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IzloZzbeni kompleks moderniteta progoni suvremenu urbanost.

Danasnja rasprava o ulozi gradova kao takvih i o kulturnim
implikacijama Urbanosti igra istaknutu ulogu u kulturnim, ali

i u drustvenim i politickim debatama. lako aktualne debate o
ekoloskom i odrZivom razvoju daju snazan i nov poticaj diskursu
0 gradovima, pitanja urbane forme, ,modela“ i ,prostornog
plana“, jos$ uvijek se kose sa svakodnevnom stvarno$céu, koja

je umnogim gradovima odredena naizgled nekontroliranim
Sirenjem i sve vecim predgradima, koja su u nekim slu¢ajevima
vec zadrla u srediste grada. Koncepti kao §to su ,Edge City,
Generic City, Mega City, Spraw! City, Non-Place Urban Realm,
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Modernity’s exhibitionary complex haunts contemporary
urbanity.

Today'’s discussion on the role of cities as such and the cultural
implications of Urbanity take up a prominent role in the cultural,
but also in the social and political debates. And although the
current debates on ecological and sustainable developments

are generating a strong new momentum for the discourse on
cities, the question of urban form, the question of the "Leitbild”,
the "Master Plan” still is at odds with an everyday reality which

in most cities is defined by seemingly uncontrollable sprawl, an
evergrowing periphery, which in some cases already intruded into
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Urban Plankton, The City as Region, Carpet Metropolis,
Zwischenstadt...” samo su neki od termina koji ukazuju na
sve vec¢u nemogucnost generalizacije tih razvojnih tendencija
unutar nekog jedinstvenog koncepta. Poku$aji da se shvate
ti fenomeni vezani uz nestanak jasne granice izmedu grada i
sela, urbanog i ruralnog, ¢ine se nepreglednima. Ne samo da
je postalo suvisno razumieti, formalizirati i predstaviti trenutno
stanje gradova, nego polagano nestaje i osjecaj za mogucnost
nekog prostornog plana koji bi se zasnivao na znanstvenom
istrazivanju, kao u vrijeme modernizma. Mnoge suvremene
urbane teorije zasnivaju se na tumacenju takvog razvoja
kao fragmentacije, kako urbane tako i javne sfere. Kritiéar_i,-"'
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the city centers. Concepts like “Edge City, Generic City, Mega
City, Sprawl City, Non Place Urban Realm, Urban Plankton, The
City as Region, Carpet Metropolis, Zwischenstadt...” are just
some terms showing the growing impossibility to generalize these
developments under a single concept. Attempts to comprehend
those phenomena surrounding the disappearance of a clear
boundary between city and country, or between urban and rural,
seem to be endless. Not only has it become obsolete to try to
understand, formalize and represent the current urban state,

but also a sense of the possibility for a master plan grounded on
scientific research as in Modernism has slowly vanished. Many
contemporary urban theories are based on a reading of these
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poput Marka Wigleya tvrde da je termin fragmentacija ovdje
problemati¢an utoliko $to pretpostavlja entitet koji je jednom bio
cjelovit, a danas je razbijen." Ali ipak je oCito da unutar urbanog
tkiva postoji sve veci broj naizgled nesumijerljivih elemenata.
Upravo su ta kontradiktorna spacijalnost i povremena
polarizacija prostora ono $to dovodi do pojave prostora
»pojacane razli¢itosti“, kako je to nazvao arhitekt Rem Koolhaas
U svojoj interpretaciji suvremenog razvoja kineskih metropola.?
Ali granice se nisu umnogostrucile samo u strelovitoj kineskoj
urbanizaciji. Granica nacionalne drzave mozda je izgubila
vaznost kao sredstvo nacionalnog identiteta time $to je postala
porozna zahvaljujuci tehnologiji, kao i migraciji i mobilnosti
pojedinaca, ali granice su se ipak umnozile u obliku novih
sustava kontrole i pracenja, a ponekad ih proizvode i tehnoloske
metode transferabilnosti izmedu razliitin kodova.

