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SAZETAK

TrziSta umetnickih dela nisu homogena, razlika postoji po-
gotovo izmedu umetnickih proizvoda koji se mogu tehni¢-
ki reprodukovati i proizvoda-unikata. Kod prvih, regulacije
tipa autorskih prava uvode neke specifi¢nosti (autor zadrza-
va odredena prava nad predmetom u cirkulaciji—npr. moze
da ga ukloni iz opticaja). Kod unikatnih blaga, potraznja se
odreduje prema ukusu kupaca, dakle ne proizlazi iz nekog
opste vazeceg osnova: ta blaga imaju cenu, ali nemaju vred-
nost. Ali po$to kod reproduktibilnih umetnickih dela njihova
estetska priroda podleze istim zakonima kao kod unikatnih
dela, ekonomija unikatnih umetni¢kih dela moze nam poslu-
Ziti za paradigmu ekonomije umetni¢kih dela uop$te. Prema
teoriji koju je razvio Rade Panti¢, cena unikatnih umetni¢-
kih dela je monopolska renta. Kao svaka renta, odreduje se
vanekonomskim mehanizmima. Ti mehanizmi bi trebalo da
u isto vreme dopus$taju slobodu individualnih ukusa i da
obezbeduju jedinstveno polje unutar kojeg ti idiosinkrati¢-
ki stavovi mogu medusobno op$titi. Mehanizmi koji odre-
duju rentu (cenu) umetni¢kih dela su dakle ideoloski apa-
rati, koji sebe i svoje elemente (individualne sudove ukusa)
predstavljaju kao neideolo$ke, a sudove jo§ posebno obra-
zuju u individualne recepcije, otvorene za ,interpretacije”, tj.
u kognitivno-afektivnu gradu za obradu u specifi¢nim sim-
bolickim formacijama (u kuratorskim praksama, kritici, filo-
zofskoj intervenciji...). Kod savremene umetnosti, struktura
ideolo$kih aparata reprodukuje dominaciju-kroz-fragmen-
taciju, tipiénu za savremeni kapitalizam.
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SUMMARY

Art markets are not homogeneous, the difference being
especially between the art products that can be technically
reproduced and the unique products. As for the former,
regulations of the copyright type introduce certain specifi-
cities (the author retains some rights over the object in cir-
culation—for example, she or he can withdraw it). In case
of unique goods, the demand is determined by the buyers’
tastes and does not result from some generally valid presup-
position: thus, these goods have a price, but they have no
value. Since the aesthetic nature of the reproducible works
of art is subject to the same laws as the unique artworks,
the economy of unique artworks can serve as a paradigm
for the economy of artworks in general. According to a the-
ory developed by Rade Pantic, the price of unique artworks
is a monopoly rent. As any other rent, it is determined by
non-economic mechanisms. These mechanisms should
allow for the freedom of individual tastes and at the same
time provide a unique field within which these idiosyncrat-
ic attitudes can interact. The mechanisms determining the
rent (price) of artworks are therefore ideological appa-
ratuses that present themselves and their elements (indi-
vidual taste judgments) as non-ideological, and moreover
formulate the judgments as individual receptions open

to “interpretation,” i.e. as cognitive-affective material to be
processed in specific symbolic formations (in curatorial
practices, art criticism, philosophical interventions, and
alike). In contemporary art, the structure of ideological ap-
paratuses reproduces domination-through-fragmentation,
typical of contemporary capitalism.
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ZIVOT UMJETNOSTI

Ovaj zapis zasniva se na analizi Radeta Pantiéa’ prema kojoj
je cena umetni¢kih dela monopolska renta, a monopolski
status umetni¢kim radovima obezbeduju ideolo$ki aparati
koji su ,materijalna egzistencija” 2 estetskog fetigizma (au-
tonomija umetnicke sfere)® i pravnog fetisizma* (autorska
prava). U ovom zapisu ¢emo predstaviti mehanizme ,vane-
konomskog” priznanja kojim institucije umetnosti garantuju
umetni¢kim delima ekonomski status i time im omoguduju
da se pojave na trzistu umetnosti.

