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SAZETAK: Stvaralac¢ki opus francuske umjetnice Sophie Calle kompleksna
je mreza znacenja u ¢ijem se sredi$tu nalazi licnost same autorice. Buduci
da su osobni identitet i (privatni) zivot temeljno gradevno tkivo nekih

od Calleinih najznacajnijih radova, u tekstu se kroz njihovo teorijsko
pozicioniranje i klasifikaciju razmatra uloga odnosa stvarnosti i fikcije u
Calleinom stvaralastvu te problem konstrukcije (umjetni¢kog) identiteta
kroz fikcionalizaciju. Razmatraju se strategije i metode kojima se Calle
koristi pri radu, kao i suradnje koje uspostavlja s drugim umjetnicima
odnosno osobama koje sudjeluju u njenim radovima. U tom kontekstu
otvara se pitanje autorstva Calleinih radova, dok se sama djela razmatraju
iz kuta procesualne i umjetnosti performansa, ne ispustajuéi pri tom iz vida
vaznost i znacaj medija - fotografije — unutar kojeg Calle stvara.

KLJUCNE RIJECI: Sophie Calle, konceptualna fotografija, autofikcija,
umjetnost performansa, Zivljena umjetnost

SUMMARY: Sophie Calle’s body of work forms a complex network of
meanings in the center of which is her authorial persona. Since her
personal identity and (private) life are the fundamental building blocks
of some of Calle’s most important works, by theoretically positioning
and classifying them this paper examines the role of the relationship
between reality and fiction in Calle’s work, and questions the structuring
of her/the (artistic) identity through fictionalization. Attention is given
to the strategies and methods which Calle uses in constructing her
work, as well as the cooperation she builds with other artists and people
who participate in some of her projects. The question of authorship of
Calle’s artwork is introduced within that context, and the work itself is
examined through the lens of process and performance art at the same
time not losing sight of the importance of photography, Calle’s media of
choice.

KEYWORDS: Sophie Calle, conceptual photography, autofiction,
performance art, living art

Pisati o nekome i 0 njegovu/njezinu radu obi¢no podrazumijeva
pletenje tekstualne mreze nizom tvrdnji i odgovora na razliita
pitanja, kako bi zadnja to¢ka u tekstu mogla dati konacan zbirni
odgovor na pitanje tko?, odnosno $to?. Pisati o francuskoj
umijetnici Sophie Calle, medutim, podrazumijeva sustavna
odgovaranja koja mogu, paradoksalno, rezultirati jedino
ponovnim pitanjem — tko je Sophie Calle? Calle je svoj opus i
umjetnicki status utemeljila polaganjem (vlastitog) identiteta u
srediste nekih od svojih najzna&ajnijin radova, zavodedi time
gledatelja primamljivim obecanjem razotkrivanja (tude) intime.
Priroda njenog medija — fotografska slika pracena pisanim
tekstom, otisnuta u knjizi umjetnice — omogucava voajersku
atmosferu i istovremeno sadrzajno uvlaci u svijet eluzivnog,
paradoksalnog i postmodernisti¢kog Ja, koje svakom novom
informacijom kao da se udvostrucuje i razotkriva nove slojeve.
Gledajudi njezine radove, uvijek imam osjec¢aj da aktivho
sudjelujem u tome $to Calle pokazuje. Povjerava se bez
zadrske, ili se barem tako u prvi mah Cini, jer me istovremeno
uslojavanjem svog iskaza uvlagi u igru koja odjednom daje
naslutiti gotovo zapanjujuci raspon strategija manipulacije
(viastitim identitetom, stvarnoscéu, javnim medijima, ¢injenicama,
drugim ljudima...) kojima se koristi kako bi stvorila svoje
umjetnicko djelo. Buduci da zbog svog specificnog sadrzaja
odnos s njenim radovima neminovno zahtijeva i odreden

Writing about a person and his or her work usually implies weaving
a textual network with a series of statements and answers to
various questions, in order to reach the endpoint in the text as a
final, summary answer to the question of who? or what? Writing
about French artist Sophie Calle, however, implies systematic
answering, which can, paradoxically, result only in a repeated
question: Who is Sophie Calle? Calle has based her opus and her
standing as an artist by placing (her own) identity into the focus of
some of her most important pieces, thus seducing the spectator
with an appealing promise of exposing (another person’s)
intimacy. The nature of her medium — photographic image
accompanied by a written text, printed in her artist books — creates
a voyeuristic atmosphere and at the same time conceptually
draws the spectator into the world of an elusive, paradoxical,

and postmodernist Self, which seems to double with every new
piece of information, revealing new layers. When looking at her
work, | always have the impression that | am actively participating
in everything that Calle is showing. She confides herself without
reserve, or at least it may seem so at the first glance, for at the
same time, by adding complexity to her statement, she involves
me in a game that suddenly allows me to sense an almost
staggering range of manipulation strategies (by means of her
identity, the reality, the public media, facts, other people...) that
she uses in order to create her art. Since because of its specific
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emocionalni ulog, u toj zamrSenoj igri neprestane dvostrukosti,
povjerenja i povjeravanja — manje zbog znatizelje a vise zbog
straha od prevare — odlucila sam je locirati. Zanimalo me
koliko je daleko i na koje sve nacCine Calle spremna ici u svojoj
stvaralackoj snazi mijeSanja stvarnosti i umjetnosti, i mogu li je,
vlastitim teorijskim ras¢lanjivanjem i razotkrivanjem strategija
kojima se — svjesno ili nesvjesno — koristi pri radu, ogoliti,
demistificirati i prikazanu (nejumjetniCku stvarnost i njeno (ne)
umjetnicko Ja ¢vrsto definirati.

Teorijsko pozicioniranje

Sophie Calle je prije svega pariSka konceptualna umjetnica,
fotografkinja, umjetnica performansa, spisateljica i autorica
instalacija, koja se u svojoj dugoj umjetnickoj karijeri nekoliko
puta nalazila i na rubu kriminalnih aktivnosti. Bavila se
striptizom, uhodenjima, voajerizmom, druStveno angaziranim

i site-specific performansima, a u svojim radovima ¢esto
koristi druge ljude (ponekad i bez njihova znanja), s lakocom
prelazedi granice javnog i privatnog. Nazivali su je opsesivnom
monomanijakalnom umjetnicom, cini€nom sakupljacicom
Cinjenica, indiskretnom i manipulativnom lazljivicom, a prije nego
Sto je postala umjetnica, Calle je bila — militantna aktivistica.

U 18-0j godini borila se na strani Palestinaca u Libanonu, a

po povratku u Pariz organizirala ilegalne pobacaje. Neko je

: M’AS-TU VUE

: MASTU VU(E)
: Did you sce me?

! MASTUVU [matyvy] n.
: inv.—c. 1800 ; allusion to
¢ the question with which
: actors draw attention to
: their success. Vain

mas-tuu! She's such a
. show-off. Ca fait m as-tu-vu.
¢ It's too flashy.

vrijeme zivjela s ribarima na Kreti, godinu dana prodavala

med na trznici u srednjojuznoj Francuskoj i isto toliko vremena
provela u Meksiku, da bi naposljetku otiSla u Ameriku i Kanadu,
gdje je — radila u cirkusu, Cistila marihuanu i pozirala u skoli
crtanja na obali sjeverno od San Francisca.! Je li doista? Mogla
bih provjeriti jedino tako da je sama pitam, no u tom sluc¢aju
riskiram da postanem jedna od aktantica u njenim umjetnickim
narativima. Stovige, nisam sigurna da postoji samo jedna
Sophie, nego mi se Cini da egzistiraju, jednako prave i jednako
stvarne, njih dvije.

Kao umjetnica, Sophie Calle je u svojoj zanrovskoj heterogenosti
sve samo ne lako i jednoznacno odrediva, a njezin izuzetno
slozen i teorijski (zahvalno) plodan rad ve¢ spomenute temelje
ima u autori¢inom privatnom Zzivotu i neraskidivo je povezan

uz njenu li¢nost. Dosadasnji Callein opus moguce je raslojiti
unutar nekoliko razli¢itih idejno-teorijskih problema, odnosno
toCaka, koje mogu posluziti kao ishodiste za interpretaciju

i klasifikaciju njenog rada, a posljedi¢no — buduci da su joj

zivot i djelo vrlo usko isprepleteni, odnosno povremeno se

u potpunosti preklapaju — i za lociranje dviju ravnopravno
postojecih Sophie. Bez odredenog redoslijeda, radi se o pitanju
autora, autoreferencijalnosti i autobiograficnosti (odnosno
autofikciji), procesualnoj umjetnosti, performansu (u kojem je
ponovno moguce Citati igru zrcaljenja i udvajanja), situacionizmu
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te odnosu stvarnosti i fikcije, to jest njihove uloge u kreiranju
narativa reprezentiranog odnosno umjetnic¢kog, ali i stvarnog
sebstva — jer je kod nje, Cini mi se, rije¢ o dvosmjernom ucinku
na relaciji umjetnost—umijetnica. Calle naime kao da (pre)ispisuje
samu sebe, koristeci pritom drugog kao povratnu potvrdu
onoga $to u tim (pre)ispisivanjima odlucuje biti. Svi ti elementi,
stopljeni u zajedniCku cjelinu objedinjenu figurom umjetnice,
tvore sliku udzbenickog primjera punokrvne hutcheonske
postmodernisticke poetike, i to ne samo zbog granica zanra
koje su u Calleinu slu¢aju potpuno fluidne, nego prije svega
zbog onih koje je najradikalnije presla — granica izmedu fikcije i
nefikcije, i izmedu umijetnosti i zivota.?

Situacionizam, performans, dualnost i obrnuta
procesualnost

,Povijest zapocinje na razini tla, s koracima®, zapisao je de
Certeau u svojoj Invenciji svakodnevice,® i upravo su koraci jezik
kojim je Calle zapocela ispisivati sebe kao umjetnicu. Netom prije
nego $to ¢e se publici predstaviti radom The Sleepers* iz 1979.
godine, kojim ujedno i sluzbeno zapodinje svoju umjetni¢ku
karijeru, Calle je u periodu izmedu 1978. i 1979. godine pjesacila
pariskim ulicama prateci nepoznate ljude, i bilieZila u dnevnik
njihova odnosno (pri)svojlen)a ,pjeSacka iskazivanja“, iz kojih je
proizaslo njeno prvo djelo, Paris Shadows. Razloge nastanka

tog djela Calle izvodi iz potrebe za (nadziranim i svjesnim)
prepustanjem kontrole nad svojim zivotom u ruke drugima, u igri
prema samonametnutim pravilima i uputama koje joj — dosliedno
paradoksalno — ograni¢avajuci polje djelovanja, omogucavaju
slobodu izrazavanja. Ta je sloboda u zarobljenosti pravilima
vlastite igre motiv koji se kontinuirano provlaci Citavim njezinim
opusom. U ovom sluéaju, prepustena tudim putanjama koje

joj odreduju dnevni itinerar i smjer kretanja, Calle otkriva grad
ali i gradi novi identitet, onaj privremeno preuzet od pjeSaka za
kojima hoda, ,jer hodati znaci trebati mjesto. To je beskonacni
proces odsutnog bica koje traga za vlastitosc¢u.“® Takvo svjesno
preoblikovanje/transformacija svakodnevne prakse, kakvom se
Calle Cesto sluzi i u drugim svojim radovima, priblizava je duhu
Situacionisti¢ke internacionale, i Calle kao da nastavlja, doduse
na individualnom i drustveno neangaziranom nivou, zivjeti

ideje Guyja Deborda. Nemoguce je pritom ne uoditi sli¢nost
izmedu Calleinih Paris Shadows i performansa Following

Piece Vita Acconcija iz 1969. godine,® medutim Calle ne samo
da porice bilo kakvu vezu izmedu ta dva rada (osim sluajne
sliénosti), nego ih i Zanrovski potpuno odijeljuje.” No iako se,
zahvaljujuci autorskoj namjeri® i nacinu prezentacije, radi o dva
potpuno razli¢ita rada, uzmemo li u obzir Schechnerov koncept
obnovljenog ponasanja,® i promotrimo njegovo nabrajanje
elementarnih pojmova na kojima se zasnivaju izvedbeni studiji

NASLOVNICA KNJIGE SOPHIE CALLE - DID YOU SEE ME?, PRESTEL, LONDON,
2008., AUTOR FOTOGRAFIJE NA NASLOVNICI JEAN-BAPTISTE MONDINO,
AUTORSKA PRAVA SOPHIE CALLE & PRESTEL VERLAG

FRONT PAGE OF THE BOOK §OPH\E CALLE - DID YOU SEE ME?, PRESTEL,
LONDON, 2008., FRONT. PAGE PHOTO CREDIT JEAN-BAPTISTE MONDINO,
COEYRICHT SOPHIE CALLE & PRESTEL VERLAG

content relating to her work inevitably requi(esééort of emotional
investment, | have decided to locate h_eriﬁ that intricate game

of permanent duplicity, confiderj_oe'énd confiding, not so much
because of curiosity, but Qu’f'df fear of being cheated. | was
interested in seeing_hov'v"far and in what ways Calle is ready to
goin her cregtlve’bower of fusing reality with art, and whether

| could yse"rhy own strategy of theoretical analysis in order to
ig.iemtif'y the strategies that she — voluntarily or involuntarily — uses

“"in her work in order to bare down, demystify, and firmly define the

represented (non-)artistic reality and her (non-)artistic Self.