Pogledamo li novije urbanisti¢ke debate o tome kako se uhvatiti
u kostac s procesima heterogenizacije i polarizacije unutar
uglavnom dereguliranog stanja planiranja — uz snazno opadanje
vlasti klasi¢nih institucija gradskog planiranja — mozemo razluciti
ideju urbanosti koja s iznenadujuce slicnim konceptima reagira
na pritiske sve globaliziranije transnacionalne konkurencije
medu gradovima koji se nastoje pozicionirati na karti svijeta.
Ideoloska osnova tog oblika urbanosti mogla bi se pronadi u
onome $to je Tony Bennett nazvao ,izlozbenim kompleksom®.®

developments as a fragmentation of the urban as well as of the
public sphere. Critics like Mark Wigley argued, that the term
fragmentation here is a problematic one, insofar as it presupposes
an entity that was once whole and now has been shattered." But
the increase of seemingly incommensurable elements within the
urban fabric nevertheless seems evident.

It is a contradictory spatiality, sometimes a polarisation of spaces
leading to the phenomenon of spaces of “exacerbated difference”,
as the architect Rem Koolhaas referred to in his reading of the
contemporary developments in Chinese metropolises.? But it is
not only in the high-speed urbanism of China that borders have
multiplied. The borderline of the nation-state may have lost its
importance as a tool for a national identity by becoming porous
through technology, as well as the migration and mobility of
individuals, but nevertheless borderlines have multiplied into

new systems of control and surveillance, sometimes also being
produced by technical means of transferrability between codes.
When looking at recent debates in urbanism on how to deal with
the processes of heterogenisation and polarisation within a mainly
de-regularised state of planning — with the powers of the classic
institutions of city-planning in stark decline — one can identify an
idea of urbanity, which reacts with surprisingly similar concepts

to the pressures of a increasingly globalised, transnational
competition between cities in order to place themselves on the

Tony Bennett tvrdi kako je drzavna intervencija u umjetnosti
bila dio opcenitijeg fenomena, koji je ukljucivao Veliku izlozbu
1851. i otvaranje muzeja u South Kensingtonu 1857. godine.
Te izlozbe su, izmedu ostaloga, uspjesno transformirale
zastrasujucu svjetinu u urednu masu, koja je i sama postala
dijelom muzejskog spektakla. Taj fenomen, takozvani izlozbeni
kompleks, razvijao se od kraja 18. do sredine 19. stoljeca, a
ukljucivao je ,prijenos predmeta i tijela iz zatvorenih i privatnih
domena, u kojima su dotada izlagani, u sve otvorenije, javne
prostore®.

Nakon §to su u 19. stolje¢u muzejske zbirke otvorene za opcéu
javnost, primijenjeni su mehanizmi kontrole i pracenja kako bi
se reguliralo ponasanje posjetitelja: stvoreni su prostrani vidici,
izlozbene vitrine poredane su u formacije nalik na hodnike i
postavljene su nadzorne tocke s dobrim pregledom i velikim,
otvorenim prostorima, neometanim stupovima. Ekstenzivnim
koristenjem reflektirajuceg stakla u vitrinama postigla se
povecana svijest posjetitelja o vidljivosti, Sto je uspostavilo
politiku vidljivosti u kojoj je posijetitelj bio istodobno subjekt i
objekt nadziru¢eg pogleda — posijetitelj je sada bio neprestano
izlozen.

Danasnja rasprava o urbanosti u velikoj se mjeri oslanja na
medusobno povezane prakse i strategije koje su se ranije
odnosile na domenu izlaganja: mozemo primijetiti da su prakse
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global map. And the ideological basis of this form of urbanity
might be found in what Tony Bennett called “The Exhibitionary
Complex”.?

Tony Bennett argues that state intervention in the arts was

part of a more general phenomenon which included the Great
Exhibition of 1851 or the opening of the South Kensington
Museum in 1857. These exhibitions, amongst others, were
successful in transforming the feared mob into an ordered crowd,
which became part of the spectacle of the museum itself. This
phenomenon, the Exhibitionary Complex, developed from the late
eighteenth to the mid-nineteenth century and involved the transfer
of objects and bodies from the enclosed and private domains in
which they had been previously displayed into progressively more
open and public arenas.

After the opening of museum collections to the general public in
the nineteenth century, mechanisms of control and surveillance
were applied in order to regulate the behaviour of the visitors:
creating long vistas, placing display formations in corridor-like
settings, applying watch-points with overviews, creating large
spaces unobstructed by columns. Through the extensive use of
reflective glass in the showcases, a heightened awareness of the
visitors’ visibility was created, establishing a politics of visibility

in which the visitor is at the same time subject and object of a
controlling gaze — a visitor is permanently on display.
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i mehanizmi izlaganja postali dominantan modus u retorici o
gradovima, od urbanizma do gradskog marketinga. Danas

su gradovi inscenirani dozivljaj, jer izlozeni su tako da se u
reflektiraju¢im fasadama suvremene urbanosti ustvari jednako
izlazu i gradani.

