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SAZETAK: Cilj je ovoga teksta preispitati pojam umjetnosti kao emancipacijske
prakse kakav se pojavljuje danas u svjetlu umjetnickih djelatnosti kojima

se u lokalnom, glokalnom i globalnom stanju stvari - mozemo ga na tragu
Badiouove estetike i teorije umjetnosti nazvati jednim imenom estetikom ne-
razlike - dodjeljuje ovaj atribut. Rad nastoji ponuditi mogucu klasifikaciju takvih
umjetnickih praksi - praksi koje su u opreci s modernistickim na¢inom misljenja
pojma umjetni¢kog djela, s fokusom na problemu emancipacijske potencije
(umjetnosti) memorije. U tekstu prvo nudimo generalni osvrt na problematiku
suvremene konstelacije angaZirane umjetnosti, zatim prelazimo na kritiku zbroja
dominiraju¢ih kulturalno-umjetnic¢kih koncepcija koje se pojavljuju pod raznim,
premda bliskim imenima: umjetnost memorije, kultura sje¢anja, umjetnost
partikularnosti koja afirmira idealitet komunikacije i mikropolitiku drugosti,
suprotstavljanjem pojmova umjetnosti kao emancipacijske prakse i umjetnosti
memorije i afirmacijom propozicije 0 mogu¢em novom revolucionarnom subjektu
umjetnosti. Teza je ovoga rada da emancipacijska praksa umjetnosti uvijek
proizvodi estetsko-politicku distancu u odnosu na postojece. Ta estetsko-politicka
distanca nije nista drugo nego podsjetnik koji konstituira nagon etickog subjekta.
KLJUENE RIJECI: emancipacija, subjekt umjetnosti, pamdcenje, memorija,
estetsko-politicka distanca
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SUMMARY: The aim of this text is to examine the notion of Art as an
emancipatory practice, as it has emerged recently in the light of artistic activities
to which this attribute in the local, glocal, and global state of affairs has been
prescribed. Following Badiou’s theory of art, one may mark this state of affairs
as an aesthetics of non-difference. This essay seeks to propose a possible classification
of such art practices - practices that oppose the modernist mode of thinking

the term “artwork’, focusing on the issue of the emancipatory potency of (the

art of) memory. First we intend to propose a general overview of the problem of the
contemporary constellation of engaged art, then proceed to a critique of the sum of
dominating cultural and artistic concepts that appear under various, yet affiliated terms:
the art of memory, the culture of remembrance, the art of particularity that affirms the
ideal of communication and the micro-politics of otherness, by juxtaposing the terms

of Art as an emancipatory practice on the one hand, and the art of memory on the other,
and by affirming the proposition of the possible, new revolutionary subject of Art. The
hypothesis is here that the emancipatory practice of Art always produces an aesthetico-
political distance with regard to the existing situation. The aesthetico-political distance is
nothing other than a reminder which constitutes the drive of the ethical subject.
KEYWORDS: emancipation, the subject of Art, memory, remembrance, aesthetico-
political distance

Umjetnost u uvjetima demokratskog materijalizma?

U suvremenom globalnom stanju stvari (umjetnosti) — stanju
demokratskog materijalizma® — ,tesSko¢a“ u traZenju estetsko-
politi¢kih sredstava u proizvodnji avangardnog negativiteta
proizlazi, s jedne strane, iz problema usidrenosti danog stanja u
mikropolitici otpora koju zastupa, recimo, rani Foucault*, prema
kojemu nema ,,duse revolta” kao ,izvora svih pobuna”, nego
samo otpora koji postoje u strateSkom polju odnosa mo¢i, dok
je subjekt sveden na operacije diskurzivnih formacija. Jedna

od takvih znacajnijih antihumanistic¢kih teorija vezuje se uz rano
psihoanaliticko u¢enje Jacquesa Lacana, u kojemu je otpor
imaginarno, buduéi da je socijalna mo¢ u Lacanovu diskursu
ograni¢ena na simbolno, a subjekt na manjak koji zastupa
oznaditelj za neki drugi (le point de capiton). Bliske radikalne
antihumanisti¢ke zamisli ovima na tragu ,jezi€nog obrata” postavili
su medu mnogima Althusser, Barthes, Kristeva, Derrida tijekom
Sezdesetih i sedamdesetih godina prosloga stolje¢a. Umjetnost
se u takvoj konstelaciji u najsSirem smislu poima kao diskurs ili
kulturalni tekst (oznaciteljska praksa), koji iskazuje uvijek nesto
drugo od onoga S§to bi trebalo biti, ili u odnosu na ono Sto jest,
¢ime se proizvodi otpor unutar danog stanja stvari. S druge strane,
taj problem proistjece iz svodenja pojma humanuma - ovdje se
ponajvise referiramo na mladog Marxa — na identifikaciju ljudske
zivotinje s raznliko$¢u pod-vrsta koje su zasticene zakonom
,demokratskih ljudskih prava” - ljudska zastita svih Zivih tijela
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Art in the conditions of democratic materialism?

The “difficulty” of inquiring into the aesthetico-political

means towards the production of avant-garde negativity in

the contemporary global state of affairs (in Art) — the state of
democratic materialism® — arises, on the one hand, from the

fact that the given situation is anchored in the micro-politics of
resistance, proposed by the early Foucault,* according to whom
there is no “soul of revolt, source of all rebellions,” but only
resistances that exist in the strategic field of power relations, while
the subject has been reduced to the operations of discursive
formations. One of such significant anti-humanist theories is
associated with the early psychoanalytic teaching of Jacques
Lacan, according to whom resistance is imaginary, taking into
account that social power is in his discourse reduced to the
symbolic and the subject to the lack represented by the signifier
for another (le point de caption). Similarly radical anti-humanist
ideas in the wake of the “linguistic turn” have been proposed,
among others, by Althusser, Barthes, Kristeva, and Derrida during
the 1960s and 1970s. In this constellation, Art is most broadly
understood as a discourse or cultural text (signifying practice),
which always enunciates something other in regard to that which
is supposed to be, or, with regard to that what it is, wherewith the
resistance within the given state of affairs is produced. On the other
hand, this problem arises from reducing the notion of humanum