Theoretical Positioning

Sophie Calle is first and foremost a Parisian conceptual

artist, photographer, performance artist, writer, and author

of installations, who has more than once found herself on

the borderline of criminal activities. She has been involved

in striptease, stalking, voyeurism, socially engaged and site-
specific performances, and in her work she has often used other
people (sometimes without their knowledge), easily crossing the
borderline between public and private. She has been labelled as
obsessive and monomaniacal artist, cynical collector of facts,
and indiscrete, manipulative liar, and before becoming an artist,
Calle was — a militant activist. When she was eighteen, she
fought for the Palestinians in Lebanon, and when she returned

to Paris, she organized illegal abortions. For a while she lived with
fisherfolk on Crete, sold honey on a marketplace in south-central
France for a year, and another year she spent in Mexico, after
which she went to the USA and Canada, where she worked in a
circus, cleaned marijuana, and posed in a drawing school on the
West Coast, north of San Francisco.' Is that enough? | could check
only by asking her myself, but thus | would risk becoming one of
the protagonists in her artistic narratives. Besides, | am not quite
sure whether there is only one Sophie; instead, it seems to me that
there are two, equally real and equally authentic.

As an artist, Sophie Calle is everything but easily and
unambiguously definable in her heterogeneity of genre, while her
exceptionally complex and theoretically (encouragingly) prolific
work has its foundations in the artist’s private life, as | have already
mentioned, and is thus inseparably linked to her personality.

Her present opus can be scrutinized with regard to several
different conceptual and theoretical issues, which can serve as
starting points in interpreting and classifying her work, and thus

— since her life and work are so closely linked and occasionally
overlap completely — also in locating the two equally existing
Sophies. According to no particular order, these are the issues of
authorship, self-referentiality and autobiography (or self-fiction),
processual art, performance (in which it is again possible to read a
play of mirroring and duplicating), Situationism, and the relationship
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— obnovljeno ponasanje, prezentacija sebstva, ritual, drustvena
drama, ekspresivna kultura (restored behavior, presentation

of self, ritual, social drama, expressive culture)'’® — te uévrstimo
Carlsonovom tvrdnjom da je ,izvedba (...) uvijek izvedba za
nekoga, neku publiku koja je prepoznaje i potvrduje kao

izvedbu &ak i kada je, kao Sto je to ponekad slucaj, ta publika
sebstvo*,"" Calleine radove, zelimo li je Zanrovski poblize odrediti,
nedvojbeno moramo Citati kao performanse. Djela kao $to

su Gotham Handbook (1994.), nastao u suradnji s ameri¢kim
piscem Paulom Austerom, performans Room With a View
(2002.), u kojem je no¢ provela na Eiffelovu tornju primajudi
posijetitelje koji su joj Citali price za laku no¢, instalacija The
Birthday Ceremonies (1980.-1993.), u kojoj je Calle izlozila
poklone prijatelja sakupljane tijekom godina ritualnih proslava
rodendana, The Detective (1981.) i 20 Years Later (2001.),
dokumentacije privatnih detektiva koji su je tijekom jednog

dana pratili gradom, ve¢ spomenuti Paris Shadows te Suite
Vénitienne (1979.)? u kojem je sama Calle gotovo dva tjiedna
pratila jednog muskarca za vrileme njegova (turistickog) boravka
u Veneciji, radovi su koji najsnaznije pripadaju ovom Zanrovskom
odredenju. No ponekad ¢ak i oni radovi u kojima Calle nije i
sama tjelesno prisutna, odnosno ne biljeZi direktno sebe, kao
§to je The Hotel (1981.) — djelo nastalo u jednom venecijanskom
hotelu u kojemu je, radeci kao spremacica, tri tiedna prekapala

between reality and fiction, particularly their role in creating the
narrative of represented, artistic, and even authentic self — for

in her case, it seems that it is a two-direction impact between

art and the artist. Calle seems to (re)write herself, thereby using
the other as a feedback on what she decides to be in these (re)
writings. All these elements, fused in a single whole, kept together
by the figure of the artist, produce an image that is almost a
textbook example of full-blooded Hutcheonean post-modernist
poetics, not only because of the borderlines between genres,
which in Calle’s case are extremely fluid, but primarily because

of those that she has crossed in a most radical manner —
borderlines between fiction and non-fiction, between art and life.?

Situationism, Performance, Duality, and Reversed
Processuality

“Their story begins on ground level, with footsteps,” as de
Certeau wrote in his Practice of Everyday Life,® and it is these
footsteps that create the language Calle uses to rewrite herself as
an artist. Shortly before she first presented herself to the public
with her Sleepers* (1979), which officially launched her artistic
career, Calle followed unknown people through the streets of
Paris in 1978 and 1979, recording their / her own “passerby
statements” and appropriating them in her diary, using them later
to create her first artwork, Paris Shadows. For Calle, this artwork

po osobnim stvarima hotelskih gostiju i vodila detaljne zabiljeSke
o pronadenome — posjeduiju kvalitete performansa, jer ono sto
Calle biljezi proizvod je njenog ponasanja, konstrukt stvarnosti

u reziji“ Sophie Calle, naracija u kojoj glavnu ulogu ima sama
naratorica: ,/ open the closet. (...) | clean the room and start

to read his diary. (...) | lift the suitcases [...and...] open them. /
Otvaram ormar. (...) OCistim sobu i krenem Citati njegov dnevnik.

statisti. Tako to njeno (u hrvatskom prijevodu nezgrapno, stoga
u ovom slucaju nepostojece) Ja (eng. /) posredno, kroz osobne
stvari nepoznatih ljudi koje istrazuje, ponovno postaje centralna
figura ovog naglaseno procesualnog performansa. A koliko je
proces bitan u njenim radovima, reci ¢e sama Calle, opisujuci
nastanak djela The Hotel: ,Za djelo ‘The Hotel’ provela sam
godinu dana u potrazi za hotelom, provela sam tri mjeseca
prolazeci kroz tekst i ispisujuci ga, provela sam tri mjeseca
prebiruci po fotografijama i provela sam jedan dan u odlucivanju
o veli¢ini i obliku okvira... to je zadnja misao u procesu.“™ Taj
naglasak na procesu rada umjesto na zavrsnom proizvodu,
kao i uklju¢enost umjetnosti u zivot u kojem ona ima utjecaj

na stvarnost, zazivaju karakteristike prvotnih performansa,'

no uz odredene modifikacije — u Calleinu slucaju rekla bih

da se radi 0 obrnutoj procesualnosti, i performansu dualnog
karaktera. Ako ¢emo, naime, procesualnu umjetnost definirati

PETRA

resulted from her need to transfer (guardedly and consciously)
the control over her life to another, in a play guided by self-
imposed rules and instructions that — consistently paradoxically
— gave her freedom of expression by limiting her field of action.
This freedom in being a captive of the rules of one’s own game
is a motif that is continuously present in all of her opus. In this
case, at the mercy of other people’s trajectories, which defined
her daily itinerary and directed her movements, Calle discovered
the city and built up a new identity at the same time, temporarily
appropriated from the passersby she followed, for “[T]o walk

is to lack a place. It is an indefinite process of being absent

and in search of a proper.”® Such conscious transformation of
everyday practice, which Calle has often used in her various
artworks, brings her close to the spirit of the Situationist
International, and indeed, Calle seems to continue living the
ideas of Guy Debord, albeit on an individual and socially non-
engaged level. It is impossible to ignore the similarity between
her Paris Shadows and Vito Acconci’s performance Following
Piece from 1969,° but Calle not only denies any link between
these two pieces (apart from accidental resemblance), but also
classifies them as belonging to two entirely different genres.”
However, although they may be quite different as to the author’s
intention® and the method of presentation, if we take into account
Schechner’s concept of restored behaviour® and consider
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onako kako to &ini Suvakovié,® The Hotel posjeduje kvalitete
dvostrukog umijetni¢kog djela — prvi puta to je bio The Hotel-
performans,” u realnom vremenu i prostoru, a drugi puta radilo
se o knjizi umjetnice The Hotel, objavljenoj 1981. godine. Ovdje
je takoder bitno naznaditi da ukoliko je ,procesualna umjetnost
zasnovana na transformaciji umjetni¢kog djela kao predmeta

(...) ili predmetne stati¢ne intervencije u prostoru (...) u prostorno
vremenski dogadaj ili proces*,'® Calleini radovi zapravo posjeduju
kvalitete — obrnute procesualnosti: prostorno vremenski dogadaj
ili proces transformira se u umjetni¢ko djelo, odnosno podreden
je finalnom proizvodu.

(uzroénici) Pravila igre

»Pravila igre uvijek su vrlo stroga.”

Sophie Calle'®
Metode kojima se Calle koristi u svom radu uglavnom se
krecu unutar ¢vrsto zadanih pravila igre, koja svoje korijene
vrlo esto nalaze u njenim opsesijama, neurozama, bolima
i strahovima. Bilo da je u pitanju (neovlasteno) zadiranje u
tudu intimu, ograniCavanje vlastite slobode pokoravanjem
odredenim ritualima ili kontrolirani gubitak kontrole,?° uvijek se
radi o prepustanju prethodno uspostavljenim pravilima. Jedan
od takvih strahova, transformiranih u instalaciju u obliku 15
vitrina ispunjenih rodendanskim darovima, ve¢ spomenute

his list of elementary phenomena on which the performing
studies are based - restored behaviour, presentation of self,
ritual, social drama, expressive culture'® — and corroborate this
with Carlson’s claim that “performance is always performance
for someone, some audience that recognizes and validates it
as performance even when, as is occasionally the case, that
audience is the self,”" if we want to define Calle’s artworks more
precisely in terms of genre, we must undoubtedly read them as
performances. Works such as Gotham Handbook (1994), made
in collaboration with American writer Paul Auster, performance
Room With a View (2002), in which she spent a night on the
Eiffel Tower, receiving visitors who were telling her bedtime
stories, The Birthday Ceremonies (1980-1993), an installation in
which she exhibited presents that her friends had been giving
her for years during ritual birthday celebrations, The Detective
(1981) and 20 Years Later (2001), notes of private detectives
who had been following her for a day throughout the city, the
abovementioned Paris Shadows, and Suite Vénitienne (1979),"?
in which Calle was following a man during his (tourist) stay in
Venice, most outspokenly belong to this genre. But even those
pieces in which Calle is not physically present, that is, she does
not directly document herself, such as The Hotel (1981) — made
at a Venetian hotel in which she spent three weeks as a room
maid, going through the personal belongings of hotel guests and

The Birthday Ceremonies, bojazan je da ¢e biti zaboravljena
na svoj rodendan. Ceremonijalna je okupljanja odrzavala 13
godina, a kada je prestala strahovati i sam je ritual prestao
imati smisla, pa ga je ukinula. Bolna ljubavna pri¢a nalazi se
pak u temeljima radova The Exquisite Pain (1984.-2003.) i Take
Care of Yourself (2007.). Oba su rada procesualnog karaktera,
nastala kao reakcija na prekid veze — u oba slucaja Calle je

bila ostavljena — i oba uklju€uju druge ljude. The Exquisite Pain
prati izlagacku liniju vecine njenih radova te je izlozen u formi
fotografija s tekstom, dok je Take Care of Yourself instalacija
sastavljena od fotografija, videomaterijala, tekstova i grafika.