U urbanizmu se moze zamijetiti i golema koli¢ina energije i
novca koja se ulaze u reprezentaciju arhitektonskih projekata
- rendering, vizualizaciju i prezentaciju. Stoga se s obzirom na
urbanisticke strategije u danasnjim gradovima moze prepoznati
izlozbeni kompleks u nekoliko njegovih suvremenih ocitovanja,
medu kojima bih se zelio osvrnuti na tri medusobno povezana
relevantna koncepta u kontekstu Urbanizma.

Kao prvo, to je tema o smislienom smjestanju Remek-djela: radi
se o Simbolima grada, a najbolji primjer je mozda Guggenheim
Museum u Bilbaou arhitekta Franka Gehrya. Zahvaljujudi
svome naizgled golemom uspjehu, ta je zgrada — koja se
ustvari ispostavila kao financijska katastrofa zbog specificnog
ugovora o privatno-javhom partnerstvu — bila uzor velikom
broju projekata koji su se o¢ajnicki drzali ideje da ¢e jedna
spektakularna Zgrada — uglavnom vezana uz Umjetnost i
Kulturu — imati tako snazan odjek da ¢e se time rijesiti i druga
hitna urbana i socijalna pitanja.

Kao drugo, tu je inflacijski Bijenale: po logici Grada dogadaja,
golemi i uGestali kulturni dogadaji od klju¢ne su vaznosti kako

Today’s discussion of urbanity relies very much on interrelated
practices and strategies formerly related to the realm of exhibiting:
One can observe that practices and mechanisms of exhibiting
have become a dominant mode in the rhetoric about cities,

from urban planning to city marketing. Today cities are staged
experiences, they are put on display and in the reflecting facades
of contemporary urbanity the inhabitants are put on display just
as well.

Also in urban planning an enormous growth of energy and money
investied in the representations of architectural projects —in
renderings, visualisations, presentations — can be observed. So,
when it comes to urbanistic strategies of how to cope with today’s
cities one could identify the Exhibitionary Complex in several
phenomena of this contemporary complex, of which | would like
to address three interrelated concepts of relevance in a context of
Urbanism:

Firstly, there is the theme of the deliberate placement of the
Masterpiece: Landmark Buildings, best maybe exemplified by the
Guggenheim Museum in Bilbao by Frank Gehry. The seemingly
big success of Frank Gehry’s building — which in reality turned
out to be a financial disaster due to the specific Public-Private
Partnership deal — was the role model for loads of projects that
desperately held on to the idea that a spectacular Building —
mostly related to Arts and Culture — would create such a strong

bi se odrzala razina pozornosti koja je potrebna za opskrbu sve
veceg broja kulturnih turista i odrzavanje slike doticnog grada
kao pozeljne destinacije u medijima. Tako se u gotovo svakom
gradu moze primijetiti sve veca rasprodaja javnog prostora u
svrhu gradnje komercijalnih objekata, ¢ak i ako su privremeni.
Kao trece, tu je mistifikacija kreativnosti: termin Kreativni grad
postao je krilatica za gradove koji nastoje modernizirati svoju
zastarjelu infrastrukturu novim konceptima upotrebe, kao i
poboljSavanjem slike grada na razini brandinga. Sam termin
JKreativnost*, koji je u sputanom poslijeratnom drustvu bio
oslobadajuca ideja, postao je veoma udoban koncept za
neoliberalne modele prebacivanja odgovornosti s drzave i
njezinih institucija na pojedinca.

Danas su te predodzbe o kreativnosti jo$ uvijek pokretacka
snaga za ideju kreativhog grada, iako ih je uglavhom apsorbirala
suvremena ekonomija, koja je naucila kako profitirati od
obecanja emancipacije. Kao jedna od kustosica na projektu
,Be Creative!”, Marion von Osten je ukazala na ¢injenicu da

je kreativnost iz temelja promijenila svoje kulturno znacenje i
vrijednosti: ,Ni supkulturne prakse ili nekonformisticki modeli
zivota viSe ne ometaju protok posla u nekoj tvrtki, nego se za
njih ¢ak kaze da poticu produktivnost. Umjetnike (i dizajnere) tu
se uzima za uzor.*

Korijeni mitova oko ideje kreativnosti nalaze se u gradanskom

impact that also other pressing urban and social issues could be
solved.