— here we largely refer to the young Marx — to the identification
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zakonom pod zastavom prava na zZivot (bioetika). Toj situaciji
inklinira vulgarna, banalna primjena dobro poznate avangardne
teze umjetnost = Zivot. Umjetnost kao oblik Zivota sada se

u krajnjoj instanciji poistovjeéuje sa Zivotom, ili, preciznije, s
‘granicama’ i metamorfozama tijela, Sto nema nikakve veze, prvo,
s inicifalnim zamislima dvadesetostoljetnih avangardi, i, drugo, s
Marxovom tezom o ,,tjelesnoj organizaciji individua” kao uvjetu
proizvodnje zZivotnih sredstava i (oblika) zivota samog.5 , Tijelo

je sada stroj”, kaze Negri u jednom od svojih pisama, ,,u koji se
produkcija i umjetnost upisuju.”® KapitalistiCka (neoliberalna’)

se u takvoj konstelaciji pojavljuje u sluzbi partikularizma: ona

se smjesta, na krajnje esencijalisti¢ki nacin, u prepoznatljivi
kulturalni kontekst, najée$c¢e geopoliticki profiliran, u presjeku s
autobiografskim narativom autora, iz kojega proizlazi uvjerenje da
je, samo zato $to pripada relaciji regularne promjene — promjene na
razini (povijesnoga ili geopolitickog) konteksta njene aktualizacije

- revolucionarna. Dovoljno je postmedijskim sredstvima obiljleZiti
temu radnicke klase, ili podsijetiti na socijalisticki realizam

u sveprozimajucoj kulturi sje¢anja i nostalgije, i eto ,prave
avangarde”. Ali, zapravo, rije¢ je o svemu suprotnom od avangarde
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apstraktna supsumcija zivota se, u tom smislu, pojavljuje kao — nude nam se ostaci jeftine eklekti¢ne juhe i jo$ nas uvjeravaju da
novi protustav konkretnog zivota, konkretnog ¢ovjeka i konkretne je u pitanju prava avangarda. -------- Jedna (emancipacijska) prak:';_a“" J | | ' ‘ %\‘.
povijesne prakse. Kraj osamdesetih godina prosloga stolje¢a umjetnosti, ako se posluzimo Lukacsevim rije¢ima, nasuprot'_.-"' ‘ | | 3‘;\
pokazuje rapidnu i jednodimenzionalnu kooptaciju tih perspektiva, tome, uvijek nastoji da se svojim viastitim sredstvima bori.p’r"otiv ' /- ‘
dakle, s jedne strane, antihumanisticke postavke agensa na tragu tendencija koje prijete da shematiziraju ¢ovjekovu osjet‘l]nu i ljudsku N — |
sjeziénog zaokreta” u filozofiji i estetici (diskurzivna formacija sredinu, postupcima fetisizacije i objektivacije. l_J_mj‘étnost kao JWP" B A,,;,&,,{—u “
(Foucault), manjak u Drugom (Lacan), efekt pisma (Derrida i dr.), emancipacijska praksa, zato, podrazumijeva_.on'u umjetnost koja ima V,LW%
i, s druge strane, preokupacije tijelom i afektom, ili, preciznije, sposobnost ,ukidanja zaustavljenih, feti§!zir‘énih datosti zivota”.® TV ﬁ;,-(),,zg
afektacijom po sebi, daleko kompleksniji postavki Foucaulta, Harta - VMWJ,(,,
i Negrija, Agambena, Deleuzea i Guattarija. Badiou je taj problem Pet simptoma estetike ne-razlike ‘
jednostavno sazeo u jednom iskazu: danasnja doksa kaze da S jedne strane, suoavamo '_s.e"é,' o$trom osudom estetike razlike, . ///
»postoje samo tijela i jezici”.8-------- Umijetnost kao emancipacijska ili estetike u adornovskoj.pérspektivi obrane visoke umjetnosti, \/’\/F—';:
praksa, i opcenito ono Sto bismo mogli nazvati estetickim (anti) i, s druge strane, tot@l'rz'i'rajuéom afirmacijom estetike ne-razlike,
humanizmom, svedena je na globalni kapitalo-parlamentarni koja pretposta\{!la.fédikalnu demokratizaciju umjetnosti. Ipak, da i v / )(v /(,,,1 v wf’
zahtjev za imenovanom slobodom (umjetnicke) prakse. Umjetnost li svaka ljudska Zivotinja ima pravo participirati u polju danasnje .
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ILUSTRACIJE SU SKICE NAIRA’C‘%LJ
BADIOUOVIH, PREOBLIKO\/_ANE U SVRHU
SHEMAT\ZACIJ'E_POJMOVA.
.o 44 ............................................................................................................. t ................................................................................................................................................ : ......................................................................................................................................................................................... .............. 45

THE ILLUSTRATIONS ARE SKETCHES
SIMILAR TO THE WORK OF BADIOU,
RESHAPED TO SCHEMATISE THE NOTIONS.

of a human animal with the diversity of subspecies which are
protected by the law of “democratic human rights” — the human
protection of all living bodies by law under the banner of the right
to life (bioethics). The vulgar and banal engagement of the well-
known avant-garde hypothesis “Art = Life” inclines to this situation.
Art as a form of life is at present eventually identified with life, or
more precisely, with the “limits” and metamorphoses of the body,
which, first of all, has nothing to do with the initial ideas of the 20™"-
century avant-gardes, and secondly, with Marx’s presupposition
about the “physical organisation of these individuals” as a
precondition for the production of means of subsistence and the
(modes of) life itself.5 “The body is from now on a machine” — as
Negri wrote in one of his letters — “in which both production
and Art are inscribed.” In this sense, the capitalist (neoliberal?)
abstract subsumption of life emerges as the new counterposition
to concrete life, concrete man, and concrete historical practice.
The late 1980s were characterized by a rapid and one-dimensional
cooptation of these perspectives: namely, 1. Of the anti-humanist
premise of agens in the wake of the “linguistic turn” in philosophy
and aesthetics (Foucault’s discursive formation, Lacan’s lack
in the Other, Derrida’s effect of the script, etc.) and 2. Of the
preoccupation with the body and affect, or more precisely, with
affectation in itself, the far more complex premises of Foucault,
Hart and Negri, Agamben, Deleuze, and Guattari. Badiou has
succinctly epitomized this problem in a single statement: the doxa