Ideolosko posredovanije ved je u proslosti® bilo nuzna karika
izmedu proizvodnje umetnickih dela i njihove trzisne cirku-
lacije. U savremenoj situaciji cirkulacija umetni¢kih dela do-
datno se odvojila i od njihove potro$nje. Umetnicke kolekcije
banaka i korporacija u prvom redu nisu namenjene publici,
tj. estetskoj potro$nji, ni samo demonstraciji moci i rasko-
$i,° nego su u prvom redu parkiralista fiktivnog kapitala i
osiguranje protiv rizika u buduc¢nosti. Umetni¢ka dela kva-
lifikuju se za robu, tj. dobijaju ekonomski status kroz estet-
sko priznanje koje ih izbacuje na trziste, tj. u cirkulaciju—a
iz nje, kao robe, kao ekonomski predmeti, ne izlaze nuzno
u potrosnju, nego se ¢esto zadrzavaju u nekoj specifi¢noj
tezauraciji. Dok borave u kolekcijama banaka, korporacija
ili privatnika, umetni¢ka dela su privremeno izuzeta iz cir-
kulacije (i mogu biti povremeno izlozena za estetsku kon-
sumpciju 8ire javnosti), ali zadrzavaju i ekonomski i estetski
status. Njihova ,aprecijacija” zavisi od toga koliko figurisu
u transakcijama ustanova umetnosti (da li se o njima pise,
da li ih se trazi na posudbu za izlozbe itd.)—a u suprotnom
slu¢aju, ako ih se zaboravlja, njihova cena opada. Otuda in-
teres tezauratora umetni¢kih dela (banaka, korporacija, ko-
lekcionara) da kao kulturne mecene podrzavaju muzeje i
galerije, akademske i nau¢ne ustanove, izdavace, ¢asopi-
se, simpozijume, kriti¢are, umetnice i umetnike—da, dakle,
odrzavaiju art-system.”

Ova situacija nastala je ukr§tanjem dva izvorno nezavisna
istorijska procesa: imanentnog razvoja u umetnosti posle
istorijskih avangardi i odaziva kapitala na krizu koja je po-
¢ela polovinom sedamdesetih godina dvadesetog veka i na-
javila je ,fazu B”, tj. fazu kona¢nog opadanja ,ameri¢kog”
dugog sistemskog ciklusa akumulacije.®

U padajucdoj fazi profiti opadaju i smanjuju se prilike za in-
vestiranje. ,,Suvisni” kapital bezi na podruc¢ja sa visokom
profitnom stopom i prilikama za investiranje (sada isto¢na,
juzna i jugoisto¢na Azija) ili se ulaze u finansijske spekula-
cije. Vrednosni papiri koji proizlaze iz finansijalizacije pred-
stavljaju pravo na bududéu vrednost—koja ce biti ili, mozda,
nece biti proizvedena. Trazec¢i nadine da izbegne rizike, ka-
pital se moze ulagati u kolekcije umetni¢kih dela za koja se
smatra da e odrzati ili ¢ak povecati svoju cenu. Takva stra-
tegija individualnih kapitala stvara kao kolateralnu dobit za
celokupni kapital novo podru¢je gde se u oskudici investi-
cionih prilika mozZe ulagati—trziste umetnickih dela.

Drugi proces izazvala je realizacija avangardistickog pro-
jekta da se umetnost oslobodi iz estetske kule od slonovace
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1

Panti¢, ,Ka kritici politicke ekonomije umetni¢kog dela”.

2

Tezu ,ideologija ima materijalnu egzistenciju® uveo je Louis Althusser
u djelu Ideologija i drzavni ideolo$ki aparati.

3

Formiranje autonomne kulturno-umetnicke sfere pocinje u
renesansi, a zavr8ava tek u 19. veku sa I"art-pour-I'art. Vidi: Breznik,
Kultura danajskih darov.