Secondly, there is the inflationary Biennial: In the Logic of the
Event City huge and reoccurring cultural events are of crucial
importance in order to keep the level of attention needed to
address the growing number of cultural tourists and to keep the
destination of the respective city in the media. So in almost each
city we can observe an increasing sell-out of public space to
commercial venues, even if temporary.

Thirdly, there is the mystification of creativity: The term of the
Creative City has become a buzzword for cities aiming at
updating their outmoded infrastructures with new concepts

of usage as well as for upgrading the city image on a level of
branding. Once a liberating idea within a restrained post-war
society, the very term “creativity” has become a very pleasing
concept for theneo-liberal models of shifting responsibilities from
the state and its institutions towards the individual.

Today these ideas about creativity still are the driving forces of
the the idea about the creative city, but very much absorbed by a
contemporary economy, that has learned how to make profits out
the promises of emancipation. One of the curators of the project
“Be Creative!”, Marion von Osten points to fact, that creativity
has changed its cultural meaning and values fundamentally:
“Subcultural practices and non-conformist living models no longer
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shvacanju umjetnosti, a povijest poCetaka muzeja i umjetnickog
prostora bila je u sredistu nastanka pojma gradanske javne
sfere. |deja urbanosti je nasljiede tog shvacanja. Urbanost

je usko isprepletena s proizvodnjom slika i upravo se u
mehanizmima percepcije oblikuje kao odredena atmosfera.
Suvremena urbanost sve viSe se emancipira od teritorijalnosti
grada. Njezin je karakter definiran sposobnoscu da ponudi
znakove, kodove i simbole koji ¢e djelovati medunarodno,
globalno. U tom smislu urbanost je decentralizirajuc¢a pojava;
ona nastoji zaobici lokalne interese kako bi imaginarno napustila
vlastiti grad. Pretvorba grada lokaliteta u prostore za turisticki
pogled dio je opceg paradigmatskog pomaka u urbanizmu
prema Kulturalizaciji i estetizaciji.

Glavni je uzor za tu pretvorbu ranije spomenuti izlozbeni
kompleks. Scenografski pristupi urbanom dizajnu, privremenim
dogadajima i marketingu postali su sredisSnjim aspektima
urbanizma u situaciji u kojoj se &ini da su marketinske strategije
primarni interes urbane politike. Estetizacija s jedne strane i
povlacenje komunalne uprave, odnosno planiranja, s druge, idu
ruku pod ruku.

Uzmemo li u obzir u¢inke izlozbenog kompleksa, moze li
umjetnicka proizvodnja biti uzor za urbanisticke koncepte?
Postoje brojni indikatori za to da su sve veca koli¢ina
umjetnosti posvecene intervencijama u javnom prostoru i

disturb the business flow in a company either, but are even said
to increase productivity. Artists (and designers) are taken as the
model here.™

The roots of the myths around ideas of creativity are located
within the bourgeois understanding of art and the history of

the origins of the museum and the art space was central to the
constitution of a notion of the bourgeois public sphere. The
notion of urbanity is a legacy of this understanding. Urbanity is
intrinsically bound up with the production of images, and it is

in the mechanisms of perception that urbanity forms itself as

a certain atmosphere. Contemporary urbanity emancipates
itself increasingly from the territoriality of the city. Its character
is defined by its capacity to offer signs, codes and symbols
that operate internationally, globally. In that sense urbanity is

a de-territorialising phenomenon; it tries to escape the local
agenda in order to imaginary leave the own city. The conversion
of the city of places into spaces for a touristic gaze is part of

a general paradigmatic shift in urbanism to culturalisation and
aesthetisation.

The role model for this conversion is the aforementioned
Exhibitionary Complex. Scenographic approaches to urban
design, temporary events and marketing have become central
aspects of urbanism in a condition where marketing strategies
seem the primary concern of urban politics. Aesthetisation on the

pokusaji stvaranja tentativnih, privr.emenih javnosti, pa ¢ak i
protujavnosti, proporcionalni sa sve ve¢om instrumentalizacijom
umjetnickih praksi i ,kreativnih scena“ kao nadomjestka za
politi¢ko poviaCenje iz sve veceg broja oblika javne i drustvene
odgovornosti. Britanska umjetnicka kriticarka Claire Bishop®
ukazala je na retoriku i interese novih laburista u Velikoj Britaniji
kao na ,gotovo istovjetne sa socijalno angaziranom umjetnoscu
u usmjeravanju kulture prema politici drustvenog ukljucivanja”“.
Ona kritizira sve Sire polje ,relacijskih praksi“® zbog toga $to
dijelom slijede neoliberalnu logiku, u tom smislu da mnoge od
tih praksi suradnje i sudjelovanja nastoje stopiti fragmentarne