U njihovu se sredistu nalazi pismo u kojem je njen tadasniji
ljubavnik ostavlja, a Calle je taj osoban (i vierojatno vrlo bolan)
tekst predala u ruke 107 Zena, odabranih temeljem profesija

a ne osobnosti, koje su ga interpretirale i dekonstruirale kroz
klju¢ vlastitih zvanja i zanimanja — od forenziCke psihijatrice,
preko prostitutke, Sahistice, glumic ... Takav pristup upucuje
na koristenje umjetnosti u odredenom autoterapijskom obliku,
$to priznaje i sama Calle: ,Zivim sretne dogadaje, i iskorigtavam
one nesretne. Prije svega zbog umjetniCkog interesa, ali i kako
bih ih transformirala, u¢inila nesto s njima, izvukla najvise iz
njih — kako bih ravnopravno uzvratila datim okolnostima.“?! Taj
ponavljajuci obrazac prema kojem su nastala neka od njenih
najutjecajnijin djela na tragu je skriptoterapije, kod koje se,

keeping notes of what she found there — possess the quality of
performance, since what Calle was documenting there was a
product of her behaviour, a construct of the reality as “directed
by” Sophie Calle, a narrative in which the main role was played
by the narrator herself: “I open the closet. (...) | clean the room
and start to read his diary. (...) | lift the suitcases [...and...] open
them.”™® The others are merely props. Thus her / becomes again
the central figure of this outspokenly processual performance
by means of those personal belongings of people who were the
subject of her research. And the process was central to her work,
as Calle herself said while describing the making of The Hotel
“For ‘The Hotel,” | spent one year to find the hotel, | spent three
months going to the text and writing it, | spent three months
going through the photographs, and | spent one day deciding

it would be this size and this frame... it’s the last thought in

the process.”™ That accent on the working process instead

of the final product, as well as the involvement of art in life, in
which it can influence the reality, recalls the features of the first
performances,'® although with some modifications — in Calle’s
case, | would call it reverse processuality and dual performance.
For if we define processual art as Suvakovié has done,’® The
Hotel has the quality of a double work of art: first it was The
Hotel-performance,"” in real space and time, and then it was the
artist book The Hotel, published in 1981. Here it must also be
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po definiciji Suzette Henke, radi o ispisivanju vlastite traume radi
rekonfiguracije sebstva.?? Buduci da Calle doista i piSe, svaki

je njen rad moguce promatrati kao mikronarativni, tekstualni
segment koji funkcionira kao samosvojna cjelina, ali i nalazi svoje
mjesto — u smislu izgradnje identiteta — u (meta)narativu u kojem
Calle tekstovima i fotografijama stvara/ispisuje samu sebe. Tu
se smisao njenih radova nimalo ne iscrpljuje, nego je njihov
takoreci pocetak, pa bi se ovaj skriptoterapijski (ili autoterapijski)
element mogao okarakterizirati kao uzro¢nik tih strogo zadanih
pravila, koji Callei omogucavaju da kreira svoje radove.?* Double
Game, projekt nastao u suradnji s ameri¢kim piscem Paulom
Austerom, predstavlja trenutak u kojem je Calle otisla najdalje

u pitanju pokoravanja (tudim) pravilima igre i brisanju granica
izmedu stvarnosti i fikcije. U svom romanu Leviathan iz 1992.
godine Auster je kreirao fikcionalni lik Marie po uzoru na zivot

i djelo Sophie Calle (s njenim dopustenjem), ubacivsi medu
odabrana Calleina djela koja Marie u romanu izvodi i nekoliko
onih koja je sam izmislio.?* Kako bi $to temeljitije izmijesala
fakciju i fikciju i doista ,postala“ Marie, Calle je te Austerove
izmisliene radove odlucila rekreirati u stvarnom Zzivotu, postavsi

"'z.ﬂtime - retrogradno i po pis¢evim uputama — ,stvaran lik iz
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rbmgna. Vrhunac te suradnje je ve¢ spomenuto djelo Gotham
Hand[ﬁoqk, a radi se o realizaciji niza uputa koje je Auster (na
njeno inzis'ﬂra,nje) zadao Callei, Cija je svrha bila poboljsati

THE BIRTHDAY CEREMONY‘,WQSO.*W 993., INSTALACIJA U GALERIJI TATE, LONDON, 1998.,
DETALJ, PREUZETO I1Z KNJIGE éGEH\E CALLE - DID YOU SEE ME?, PRESTEL, LONDON,
2008., 266-267, AUTORSKA lf’R,A.VA SOPHIE CALLE & PRESTEL VERLAG

THE BIRTHDAY CEREMONY, 1980 — 1993, INSTALLATION, TATE GALLERY, LONDON,
1998, DETAIL OF THE INSTALLATION, PHOTO CREDIT SOPHIE CALLE - DID YOU SEE ME?,
PRESTEL, LONDON, 2008: 266-267, COPYRIGHT: SOPHIE CALLE & PRESTEL VERLAG

emphasized that, if “processual art is based on the transformation . ...

of an artwork as an object (...) or an objective, static inter_\/entidh'“
in spatial-temporal event or process,”® then Calle's art éctually
possesses the quality of reversed prqgessuéii.ty: a spatial-
temporal event is transformed. intd an artwork and thus becomes
subjected to the final pr’c')'dhct.

__,(agehfé of the) Rules of the Game

“The rules of the game are always very strict.”

Sophie Calle™®
Methods used by Calle mostly observe strict rules of the game,
which are often rooted in her obsessions, neuroses, troubles, and
fears. Whether it is about (illegally) intruding upon other people’s
intimacy, limiting one’s own freedom by subjecting herself to
certain rituals, or consciously losing control,?° she always subjects
herself to some previously established rules. One of such fears,
transformed into an installation consisting of 15 glass-fronted
cabinets filled with birthday presents (The Birthday Ceremonies) is
that she will be forgotten on her birthday. She therefore organized
ceremonial gatherings for thirteen years, and when her fear was
over, the ritual itself stopped making sense and she abolished
it. A painful love story has become the basis of artworks The
Exquisite Pain (1984-2003) and Take Care of Yourself (2007),
both processual in character and both resulting from a broken

uvjete Zivota u New Yorku. Radilo se o nekoliko ,jednostavnih®
zadataka — njegovanje odredenog mjesta na ulici kao ekstenzije
vlastitog identiteta, osmjehivanje, dijeljenje hrane i cigareta
prolaznicima, i zapocinjanje razgovora s nepoznatim ljudima —
koje je Calle Zivjela unutar perioda od sedam dana. Svi ti radovi
objavljeni su u knjizi Double Game, a na poCetku knjige nalazi
se Calleina odnosno Austerova autorska posveta koja kaze:
LAutorica posebno zahvaljuje Paulu Austeru na dopustenju da
mijesa fikciju s faktima / Autor posebno zahvaljuje Sophie Calle
na dopustenju da mijesa fakte s fikcijom.“?®

Auto-r, -biografija, -fikcija

Pitanje autora i autorstva u Calleinim radovima takoder se otvara
kao plodno podrucje za analizu, a nalazi se ve¢ na samom

ulazu u njezin opus — u materijalnoj izvedenosti njenih radova.
Calle svoje radove u vecini sluCajeva predstavlja u obliku ve¢
spomenutih fotografija pracenih tekstom, otisnutima u knijizi
umijetnice?® — ,Moj trademark: slike i tekstovi“, rec¢i ¢e Calle?” —
medutim zbog slabih fotografskih vjestina ona sama ponekad
nije autorica tih fotografija, Sto i vrlo otvoreno priznaje.?® Kod
»autoportreta“ Calle uglavhom poseze za slavnim francuskim
modnim fotografom Jean-Baptisteom Mondinom, $to ukazuje na
dvije stvari: vaznost koju Calle pridaje poigravanju s identitetom

i narativizaciji istog, ali i potrebu za osnazivanjem vlastite licnosti

THE HOTEL - ROOM 25, 1981., DETALJ,
1Z KNJIGE DOUBLE GAME, VIOLETTE EDITIONS, LONDON, 2007., 144,
AUTORSKA PRAVA SOPHIE CALLE & VIOLETTE LIMITED

THE HOTEL = ROOM 25, 1981, DETAL,
FROM THE BOOK DOUBLE GAME, VIOLETTE EDITIONS, LONDON,
3007 144, COPYRIGHT SOPHIE CALLE & VIOLETTE LIMITED

-ré[éfibnship —in both cases Calle was abandoned by her partner

—and both involved other people. The Exquisite Pain followed the
exhibition logic of most of her artworks, which means that it was
exhibited in the form of photographs with texts, while Take Care
of Yourself was an installation consisting of photographs, video
materials, texts, and graphic art, at the centre of which was the
letter in which her lover abandoned her. Calle gave that personal
(and probably very painful) text to 107 women to read, who

were chosen on the basis of their professions rather than their
personalities, to interpret and deconstruct it according to their
expertise (a forensic psychiatrist, a prostitute, a chess player,
actresses). Such an approach indicates using art in a sort of self-
therapeutic form, which Calle has freely admitted: “I live happy
events and | exploit unhappy ones. Firstly out of artistic interest,
but also in order to transform them, do something with them,
make the most of them — get my own back on the situation.”?!
That repetitive pattern, according to which some of her most
influential artworks were made, is reminiscent of scriptotherapy,
where according to a definition by Suzette Henke, the patient
writes down his or her trauma in order to reconfigure the self.??
Since Calle indeed writes things down, each of her pieces can
be viewed as a micro-narrative textual segment that functions as
an autonomous entity, but also finds its place — in the sense of
building up identity — in a (meta)narrative in which Calle creates/
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unutar estetiziranog medijskog polja celebrityja i popularne
kulture. Mondino, naime, kada fotografski pristupa subjektu

ili zadanoj situaciji, kao da ih secira u potrazi za njihovim
esencijalnim konstitutivnim elementom, koji potom izvlaci

na povrsinu, i oko njega izgraduje partikularan estetizirano-
subverzivni fotografski svijet. Taj svijet nikada nije posve ozbiljan,
kao $to ni svjetovi koje gradi Calle nisu liSeni ironije ili humora.
Tako s jedne strane imamo poigravanje s identitetom i njegovu
narativizaciju kao dio poetike koji Calle i Mondino dijele, dok se
s druge strane njihova suradnja moze promatrati i s aspekta
razmjene simboli¢ke vrijednosti: buduci da snaga Calleina opusa
lezi upravo u njenoj licnosti, a Mondino kao fotograf znacaj i
smisao dobiva zahvaljuju¢i onima koje fotografira, jedno drugo
ovom suradnjom dodatno umijetnicki i profesionalno utemeljuju
i osnazuju. Calle ovim fotografijama ulazi u medijsko polje
nastanjeno slavnima, a Mondino izlazi iz (jednodimenzionalnih)
okvira fotografa zvijezda i ulazi u polje (suvremene) umjetnosti
koju pomaze sukreirati. Tako se i ovaj njihov odnos pretvara u
jednu u nizu Calleinih ,duplih igara®, karakteristi¢nih za njezino
stvaralastvo.