of the present says that “there are only bodies and languages.”®
Art as an emancipatory practice, and generally what one may call
aesthetic (anti-)humanism, has been reduced to the global capital-
parliamentary demand for the appointed freedom of (artistic)
practice. In this constellation, Art has entered the service of
particularism: it is situated in a recognizable cultural context, in a
highly essentialist way, mostly geopolitically profiled in intersection
with the autobiographic narrative of the author, which results in a
conviction that it is revolutionary, merely due to belonging to the
relation of regular change — change on the level of the (historical
or geopolitical) context of its actualization. It is sufficient to
address the issue of the working class with post-media means
of production, or to recall socialist realism in the all-pervasive
culture of remembrance and nostalgia, and there we encounter the
“true avant-garde”. Yet, it concerns something entirely opposite
to the avant-garde — what we are offered are the remnants of the
bargain eclectic soup that, as they are trying to persuade us, is
the true avant-garde. -------- Quite the contrary, the (emancipatory)
practice of Art, using Lukacs’s words, always endeavours to use
its own means in its struggle against the tendencies that threaten
with schematizing man’s sensory and human environment, using
procedures of fetishization and reification. Therefore, Art as an
emancipatory practice implies the possibility of abolishing the
reified and fetishisized, givens of life.®
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sveprozimajuce ,,demokratizacije“ ukusa, kljuéno je pitanje za
trenutno globalno stanje situacije. Izgleda da to stanje estetike
ne-razlike ipak zanemaruje moguce perspektive misljenja
emancipacijske umjetnosti danas, proglasavajuéi ih ,zastarjelim”
i ,uzaludnim idealima modernizma”, ili pak, ono &to je najceS¢e,
totalitarizmom. --------- Cini se da je svaki oblik estetickog (anti)
humanizma osuden na neuspjeh. U suvremenoj konstelaciji
umjetnosti, koja, medutim, sebi pripisuje emancipacijski atribut,
prepoznajemo nekoliko momenata: FetisSizam postprodukcionizma
- rije¢ je o afirmaciji teze o umjetnosti i umjetni¢kom djelu kao
HKulturi zasnovanoj na upotrebi formi, kulturi stalne aktivnosti
kao znaku za kolektivni ideal: diobe”." lako se takve umjetnicke
aktivnosti uzimaju za ,emancipacijske” u smjeru deregulacije
vlasni¢kih odnosa, rije¢ je 0 dominantnoj, globalnoj kulturalnoj
praksi koja mahom inklinira i povladuje proizvodnim i drustvenim
odnosima dominirajuceg kognitivnog kapitalizma i globalizma,
preciznije, rezimima kognitivno-kapitalisticke eksploatacije.'
--------- FetiSizam umjetnickog ak/rtivizma — implicira obranu teze

o drustveno-politiCkim, aktivistickim, direktnim, interventnim,
gerilskim, itd. praksama koje se, uz opravdanja koja one nalaze u
postdiSanovskoj ready-made taktici, ozna¢avaju avangardom. Za
takve interventne prakse kasnih devedesetih godina dvadesetog
stolje¢a Aldo Milohni¢ ¢e skovati zgodan termin artivizam.

Pod zastavom avangarde ispostavlja se da (kriticko- esteti¢ko?)
prosudivanje takvih djela pretezno zavisi od toga da li su akterice i

Five symptoms of the aesthetics of non-difference

On the one hand, we are facing an austere critique of the aesthetics
of difference, or aesthetics in Adorno’s perspective of defending
high art, and on the other hand, the totalizing affirmation of the
aesthetics of non-difference, which presupposes a radical
democratization of Art. Nevertheless, whether any human animal
has the right to participate in the field of today’s all-pervasive
“democratization” of taste is a crucial question for the current
global state of affairs. Apparently, this state of the aesthetics of
non-difference still neglects the possible perspectives of thinking
the emancipatory Art today, denouncing them as “outdated” and
“futile ideals of modernism,” or even more frequently, as
totalitarianism. --------- It seems that any form of aesthetical (anti-)
humanism is condemned to failure. In the contemporary
constellation of Art, which, however, assigns to itself the
emancipatory attribute, one can recognize several key moments:
Fetishism of post-productionism — the affirmation of the
hypothesis on Art and artwork as a “culture of the use of forms, a
culture of constant activity of signs based on a collective ideal:
sharing.”™ Even though such artistic activities are understood as
“emancipatory” in the sense of deregulating property relations, it
is a dominant, global cultural practice that is largely inclined to
and condescending towards the social and production relations
of the prevailing cognitive capitalism and globalism, or more
precisely, towards the regimes of cognitive-capitalist

akteri takve djelatnosti ispunili zahtjeve pretpostavljenih kulturalnih,
umjetnickih projekata (NGO). Borba aktera za mo¢ i vidljivost
postaje poligon za suceljavanje kvantitativne dimenzije umjetnosti i
narcisti¢kog prava na umjetnost (autor), ali ne i kvalitativne,

buduci da je ono Sto umjetnosti postalo s krajem modernizma
potpuno izliSno pitanje. Jer, kako je to primijetio jos Adorno,
svakoj emancipacijskoj umjetnosti imanentan je dvostruki karakter
umjetnosti koji je sadrzan u dijalekti¢koj napetosti izmedu vlastite
autonomnosti i fait social u odnosu na empiriju: ,U tome se

Cisto kristalizuju odnosi napetosti u umetni¢kim delima i svojom
emancipacijom od ¢injeni¢ne fasade pogadaju realnu bit.“1®---------
Fetisizam postmedijske umjetnosti — ako se prisjetimo definicije
postmedijske umjetnosti koju je Rosalind Krauss dala u jednom

od svojih kritickih tekstova, vidjet c¢emo da ona pod pojmom
postmedij podrazumijeva proces diseminacije konvencija koje
proizlaze iz materijalnih uvjeta tehni¢ke podrske (technical support)
medija na takav nacin da se sam pojam medij nikada ne moze
poistovijetiti s fizickom specificno$¢u danih materijalnih aspekata.'
Ipak, danas se termin postmedij Cesto koristi kao sinonim za tek
formalnu hibridizacija osjetila. Drugim rijec¢ima, bliski termini novi
medij, metamedij i postmedij u sveprozimajucoj se estetici ne-
razlike identificiraju s kompjuterskom multimedijom i digitalnim
komunikacijskim mrezama, $to nije daleko od Manovichevih

teza. Takva umjetni¢ka djelatnost zagovara i brani tezu o stalnom
uvodenju novih tehnika i tehnologija komunikacije; medutim, ona