ili krhke elemente u drustvu. Ta je samonametnuta misija
zasnovana na istoj onoj problemati¢noj pretpostavci kako
treba ponovo ostvariti fragmentaciju onoga $to je nekada bilo
cjelovito, kao u debatama o navodnoj fragmentaciji urbane
forme.

lako je kritika u tekstu Claire Bishop uglavnom usredotocena
na mali broj specificnih umjetnika, u srzi se nalazi jedno klju¢no
pitanje: povlace li se takve prakse javne i druStveno angazirane
umijetnosti iz sfere estetskoga i stapaju li svoje djelovanje s
primarno socijalnim ambicijama? lli: imaju li te prakse potencijal
za stvaranje drugacijeg prostora, politickog prostora koji bi
dopustao razvoj oporbe i proturjecja? | jesu li u tom smislu
indikator politickoga kao takvog, kao §to je to izrazio filozof
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one side and the retreat of communal governance and planning
on the other side go hand in hand.

Taking into account the effects of the Exhibitionary Complex,
can artistic production be a role model for urbanistic concepts?
There are lots of indicators that the rising amount of art devoted
to interventions in the public sphere, the attempts to create
provisional, temporary publics, even counter-publics correlates
with an increasing instrumentalisation of artistic practices and
“creative scenes” as a substitute for a political withdrawal from
more and more public and social responsibilities. The British

art critic Claire Bishop® pointed to the rhetoric and interests of
New Labour in Great Britain as being “almost identical to socially
engaged art to steer culture towards policies of social inclusion”.
She critiques the expanded field of “relational practices” for
partly surrendering to a neoliberal logic in the sense that lot of
these collaborative, participatory practices try to fuse together the
fragmented or precarious elements of society. A self —imposed
mission based on the same problematic assumption that the
fragmentation of a formerly whole has to be undone as in the
debates on the supposed fragmentation of urban form.

Even if Bishops critique focuses mainly on few specific artists

in her text, there is a crucial question at the core: do such
practices of a public and socially engaged art withdraw from the
aesthetic and fuse their agency with a primarily social ambition?
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Jacques Ranciere?’” Bishopova se slaze s Ranciereom u

tome da je sustav umjetnosti, onako kako ga mi shvacamo

na Zapadu, obiljezen upravo pomutnjom izmedu autonomije
Umijetnosti (oslobodenja od racionalne instrumentalnosti)

i njezine heteronomije (brisanja granica izmedu umjetnosti

i zivota): “Ali: razrijeSiti taj Svor — ili zanemariti ga i traziti
konkretnije cilieve za umjetnost — donekle znaci promasiti bit
stvari, buduci da je estetika sposobnost mislienja u proturjecju:
produktivhom proturjecju odnosa Umjetnosti i drustvene
promjene, koje karakterizira upravo ona napetost izmedu vjere u
Autonomiju Umjetnosti i vierovanja u Umjetnost kao neodvojivo
povezanu s obecanjem nekog boljeg svijeta koji ¢e tek doci."®
Neovisno o pitanju u kojim specificnim umjetnickim djelima
mozemo otkriti viSe ili manje politickog potencijala ili
Lproduktivnih proturjec¢ja“, ovdje se Cini kljuénim to to u

onom trenutku u kojemu se drzava pocne sve viSe povladiti iz
drustvenih interesa vezanih uz urbanizam i planiranje, dolazi do
golemog porasta u broju umjetnickih djela koja se bave urbanim
prostorima, stvaraju alternativne javne sfere i tome sli¢no.