Ako pak govorimo o radovima u koje su uklju¢eni drugi ljudi koji
su pristali biti dio njezina umjetni¢kog narativa (primjerice The
Eruv of Jerusalem, 1996., The Exquisite Pain), Calle ih rijetko
naziva kolaboracijama i gotovo nikada ne supotpisuje one &ijim

writes herself through texts and photographs. The meaning of
her artworks is not exhausted in this activity, but actually serves
as its starting point, and therefore this scriptotherapeutic (or self-
therapeutic) element could be described as an agent of these
strictly defined rules, which make it possible for Calle to create
her art.?® Double Game, a project made in collaboration with
American writer Paul Auster, is a moment in which Calle went

all the way in subjecting herself to (other people’s) rules of the
game and blurring the borderline between reality and fiction. In
his novel Leviathan (1992), Auster created a fictional character,
Marie, modelled upon the life and work of Sophie Calle (with her
permission), introducing among her selected works, performed
by Marie in the novel, several that he invented by himself.?* In
order to merge faction and fiction as completely as possible, and
become the “real” Marie, Calle decided to recreate these invented
pieces in real life, thus becoming — retroactively and according to
the writer’s instructions — the “real” character from the novel. The
pinnacle of that collaboration was the abovementioned Gotham
Handbook, a fulfilment of a series of instructions that Auster
gave to Calle (at her insistence), the purpose of which was to
improve the living conditions in New York. It was a set of “simple”
tasks: taking care of certain places in the street as an extension
of her identity, smiling, distributing food and cigarettes to the
passersby, and engaging in conversation with strangers — which

se pri¢ama koristi u svojim djelima. Pri¢e su tu, ali lica njihovih
autora, koja se ponekad i vide, kao $to je to slucaj sa slijepima
koji opisuju liepotu u radu The Blind (1986.), uglavnom ostaju
bezimena. ,Sophie Calle je takoder, kao i svi autori, kradljivica
pri¢a, ponekad uz pristanak onih o kojima se radi“, pise Christine
Macel u svom tekstu o autorskom pitanju u Calleinu opusu,?®
aovaj ,ponekad” upucuje na jedan od njenih najpoznatijin
radova, The Address Book (1983.), koji se nasao s onu stranu
navedenog pristanka. Radi se o tekstualnoj instalaciji u obliku
28 eseja objavljenih u pariSkom dnevniku Liberation, kroz koje
je Calle ,ispisala“ portret nepoznatog muskarca baziran na
informacijama dobivenim od njegovih prijatelja, Cije je brojeve
telefona pronasla u adresaru koji je ovaj, na svoju nesrecu,
izgubio.*® U ovom i ostalim djelima, u kojima Calle uzima
komadice tudih pri¢a i ugraduje ih u vlastite umjetniCke narative,
radi se 0 aproprijaciji s izrazenom intertekstualnom crtom: ona
prisvaja i prisvojeno uglavnom modificira (aproprijacija), ali se
ne poziva na izvor i ne ponasa se prema njemu kao prema
autorskom djelu koje podlijeze autorskim pravima (intertekst) —
prije svega zato $to izvor uglavnom i nije autor u umjetnic¢kom
smislu te rijeci, a to Sto Calle prisvaja nije umjetnicko djelo, vec
ga ona u takvo transformira prisvajanjem i svojim umjetnic¢kim
autoritetom. Napokon, ¢injenica da je jedna umjetnica, Cija se
poetika bazira na ovako slozenoj proizvodnji umjetnickih djela u

PETRA

Calle did during a seven-day period. All that was published in a
book called Double Game, which begins with Calle’s and Auster’s
mutual dedication saying: “The author extends special thanks to
Paul Auster for permission to mingle fiction with fact / The author
extends special thanks to Sophie Calle for permission to mingle
fact with fiction.”?®

Aut(h)o-r, -biography, -fiction

The issue of author and authorship in Calle’s work also offers
itself as a fruitful field for analysis, and it is encountered at the very
gate to her opus — in the material form of her work. It has been
mentioned before that, in most cases, she presents them in the
form of photographs accompanied by texts, which are published
in artist books.?® “My trademark: images and texts,” Calle once
said,?” but because of her insufficient photographic skills she is
sometimes not the author of photographs, which she very openly
admits.? For the “self-portraits”, she mostly engages the famous
French fashion photographer Jean-Baptiste Mondino, which
indicates two things: the importance that Calle gives to identity and
its narrativization, and the need of asserting her own personality
within the aestheticized field of celebrities and popular culture in
the media. For when Mondino approaches a subject or a given
situation photographically, he seems to dissect them in search of
their essential constitutive element, which he then draws onto the
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ODMOR SESC POMPEIA, SAO PAULO, BRAZIL, 2009

TAKE CARE OF YOURSELF, 2007, SECTION OF THE EXHIBITION TAKE CARE OF YOURSELF,
CENTRE FOR CULTURE AND LEISURE SESC POMPEIA, SAO PAULO, BRAZIL, 2009, PHOTO
CREDIT SERGIO J. GUELERMAN

surface and uses it to build a particular aestheticized-subversive
photographic world around it. That world is never entirely serious,
just as the worlds built by Calle are not devoid of irony or humour.
Thus, their collaboration may be seen as playing with identity
and its narrativization as part of the poetics shared by both Calle
and Mondino, but also as an exchange of symbolic values: since
the power of Calle’s work is precisely in her personality, while
Mondino as a photographer gains his meaning and significance
from those he portrays, this collaboration mutually legitimates
and empowers them, both artistically and professionally. With
these photographs, Calle enters the field of the media, inhabited
by celebrities, while Mondino comes out of the (one-dimensional)
framework of portraying famous people and enters the field of
(contemporary) art that he helps create. Their relationship is thus
transformed into another of Calle’s “double games,” which are so
characteristic of her work.

If we recall those pieces in which other people are involved who
have agreed to become part of her artistic narratives (as in The
Eruv of Jerusalem [1996] or The Exquisite Pain), Calle rarely calls
them collaborations and almost never acknowledges those
whose stories she uses. The stories are there, but the faces

of their authors, occasionally visible, such as the blind people
describing beauty in The Blind (1986), mostly remain anonymous.
“(...) Sophie Calle is also, like all authors, a stealer of stories,

sometimes with the consent of those concerned” as Christine
Macel has written in her text on the issue of authorship in Calle’s
work,?® and this “sometimes” refers to one of her most famous
pieces, The Address Book (1983), which went beyond such
acknowledgment. It is a textual installation consisting of 28 essays
published in the Parisian daily Liberation, where Calle “wrote” a
portrait of a stranger based on information extracted from his
friends, whose telephone numbers she found in an address book
that he had, unfortunately, lost.° In this and other pieces in which
Calle takes pieces of other people’s stories and uses them to
construct her own artistic narratives, it is appropriation with an
outspoken intertextual trait: she borrows and mostly modifies the
material (appropriation), yet does not acknowledge her source
nor treats it as intellectual property subject to copyright (intertext)
— first and foremost because the source is most likely not an
author in the artistic sense of the word, and the material that Calle
appropriates is not an artwork; instead, she transforms it into an
artwork by appropriating it and by force of her artistic authority.
Eventually, the fact that an artist whose poetics is based on such
complex production of artworks, in which the author’s figure is
omnipresent and placed in the very centre, emerged precisely in
the homeland of (post-)structuralists, who have brought about the
theoretical death of the author, is consistently paradoxical, just like
everything else that has to do with Sophie Calle.
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kojima je figura autora sveprisutna i postavljena u samo srediste,
stasala upravo u domovini (post)strukturalista koji su zasluzni za
teorijsku smrt autora, dosljedno je paradoksalna kao i sve $to
ima veze sa Sophie Calle.

Kada se govori o autobiografiji, odnosno autofikciji, Callein je
opus moguce grubo podijeliti na dvije velike i bitno razlicite
cjeline. Na jednoj se strani nalaze oni neosobni ali vrlo
promislieni, dojmljivi, i povremeno izuzetno emocionalno nabijeni
radovi, u kojima se Calle, uvijek koristeci druge ljude, bavi
povezano$éu emocija i sje¢anja s prostorom (The Detachment,
1996., The Bronx, 1980., Los Angeles1984., The Eruv of
Jerusalem), odnosom pamcenja i stvarnosti (Ghosts,1989.-1991.,
Last Seen, 1991.), konceptualnim kolaboracijama (Journey

to California, 2003., Double Game), konstrukcijom identiteta
(The Address Book) i individualnim istinama onih koji svijet
dozivljavaju na drugaciji nacin (The Blind, 1986., Color Blind,
1991.). U drugu veliku cjelinu spadaju radovi ve¢ spomenute
naglasene autobiograficnosti, odnosno autofikcionalnosti,®' u
kojima Calle progovara u prvom licu, ispisujuci (za gledatelja

ali i samu sebe) vlastiti identitet. To koriStenje vlastitog Zivota

i tijela u proizvodnji umjetnosti niposto nije novo, no u sluéaju
Calle vrlo je teSko povuci ve¢ spomenutu jasnu granicu

izmedu Sophie Calle-umijetnice, i Sophie Calle-umijetnickog
djela, odnosno precizno definirati mjesto gdje prestaje njena

When speaking about autobiography or auto-fiction, Calle’s
artworks can be divided into two large and essentially

different groups. The first would include those impersonal

yet very deliberate, impressive and occasionally emotionally
supercharged pieces in which Calle, always using other people,
deals with links between emotions or memories and space

(The Detachment [1996], The Bronx [1980], Los Angeles [1984],
The Eruv of Jerusalem), the relationship between memory

and reality (Ghosts [1989-1991], Last Seen [1991]), conceptual
collaborations (Journey to California [2003], Double Game),
identity construction (The Address Book), and the individual
truths of those who experience the world in a different way (The
Blind [1986], Color Blind [1991]). The second large group includes
those pieces which show accentuated autobiographic traits, or
auto-fictionality,®" where Calle speaks in first person, constructing
her own identity (for the spectator and for herself). This method
of using her own life in artistic production is no novelty, yet in
Calle’s case it is very difficult to draw a clear line between Sophie
Calle as the artist and Sophie Calle as an artwork, or to define
with precision where her artistic activity stops and her private
and real, no-artistic life begins, and vice versa.*? Reality and
fictional reality are so intertwined in her work that, by creating
her art of and from her own life, Calle at a certain point began

to create a new self, and that new Sophie became a living and

umjetnicka aktivnost, a pocinje njezin privatan i stvaran,
neumijetnicki Zivot, i obratno.®? Stvarnost i fikcionalna stvarnost
iz njenih radova u njenom su sluc¢aju isprepletene do te mjere
da je Calle, stvarajuci svoju umjetnost od i iz vlastitog zivota,
pocela stvarati i jednu novu sebe, a ta je nova Sophie postala
zivuce, hodajuce (i u svakom Zivlienom trenutku potencijalno)
umjetnicko djelo, pa se mozemo s pravom zapitati stvara li Calle
da bi zivjela, ili zivi da bi stvarala. Yve-Alain Bois ¢e, u pokusaju
da razlugi stvarnu od fikcionalne Calle, osmisliti pojam proxyja

— strategije, odnosno teme putem koje Calle kreira fikcionalno
sebstvo, tako §to u svojim djelima sama zauzima figuru ,sebe”.
No u konaénici Calle i za njega ipak ostaje papirnato bice, a
njima, kako kaze Bois, distinkcija izmedu stvarnog i fikcionalnog
Zivota nije od pretjerane koristi.>* Kod Calle se doista radi o
opetovanom procesu (ne)svjesnog razapinjanja subjekta izmedu
fikcionalnog, i stvarnog, zZivljenog Zivota,** Ciji bi elementi — da su
granice diferencijacije izmedu osobe i njene umjetnosti (prema
gledatelju) jasno ocrtane — inacCe bili tek ugradivani u vlastiti
umjetnicki rad. No segmenti njenog zivota ¢esto nisu samo
pogonsko gorivo, inspiracija il komadici u patchworku njenog
rada, vec oni jesu njen rad-zivot. Calle konstruira stvarnost i svoj
zivot koristi kao okvir i spremnik za vlastita umjetnicka djela koja
proizvodi, da je ponekad moguce posumnjati prozivljava li Calle
odredene zivotne situacije iskreno i intuitivno, ili iskljucivo radi