exploitation.™ --------- Fetishism of artistic ac/rtivism — implies a
defence of the hypothesis on the socio-political, activist, direct,
interventionist, guerrilla, etc. practices, which are, with justifications
that are found in the post-Duchampean ready-made tactics,
described as avant-garde. For such intervention practices in the
late 1990s, Aldo Milohni¢ has coined a convenient term artivism.™
Under the banner of the avant-garde, it turns out that the (critical-
aesthetical?) judgment of such artworks largely depends on
whether the agents of the activity in question respond to the
demands of the supposed cultural and artistic projects (NGO). The
struggle of these agents for power and visibility becomes a
polygon for an encounter between the quantitative dimension of Art
and the narcissist right to Art (the author) rather than the qualitative
dimension, since the what of Art became an utterly superfluous
question with the end of modernism. Namely, as Adorno has
already remarked, an integral element of all emancipatory Art is the
double character of Art, contained in the dialectical tension
between its own autonomy and the fait social in relation to the
empirical: “The complex of tensions in artworks crystallizes
undisturbed in these problems of form and through emancipation
from the external world’s factual facade.”’3-------- Fetishism of post-
media art - if one recalls the definition of post-media art offered by
Rosalind Krauss in one of her critical texts, one shall see that she
uses the term post-medium to denote the process of the
dissemination of conventions that result from the material
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se namece kao puki cilj takve djelatnosti. Toj tendenciji inklinira
fetiSizam umjetnosti kao dogadaja ili afektacije, gdje se susreéemo
s (vulgarnom) implikacijom umjetnosti i samog Zivota. Takvo djelo
se proglasava ,emancipacijskim®, ,novim*, ,avangardnim®“ samo
zato S$to predstavlja efekt djelovanja novomedijske, metamedijske,
postmedijske djelatnosti, suprotno modernisti¢koj ,zavrSenosti

i postavljenosti djela u svijet“.” --------- FetiSizam proizvodnje
subjektivnosti — takav vid umjetnicke djelatnosti isrcpljuje motiv
krize subjektivnosti koja, posebno, od druge polovice dvadesetog
stolje¢a predstavlja jednu od vodecih sila emancipacijskih

praksi umjetnosti. Medutim, pokazuje se da eksperimentiranje

sa subjektivnoscéu stoji u sredistu suvremene (neoliberalne)
kapitalisti¢ke proizvodnje.'® Afirmativna sila takve umjetnosti jest
fetiSizam implikacije subjektivnosti i kooperacije, komunikacije,
kontinuiteta fluksa, nematerijalnog rada i opéeg intelekta',
proliferacije identiteta, intenzifikacije procesa individualizacije,
prakticiranja, mobilizacije, radikalne potrosnje (inter)subjektivnosti,
cirkulacije informacija, itd. Rije¢ je, kaze Lazareto, ,,0 jednom
autoritarnom nacinu govora: treba se izrazavati, treba govoriti,
treba komunicirati, treba kooperirati”.’® U takvoj konstelaciji
umietnicki individuum se pojavljuje kao ,kreativni pobunjenik”'®
koji se, ako ima nesto financijskog i institucionalnog, dispozitivnog
(odnosi mo¢i) pokri¢a, vieSto uklapa u nomadske, fleksibilne
nacine Zivljenja, i fleksibilno odgovara na izazove postfordisticke
proizvodnje, razmjene i potrosnje. -+ FetiSizam umjetnosti

conditions of the technical support of the media, so that the very
term medium can never be identified with the physical specificities
of the given material aspects. Nevertheless, today the term post-
medium is often used as a synonym for the merely formal
hybridization of the senses. In other words, the affiliated terms new
medium, meta-medium, and post-medium are in the all-pervasive
aestheticism of non-difference identified with the computer
multimedia and digital communication networks, which is not far
from Manovich’s hypotheses. Such artistic activity advocates and
defends a hypothesis on the permanent introduction of new
communication techniques and technologies; however, it imposes
itself as a mere goal of such activity. This is the tendency favoured
by the fetishism of Art as the event or affectation, where we
encounter the (vulgar) implication of Art and life as such. Such an
artwork is proclaimed to be “emancipatory”, “new”, and “avant-
garde” merely because it represents an effect of the new-media,
meta-media, or post-media activity, contrary to the modernist
completion of and positioning the artwork into the world.™® ---------
Fetishism of the production of subjectivity — this aspect of artistic
activity exhausts the motif of the crisis of subjectivity, which has
been, especially since the second half of the 20" century, one of
the leading powers of emancipatory art practices. However, it has
turned out that experimenting with subjectivity stands in the focus
of (neoliberal) capitalist production.'® The affirmative power of such
Art is the fetishism of the implication of subjectivity and

memorije i nostalgije — pojam umjetnosti memorije i nostalgije

(la mode rétro) blizak je onome §to se danas u popularnoj
varijanti naziva kulturom sje¢anja. Ta specifi¢na djelatnost na
polju umjetnosti naj¢esc¢e uzima oblik recikliranih postojec¢ih
tekstova kulture u vidu postmodernisti¢kog pasti$a.?’ Vulgarna
primjena teze o umjetnosti kao sjecanju, — koja bi, uzgred,

mogla imati emancipacijsku dimenziju u onoj mjeri u kojoj bi ona
bila bliska fidelité eti¢kog subjekta — radije se pojavljuje u vidu
samozadovoljavajuce igre povijesnih iluzija, koja se ne zasniva
na Realnom umjetnosti, nego na prakticiranju doslovne imitacije
i mimikrije, u vlastitom ciniénom uvjerenju da tako ,;subvertira”
prakse nalazimo u onim umjetnic¢kim djelatnostima koje se,
zapravo, nostalgic¢no i egzoti¢no ,prisjec¢aju” komunistickih i
socijalisti¢kih estetskih obrazaca umjetnosti, pogotovu onih
socijalisti¢kog realizma. Takav vid umijetni¢ke djelatnosti nema
nikakve veze s umjetno$¢u kao emancipacijskom praksom, nego
se ona strukturira oko odredenih kulturalnih mitova i stereotipa
vezanih za proslost. -+ Danas su pojedini teoretiCari umjetnosti i
kulture skloni afirmativnim tvrdnjama da ,,vi§e nema razlike izmedu
umetni¢kog dela ili bilo kog drugog kulturalnog ili drustvenog
artefakta, odnosno, izvodenja, odnosno, prakse.”?' Medutim, nije
svaka umetnicka praksa — konkretna praksa. Praksa nije nesto $to
bi jednostavno bilo protustav umjetni¢kom radu kao zavrSenom
komadu. Ne radi se ovdje o komadu ili dematerijalizaciji i pukoj