Kako se te tendencije i aktivnosti ne bi podvrgnule nekoj
neoliberalnoj ideji 0 angaziranim pojedincima koji preuzimaju
odgovornosti koje su komunalne instancije olako odbacile,
moramo promisliti o nacinu na koji su te artikulacije organizirane
i u kojoj se vrsti prostora dogadaju. Ti radovi i projekti obi¢no se

Or do these practices bear a potential for creating a different
space, a political space that allows for creating dissent and
contradiction? In that sense the indicator for the political as such,
as the philosopher Jacques Ranciere put it?” Bishop argues with
Ranciere that the system of art as we understand it in the West
is predicated exactly on a confusion between Art’s autonomy (its
removal from rational instrumentality) and heteronomy (its blurring
of art and life): “But: Untangling this knot - or ignoring it by seeking
more concrete ends for art — is slightly to miss the point, since
the aesthetic is the ability to think contradiction: The productive
contradiction of Art’s relationship to social change, characterized
precisely by that tension between the faith in Art’'s Autonomy and
the belief in Art as inextricably bound up with the promise of a
better world to come.?”

Independent now from the question, in which specific art works
one can discover more or less political potential or “productive
contradictions”, it seems crucial here, that at the moment the
state withdraws increasingly from a social agenda towards
urbanism and planning there is a enormous increase in artistic
works, that engage with urban spaces, that intervene in public
spheres, that create alternative public spheres and so on.

In order not to subjugate these tendencies and activities to a
neoliberal idea of engaged individuals taking the responsibilities
the communality sold off, one has to think about the way these

odvijaju u okviru neke kulturne ustanove: umjetni¢kog prostora,
muzeja ili bijenala. Razvijaju ih pojedinacni umjetnici ili skupine,
uglavnom zajedno s kustosima. Ali uloga kustosa nije samo

u tome da osigura prostor i organizacijsku podrsku; ona je
klju¢na, €ak i ako se o njoj ne govori mnNogo u javnosti.

U ¢lanku ,Funkcija kustosa“? filozof Oliver Marchart postavio
je pitanje o zadacama kustosa kada se radi o proizvodniji
umjetnosti s politickim i javnim interesima. On definira ulogu
kustosa kao onoga tko osigurava javnu sferu. Razmotrimo li
ponovo definiciju javnoga kao mjesta oporbe i antagonizma,
nai¢i ¢emo na vazan paradoks: kako se sukob ili antagonizam
mogu organizirati? Antagonizam koji stvara javnu sferu moze
izbiti na povrsinu bilo gdje i bilo kada, ali ne moze ga se
naprosto organizirati. Prema tome, zakljucuje Marchart, funkcija
kustosa sastoji se u organiziranju nemoguceg. Ali $to bi to
moglo znaciti?

Cak ni akcija u javnom prostoru nije automatski, sama po

sebi, javna umjetnost u bilo kakvom politickom smislu. Prema
njegovu mislienju, nesto treba dodati kako bi izlozba postala
javnom sferom, a to je pozicija. Marchart citira kustosa
Jeromea Sansa, koji je definirao izlaganje kao eks/poziciju.
Pozicioniranje i Angazman. Jerome Sans: ,|zlozba je mjesto
za debatu, a ne samo za javno izlaganje.” Paradoks stvaranja
javnog prostora sastoji se u obiljezavanju protupozicije, u

articulations are organised, in which kind of space they take
place. These works and projects usually take place within the
frame of an cultural institution, an artspace or museum or a
biennial. They are developed by individual artists, by groups,
mostly together with curators. But more than just to give space
and organisational support, the role of the curator of course plays
a crucial role here, even if it is not discussed so much publicly.

In his text “The Curatorial Function the philosopher Oliver
Marchart asked about the tasks of the curator when it comes

to the production of art with a political and public agenda. He
defines the role of the curator a provider of a public sphere. Let us
considering again the definition of the public as the site of dissent
and antagonism. Here we encounter an important paradox: How
can conflict or antagonism be organised? The antagonism, that
creates a public sphere can break out anywhere at any time, but it
cannot be simply organised. Consequently, Marchart concludes,
the curatorial function consists in organising the impossible. But
what can that mean?

Even an action in public space is not automatically in itself public
art in any political sense. For an exhibition to become a public
sphere, he argues, something must be added: A position.
Marchart points to a quote of the curator Jerome Sans. He
defined exhibiting as ex/position. Positioning and Commitment.
Jerome Sans: “An exhibition is a place for debate, not just a
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stvaranju antagonizma. ,Javni karakter antagonizma uvijek ima
nesto disruptivno u odnosu na logiku institucije i dominantnu
ideologiju: on raskida regulirane procese, odgovornosti i
hijerarhije. Funkcija kustosa, zaklju¢uje Marchart, sastoji se u
znatnoj mjeri i od politickog otvaranja one institucije Cijim se
dijelom ¢ini.

