Zivotu i prica prie o svojoj egzisten-
ciji na sicusSnom podrucju u srcu Istanbula. Kiba je
konstruirana preklapanjem mnostva svjedocanstava
u pokusaju pojedinaca da predstave svoje zivote po
vlastitoj logici i vlastitim rijeCima. To je iskaz njihovih
osobnih iskustava, pokusaj da definiraju tko zapravo
jesu i Sto ih Cini zajednicom. Na neki nacin tu se ne
susre¢emo s nizom “ispovijesti”, nego prije s “fabula-

26

>o
* Walid Raad, www.
unitednationplaza.com

You can imagine my reaction upon reading
Toufic's paragraph, the one | have just quoted, and
that I will read again:

With regard to the surpassing disaster, art acts
like the mirror in vampire films: it reveals the with-
drawal of what we think is still there."You have seen
nothing in Hiroshima” Does this entail that one
should not record? No. One should record this “noth-
ing,” which only after the resurrection can be avail-
able. We have to take photographs even though be-
cause of their referents’ withdrawal, and until their
referents are resurrected, they are not going to be
available as referential, documentary pieces—with
the concomitant risk that facets relating to the sub-
ject matter might be mistaken for purely formal
ones. A vicious circle: what has to be recorded has
been withdrawn, so that, unless it is resurrected, it
is going to be overlooked; but in order to accomplish
that prerequisite work of resurrection to avert its
overlooking, one has initially to have, however mini-
mally, perceived it, that is countered its withdrawal,
i.e.resurrected it.?



cijama”, posluzimo li se terminologijom koju je raz-
vio Gilles Deleuze kako bi opisao stvaranje trajnih i
ustrajnih “legendi” u smislu svjesnih jezi¢nih artiku-
lacija koje su predstavljene ili kao izrazaj manjine ili
kaoizrazaj odredenog odmaka koji nastaje s obzirom
na jezik vecine. Ono 5to je ovdje predstavljeno nije
ni sveobuhvatna “povijest” ni unificiraju¢a linearna
forma kakva se obi¢no primjenjuje u filmu ili doku-
mentarnoj snimci. Umjesto toga, individualne price
oblikuju fragmente, krhotine, jedinstvena tumacenja
individualnih proslosti. Kiuba je uglavhom o mjes-
tima i lokacijama, o procesima imenovanja, jeziku,
iznoSenju vlastite proslosti i o mnogim nacinima na
koje se procesi stvaranja identiteta definiraju kroz
osjecaj prostora i zajednice. Globalne sile namecu
pritisak identitetu u barem dva suprotna smjera: na-
dahnjuju reakcionarne pokrete, “o€vrs¢ujuci” nacio-
nalisticke ili sektaske osjec¢aje, buduéi da narodi
osjecaju da su njihovi identiteti stavljeni na kusnju
uslijed dodira s drugim narodima i kulturama. Ali
takoder mogu “omek3ati” nacionalne identitete u
smislu “McWorlda", homogeniziraju¢ih materijalnih
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Kutlug Ataman: The power of naming

In Kutlug Ataman’s work, language and long streams
of talk, recited by the many protagonists around
which his video installations are built form the body
of his extensive oeuvre. In Kiba forty individuals
speak of their lives and narrate the stories of their ex-
istence within a tiny territory in the heart of Istanbul.
Kiba is constructed by the over-layering of a multi-
plicity of testimonies, in the attempt of individuals
to represent their lives, in their own logic and words.
It's a statement of their personal experiences, an at-
tempt to define who they are and what makes them
a community. In some sense, one is not confronted
with a series of “confessions”, but rather with “fabu-
lations”, to use the terminology developed by Gilles
Deleuze to describe the creation of lasting and per-
sisting “legends” in the sense of self-conscious ar-
ticulations of language that are presented either as
the expression of a minority, or as the expression of
a certain distance which is created with respect to
the language of the majority. What is presented here
is neither a comprehensive “history” nor a unifying
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i pop-kultura koje se planetarno 3ire. Cinjenica da se
ti procesi dogadaju simultano odrazava visestruki ka-
rakter globalizacije. Dok se udaljeni lokaliteti medu-
sobno povezuju na nove nacine, ucinci takvih veza
ostaju nepredvidivi i Cesto su ispunjeni napetostima.
Stovide, rezultat transnacionalne povezanosti Cesto
je ponovna potvrda lokalnih praksi i identiteta, koji
potvrduju svoje pravo na posebnost. James Rosenau
naziva to “fragmegracijom” — simultanom integraci-
jom i fragmentacijom druStvenih odnosa.