PETRA

walking (and at any living moment a potential) artwork, and thus
one may wonder whether Calle creates in order to live or lives

in order to create. In an attempt to differentiate the real Calle
from the fictional one, Yve-Alain Bois introduced the notion of a
proxy — a strategy or subject that Calle uses to create a fictional
self, namely by taking on the figure of “herself”. But eventually
Calle remains a paper being for him as well, and for such beings,
as Bois says, the distinction between real and fictional life is

of no much use.*® With Calle, it is indeed a repeated process

of (in)voluntarily stretching the subject between fictional and
real, living life,** whose elements — that the differentiation lines
between a person and his or her art (with regard to the spectator)
are clearly drawn — would normally be built into one’s artwork
intentionally. But segments of her life are often not merely the
fuel, inspiration, or patchwork pieces for her work; instead, they
are her life-work. Calle constructs the reality and uses her life
as a framework and container for the artworks she produces,
and it is sometimes doubtful whether she experiences certain
situations in life candidly and intuitively, or merely for the sake of
art, because she grows seedlings of her future work there. This
strategy becomes even more manifest when comparing Calle
with those artists whose individual artworks or entire opuses
move in the field of autobiographic art. This can be illustrated on
the examples of American photographer Nan Goldin and British
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umjetnosti, odnosno zato §to u njima stvara zametke buducih
radova. Ta se njena ,strategija“ moze jasnije uociti usporedimo
li Calle s nekima od umjetnica Ciji se pojedini radovi, ili pak
kompletni opusi, nalaze na podrucju autobiografske umjetnosti.
Za primjer mogu posluziti ameri¢ka fotografkinja Nan Goldin i
britanska konceptualna umijetnica Tracey Emin, koje elemente
vlastitog zivota takoder pretvaraju u umjetnicka djela — bilo

da im on sluzi kao gradevni materijal, kao $to je to u slu¢aju
instalacije Everyone | Have Ever Slept With 1963-1995 (1995.)
Tracey Emin, ili se radi o izmjestanju vec¢ gotovih isjeCaka
zivota u umjetnicki kontekst, kao $to je to primjerice sluc¢aj

s fotografijom Nan One Month After Being Battered (1984.)
Nan Goldin. Medutim, Emin i Goldin su u navedenim zivotno-
stvarnosnim situacijama participirale bez svijesti ili primisli da ih
izvode za drugoga, dok Calle situacije inducira, izaziva, stvara
ih namjerno i zivi, prozivljava Citavo vrijeme sa svijeScu da ¢e
po zavrSetku procesa te zivotne situacije postati umjetnicko
djelo.® Te situacije nisu dio svakodnevnog zivota utoliko

Sto su a priori podredene krajnjem cilju njihove prezentacije

(u knjizi, galeriji, muzeju...) i one od samog svog zacetka
racunaju na Drugoga.®® Kao biljezenje dnevnika kojem,u‘jé ved
ugovoreno objavljivanje. Tako Calle samu sebe doisté pretvara
u postmodernisticki ,hipoteticki subjekt” koji je}.k'éko Suvakovié
kaze, ,0d" umjetnosti,*” u njenom sluc¢aju ,,Qd“'narativa u

THE BREASTS, 2001., DETALJ S IZLOZBE TRUE STORIES U GALERIJI GALERIE EMMANUEL
PERROTIN, MIAMI, SAD, 2006., FOTOGRAFIJA MARK BARRY

....................................................................... L R T R T R E R PR R P P P T PP PP PP PPEPPPRPPIN -1 R

WHO I§

SOPHIE CALLE?
PERFORMING
THE SELF ON
THE BORDERLINE
BETWEEN
FICTION AND
FACTION

THE BREASTS, 2001, SECTION OF THE EXHIBITION TRUE STORIES, GALLERY EMMANUEL
PERROTIN, MIAMI, USA, 2006, PHOTO CREDIT MARK BARRY

conceptual artist Tracey Emin, who also transform elements of
their own lives into artworks — whether by using them as their
building material, as in the installation Everyone | Have Ever Slept
With 1963-1995 (1995) by Tracey Emin, or in order to transpose
ready-made excerpts from life into an artistic context, as in the
photograph Nan One Month After Being Battered (1984) by Nan
Goldin. However, both Emin and Goldin participated in these real
life situations without the intention or thought of doing it for other
people, while Calle consciously induces and provokes them,
creating and living through them intentionally, aware that they will
become artworks once the process is over.®® These situations
are not a part of everyday life, as they are a priori subjected to
the final goal of their presentation (in a book, gallery, or museum)
and therefore count with the Other from the very outset.® It

is like writing a diary for which one has already obtained a
publishing contract. Thus, Calle indeed transforms herself into a
postmodernist “hypothetical subject” that is, as Suvakovié once
said, “of” art:* in her case, it is “of” narrative, in the form of texts
and photographs, or paper, as Bois has said. To say the least,
she duplicates her personality in these artworks, creating two
Calles, the one who writes and the one who is being written. And
that written, fictionalized Calle seems to be more than an ethereal
figure beyond the referential and the real, who would only
temporarily embody the real Calle, as it is the case with actors

and her roles in films and theatre; instead, they are both equally
and simultaneously real or fictional.

Faction, Fiction, Paradox

With their good dose of conceptuality and their inclination

to performance and fictionality, Calle’s artworks also enter

the sphere of using the media for artistic purposes —in her
interviews, Calle sometimes gives contradictory information
about her life, and the reader who knows her only through her
work will have a hard time differentiating reality from fiction, but
that is where the power of her work resides. Thus she once
stated for the media that her first interview, published by writer
Hervé Guibert — who later became a good friend of hers — was a
five-hour monologue, while on another occasion she said that it
lasted for ten hours. When asked about the visual genesis of her
artworks from a formal standpoint — photographs accompanied
by written texts — Calle has occasionally mentioned Duane
Michals as her model, a photographer who may be considered a
pioneer of this type of displaying photographs, while elsewhere
she claimed that she had only subsequently noticed parallels
between her work and that of Michals’.*¢ As for the anecdotal
story about falsifying her university degree in agreement with her
professor and friend Jean Baudrillard, in an interview from 2009
(a year after Baudrillard’s death), she said that the story could be
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obliku teksta i fotografija, dakle od — ve¢ spomenutog Boisova
— papira. U najmanju ruku, ona svojim radovima udvaja vlastitu
licnost pa tako postoje dvije Calle, ova koja piSe, i ova koju pise.
A ta ispisana, fikcionalizirana Calle, izgleda da nije tek nestvarna
figura s onu stranu referencijalnog i realnog, koja privriemeno
utjelovljuje stvarnu Calle, kao $to je to primjerice slu¢aj s
glumcima i njihovim filmskim ili kazaliSnim likovima, ve¢ su one
obje istovremeno jednako stvarne koliko i fikcionalne.

Fakcija, fikcija, paradoks

Uz znatnu dozu konceptualnosti i ve¢ spomenuto naginjanje
umjetnosti performansa i fikcionalizmu, Calleini radovi zalaze i
unutar sfere koriStenja medijskog posredovanja u umjetnicke
svrhe — u intervjuima ¢e Calle ponekad davati oprec¢ne
informacije o injenicama iz svog Zivota, pri ¢emu Ce Citatelj/

ica koji/a je s njom upoznat/a samo putem njezina rada tesSko
razgraniciti stvarnost od fikcije, no upravo u tome lezi snaga
njenih radova. U jednom razgovoru s novinarima Calle ¢e
istaknuti kako je njen prvi intervju, koji je obavio pisac Hervé
Guibert — a s kojim ¢e kasnije postati bliska prijateljica — bio
petosatni monolog, dok ¢e na drugom mjestu reci kako se
radilo o deset sati monologa. Na pitanje o vizualnoj genezi svojin
radova s njihova formalnog aspekta — fotografije pracene pisanim
tekstom — Calle ¢e ponekad kao uzor navoditi Duanea Michalsa,

fotografa kojega bismo mogli nazvati pionirom ovakvog nacina
fotografskog izlaganja, dok ¢e na drugim mjestima napominjati
kako je formalnu sli¢nost izmedu vlastitih i Michalsovih radova
tek naknadno uogila.?¢ Sto se ti¢e anegdotalne price o laZiranju
svoje fakultetske diplome, kojoj je kumovao njezin profesor i
prijatelj Jean Baudrillard, u jednom ce intervjuu 2009. godine,
dakle nakon Baudrillardove smrti, napomenuti kako je tu

pricu moguce ispri¢ati tek sada kada on viSe nije ovdje (jer bi
ga u protivnom kompromitirala), dok ¢e u sklopu predavanja
na European Graduate School u Svicarskoj 2004. godine,

na kojem je bio prisutan i Baudrillard, istaknuti kako je mora
ispricati upravo zato $to je i on sada ovdje. Ovo su samo neki od
primjera koji navode na zaklju¢ak kako se Calle manipulativno
sluzi medijima kao vjesto osmisljenim paratekstom koji daje
dodatno stvarnosno utemeljenje njenim radovima, jer upravo u
tom neprekidnom titranju na granici stvarnog i izmislienog lezi
njihova ¢ar.*® lako ¢e Calle tvrditi da se u njenim radovima radi
0 njezinu stvarnom Zivotu,* njihova istinosna vrijednost zbog
svojih specificnih okolnosti nastanka i (re)prezentacije nikada
ne moze biti doista eksplicirana, izmedu ostaloga i zato Sto

je, kako to Ana Vujanovic istiCe, ,u danasnjem kompleksnom
sustavu medijskih posredovanja, teSko prekinuti lanac
reprezentacija na toCki jasne granice (...) originalnog/ozbiljnog,

i parazitskog/neozbilinog.“" Racuna li Calle s tim svjesno ili ne,

THE SLEEPERS, 1979., DETALJ IZ KNJIGE SOPHIE CALLE - DID YOU SEE ME?, PRESTEL,
LONDON, 2008., 150-151, AUTORSKA PRAVA SOPHIE CALLE & PRESTEL VERLAG
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doista je nemoguce znati a da ne zavirimo u njen um, ali ova
premda i fingirana (ne)ozbiljnost u kreiranju viastite umjetnosti
performativno osnazuje njezina djela, $to je kod ovakvih radova
prijeko potrebno. Kao §to je to slucaj i s vec¢inom suvremenih
umjetnickih djela, i njena su materijalno lako izvediva. Medutim,
ono §to se nikako ne moze lako izvesti ili kopirati, i u Cemu

lezi njihova originalnost, proces je koji im je prethodio, a

koji medijskom fabrikacijom mita 0 samoj sebi, stvaranjem
napetosti izmedu fikcije i fakcije, i dalje traje te je vezivno tkivo
znacCenja, samim time i vrijednosti, Calleinih radova. Cijena od
20.000 dolara za jednu njenu fotografiju s tekstom opravdano
je postignuta najviSim ulogom — narativom vlastitog zivota i
vlastitim identitetom.*?