Neke suvremene umjetnicke i kustoske prakse mogle bi

biti pokazatelji druge urbanisticke prakse, koja ne nastoji
instrumentalizirati umjetnost iz razloga marketinga ili
gentrifikacije, nego zato §to moze ponuditi proturjec¢ja, pukotine
u percepciji il ponekad naprosto prostore koji ostavljaju mjesta
drugome. Ne radi se o stvaranju neke novije verzije Utopije,
nego o obliku onoga $to je Charles Esche nazvao angaziranom
autonomijom. Govoreci o umjetnickim praksama koje se na prvi
pogled ¢ine pragmati¢nima, fleksibilnima, fluidnima i plodnima,
on je ustvrdio: ,One pristaju u profil dobrih poduzetnika. Stovise,
upravo o tome se kod njih i radi. Ali: prenamjenjujuci oruda
ekonomije, mogli bismo otkriti njihove pukotine i nedosljednosti;
mogli bismo dati prostora idejama koje se jos$ nije promisljalo,
mogli bismo re-mapirati i reorganizirati one postojece

strukture neuspjelog moderniteta koje bi inace mogle nestati

i pridonijeti povijesnoj amneziji.“'° Klju¢na je vaznost ovdje u
pretenzijama na stratesSku autonomiju kako bi se ucinili vidljivima
i opipljivima specificni interesi i ideologije, kako bi se omogudili

public display”. The paradox of creating a public space consists in
marking a counterposition, creating antagonism. “The publicness
of antagonism always has something disruptive in relation to the
logic of the institution and the dominant ideology: it interrupts
regulated processes, responsibilities and hierarchies. The
curatorial function, Marchart concludes, consists not least in the
political opening of the institution of which it appears to be part of.
Some contemporary artistic and curatorial practices could

be indicators for another urbanistic practice, that aims not to
instrumentalize art for reasons of marketing or gentrification,

but because it can offer contradictions, gaps in perception,

and sometimes simply spaces that give room for the other. It is
not about creating a newer version of Utopia, but about a form

of what Charles Esche called engaged autonomy. Referring to
artistic practices which seem at first hand pragmatic, flexible,

fluid and resourceful, he argues: “they fit the profile of good
entrepreneurs. Indeed, that is their point. But: By repurposing the
tools of economy, we might find their gaps and inconsistencies;
we might give a space to ideas yet unthought, we might be able
to re-map and re-organize those existing structures of a failed
modernity, that otherwise might dissappear and contribute to

a historic amnesia.”"® Crucial importance here lies in claiming

a strategic autonomy in order to make visible and tangible the
specific agendas and ideologies, in order to allow for antagonisms

antagonizmi koji mogu proizvesti istinski javnu sferu. | kako bi
se podrzale heterotopije u smislu Michela Foucaulta," oblikujuci
otoke Ciji programi i funkcije proizvode mjesta koja djeluju u
nehegemonijskim uvjetima. Prostore za moguce drugo unutar
istoga, za mjesta unutar prostora.

Pogledamo li u povijest urbanisti¢kih koncepata iz novije
proSlosti, upada u oCi da se ondje moze pronaci samo

nekoliko pozicija u kojima se ocituju proizvodnja razlicitosti i
heteronomna koncepcija javne sfere. Obi¢no se gotovo svaka
strategija urbanistickog dizajna najavljuje il kao manje-vise
univerzalna metoda ili kao neki kontekstualni oblik povezivanja i
isprepletanja, ¢ak i rekonstrukcije. Jedna od sasvim malobrojnih
iznimaka na tom polju bio je rezultat ljetne radionice u Berlinu
1977. godine, koju je vodio Oswald Matthias Ungers, a koja se
zasnivala na pretpostavci da bi u tom gradu, koji se u to vrijeme
vec suzavao, mogla postojati mogucénost za povecavanje
kvalitete i vidljivosti onoga $to su on i njegovi suradnici (medu
kojima su bili mladi Rem Koolhaas i Hans Kollhoff) smatrali
potencijalnim ,Gradovima unutar gradova®“, odnosno otoka

sa snaznim formalnim i vizualnim identitetom i autonomijom.
Pod podnaslovom ,Berlin. Zeleni arhipelag” Ungers je

utemeljio svoju argumentaciju na ideji ,komplementarnih
mjesta“ i ,koincidencije suprotnosti®. ,Grad sastavljen od
‘komplementarnih mjesta’ sastoji se od najvec¢eg moguceg
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which can produce a truly public sphere. And in order to support
heterotopias in the sense of Michel Foucault," forming islands
whose programs and functions produce places which operate
under non-hegemonic conditions. Spaces of the possible other
within the same, places within spaces.