4

Koncept pravnog fetiSizma uveo je sovjetski teoreti¢ar prava
Jevgenij Padukanis. Vidi: Pa8ukanis, Opsta teorija prava i marksizam.
Prema Pasukanisu, pravni fetiS§izam je nuzna dopuna robnog
fetiSizma: kad proizvod postaje roba, njegov vlasnik i njegov kupac
postaju pravne osobe. Kad robna proizvodnja zahvati posebno
podruc¢je umetni¢ke proizvodnje, autor postaje prvim vliasnikom
svog proizvoda-robe, tj. umetni¢kog dela, i kao pravna osoba uziva
autorska prava u vezi s njim.

5

U tom se smislu moze reéi da je postojanje trzi§ta umetnickih

dela uslov za emancipaciju umetni¢ke prakse od zanatske
proizvodnje. U zanatskoj je situaciji kupac obi¢no naruc¢io

izradu artefakta i u ugovoru sa umetnikom-zanatlijom odredio
karakteristike proizvoda: format, size, boje... i cenu. U zanatskoj
situaciji na trzistu nisu dela nego majstorske radionice i

pojedini majstori.

6

Ili ,,drustveno odgovornog preduzetnidtva”, kao §to se sada kaze.
7

U nekim drzavama dodatni motiv za nabavljanje umetni¢kih dela su
porezne olaksice za ulaganja tog tipa.

8

Arrighi, The Long Twentieth Century; Wallerstein, Uvod u analizu
svjetskog sistema; Volerstin, Opadanje ameri¢ke moci.
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1

Pantic, “Ka kritici politicke ekonomije umetnickog dela.”

2

The hypothesis that “ideology has a material existence” was introduced
by Louis Althusser in Ideology and Ideological State Apparatuses.

3

The creation of an autonomous sphere of culture and art started in

the Renaissance and was completed only in the 19th century, with the
lart-pour-l'art movement. Cf. Breznik, Kultura danajskih darov.

4

The concept of legal fetishism was introduced by the Soviet theoretician
of law, Evgeny Pashukanis. Cf. Pashukanis, The General Theory of

Law and Marxism. According to Pashukanis, legal fetishism is a
necessary addition to commodity fetishism: when a product becomes

a commodity, its owner and buyer become legal persons. When
commodity production captures the specific area of artistic production,
the author becomes the first owner of his product-commodity, which
is the artwork, and as a legal person enjoys copyright in relation to it.

5

In this sense, one may say that the existence of an art market is a
condition for the emancipation of artistic practice from craft
production. In the situation of craft production, the customer usually
orders an artefact and defines the features of the product in advance,
in a contract with the artisan: its format, size, colour... and price. In this
situation, it is not the artefacts that are on the market, but individual
masters or master workshops.

6

Or “socially responsible entrepreneurship,” as one calls it nowadays.

7

In some countries, an additional motive for purchasing artworks may
be the tax reliefs granted for investments of this type.

8

Arrighi, The Long Twentieth Century; Wallerstein, World-Systems Analpsis;
Wallerstein, The Decline of American Power.

(66-85)

NON-MARKET MOTIVATION OF THE ART MARKET

This paper is based on Rade Pantic’s thesis that the price of
artworks is monopoly rent.' The monopoly status of artworks
is provided by the ideological apparatuses that are the “mate-
rial existence”? of aesthetic fetishism (autonomy of the art
sphere)® and legal fetishism* (copyright). In this analysis, we
will present the mechanisms of “non-economic” recognition
by which art institutions guarantee the economic status to
artworks, thus enabling them to enter the art market.