,Nikada ne pamtim stvari predugo®, kaze Calle,*® i buduci da
stvari traju samo dok ih pamtimo, a njena umijetnicka djela svoje
vrijednosno uporiste pronalaze upravo u nerazlucivosti jasnog
¢injeni¢nog odnosa izmedu fikcije i fakcije, ta nas njezina tvrdnja
uvlaci i u svijet postmodernistickog paradoksa, o kakvome

u knjizevnom smislu piSe Milivoj Solar. S jedne strane, ako

je ,paradoks (...) oslonac ‘duha postmoderne’ jer je u njemu
sadrzano iskustvo jezika koji pokusava govoriti samo o sebi*,*
u Calleinu su paradoksu sadrzane plutajuce &injenice o njenom
zivotu, njene (ne)svjesne reinvencije same sebe, kojima ona u
vecini svojih radova govori isklju€ivo samo o sebi. S druge, te

told only when he was no longer there (for fear of embarrassing
him), while in 2004, in a lecture held at European Graduate
School in Switzerland, where Baudrillard was also present, she
said that she had to tell it on that occasion precisely because he
was present. These are only some examples of situations that
allow us to conclude that Calle has been manipulatively using
the media as a masterfully conceived paratext that additionally
anchors her artworks in reality, and it is in these incessant
oscillations on the borderline between fact and fiction that their
charm resides.®® Even though Calle claims that her artworks are
her real life,* given the specific circumstances of their production
and (re)presentation, their truth value can never be truly explicit,
among other things because, as Ana Vujanovi¢ has written, “in
today’s complex system of medial transferences, it is difficult to
cut the chain of representation at a clear borderline between {...)
original/serious and parasitical/unserious.™' It is difficult to say
whether Calle consciously counts on that or not, at least without
peeping inside her head, yet this (un)seriousness in creating art,
even if feigned, adds performative power to her artworks, which
this type of art certainly needs. As most contemporary artworks,
hers are materially easy to accomplish. However, what cannot
be so easily done or copied, and what makes them original, is
the process which precedes them, and which is continued in
the fabrication of a myth about her in the media, which creates

znacenijski fiksirane ¢injenice — daleko od suvremenih otvorenih
tekstova — koje Calle velikodu$no daje na uvid gledatelju kao
sastavni dio svojih radova, otvaraju za njega manevarski prostor
potrage za istinitim: ,,paradoks zbunjuje mislioca jer on zeli
razluciti istinu od lazi, Sto ¢e redi kako drzi da je istina dostupna,
premda ga povijest i tradicija uCe kako je nitko nikada nije
dosegao u cjelini; i njegov je pokusaj tako paradoksalan sa
stajalista zdravog razuma*“.*® Calleino se umjetni¢ko djelo tako
realizira u gledatelju suoenom s njezinim ¢injenicama, pred
kojima postaje voajer, nesiguran nalazi li se ispred fatamorgane
ili stvarnog, zelienog objekta — on ulazi u povlasten i intiman
odnos s autori¢inim zivotom, Cija mu istinitost i stvarnost
neprestano izmicu. No ovime Calle kao da samo jo$ viSe zavodi,
gurajuci gledatelja u procjep izmedu stvarnosti i fikcije u kojem
se i sama nalazi, uvlaceci ga u labirint potrage istovjetan onome
unutar Cijih je isprepletenih uliica 1979. godine danima pratila
nepoznatog muskarca. Buduci da je ta eluzivnost i jedna od
temeljnih karakteristika fotografije kao medija kojim Calle govori
(0 sebi), ini se da njena eluzivna licnost za iskazivanje same
sebe nista drugo nije ni mogla odabrati, $to mi odgovara barem
na jedno pitanje — zasto se Calle, unato¢ svim poteskocama i
profesionalnim neuspjesima koje je s fotografijom prozivjela,*
gr¢evito drzala fotografskog aparata. Vratimo li se na pitanje
onoga Ja, koje naslov ovog rada nastoji pronaci, namece se

tension between fiction and faction, becoming the binding tissue
of meaning, and thus of value as well. The price of 20 thousand
dollars for a single photograph with text is justified by her highest
investment — the narrative of her life and her identity.*?

“I never remember things for long”, Calle says,*® and since things
last only as long as we remember them, and her artworks have

their value foundation precisely in the vagueness of the relationship

between fiction and faction, that statement of hers also involves
us in the world of postmodernist paradox, about which Milivoj
Solar has written with regard to literature. On the one hand, if
“paradox (...) is the basis of the ‘spirit of postmodernism’ because
it contains the experience of a language that tries to speak of
itself,** then Calle’s paradox contains floating facts about her life,
her (unjconscious reinventions of herself, which she uses in most
of her artworks to speak exclusively of herself. On the other hand,
these facts, fixed as to their meaning — far from the contemporary
open texts — that Calle magnanimously offers to the spectator as
a part of her artworks, open up for that spectator an elbow room
to search for the truth: “Paradox confuses the thinker because he
wants to separate truth from lies, which means that he believes
the truth to be accessible, even though history and tradition teach
that nobody has ever reached it in its entirety; and his quest is
thus paradoxical from the perspective of common sense.”® Calle’s
artwork is therefore accomplished within the spectator, in an
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zaklju¢ak da je u konacnici sve vezano uz Calle, u $to gledamo,
donekle istinito i ravnopravno postojece. U takvom procesu
proizvodnje umjetnosti suvremeni umjetnici poput Calle kao

da su doista i sami postali svoja autorska djela, jer vecina

njih, svjesno ili ne, svojim radom ocito riskira da se pretvori u
papirnata bi¢a.

* OVAJ JE CLANAK NASTAO NA TEMELJU SEMINARSKOGA RADA ZA KOLEGIJ UMJETNOST
PERFORMANSA ~ AKCIJA — HEPENING - BODY ART U OKVIRU POSLIJEDIPLOMSKOGA
DOKTORSKOG STUDIJA KNJIZEVNOST, IZVEDBENE UMJETNOSTI, FILM | KULTURA NA
FILOZOFSKOM FAKULTETU U ZAGREBU.

! Usp. Sophie Calle, ,,Biographical interview with Sophie Calle®,
u: Christine Macel et. al., Sophie Calle - Did you see me?, Prestel,
London, 2008. (Prestel Verlag, Miinchen, 2003.), 76.

2 Usp. Linda Hutcheon, A poetics of postmodernism, Taylor and
Francis e-Library, Routledge, 2004. (1988.), 10.

* Michel de Certeau, Invencija svakodnevice, Naklada MD,
Zagreb, 2003. (1988.), 161.

* U navedenom je radu Calle tijekom perioda od osam dana

u svom krevetu ugostila 28 ljudi-spavaca, koji su se u njemu
kontinuirano smjenjivali u smjenama od osam sati. Svakih

sat vremena Calle bi ulazila u sobu, gledala ih kako spavaju i
fotografski dokumentirala proces.v

* Michel de Certeau, Invencija svakodnevice, Gordana Popovi¢
(prev.), Naklada MD, Zagreb, 2003., 168.

¢ Neki Calleini radovi idejno su ¢ak mnogo vise usporedivi

s radovima Linde Montano, odnosno s njenom, kako je ona
zove, »zivljenom umjetnoscéu® (living art). lako se living art u

encounter with her facts, where he becomes a voyeur, uncertain
whether standing in front of an illusion or a real object of desire
— entering into a privileged and intimate relationship with the
artist’s life, the truthfulness and reality of which remain forever
evasive. Yet apparently this makes Calle even more seductive as
she pushes the spectator into a gap between fact and fiction, a
gap in which she is herself caught, drawing him into a labyrinth
of search, similar to that labyrinth of narrow, intertwined streets
through which she followed a stranger for days back in 1979.
Since this elusiveness is also one of the basic characteristics

of photography, which is the medium Calle uses to speak
(about herself), it seems that her elusive personality could

never even think of choosing something else for expressing
itself, which helps answer at least one of my questions — why
Calle has persistently held on to the camera despite all the
difficulties and professional failures that she has experienced
with photography.“*® Coming back to the issue of that Self,
which the title of this essay seeks to discover, one comes to the
conclusion that eventually everything that is linked to Calle, and
that we see, is to some extent true and existing on equal terms.
In such a process of artistic production, contemporary artists
such as Calle seem really to have become their own artworks,
since most of them, consciously or not, quite obviously risk
becoming paper beings.

hrvatskom jeziku prevodi kao ,,ziva umjetnost, u svjetlu
teorija Linde Montano sintagma ,,Zivljena umjetnost® ¢ini

se mnogo prikladnijom i preciznijom, bududi da se radi o
umjetnosti koja nije tek ,,ziva®, aktivna, djelatna i izvodena

u datom trenutku, ve¢ se radi o dugotrajnijem procesu,
necemu $to se ,,zivi“ kao dio svakodnevice, pa je samim

time i ,zivljeno“. U tom se smislu living art koji povezuje
Calle i Montano u ovom radu prevodi sintagmom ,,Zivljene
umjetnosti®.

7 Usp. Calle, (bilj. 1), 79.

8 Poja$njavajuci koncept definicije performansa Hansa-Thiesa
Lehmanna, Aleksandra Jovic¢evi¢ pise da je ,performans (...)
dakle ono $to ga sami umetnici definidu kao takvo®. Citat
vidjeti u: Aleksandra Jovicevi¢ i Ana Vujanovi¢, Uvod u studije
performansa, Fabrika knjiga, Beograd, 2007., 44. U tom smislu
mozemo dozvoliti da Callein rad (ili radovi) nije performans,
ako ga ona sama tako ne definira, medutim u tekstu na
temelju koncepata drugih teoreti¢ara pokazujem da je njenu
umjetnost radi jasnog Zanrovskog odredenja nuzno ¢itati kao
performans.

® Ana Vujanovi¢ to sazeto eksplicira: ,pojam performansa se
kod Seknera ne odnosi na svaku ljudsku aktivnost, ponasanje
ili izvodenje, ve¢ na ono izvodenje koje je ‘svesno da je
izvodenje’ (Vujanovi¢, bilj. 8, 22), a ovaj uvjet Calle u svojim
radovima - ¢ak bitnije, tijekom svojih radova - u potpunosti
ispunjava.

' Prema Richard Schechner, Performance studies textbook,
1995. (izvor: http://www.nyu.edu/classes/bkg/schechner,
zadnji pregled 5. 9. 2012.)

" Marvin Carlson, Performance - a critical introduction,
Routledge, New York, 2004. (1996.), 5.

12 Jedan od njenih najranijih i najpoznatijih radova.
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* THIS ARTICLE IS BASED ON A SEMINAR PAPER FOR THE COURSE ON PERFORMANCE
ART - ACTION — HAPPENING —- BODY ART AT THE FACULTY OF PHILOSOPHY IN ZAGREB, PHD
PROGRAMME IN LITERATURE, PERFORMING ARTS, CINEMA, AND CULTURE.

! Cf. Christine Macel, “Biographical interview with Sophie Calle,” in:
Mas-tu-vue? — Did You See Me?, ed. Christine Macel et al. (London:
Prestel, 2008 [Munich: Prestel Verlag, 2003]), 76.

% Cf. Linda Hutcheon, A Poetics of Postmodernism: History, Theory,
Fiction (New York and London: Routledge, 2004 [1988]), 10.

* Michel de Certeau, The Practice of Everyday Life, trans. Steven Rendall
(Berkeley, CA: University of California Press, 1984), 97.

* Here Calle received 28 sleepers in her bed during the period of eight
days, who alternated in it continuously, in 8-hour shifts. Every hour
Calle would enter the room, watch them sleep, and document the
process on photographs.

* Michel de Certeau, The Practice of Everyday Life (as in n. 3), 103.

¢ Some of Calle’s pieces are conceptually far more comparable to those
of Linda Montano and her “living art,” as she calls it.

7 Cf. Calle (as in n. 1), 79.

8 Explaining Hans-Thies Lehmann’s concept of performance,
Aleksandra Jovi¢evi¢ has written that “performance [is] therefore what
the artists themselves define as such.” Cf. Aleksandra Jovi¢evi¢ and Ana
Vujanovi¢, Uvod u studije performansa [Introduction to performance
studies] (Belgrade: Fabrika knjiga, 2007), 44. In that sense, we may
allow that Calle’s work (or works) is not performance, since she does
not define it as such herself, but in this article I am basing myself

on the concepts of other theoreticians to show that her art must be
necessarily read as performance in order to define it more clearly in
terms of genre.

° Ana Vujanovi¢ has expressed it succinctly: “For Shechner, the notion
of performance does not refer to all human activity, behaviour, or
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'3 Sophie Calle, The Hotel, u: Sophie Calle, Double Game, Violette
Editions, London, 2007., 144-146.

'* Sophie Calle, ,Moving pictures, u: Arts curriculum, Guggenheim
(izvor: http://www.guggenheim.org/new-york/education/school-
educator-programs/teacher-resources/arts-curriculum-online?view=i
tem&catid=717&id=4, zadnji pregled 15. 8. 2012.).