Looking at the history of urbanistic concepts of the recent past it
is striking that there are only few positions to be found, in which
the production of difference and a heteronomic conception

of the public sphere surface Usually almost every urbanistic
design strategy announces itself whether in terms of a more

or less universal method or as a conextual form of connecting,
interweaving or even reconstructing. One of the very few
exceptions in this field was the result of a summer workshop in
Berlin 1977 led by Oswald Matthias Ungers, which built up on
the premises, that within this at that time already shrinking city
there might be the possibility to reinforce the quality and visibility
of what he and his collaborators (amongst which were the young
Rem Koolhaas and Hans Kollhoff) saw as potential “Cities within
the City”, namely islands of strong formal and visual identity

and autonomy. With the subtitle “Berlin. The green Archipelago”
Ungers based his argument on the idea of “complementary
places”, a “coincidence of opposites”. “The city made up of
‘complementary places’ consists of the largest possible variety
of different parts, in each of which a special urban aspect is
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mnostva razli¢itih dijelova, a u svakome od njih razvija se jedan
poseban urbani aspekt u odnosu prema cjelini.“*?

Okolni cityscape ovdje se shvaca kao more nediferenciranosti,
u kojemu izrazito artikulirane forme uspostavljaju dijelove
snaznog identiteta i samosvijesti. Ti otoci zatim ¢e ,uvesti u
nediferenciranu domenu urbanizacije jasan agonisticki prostor,
koji ¢e urbanizaciju pretvoriti u polis: grad koji ne evocira
njegova sveukupnost, nego suceljavanje njegovih dijelova“.”

Ta ideja grada zasniva se na koncepciji urbanoga kao zbirke
razli¢itih elemenata, kuriranog grada. Arhitekt Wilfried Kihn
ukazao je na Cinjenicu da Ungerova koncepcija tretira grad kao
zbirku." U urbanisti¢kom &inu radi se viSe o razvijanju ostrog
oka za proces odabira i izlaganja nego o pukoj strategiji dizajna.
Medutim, inherentna opasnost tog pristupa prili¢no je ocita: sve
veci broj samonametnutih enklava zatvorenih zajednica postaje
alarmantnim znakom sumnjivih ideja o Cetvrti ili zajednici kakve
su prisutne u sve ve¢em broju gradova Srednje Europe. Unato¢
tome, trebalo bi se zapitati moZze li postojati urbanisticki model
koji dopusta vidljivost razli€itim ideologijama, a da istodobno
zadrzava vrijednost pluralisti¢kih i heteronomnih drustava.
Stoga bi rasprava na podrucju kuriranja i umjetnic¢ke produkcije
u javnoj sferi mogla biti od klju¢ne vaznosti za urbanizam. Ako
gradovi sve viSe funkcioniraju po logici ,izlozbenog kompleksa“,
kao sto smo ustvrdili u prvom dijelu ovog priloga, onda postoji

developed with a view to the whole.”"?

The surrounding cityscape here is conceived of as a sea of
indifference, in which highly articulated architectural forms
establish parts with a strong identity and self-consciousness.
Those islands would “introduce within the undifferentiated realm
of urbanization a clear agonistic space that turns urbanization
into a polis: a city evoked not through its totality but through

the confrontation of its parts.”® This idea of the city is based on
a conception of the urban as a collection of distinct elements,

a curated city. The architect Wilfried Kihn pointed to the fact
that in Unger’s conception the city is treated like a collection.'
The urbanistic act is more about developing a careful eye for a
process of selection and display than merely a design strategy.
The inherent danger of this approach though seems obvious:
The increasing number of self-imposed enclaves of gated
communities stand as a warning sign of suspicious ideas about
neighbourhood or community present in more and more Central
European cities. But nevertheless the question should be asked
if there can be an urbanistic model that allows for different
ideologies to become visible, while at the same time maintaining
the value of pluralistic and heteronomic societies. Therefore the
discussion in the field of curating and artistic production in the
public sphere could be crucial for urbanism. If cities increasingly
operate under a logic of an Exhibitionary Complex, as argued

definitivna potreba za razvojem kriticke koncepcije kuriranja
gradova umijesto njihova pukog planiranja.
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