cooperation, communication, continuity of flux, non-material work,
and general intellect,'” proliferation of identity, intensification of the
processes of individualization, the practicing, mobilization, and
radical consumption of (inter-)subjectivity, circulation of information,
etc. Quoting Lazzarato, it concerns a “discourse that is
authoritarian: one has to express oneself, one has to speak,
communicate, cooperate, and so forth.”® In such a constellation,
the artistic individual emerges as a “creative rebel”'® who, if having
some financial and institutional, dispositive background (power
relations) readily fits into the nomadic, flexible modes of life, and
flexibly answers the challenges of post-Fordist production,
exchange, and consumption. «------- Fetishism of the art of memory
and of nostalgia — the notion of the art of memory and of nostalgia
(la mode rétro) is similar to that which is today, in a popular variant,
termed the culture of remembrance. This specific activity mostly
takes the form of recycling the existing texts from the field of
broader culture in the manner of postmodernist pastiche.? As a
vulgar implementation of the hypothesis on Art as remembrance -
which might, apropos, have an emancipatory dimension to the
extent to which it came close to the fidelité of the ethical subject —
prefers to appear in the form of a self-sufficient play with historical
illusions, and is founded on literal imitation and mimicry rather than
the Real of Art, in its specific cynical belief that it will thus “subvert”
the democratic-materialist norms. The most interesting form of this
practice can be found in those artistic activities which, in fact,
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dinamizaciji umjetni¢kog objekta na razini forme, pojavnosti,
modusa egzistencije djela. Praksa je, pozvat ¢emo u pomoé
Althussera, kvalitativni teorijski i povijesni diskontinuitet teorijske
ideoloSke prakse njene pretpovijesti (epistemoloski prijelom), kojim
se vrsi transformacija ideoloSkog proizvoda postoje¢ih empirijskih
(konkretna aktivnost ljudi) praksi u ,saznanja”, odnosno naucne
isting@.22 -------- U skladu s tim, pojam emancipacijske umjetnicke
prakse ne treba mijeSati s eksperimentalnom umjetnoSéu ili
umjetnos¢u koja pukom spektakularizacijom izaziva ,,drustvene
konflikte”, niti s ne¢im $to se danas vrlo popularno naziva
umjetnoséu u doba kulture, umjetnoséu memorije, itd. Rije¢ je o
umijetnosti koja je ,sposobna”, nezavisno od vanjskih aspekata djela,
forme, medija ili tehni¢ke podrske, za proizvodnju generickih istina,
u terminima Badioua, ili, naucnih istina, u terminima Althussera. Ono
Sto je najbitnije njena je politi€nost sadrzana u estetsko-politickoj
distanci koju takva umjetnost proizvodi u odnosu na postojece.

Protustav umjetnosti kao emancipacijske prakse i umjetnosti
memorije

Veliki simptom globalnog stanja i situacija svijeta umjetnosti

jest iS¢ezavanje (upotrebe) pojma) avangarde. Avangarda,
zasigurno, danas vi$e ne postoji u onom obliku i znacenju koji
nam je povijesno poznat. Istina, jo$ je Peter Birger u svojoj Teoriji
avangarde? tvrdio da je avangarda ,jistorijski zavr§en projekat” te
da neoavangarde nisu nista drugo do institucionalizacija izvornih

nostalgically and exotically “remember” the communist and socialist
aesthetic patterns of art, especially those of socialist realism. This
form of artistic activity has nothing to do with Art as an emancipatory
practice; instead, it is structured around certain cultural myths and
stereotypes linked to the past. -------- Today, some theoreticians of
Art and culture are inclined to assertive statements that “there is no
longer any difference between an artwork, or any other cultural or
social artefact, and performance, that is, practice.”?' However, not
every art practice is a concrete practice. Practice is not something
that would simply function as a counter-stance to an artwork as a
finished piece. It is not about the piece, or about the
dematerialization and mere dynamization of an art object on the level
of form, appearance, or modus of existence. Referring to Althusser,
one may say that practice is a qualitative theoretical and historical
discontinuity of the theoretical ideological practice of its prehistory
(the epistemological break), performing a transformation of the
ideological product of the existing empirical practices (the actual
human activity) into “knowledge”, that is, into scientific truths.?
--------- In accordance with this, the notion of emancipatory art
practices should not be confused with experimental art or art that
provokes “social conflicts” by means of mere spectacularization, or
with what is today very fancifully called art in the age of culture, art of
memory, etc. It is Art that is “capable” of producing generic truths,
using Badiou’s terminology, or scientific truths, using Althusser’s,
regardless of the external aspects of the artwork, its form, medium

avangardisti¢kih namijera. Ipak, je li to ba$ tako? Da li ¢emo osuditi
avangardu na dobro poznati totalni globalisti¢ki kraj prema kojemu
,VviSe vredi Zrtvovati umetnost nego ostaviti realno”?2 Cinjenica
da svaki povijesni moment avangarde ne moze naci nikakav
ekvivalent u sadasnjoj stvarnosti upravo govori o univerzalnosti
njezina prisustva, Sto Ce reci njezine pripadnosti, ali ne i njezine
ukljucenosti u svijet umjetnosti.?® Po nasem videnju, ona nikada
ni¢emu i nije odgovarala, buduci da je emancipacijski atribut
avangarde uvijek ono §to mora doci na jedan sasvim neizvjestan
nacin, ali - posebno govoredi sada iz i u ime dispozitiva, odnosno
hitne potrebe trenutnog stanja stvari — ne u vidu odlozenog
(pasivnog) ¢ekanja i nekog odloZenog, dalekog utopijskog
projektiranja u buducnost, nego radije kao jedno aktivirano i
aktivno hilijasticko?® iSCekivanje dogadaja ljudske emancipacije

i subjektivacije. Postavlja se pitanje: odakle i kako mi znamo da
su te povijesne avangarde i emancipacije bile u nekom smislu
prave, stvarne ili jo$ bolje istinske? Odakle proizlazi ova Vjera u
njenu istinitost, u njeno Realno? Kako pamtimo to Realno i da li
se ono uopc¢e moze pamtiti? Baudelaire je davne 1846. godine
napisao: ,Paméenije je najvazniji kriterij umetnosti; umjetnost je
mnemotehnika lijepoga.”?” To pamcenje Realnog emancipacije

u polju umjetnosti nema nikakve veze s postmodernistickom
kulturom sjecanja, koja se danas nameée na jedan sasvim
neupitan i neproblemski nacin. Jer ono $§to nam kultura sje¢anja,
ili ideologija ,,umjetnosti u doba kulture”, kulturalni relativizam i

or technical support. What is most important is its political character,
inherent in the aesthetico-political distance that this Art produces
with regard to the existing.