Throughout history,® ideological mediation has been a
necessary link between the production of artworks and their
market circulation. In the modern situation, the circulation
of artworks has further detached itself from their consump-
tion. The artistic collections of banks and corporations are
not primarily intended for the public, i.e. for aesthetic con-
sumption, and are not even primarily meant as a demonstra-
tion of power and luxury;® they primarily serve as deposits of
fictitious capital and insurance against future risks. Artworks
qualify for commodities, i.e. they gain the economic status
through the aesthetic recognition that launches them upon
the market, i.e. into circulation —and thence, as commod-
ities, as economic objects, they do not necessarily proceed
into consumption, but are often retained in some specific
sort of thesauration. While staying in the collections of
banks, corporations, or private individuals, these artworks
are temporarily exempted from circulation (and may only

be occasionally exposed to the general public for aesthetic
consumption), but they retain their economic and aesthetic
status. Their “appreciation” depends on how much they
figure in the transactions of art institutions (whether they
are written about, demanded on loan for exhibitions, etc.)
—for if they fall into oblivion, their price will fall. Hence the
thesaurators of artworks (banks, corporations, collectors)
have the interest to support, as cultural sponsors, museums
and galleries, academic and scholarly institutions, publishers,
magazines, symposia, art critics—that is, they have an inter-
est to reproduce the art system.”

This situation has resulted from the conjuncture of two
originally independent historical processes: the immanent
development in art after the historical avant-gardes, and
the response of capital to the crisis that began in the mid-
1970s and heralded the “phase B,” i.e. the final decline of the
“American” systemic cycle of accumulation.®

In this declining phase, profits are decreasing and invest-
ment opportunities are reduced. The “surplus” capital
flows to the areas with high profit rates and investment
opportunities (now the East, South, and South-East Asia)
or is invested into financial speculation. Securities resulting
from financialization represent the right to future value
—which may, but need not be produced. Seeking for the
ways to avoid risks, capital may be invested in collections
of artworks that are believed to maintain or even increase
their price in the future. This strategy of individual capitals
creates the art market as a collateral gain, a new area for
the total capital, where one can invest during the shortage
of investment opportunities.

69



ZIVOT UMJETNOSTI

i intervenise u realnu istoriju.® Tu realizaciju omogucio je
susret umetni¢kih avangardi sa socijalisti¢kom revoluci-
jom, &ime se otvorio burni period ,,post-estetskih” pokreta i
praksi (proletkult, produktivizam itd.)."® Te inicijative ubrzo
su bile potisnute post-avangardisti¢kim modernizmom i, u
jednom kradem periodu, socijalisti¢kim realizmom." Post-
avangardna modernisti¢ka linija zavr§ila se konceptualiz-
mom kada je postalo oc¢ito da umetnost ne poseduje vise
svoju vlastitu tehni¢ku problematiku. Posto je tehnika do
tada bila nacin na koji je umetni¢ka praksa re$avala svoja
protivregja, time se otvorila nova istorijska epoha: epoha
savremene umetnosti u kojoj umetni¢ka praksa nije vise
sama sebi dovoljna. Sa jedne strane treba joj dopuna u pri-
znanju institucija ,sveta umetnosti”'?—a sa druge strane
svoj size pozajmljuje kao ,ready made” od drugih ideolo-
gijaili iz svakodnevnog zdravorazumskog rezoniranja, tj. iz
vladajuce ideologije.

Savremeni artefakt svoju umetni¢ku pretenziju zasniva na
estetskoj ideologiji nezavisnosti od druStveno-istorijskih
uslova svoje proizvodnje, a za realizaciju te pretenzije za-
visan je od sebi spoljasnjih ideolo$kih transakcija. Ali ako
je pojedinac¢ni artefakt heteronoman, njegova promocija u
umetni¢ko delo zavisi od autonomije estetskih ideoloskih
aparata, dakle od specificno burzoaskog formiranja drus-
tva u nezavisne sfere ekonomije, pravno-politi¢ke i ideo-
logke nadgradnje.