Nazvali su to mjesto Kiiba. Da budem iskren, ne znam
odakle to ime. Tko ga je imenovao? ZaSto? Kako? Doista ne
znam. — Bahri

Kada sam do3ao u Kiibu, zatekao sam zajednicu koja je
bila poput sela, poput obitelji, tu nitko nije mario za jezik,
vjeru ili rasu. — Ekrem

Kada si iz Kiibe, Cini$ se vec¢im, djelujes vece. Kada
nekamo ides, ljudi te se ne usuduju dirati. ‘lzmlatit ¢u te’,
kaZe on. Ja sam iz Kiibe. Ako mi budes pravio probleme,
imam mnoge ljude iza sebe’. — Arafat

To je veoma teSko, prije svega za Kurde. Mi Kurdi ne
pokoravamo se lako. Sto god vi ucinili, oni su naprosto
takvi. Oni nece reci: Ja sam Zena, ja imam neka prava.'‘Ja
sam Zena, bit ¢u ovakva.’ Kurdi, Sto god radili, kazu: ‘Bas
nas briga. — Dilsah

Neke su kuce ruSene i popravljane Cak pet puta.

— Arife

Ostaju samo rusevine. Ostaje samo ime.
— Mehmet

lako su sva tri prikazana projekta usredotocena
na "osjetljivost arhiva", praksa pokazuje razlicite pris-
tupe djelovanju na mjestima tenzija. Bez obzira na
to koliko razne discipline nastoje “deteritorijalizirati”
nase poimanje geografija, na primjer dinamikom het-
erogenosti i razmjestanja, i unatoc svim prekorace-
njima granica, de-spacijalizaciji i kompresiji vremena
i mjesta koju procesi globalizacije povlace za sobom,
Zar u tim radovima pokazuje intenzivno lokalni kara-
kter kulturnih formi.

“Strahovi od gubitka identiteta daleko su snazniji
u sredistu, u glavhome gradu, nego na granicama,
gdje ih stanovnistvo ignorira na objema stranama
ako je slobodno, a prelazi ih ako je sputano. Mar-
ginalac, stanovnik granice, pa ¢ak i izopéenik, svi oni
imaju opusteniji odnos do identiteta, buduéi da mo-
bilnost njihova poloZaja povlaci za sobom i upitnost
njihova identiteta. Prema tome, samo margina moze
objasniti €¢injenicu da ne postoji Cist i konacan ident-
itet, da su svaka Cistoca ili vje€nost samo deziderati
Cije se ispunjenje s pomocu politickih, vjerskih ili vo-
jnih programa - kako je na silovit i tragi¢an nacin
pokazalo povijesno iskustvo jo$ u nedavnoj proslosti
— postiZe samo Zrtvovanjem ili ponistavanjem drugih
identiteta >
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linear form, as is usually practiced in film and docu-
mentary. Rather, the individual stories form frag-
ments, shards, singular readings of individual pasts.
Kiba is very much about places and sites, processes
of naming, language, the enactment of one's own
history, and about the many ways in which processes
of identity are defined by a sense of space and com-
munity. Global forces put pressure on identity in at
least two opposed directions: it inspires reactionary
movements,“hardening” nationalist of sectarian sen-
timents as people feel their identities challenged by
confrontations with other peoples and cultures. And
it can "soften” national identities as “McWorld," the
homogenizing material and popular cultures that
spreads over the globe. That these processes occur
simultaneously reflects the multiple character of glo-
balization. While distantlocalities are interconnected
in new ways, the effects of such connections remain
unpredictable and often tension-filled. Indeed, the
result of transnational interconnection is often the
reassertion of local practices and identities assert-
ing the right to stand apart. James Rosenau calls this
“fragmegration” - the simultaneous integration and
fragmentation of social relations.

They named this place Kiiba. To tell the truth, | don’t
know this name. Who named it? Why? How? | really don't
know. — Bahri

When | came to Kiiba, | found a community that was
like a village, a family, where no one took account of lan-
guage, religion or race. — Ekrem

When you are from Kiiba, you look and act bigger.
When you go places, people don’t dare to bother you. ‘I'll
beat you up’, he says, I'm from Kiiba. If you mess with me, |
have a lot of people behind me’. — Arafat

Above all for Kurds it’s very hard. Us Kurds, we don't
comply easily. Whatever you do, that’s how they are. They
won't say, 'I'm a woman, | have rights.”I'm a woman. I'll be
like this one.” Kurds, whatever you do, they say, ‘Let’s not
bother’. — Dilsah

Some houses were wrecked and rebuilt as many as five
times. — Arife

Only the ruins remain. Only the name remains.

— Mehmet

Whilst all three projects presented here circle
around the “sensitivity of the archive”, the practices
demonstrate the various approaches to operating
within sites of tension. No matter how much disci-
plines have attempted to“deterritorialise” our notions
of geographies, through the dynamics of heterogene-
ity and displacement, despite all the boundary cross-
ing, despatialization, and compression of space-time
entailed by globalizing processes, the urgency within
these works demonstrate the intensely local charac-
ter of cultural forms.

“The fears of losing identity are much strongerin
the center, in the capital, than at the border where
the inhabitants on both sides ignore it when they are
free and trespass it when they are constraint. The
marginal, the border dweller, even the outcast have



a more relaxed relation to identity as they assume,
through the mobility of their position, the precari-
ousness of their identity as well. Consequently, only
the margin accounts for the fact that thereis no pure
definitive identity, that any purity or eternity are but
desiderates whose accomplishment through politi-
cal, religious or military programs — as the historic
experience proved it violently and tragically up to re-
cent times — goes through the sacrifice or annihila-
tion of other identities.* o
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