The counterposition of Art as an emancipatory practice and
the art of memory

A crucial symptom of the global state and situation of the world of
Art is the disappearance of the (use of the term of) avant-garde.
Certainly, the avant-garde no longer exist in the form and meaning
that we know from history. Peter Birger has already stated in his
Theory of the Avant-garde® that the avant-garde is a “historically
completed project” and that the neo-avant-gardes are nothing but
the institutionalization of the original avant-garde intentions. But

is it really so? Should we condemn the avant-garde to the familiar
globalist end when it is better to “sacrifice Art than to give up

on the real”??* |t is a fact that no historical moment of the avant-
garde can find its equivalent in the present reality, which speaks
of the universality of its presentation, that is, of its belonging, but
not its inclusion in the world of Art.?® In my opinion, it has actually
never corresponded to anything, as the emancipatory attribute of
the avant-garde is always that which must come in a completely
unpredictable way, yet — especially speaking from and on behalf
of the dispositive, or an urgent need of the current state of affairs
- not in the sense of postponed (passive) waiting, or a postponed,
distant utopian projection into the future, but rather as an activated
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formalno-konsezualna paradigma afirmacije kulturalnih razlika
nude nije nista drugo do laZni realizam u kojemu povijest estetickih
stilova zamjenjuje i zamagljuje Realnu, Stvarnu (konkretnu)
povijest. ,,Takva podtekstualnost mnemonickih naknadnih slika,
koje treba razlikovati od svakog pastiSa i otvorenih citata”, kaze
Hal Foster, po Baudelaireu ,tvori umjetnicku tradiciju”, Cije djelo
mora ,prizvati sje¢anje na velike prethodnike u toj tradiciji kao svoj
temelj i potporanj”?, Sto god da je Baudelaire podrazumijevao pod
umjetni¢kom tradicijom i paméenjem, po nasem citanju, izgleda

da ovdije nije rije¢ o konstrukciji tradicije, nego, ipak, o onome to
Badiou naziva ,vjerom” (fidelité) u radikalni susret i heuristi¢ku
otvorenost za nepoznato (dogadaj Istine). To nije onaj vid pamc¢enja
i eksploatacije povijesti i povijesnih estetika koje djeluju, posluzit
¢emo se Fosterovim rije¢ima , u vidu ,idealistiCke kompenzacije

za kapitalisti¢ko postvarenje”, imajuci u vidu da ,postvarenje i
ponovno ozivljavanje tvore jednu od ‘antinomija gradanske misli’"2,
nego je prije rije¢ o eti¢koj potrebi ljudske Zivotinje da ne popusti
pred svojom zeljom (ne pas céder sur son désir).*°

Ne zaboravi onaj dio sebe koji ne poznajes!

Kako onda razumijeti to ne-zaboravijanje Realnog emancipacije
u polju umjetnosti na tragu nase interpretacije Baudelaireove
anticipiraju¢e maksime o paméenju? U odgovoru na to pitanje
mogao bi nam pomoc¢i Badiou: ,Nikada ne zaboravi ono §to

si srela” (...) ,Nastavi (Continuer!), nastavi duz niti Realnog”*'

and active chiliastic, non-eschatological®® expectation of the event
of human emancipation and subjectivization. One may ask the
following: whence and how do we know that these historical avant-
gardes were in some sense genuine, real, or even better - true?
Where does this Faith in their truthfulness, in their Real come from?
How do we remember the Real, and can it be remembered at all?
Back in 1846, Baudelaire wrote: “Memory is the great criterion of
Art; Art is the mnemotechny of the beautiful.”?” This memory of
the Real of emancipation in the field of Art has nothing to do with
the postmodernist culture of remembrance, which today imposes
itself in a perfectly unquestionable and unproblematic way. For
that which the culture of remembrance, the ideology of “Art in the
age of culture,” the cultural relativism, and the formal-consensual
paradigm of asserting cultural differences offer is nothing else

but fake realism, in which the history of aesthetic styles supplants
and blurs the Real (concrete) history. “This kind of subtextuality

of mnemonic afterimages - to be distinguished from any sort

of pastiche of overt citations,” says Hal Foster, for Baudelaire
“constitutes an artistic tradition,” whose work must recall the great
predecessors in this tradition as its foundation and support.®
Whatever it was that Baudelaire understood under artistic tradition
and memory, according to our interpretation it seems that it has
nothing to do with the construction of tradition, but what Badiou
has termed “fidelity” (fidelité) in the radical encounter and heuristic
openness for the unknown (the event of Truth). It is not the aspect

emancipacije u polju umjetnosti. --------- Umijetnica-pojedinka
pristupa umjetni¢koj konfiguraciji-subjektu, koja je u Badiouovu
sistemu skup umijetnickih djela. Umjetnice i/ili recipijentice

kao ljudske razmjenljive Zivotinje nisu niSta drugo do ne-tko/

neke — partikularna mnostva koja, zahvacena neposrednim
konsekvencijama umjetni¢kih dogadaja i putem fidelité uspijevaju
pristupiti kompleksnoj konfiguraciji umjetni¢kog emancipacijskog
momenta. Na taj je nacin misljenje umjetnosti kao emancipacijske
prakse, njezina generi¢nost i univerzalnost, njezina sposobnost za
obracanje svima, moguce u suvremenoj konstelaciji, tvrdi Badiou.
To ne znadi da takva umjetnost negira kvalitativnu i kvantitativnu
razliku izmedu (situacija) mnostava. Naprotiv. Rije¢ je o momentu
kada kulturalna razlika prestaje biti bitna, ali ne u korist Jednog,
nego u korist, da se izrazimo na nacin Marxa, univerzalne

ljudske emancipacije i proizvodnje mogucéeg, novog, generickog
humanuma koji je u protustavu sa svim dosadasnjim povijesnim
formama i njezinim predikatima (obitelj, vlasnistvo, nacija-drzava,
rasa, klasa, spol itd.). -+ Eticka potreba koja je sadrzana u
antiteleoloskom imperativu ne zaboravi |, po nasoj poziciji, vidimo,
nema nikakve veze s etikom paméenja, memorije, sjec¢anja,

u onoj primjeni koja vrsi puku citatnu eksploataciju formalnih
povijesnih estetika, stilova, pravaca i pojava. Ne-zaboravijanje
podrazumijeva, radije, misljenje i praksu razmjestanja, preobrazaja
i restrukturiranja, ,mog mnostva-bi¢a prema Besmrtnom, prema
Istini koja nju (moje mnostvo-biée) drzi i u i kroz koje prodire i

of memory and exploitation of history and historical aesthetics
that are active, using Foster’s expression, in the form of “idealist
compensation for capitalist reification,” keeping in mind that
“reification and reanimation make up one of the ‘antinomies of
bourgeois thought’,”?® but rather the ethical need of the human
animal not to succumb to its desire (ne pas céder sur son désir).*°

Do not forget that part of yourself that you do not know!