Ideoloski mehanizmi koji podupiru i reprodukuju autono-
mnu estetsku sferu imaju strukturu posebnog skepticiz-
ma koju su antropolozi izu¢avali u magijskim praksama:
dru$tva koja praktikuju magiju kriti¢ki prosuduju postupke
svakog pojedina¢nog $§amana, ali veruju u magiju uopste.
Posebni skepticizam je skepticizam u svakom pojedinac-
nom slucaju, a njegov je osnov op$te verovanje koje pruza
merilo za kriti¢ko prosudivanje pojedinih magijskih radniji.
Takva je i struktura estetskog prosudivanja: kriti¢ki odnos
prema svakom pojedina¢nom artefaktu zasniva se na op-
§tem verovanju u umetnost koje nudi implicitnu normu $ta
je ,dobro” ili ,uspelo” umetni¢ko delo." Pokazademo da je
mehanizam posebnog skepticizma u savremenoj umetno-
sti ipak drugaciji nego u magiji.

U eseju ,Vraé i njegova magija”'® Lévi-Strauss komen-
tariSe Boas-ov zapis autobiografije kvakiutlskog Sama-
na Quesalid-a koji je smatrao da su Samani ve¢inom va-
ralice, ali je tvrdio da je jedanput sreo jednog koji je bio
~pravi”. Struktura je: skepticizam prema pojedinim prak-
tikantima i verovanje da je prava magija ipak moguca. U
&lanku ,,Simboli¢ka delotvornost” '® Lévi-Strauss obja$nja-
va efikasnost magijskog le¢enja bolova kod te§kog poro-
daja time da Samanove inkantacije simbolizuju fizioloske
procese koji, nesimbolizovani, prouzrokuju bol. Prema Lévi-
Strauss-u, mitolo$ki ,,prevod” bolova u $amanovom bajanju
sluzi kao oznacitelj ¢iji su oznacenik bolni fiziolo§ki pro-
cesi. Medutim, semiotika magijskog delovanja je kompli-
kovanija: bolovi su naime vec¢ ,oznacitelj” ili ,izraz” fizio-
loSkih procesa.
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9

Za kratak opis procesa od avangardi do savremene umetnosti,

vidi: Mo¢nik, ,U umetnosti, savremenost poc¢inje 1917”.

10

I1i, u Jugoslaviji, stvaralastvo narodnooslobodilackog pokreta

i socijalisti¢ke revolucije. Vidi: Mileti¢, Radovanovié, Lekcije o odbrani;
Kirn, Habjan, ,The Yugoslav Partisan Art”.

M

Statut Saveza pisaca SSSR, donet na prvom kongresu sovjetskih
pisaca godine 1934., odredio je socijalisti¢ki realizam kao osnovni
metod sovjetske literature i kritike. U Sovjetskom savezu artisticke
prakse pocele su napu$tati socijalisticki realizam tokom 8ezdesetih
godina. U Jugoslaviji su praktikovali socijalisti¢ki realizam posle
1945. Decembra 1949. Edvard Kardelj je u predavanju na Slovenskoj
akademiji nauka i umetnosti osudio zdanovizam. (,Zdanovizam”

je praksa partijskog propisivanja ,podobnih” pravaca u kulturi i
umetnosti. Naziva se prema Andreju Aleksandroviéu Zdanovu,
starom boljSeviku i visokom drzavno-partijskom funkcioneru, koji

je izmedu godina 1945. 1 1948. rukovodio sovjetskom kulturnom
politikom.) Treéi plenum CK KPJ decembra 1949. uveo je novu
politiku jugoslovenskih komunista na podruc¢jima $kolstva, kulture

i ideologije. Na drugom savetovanju mladih knjizevnika u Ljubljani
godine 1950. odbacili su nac¢elo socijalistickog realizma. Referat
Miroslava Krleze na 3. kongresu knjizevnika Jugoslavije godine 1952.
u Ljubljani vazi kao konaéni raskid sa socijalistickim realizmom

u Jugoslaviji. (Vidi: Panti¢, ,Elitno i popularno u jugoslovenskoj
filmskoj kulturi 1945-1965", 111.) —, Front socijalisti¢kog realizma

je za kratko trijumfovao nakon Drugog svetskog rata i revolucije,

ali nakon raskida sa Staljinom bio je iskritikovan i zamenjen upravo
kontradiktornom Krlezinom formulacijom jedinstva autonomije
umetnosti i politickog anagazovanja. Krlezin govor na Tre¢em
kongresu Saveza knjizevnika Jugoslavije u Ljubljani 1952. godine
obiéno se tumaci kao prekretnica u kulturnoj politici Jugoslavije

i signal definitivnog raskida sa socijalistickim realizmom, kao i
uvodenja autonomizacije umetnosti od politike.” Panti¢, ,,0d kulture
u,socijalizmu’ do socijalisti¢ke kulture”, 193.