15U ¢lanku naslovljenom ,,Sto je preostalo od umjetnosti
performansa? Autopsija funkcije, rodenje Zanra“ izvorno objavljenom
1992. godine Féral donosi pet karakteristika koje su idejno obiljezile
rane performanse, od kojih se dvije - ,,naglasak se stavlja na proces
rada umjesto na zavrs$ni proizvod; umjetnost se ukljucuje u Zivot

i odbija podjelu u kojoj bi postala autonomna sfera bez utjecaja na
stvarnost — u potpunosti mogu primijeniti na Callein rad. Citat
preuzet iz Josette Féral, ,,Sto je preostalo od umjetnosti performansa?
Autopsija funkcije, rodenje Zanra“ u: Upe»Underground, 11-12, Bijeli
val, Zagreb, 2007.-2008., 97.

1¢,U procesualnoj umjetnosti dogadaji se ne prikazuju slikom,
fotografijom ili filmom, nego se ostvaruju u realnom vremenu i
prostoru. Dijagram, fotografija, film ili tekstualni opis su dokumenti
umjetnickog djela koje se dogodilo u prostoru i vremenu.“ Citat
vidjeti u: Misko Suvakovi¢, Pojmovnik suvremene umjetnosti,
Horetzky, Zagreb - Vlees & Beton, Ghent, 2005., 516.

'7 Ta svijest o izvodenju vlastite aktivnosti za nekoga — bez obzira

$to taj netko nije prisutan - jest ono $to je moze odrediti kao
umjetnicu performansa. Nedostatak publike na licu mjesta, odnosno
prezentacija rada u formi dokumentiranog materijala ne narusavaju
stabilnost ovog Zanrovskog odredenja. Féral u prethodno navedenom
¢lanku postavlja pitanje moze li performans bez publike biti
performans i zaklju¢uje da umjetnicko djelo postoji ¢ak i ako nema
publiku, to jest da publika performansu moze biti naknadno nazo¢na,
rekonstruiraju¢i ga putem dokumentarnog materijala, a to je upravo
ono §to putem svojih umjetnickih knjiga, u formi kojih objavljuje

presentation, but to that which is ‘aware of being performance”™
(Vujanovig, as in n. 8, 22), and this condition is entirely met in Calle’s
artwork and, even more importantly, during her artworks.

12 Cf. Richard Schechner, Performance Studies Textbook, 1995. (Source:
http://www.nyu.edu/classes/bkg/schechner, last accessed on September
5,2012)

" Marvin Carlson, Performance: A Critical Introduction (New York:
Routledge, 2004 [1996]), 5.

12Tt is one of her earliest and most famous pieces.

'3 Sophie Calle, “The Hotel,” in: Sophie Calle, Double Game (London:
Violette Editions, 2007), 144-146.

'* Sophie Calle, “Moving Pictures,” in: Arts curriculum, Guggenheim.
(Source: http://www.guggenheim.org/new-york/education/school-
educator-programs/teacher-resources/arts-curriculum-online?view=it
em&catid=717&id=4, last accessed on August 15, 2012)

' In her article “What Is Left of Performance Art? Autopsy of a
Function, Birth of a Genre,” Josette Féral has listed five features that
conceptually determine the early performances, two of which, namely
that the accent is placed on the working process rather than the final
product, and that art is involved in life, rejecting a division according
to which it would be an autonomous sphere with no impact on the
reality, can be fully applied to Calle’s art. Cf. Josette Féral, “What Is Left
of Performance Art? Autopsy of a Function, Birth of a Genre,” trans.
Carol Tennessen, Discourse: Journal for Theoretical Studies in Media
and Culture 14/2 (1992), 142-162.

' “In processual art, events are not represented by images,
photographs, of films, but actualized in real space and time. A graph,
a photograph, a film, or a textual description, are all documents of an
artwork that occurred in space and time” Misko Suvakovié, Pojmovnik
suvremene umjetnosti [A glossary of Contemporary Art] (Zagreb:
Horetzky and Ghent: Vlees & Beton, 2005), 516.

'7 That awareness of performing for someone - even if that someone is

sva svoja djela, radi Calle. Vidjeti: Josette Féral, ,,Sto je preostalo

od umjetnosti performansa? Autopsija funkcije, rodenje zZanra® u:
Up&Underground Art Dossier, br. 11/12, 2007./2008., 100 (94-103).

18 Suvakovi¢ (bilj. 16), 516.

¥ Sophie Calle, ,,Sophie Calle, u: Interview Magazine, br. 3, 2009.
(izvor: http://www.interviewmagazine.com/art/sophie-calle, zadnji
pregled 1.9.2012.).

2 Ovu kontradiktornu kontroliranu nekontrolu Calle objasnjava
na sljedeci nacin: ,Svida mi se imati kontrolu i svida mi se gubiti
kontrolu. Pokoravanje ritualu je na¢in proizvodnje pravila kojima se
pritom i prepustam. (...) Uvijek sanjam o situacijama u kojima necu
morati o ni¢emu odlucivati. Situacija u kojima ¢u se uistinu moci
prepustiti, no nisam sigurna da bih to doista i bila u stanju ukoliko se
takva situacija dogodi.“ Citat vidjeti u: Calle (bilj. 1), 75.

2 Tbid., 81.

** Detaljnije pojasnjenje vidjeti u: Sidonie Smith, Julia Watson,
Reading autobiography: a guide for interpreting life narratives,
University of Minnesota Press, Minneapolis, 2001., 202.

# To se jasno vidi iz sljedece Calleine izjave koju je vezano uz rad
Take Care of Yourself dala za Interview Magazine: ,Umjetnost je
nacin zauzimanja odmaka. Patoloski ili terapeutski aspekt postoji,
ali samo kao katalizator. (...) No u trenu kada sam dobila ideju, ona
je postala primarna, i viSe nisam marila za terapeutske aspekte.”

' Radi se o djelima The Chromatic Diet (1997.) i Days Under the Sign
of B, C & W (1998).

» Sophie Calle, Double Game.

20 U slu¢aju izlozbi, Calleini su radovi naravno izloZeni na zidu u
obliku uramljenih fotografija s popratnim tekstom.

7 Citat preuzet iz teksta Christine Macel, ,,The author issue in the
work of Sophie Calle. Unfinished.“ u: Christine Macel et. al., Sophie
Calle - Did you see me?, Prestel, London, 2008. (2003.), 24.

not present — is what can help define her as a performance artist. The
absence of audience on site and the presentation of the artwork in the
form of documentary material do not disturb the stability of this genre
definition. In her abovementioned article, Féral has raised the question
whether performance without audience can be called performance

at all, concluding that an artwork exists even if there is no audience,

or rather that the audience can be present afterwards, reconstructing
the piece on the basis of documentary material. That is precisely what
Calle does in her artist books, since she publishes all her artworks

in that format. Cf. Josette Féral, “What Is Left of Performance Art?
Autopsy of a Function, Birth of a Genre,” in: Upe>Underground Art
Dossier11/12 (2007/2008), 100 (94-103).

18 Suvakovi¢ (as in n. 16), 516.

1 Sophie Calle, “Sophie Calle,” Interview Magazine 3 (2009). (Source:
http://www.interviewmagazine.com/art/sophie-calle, last accessed on
September 1, 2012)

» This contradictory, controlled lack of control has been explained by
Calle in the following way: “I like being in control and I like losing
control. Obedience to a ritual is a way of making rules and then letting
yourself go along with them. (...) 'm always dreaming of situations
where I won't have to decide anything. Where I can really let myself go
but I'm not sure I'd be able to if such a situation actually cropped up””
Quoted in: Calle (as in n. 1), 75.

2 Tbid., 81.

2 For a more detailed explanation, see: Sidonie Smith and Julia Watson,
Reading Autobiography: A Guide for Interpreting Life Narratives
(Minneapolis, MN: University of Minnesota Press, 2001), 202.

2 This is clearly visible in Calle’s statement related to Take Care of
Yourself, which she gave for Interview Magazine: “Art is a way of taking
distance. The pathological or therapeutic aspects exist, but just as
catalysts. (...) But once I got the idea, it took over, and I didn’t care
about the therapeutic aspect anymore.”
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U svom tekstu ,,I asked for the moon and I got it, objavljenom

u ¢asopisu The Guardian 2011. godine, Calle pise: ,,Ako se rad

koji je bilo potrebno napraviti nalazio ve¢im dijelom u domeni
performansa, i zahtijevao odnose s drugim ljudima, fotografije

bih nacinila sama. U tim sluc¢ajevima njihova kvaliteta nije bila
presudna. Ukoliko - i to je bilo rjede - nije postojala dimenzija
odnosa s drugim ljudima, a tema odnosno predmet su bili grobovi
ili ukradene slike ili beZivotni objekti, uzela bih lo$u instant-snimku
(polaroid), odludila o formatu i uglu snimanja, i zamolila tehnic¢ki
vjestijeg fotografa da nacini istu snimku, samo bolju. A ukoliko,
kao $to je slucaj s odredenim dijelom autobiografskih snimaka,

bih samu sebe koristila kao model, zamolila bih modnog fotografa
Jean-Baptistea Mondina da nacini fotografije.“ (izvor: http://www.
guardian.co.uk/artanddesign/2011/jan/09/sophie-calle, zadnji
pregled 20. 8. 2012.)

» Macel (bilj. 27), 27.

% Upravo zbog ovog neovlastenog zadiranja u tudu intimu odnosno
tuzbe ¢ovjeka kojega je Calle ,portretirala®, The Address Book je po
prvi puta u formi knjige objavljen tek krajem 2012. godine.

31U Pojmovniku suvremene umjetnosti Miska Suvakovi¢a kao i
Pojmovniku suvremene knjiZevne i kulturne teorije Vladimira
Bitija termin autofikcije nigdje nije naveden, medutim Andrea
Zlatar Violi¢ u tekstu o teorijskim izazovima autobiografije

isti¢e kako je u pokusaju nadvladavanja pojmovne ogranic¢enosti
termin autofikcije, ¢iji je tvorac Serge Dubrovsky, smijenio termin
autobiografije. Kako se pod terminom autofikcije podrazumijeva
stilski dotjerana i spisalacki promisljena autobiografija u kojoj se
stvarno i fikcionalno isprepli¢u, i budu¢i da Calleini radovi nisu
autobiografskog karaktera (zato i koristim termin autobiografican,
a ne autobiografski), ali imaju stilski dotjerane elemente
autobiografije, ¢ini mi se puno prikladnijim definirati tu kvalitetu
njenih radova - autofikcionalnom. O autofikciji detaljnije vidjeti

** These are The Chromatic Diet (1997) and Days under the Sign of B,
C & W (1998).

» Sophie Calle, Double Game.

¢ At exhibitions, Calle’s work is, of course, displayed on walls, in the
form of framed photographs with texts.

¥ Cited from: Christine Macel, “The Author Issue in the Work of
Sophie Calle. Unfinished,” in: M'as-tu-vue? - Did You See Me? Ed.
Christine Macel et al. (London: Prestel, 2008 [2003]), 24.

# In her text “T asked for the moon and I got it,” published in The
Guardian (2011), Calle wrote the following: ,,If the work to be done
was more in the performance domain, and entailed relationships

with other people, I would take the photos myself. In such cases, their
quality wasn't crucial. If - but this was rarer - no relationship with
others was involved, and graves or stolen pictures or lifeless objects
were the subject, I would take a bad polaroid, decide on the format
and the angle, and ask a more technically proficient photographer

to take the same picture, but better. And if, as in the case of certain
autobiography photos, I was using myself as the model, I would ask
the fashion photographer Jean-Baptiste Mondino to take the pictures.”
(Source: http://www.guardian.co.uk/artanddesign/2011/jan/09/sophie-
calle, last accessed on August 20, 2012)

2 Macel (as in n. 27), 27.

* It is because of this illegitimate intrusion upon another person’s
intimacy and the charges raised by the “portrayed” person that The
Address Book was published in a book form only late in 2012.

3 In Misko Suvakovi¢’s Glossary of Contemporary Art and Vladimir
Biti’s Glossary of Contemporary Literary and Cultural Theory
(Pojmovnik suvremene knjiZevne i kulturne teorije), the term “auto-
fiction” is not included, but Andrea Zlatar Violi¢, in her text on the
theoretical challenges of autobiography, indicates that this term
(coined by Serge Dubrovsky) has substituted that of “autobiography”
in an attempt of overcoming its conceptual limitations. Since auto-

tekst Andree Zlatar Violi¢, ,,Autobiografija: teorijski izazovi®, u:
Polja - ¢asopis za knjizevnost i teoriju, 459, Kulturni centar Novog
Sada, Novi Sad, 2009., 36-43.