How should one then understand this not-forgetting of the Real

of emancipation in the field of Art, following our interpretation of
Baudelaire’s anticipating maxim on memory? Badiou may help in
answering the question: “Never forget what you have encountered”
(...) “And consistency, which is the content of the ethical maxim
‘Keep going!” (Continuer!), keeps going only by following the
thread of this Real”3' of emancipation in the field of Art. The artist-
individual approaches the artistic configuration-Subject, which is
in Badiou’s system the sum of artworks. Artists and/or recipients,
as human exchangeable animals, are nothing but some-one/
some-ones - specific multiples that, caught in the immediate
consequences of artistic events and through fidelité, manage to
address the complex configuration of the artistic emancipatory
moment. In this way, reflecting on Art as an emancipatory practice,
its generic and universal character, its ability to speak to anyone,

is possible in the contemporary constellation, as Badiou claims.
This does not mean that such Art negates the qualitative and
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prelama ga (transpercement)“. To je onaj eti¢ki zahtjev koji nalazimo
u lakanovskoj etici psihoanalize: ,Ne odustaj od onog dijela sebe
koji ne poznajes“! 32 To ne-poznato sebe prakti¢kog uma je ,,ono
Sto viSe ne Zivi u vlastitoj kuci“.*® Ono nije niSta drugo do estetsko-
politicka distanca (subjektivacija — vrijeme i prostor postdogadajnih
konsekvencija) koju ljudska Zivotinja ,iskuSava“ u polju umjetnosti;
estetsko-politicka distanca izmedu dogadajnih suplemenata
(tragova) (Istina) i punktuacije (trouée) neke/nekih ,vjerom*
(fidelité) u te iSCezavajuce suplemente. Rije€ je o duZnosti koja se
suprotstavlja patoloskoj zapovjesti Ego-ideala, odnosno njegova
suplementa Super- ega/Drugog, sadrzanoj u Volji za uzivanjem —
zapovijesti koja stavlja subjekt na mjesto barijere, mjesto manjka

u Drugom. To je duZnost koja se suprotstavlja duznosti kao

¢istom moralnom kategori¢kom imperativu Drugog, zahtjevu Volje
za uzivanjem. DuZnost ljudske Zivotinje-subjekta lezi u njezinoj
(subjekt) sposobnosti (potentia) za evakuaciju Volje za uzivanjem.
Relacija ,principa“ sre¢e i duzZnosti ljudskih Zivotinja i subjekata
umjetnosti, onako kako je mi vidimo, nije odnos negacije, nego
prije odnos indiferencije.

Umjesto zakljuc¢ka : novi revolucionarni subjekt umjetnosti?
Ako se oslonimo na Badiouove teze, vidjet ¢emo da Subjekt
umjetnosti nije autor, nego da je umjetni¢ko djelo Subjekt
umijetnic¢ke procedure kojoj djelo pripada, ¢ime ono zadobiva
atribut Univerzalnosti, buduéi da se obrac¢a svima. Preciznije,

quantitative difference between the (situation of) multiples. On the
contrary, it is a moment when the cultural difference is no longer
important, but not in favour of One, but in favour of, paraphrasing
Marx, universal human emancipation and the production of a
possible, new, generic humanum that is in opposition to all previous
historical forms and its predicates (family, property, nation-state,
race, class, etc.). The ethical need involved in the anti-teleological
imperative do not forget!, in our opinion, has nothing to do with the
ethics of remembrance or memory, in a regime that merely exploits
formal historical aestheticisms, styles, trends, and phenomena.
Instead, not-forgetting is comprised of thinking and practicing the
displacement, transformation, and restructuring of “my multiple-
being according to the Immortal and the Truth which it (my multiple-
being) holds”, and in or through which it enters and refracts through
(transpercement). That is the ethical demand that we find in Lacan’s
ethics of psychoanalysis: “Do not give up on that part of yourself
that you do not know!” ¥ This not-known part of oneself in the
practical mind is that which “does not really ‘live at home’.”* It is
nothing but the aesthetico-political distance (subjectivization — the
time and space of post-evental consequences) that the human
animal “tests” in the field of Art; the aesthetico-political distance
between the supplements (traces) of event (the Truth) and the
punctuation (trouée) of some-one/some-ones by “fidelity” (fidelite)
into these vanishing supplements. It concerns a duty opposed

to the pathological command of the Ego-ideal, or rather its

umijetnicko djelo je subjektna (i subjektiviziraju¢a) tocka umjetnicke
Istine. Ono je, tako, lokalna instanca ili diferencijalna tocka

Istine, dok je Subjekt diferencijalna tocka umjetnic¢ke procedure.
Badiouove teze pokazuju da imanentnost i singularnost Istine

ne lezi ni u umjetni¢kom djelu niti u autoru djela, nego u
umjetnickoj konfiguraciji koja je pokrenuta dogadajnim prekidom.
Jer, umjetni¢ki Dogadaj uvijek zaposjeda locus ruba, granice
besformnog, tocke na kojima su formalna sredstva postojecih
umjetnosti proSirena (ekstenzija situacije nasuprot transcendenciji)
preko utvrdenih i poznatih granica. Umjetnicki Dogadaj otvara
mogucnost konceptualizacije onoga $to je bilo neshvatljivo,
nerazumljivo, traumati¢no, nepoznato, neimenljivo, neiskazivo,
nerazlugivo itd. Umjetni¢ki Dogadaj kao demonstracija te
mogucnosti, takoder, podrazumijeva da nije posrijedi samo Istina
jednog partikularnog umjetni¢kog djela, nego grupe umijetnickih
istrazivanja koja su manije ili vise neimenljiva i neprenosiva u
prevladavajuce stanje situacije. Time Badiou istovremeno osigurava
univerzalnost i partikularnost umjetnosti kao generi¢ke procedure
istine.®* Vidimo, dakle, da umjetni¢ko djelo nije ni Dogadaj niti
Istina u polju umjetnosti. -------- Umijetni¢ko djelo je materijal,
tijelo, €injenica umjetnosti, dok je Istina umjetnic¢ka procedura
koja je pokrenuta dogadajem. Ta procedura nastaje ,zbrajanjem*
vise umjetnickih djela. Partikularni umjetnicki rad ili istrazivanje

je, da ponovimo, ,subjektna tocka umijetnicke istine“, dok

grupa umjetnickih istrazivanja ili radova €ini konfiguraciju koja je

supplement Super-ego/Other, contained in the Will to pleasure — the
command that posits the subject in the place of the barrier, in the
place of the lack in the Other. It is a duty that opposes duty as a
purely moral categorical imperative of the Other, the demand of the
Will to pleasure. The duty of the human animal-subject resides in

its (subject) ability (ootentia) to evacuate the Will to pleasure. The
relationship between the “principle” of happiness and the duty of
human animals and subjects of Art, as we see it, is not a relationship
of negation, but rather one of indifference.