12

Termin je uveo Arthur Danto u filozofskom eseju ,The Artworld”.

13

O poc¢ecima formiranja moderne autonomne sfere kulture kao
kolateralnog produkta finansijskog kapitala u renesansi, vidi: Breznik,
Kultura danajskih darov.

14

Koncept ,,posebnog skepticizma” uveo je Edward E. Evans-
Pritchard u: Witchcraft, Oracles, and Magic among the Azande. Taj
konceptualni aparat dalje je razvio Geoffrey E. R. Lloyd u: Magic, Reason
and Experience. Maja Breznik konceptualizirala je tu problematiku

u prou¢avanju umetnickih praksi u: ,General skepticism in the arts”.
15

Lévi-Strauss, ,Vrac¢ i njegova magija”.

16

Lévi-Strauss, ,Simboli¢ka delotvornost”.
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9

For a short overview of the process, from avant-garde to contemporary
art, see: MocCnik, “U umetnosti, savremenost pocinje 1917.”

10

Or, in Yugoslavia, the art of the National Liberation Movement and the
socialist revolution. See: Mileti¢, Radovanovi¢, Lekcije o odbrani; Kirn,
Habjan, “The Yugoslav Partisan Art.”

1"

The Statute of the Soviet Writers’ Union, adopted at the first Congress
of Soviet Writers in 1934, defined Socialist Realism as the basic method
of Soviet literature and criticism. In the Soviet Union, art practices
started to abandon Socialist Realism during the 1960s. In Yugoslavia,
Socialist Realism was inaugurated after 1945. In December 1949, Edvard
Kardelj condemned “Zhdanovism” in a lecture held at the Slovenian
Academy of Sciences and Arts. (“Zhdanovism” was the practice of
“suitable” orientations in art and culture ratified by the Communist
Party, named after Andrey Alexandrovich Zhdanov, an old Bolshevik and
high state-party official who ran the Soviet cultural policy between

1945 and 1948.) The Third plenum of the Central Committee of the
Communist Party of Yugoslavia (CK KPJ) in December 1949 introduced
a new policy of Yugoslav communists in the fields of education, culture,
and ideology. At the Second Convention of Young Writers in Ljubljana
in 1950, the principle of Socialist Realism was rejected. Miroslav
Krleza’s speech at the Third Congress of Yugoslav Writers, held in 1952
in Ljubljana, is considered as the final break with Socialist Realism in
Yugoslavia. (Cf. Panti¢, “Elitno i popularno u jugoslovenskoj filmskoj
kulturi 1945-1965.”)—“The front of Social Realism briefly triumphed after
World War II and the revolution, but after the break with Stalin it was
scorned and replaced by Krleza’s fully opposing formulation of the unity
between artistic autonomy and political engagement. His speech at the
Third Congress of the Yugoslav Writers’ Association in Ljubljana in 1952
is usually interpreted as the turning point in Yugoslav cultural policy,
heralding a definite break with Socialist Realism and the autonomization
of art with regard to politics.” Pantic¢, “Od kulture u ‘socijalizmu’ do
socijalisticke kulture,” 193.

12

The term was coined by Arthur Danto in his philosophical essay

“The Artworld.”

13

On the beginnings of the formation of the modern autonomous sphere
of culture as a collateral product of financial capital in the Renaissance,
see: Breznik, Kultura danajskih darov.

14

The notion of “specific scepticism” was introduced by Edward

E. Evans-Pritchard in Witchcraft, Oracles, and Magic among the Azande.
The concept was further elaborated by Geoffrey E. R. Lloyd in Magic,
Reason and Experience. Maja Breznik has integrated into this problem field
the study of art practices. See her article “General Skepticism

in the Arts.”