2 Ta je granica ponekad vrlo tanka, a ponekad nepostojeca, $to
priznaje i sama Calle: ,,Istina je da me, kada govorim u javnosti,
svi pitaju o Zivotu i uvijek ih moram iznova upuéivati na ¢injenicu
da se radi o umjetni¢kom djelu. Ono $to mnoge moje radove

¢ini razli¢itima jest ¢injenica da su oni istovremeno i moj Zivot.
Dogodili su se. Ova me ¢injenica izdvaja i tjera ljude da imaju
snazne pozitivne ili negativne stavove o mom radu. Citat preuzet
iz biografije Sophie Calle objavljene na stranicama European
Graduate School (izvor: http://www.egs.edu/faculty/sophie-calle/
biography/, zadnji pregled 4. 9. 2012.).

* Yve-Alain Bois, ,,The paper tigress®, u: Christine Macel et. al.,
Sophie Calle - Did you see me?, Prestel, London, 2008. (2003.), 32.
* Ve¢ spomenuti teoreti¢ar izvedbenih studija, Marvin Carlson,
istice kako se performans ¢itavo vrijeme poigrava s granicama
izmedu stvarnog i izmisljenog, a ti objekti i radnje u performansu
nisu niti potpuno stvarni, niti potpuno izmisljeni, ve¢ su
istovremeno i jedno i drugo. Upravo se u tom procjepu vrlo ¢esto
nalaze Calleini radovi. Navedenu Carlsonovu tvrdnju vidjeti u:
Marvin Carlson, Performance — a Critical Introduction, Routledge,
London - New York, 1998. (1996.), 49.

* The Hotel, No Sex Last Night (1996.), The Striptease (1979.) i
Gotham Handbook neki su od primjera takvih Calleinih ,,Zivljenih“
radova.

3 Poja$njavajuci Schechnerove i Blauove teorije performansa,
Carlson napominje da se za njih klju¢no razlikovanje izmedu
¢injenja (doing) iizvodenja (performing) nalazi u svjesnosti kojom
izvodimo odredenje radnje, a koja im daje odli¢ja performansa.
Navedenu Carlsonovu tvrdnju vidjeti u: Carlson (bilj. 34), 4. U
tom bi se smislu Callein Zivot, ili barem neke njegove segmente,
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fiction implies a stylistically elaborate and artistically conscious
autobiography in which the real and the fictional overlap, and

since Calle’s artworks are not autobiographic in nature yet possess
stylistically elaborate elements of autobiography, I have considered
this term far more adequate when defining that feature of her

work. Cf. Andrea Zlatar Violi¢, “Autobiografija: teorijski izazovi”
[Autobiography: theoretical challenges], Polja - Journal for Literature
and Theory 459 (Novi Sad: Cultural Centre Novi Sad, 2009), 36-43.
2 This borderline is sometimes very fine, and at other times virtually
non-existing, which Calle herself admits: “It’s true that when I speak
in public, everyone asks me about life and I always have to bring them
back to the fact that it’s a work of art. The difference with many of my
works is the fact that they are also my life. They happened. This is what
sets me apart and makes people strongly like or dislike what I do”
Quoted from a biography of Sophie Calle, published on the website

of European Graduate School. (Source: http://www.egs.edu/faculty/
sophie-calle/biography, last accessed on September 4, 2012)

* Yve-Alain Bois, “The Paper Tigress,” in: Mas-tu-vue? — Did You See
Me? Ed. Christine Macel et al. (London: Prestel, 2008 [2003]), 32.

* Marvin Carlson, the abovementioned theoretician of performing
studies, once stated that performance constantly plays with

the borderlines between real and fictional, and that events in a
performance are never entirely real or entirely fictional, but both at the
same time. It is in this gap that Calle’s artworks often move. Cf. Marvin
Carlson, Performance: A Critical Introduction (London and New York:
Routledge, 1998 [1996]), 49.

* The Hotel, No Sex Last Night (1996), The Striptease (1979), and
Gotham Handbook are good examples of such Calle’s “living” artworks.
*¢ Explaining Schechner’s and Blau’s theories of performance,
Carlson has stated that, for them, the crucial difference between
doing and performing is our consciousness of considering our
performance of an action, which gives it the quality of performance.
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moglo promatrati i kao trajni (ongoing) performans, odnosno
umjetnicko djelo. Na ovom mjestu ponovno bih ukazala na
mogucu sli¢nost s idejom living arta Linde Montano, koju
Montano definira na sljedeci nacin: ,Zivljena Umjetnost (Living
Art) postaje Zivljena umjetnost (Living Art) kada su vrijeme

i aktivnosti koje umjetnici izvode NAMJERAVANTI da budu
umjetnost. Ova objava moze biti javna ili privatna.“ Citat vidjeti
u: Jennie Klein (ur.), Linda M. Montano, Letters from Linda
Montano, Taylor and Francis e-Library, Routledge, 2005., 150.
Budu¢i da Calle svoje namjere ,objavljuje“ u obliku svojih knjiga,
u kojima je dokumentiran proces nastanka djela (primjerice The
Hotel), sasvim je legitimno i samo to djelo okarakterizirati kao
living art.

7 Misko Suvakovi¢, Postmoderna (73 pojma), Narodna knjiga -
Alfa, Beograd, 1997, 13.

* Ono §to je Calle i Michalsu - u kontekstu koji zahtijeva ovu
usporedbu - zajednicko jest prije svega forma kojom prekoracuju
granice fotografije kao medija, iako pisani tekst koji prati
fotografsku sliku kod oboje ima i zna¢ajnu ulogu u kreiranju
narativa. No dok se Calle u svojim strojno pisanim tekstualnim
iskazima zadrZava uglavnom na suhoparnijoj faktografskoj
naraciji, a fotografija joj je tek pocetak pisanog teksta, Michals
svoje fotografije obogacuje ru¢no ispisanim, ¢esto metafizi¢kim
i poeti¢nim, promisljanjima u kojima nastoji prodrijeti dublje u
prirodu samih stvari, i to upravo onih koje istovremeno iskazuje
samom pripadajuc¢om fotografskom slikom. Na taj na¢in Michals
uvodi prirodnojezi¢nu komponentu kao sadrzajno obogacenje
one ideje koju paralelno iskazuje i vizualno, pa u njegovu slucaju
imamo umjetnicki tekst koji (mnogo vise nego $to je to slucaj

s Calle) istovremeno znacenjski operira na dvije razine unutar
jedinstvene slozene strukture.

Cf. Carlson (Note 34), 4. In that sense, Calle’s life, or at least some of
its segments, may be seen as an ongoing performance and artwork.
Here I would emphasize again the possible similarity with the living
art of Linda Montano, which she has defined in the following way:
“Living Art becomes Living Art when the times and activities which
the artists perform are intended to be art. The announcement may
be public or private.” Cf. Linda M. Montano, Letters from Linda M.
Montano, ed. Jennie Klein Taylor (Routledge and Francis e-Library,
2005), 150. Since Calle “publishes” her intentions in the form of
books in which she documents the process of creating the artwork
(e.g. The Hotel), it is fully legitimate to describe the work itself as
Living Art.

¥ Misko Suvakovié, Postmoderna (73 pojma) [Postmodernism (73
concepts)] (Belgrade: Narodna knjiga - Alfa, 1997), 13.

¥ What Calle and Michals share - in a context that requires such a
comparison - is first and foremost the form, in which they cross the
borderline of photography as a medium, even though written text
that accompanies the photographic image plays an important role
in the creation of a narrative in both authors. But whereas Calle, in
her typewritten statements, mostly remains in a drier, factographic
narration, while photographs serve only as starting points for the
written text, Michals enriches his photographs with handwritten,
often metaphysical and poetic reflections, in which he seeks to
penetrate deeper into the nature of things, those things that he

has expressed with the corresponding photographic image. In this
way, Michals introduces the component of natural language as a
conceptual enrichment of the idea that he simultaneously expresses
visually, so that in his case we may say that there is an artistic text
that at the same time operates conceptually on two levels (far more
than in Calle’s art) within a single, complex structure.

** An example of such manipulation of facts through the media are

the following two contradictory statements: “If I am asked, I say it is all

* Jedan od primjera takvog manipuliranja ¢injenicama
posredstvom medija Calleine su sljedec¢e dvije kontradiktorne
izjave: ,Ako sam upitana, kazem da je sve istinito — nisam u
stanju izmisljati. Potom to postaje tudi problem, ne moj, jesu li za
druge ljude istina ili fikcija nuZzan kriterij. Jedan od svojih radova
nazvala sam Des Histoires Vraies (Istinite Price) upravo da bih se
pokusala rijesiti ovakvih pitanja, no potom su me upitali Jesu li
Istinite Price istinite’, stoga kako da odgovorim na ovo pitanje?“
(Interview Magazine, bilj. 19) i ,Ne marim za istinu; marim za
umjetnost i stil i pisanje i zauzimanje mjesta na zidu“ (Biography,
European Graduate School, bilj. 32).

1, Performeri izvode odnosno jesu®, re¢i ¢e Vujanovi¢, $to
takoder ide u prilog tezi da je njen Zivot poput neprestanog
performansa. Citat vidjeti u: Aleksandra Jovi¢evi¢ i Ana
Vujanovi¢, Uvod u studije performansa, Fabrika knjiga, Beograd,
2007. (pdf izdanje: http://www.tkh-generator.net/files/casopis/
UVOD_U_STUDIJE_PERFORMANSA .pdf, zadnji pregled 12. 5.
2013.), 66.

4 1bid., 61.

2 Vrijednosne procjene Calleinih radova moguce je pronaci

na internetskim stranicama artnet.info i findartinfo.com, a
navedena se cijena odnosi na rad Prenez soin de vous, exégéte
talmudique, Eliette Abécassis iz 2007. godine. (izvor: http://www.
wright20.com/auctions/view/J5V]/J5VM/181/LA/none/TOP/0/,
zadnji pregled 4. 10. 2012.)

# Calle, (bilj. 1), 73.

* Milivoj Solar, Retorika postmoderne, Matica hrvatska, Zagreb,
2005., 22.

* 1bid., 18.

¢ Detalje ovog aspekta njene fotografske karijere vidjeti u ¢lanku
»1 asked for the moon and I got it*

true - I am not able to invent. Afterwards it is other people’s problem,
not mine, if truth or fiction are necessary criteria for them. I called
one of my works Histoires Vraies (True Stories) to try to get rid of that
question, but then I was asked, ‘Are the true stories true?’” So how can
I answer?” (Interview Magazine, Note 19) and: “I don’t care about
truth; I care about art and style and writing and occupying the wall”
(Biography, European Graduate School, Note 32).

40 “Performers perform, therefore they are,” as Vujanovi¢ has
written, which also confirms the hypothesis that Calle’s life is a

sort of permanent performance. Cf. Aleksandra Jovi¢evi¢ and

Ana Vujanovi¢, Uvod u studije performansa [Introduction to
performance studies] (Belgrade: Frabrika knjiga, 2007), 66. (Source:
http://www.tkh-generator.net/files/casopis/UVOD_U_STUDIJE__
PERFORMANSA.pdf, last accessed on May 12, 2013)

1 Tbid., 61.

> Evaluations of Calle’s art can be found online at artnet.info and
findartinfo.com, and the stated price refers to Prenez soin de vous,
exégete talmudique, Eliette Abécassis (2007). (Source: http://www.
wright20.com/auctions/view/J5V]/J5VM/181/LA/none/TOP/0/, last
accessed on October 4, 2012)

# Calle (as in n. 1), 73.

* Milivoj Solar, Retorika postmoderne [Rhetoric of Postmodernism]
(Zagreb: Matica hrvatska, 2005), 22.

*Ibid., 18.

*¢ For further details on this aspect of her photographic career, see
Sophie Calle, “T asked for the moon and I got it.”
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