Instead of a conclusion: A new, Revolutionary Subject of Art?
Referring to Badiou’s hypotheses, we shall see that the Subject of
Art is not the author; instead, it is the artwork that is the Subject

of the artistic procedure to which the artwork belongs - in which

it acquires the attribute of Universality as it addresses everyone.
More precisely, artwork is the subjective (and subjectivizing) point
of artistic Truth. It is thus the local instance, or the differential

point of Truth, while the Subject is the differential point of artistic
procedure. Badiou’s hypotheses show that the immanence and
singularity of Truth do not reside either in the artwork or in its
author, but in the artistic configuration triggered by a break in the
Event. For the artistic Event always occupies the locus of a margin,
a borderline to the formless points in which the formal means of the
existing arts have been extended (extension of the situation versus
its transcendence) beyond the established and familiar borders.
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Univerzalna. Konfiguracija, pri tome, nije umjetnic¢ka forma, Zanr,

ili neki pretpostavljeni objektivni period u povijesti umjetnosti, niti
je u pitanju ,tehnicki“ dispozitiv (medij). Radi se o identifikaciijskoj
sekvenci, koja je inicirana Dogadajem, koja proizvodi Istine,
obuhvacajuéi virtualni beskonac¢ni kompleks umjetnickih djela.

1z svih tih teza slijedi da emancipacijska praksa umjetnosti
pretpostavlja specificnu estetsko-politicku distancu —
emancipacijsku dimenziju. Umjetnost je tako ,skup sila“ sadrzan

u pedagoskoj praksi, pod uvjetom da pedagoska praksa ili
obrazovanje nisu usidreni u didaktici osjetila, nego u procesu
raspodijele oblika znanja na takav nacin da neka istina zadobiva
moguénost ,prolaza“, probijanja rupe, procijepa u danom diskursu,
rezimu, dispozitivu znanja. -------- Ipak, na kraju, namece se sljedece
pitanje: Ako ,,sve pocinje“ s Dogadajem,® ili, jo$ preciznije,

sa zrelos¢u dogadajnog mjesta, a ne s vitalnom, osjetilnom,
potrebom?®® recipijenta-ljudske Zivotinje-autora kao ,,‘iSezavaju¢im’
uzrokom“®” emancipacijske prakse, podrazumijeva li to da
moramo cekati — i koliko dugo? — neko odgovaraju¢e dogadajno
mjesto u situaciji, zatim neki ili neke dogadaje na tom mjestu,
nekoga ili nesto koje se, dalje, putem fidelité, subjektivizira u ime
umijetniCke Istine kao traga Dogadaja, zatim neko mnostvo koje se
subjektivizira proizvodeci tako umjetnicke sekvence, serije, i lance
emancipacije za subjektivacije, koje su u Badiouovu inestetickom
sistemu uvjet generickog ¢ovjeCanstva? -------- Predlozit ¢emo
radije jedno neeshatolosko, znaci: aktivirano hilijasticko iScekivanje

The artistic Event opens up the possibility of conceptualizing that
which was formerly non-understandable, inconceivable, traumatic,
unknown, unnameable, unutterable, indiscernible, etc. The artistic
Event, as a demonstration of that possibility, also implies that it is
not only the Truth of a particular artwork that is at stake here, but
a group of artistic explorations that are more or less unnameable
and non-transferrable into the prevailing state of affairs. In this way,
Badiou ensures both the universality and the particularity of Art as
the generic procedure of truth.® Thus we see that the artwork is
neither the Event nor the Truth in the field of Art. The artwork is a
material, a body, a fact of Art, while the Truth is an artistic procedure
triggered by the event. That procedure comes into existence by
“adding up” several works of art. A particular artwork or artistic
exploration is, again, “the subject point of artistic truth,” whereas
the group of artistic explorations or artworks is a configuration that
is Universal. Thereby this configuration is no artistic form, genre,
or a supposed objective period in art history, nor it regards some
“technical” dispositive (medium). Instead, it is an identification
sequence initiated by the Event, which produces Truths by
encompassing the virtually endless complex of artworks.

What follows from all these hypotheses is that the emancipatory
practice of Art presupposes a specific aesthetico-political

distance — an emancipatory dimension. Thus, Art is a “sum of
forces” contained in pedagogical practice, under the condition
that the pedagogical practice or education are not anchored in the
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didactics of the senses, but in the process of distributing the forms
of knowledge in such a way that the truth has the possibility of
“passage”, or forcing a hole, a rift in the given discourse, regime,
or dispositive of knowledge. -------- Nevertheless, the following
question imposes itself eventually: If everything “begins” with

the Event,® or more precisely, with the maturity of the place

of the event, rather than with the vital, sensuous need*®® of the
recipient-human animal-author as the “‘vanishing’ cause”®’ of the
emancipatory practice, does that imply that we must wait — and

for how long? - for a convenient place of event in a situation, then
for the event or events in that place, for someone or something
that is further, through fidelité, subjectivized in the name of artistic
Truth as the trace of the Event, then a multiple that is subjectivized
and thus produces artistic sequences, and then for the chains

of emancipation for the subjectivizations, which are in Badiou’s
inaesthetic system a precondition for generic humanity? ---------
Instead, we would like to propose an activated, non-eschatological,
chiliastic expectation, which is active insofar as it does not rely on
familiar images from the past or on distant, projective, and utopian
images of the future, but reacts to the existing hic et nunc. It
seems rather urgent, therefore, to get acquainted with the maturity
of conditions on the agenda of the given situation, as only such
practice has the capacity for logical and concrete correction and
sharpening,® without “damaging its character of affect” and its own
aesthetico-political, temporal-spatial distance.
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