15

Lévi-Strauss, “The Sorcerer and His Magic.”

16

Lévi-Strauss, “The Effectiveness of Symbols.”

(66-85)
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The second process is a consequence of the avant-garde
project of liberating art from the ivory tower of aestheticism
and making it intervene into real history.® The realization of
this project was made possible when artistic avant-gardes
encountered socialist revolutionary movement. This led to a
turbulent period of “post-aesthetic” movements and practices
(Proletkult, Productivism, and so on).” These initiatives were
soon suppressed by post-avantgarde modernism and, for a
briefer period, by Socialist Realism." The post-avantgarde
modernist line ended in Conceptualism, when it became evi-
dent that art no longer possessed its own technical problem
field. Since technique had been the way in which artistic prac-
tice resolved its contradictions, the “loss” of specific artistic
techniques ushered a new historical epoch: the epoch of
contemporary art, in which art practice is no longer self-suffi-
cient. On the one hand, it now has to be complemented by the
recognition of “artworld”"? institutions, while on the other it
is borrowing its elements as “ready made” from other ideolo-
gies or from everyday, common-sense reasoning, i.e. from the
ruling ideology.

The contemporary artefact bases its artistic claim on the
aesthetic ideology of its independence from the socio-histor-
ical conditions of its production. For the realization of this
claim, it depends on external ideological transactions. While
the individual artefact is heteronomous, its promotion into

an artwork depends on the autonomy of aesthetic ideological
apparatuses, hence on the specific bourgeois social formation,
composed of the relatively autonomous economic sphere,

the relatively autonomous juridical-political sphere, and the
relatively autonomous ideological sphere."

Ideological mechanisms that support and reproduce the
autonomous aesthetic sphere have the structure of specific
scepticism that the anthropologists have researched in mag-
ical practices: the societies practicing magic critically judge
the actions of each individual shaman, yet they believe in
magic in general. Specific scepticism implies being sceptical
in specific cases, while its foundation is a general belief that
provides the criterion for critically assessing the individual
performances. The structure of aesthetic judgment looks
much the same: critical attitude towards each individual arte-
fact is based on a general belief in art, which offers an implicit
norm for judging a “good” or “successful” artwork." We will
show that the mechanism of specific scepticism in contempo-
rary art is nevertheless different from that in magic.

In his essay “The Sorcerer and His Magic,”'® Lévi-Strauss
commented on Boas’ record of the autobiography of Kwakiutl
shaman Quesalid, who thought that the shamans were mostly
frauds, but claimed that once he had met a “true” one. The
structure was thus to be sceptical towards individual practi-
tioners, yet to believe that true magic was possible. In his essay
“The Effectiveness of Symbols,”'® Lévi-Strauss explained the
effectiveness of magical pain management in difficult births,
where shamanic incantations symbolized the physiological
processes that, non-symbolized, have been causing pain.

71



ZIVOT UMJETNOSTI

Lévi-Strauss-ovu teoriju treba dakle formalizovati komplek-
snijom semioti¢kom §emom nego $§to je Saussure-ov par
»oznacitelj/oznacenik”. Pomoci ¢e nam Hjelmslevljev pro-
Sireni model koji uz par ,izraz/sadrzaj”, analogan Saussure-
ovom, dodaje i razlikovanje ,forma/supstanca”.” Ako Lévi-
Strauss-ovu analizu formaliziramo prema toj S§emi, bolovi su
supstanca izraza, a fizioloski procesi supstanca sadrzaja;
forma nedostaje i kod izraza i kod sadrzaja—dakle, ni jedan
ni drugi nisu simbolizovani. Samanovo uobli¢enje bolova
u mitolo8ke predstave dodaje izrazu njegovu formu i time
omogucava psiholo$ko savladavanje bolova, ako ne ¢ak i fi-
zioloskih procesa koji ih prouzrokuju.

Posto konceptualiziramo magijsku, a ne jezi¢ku praksu,
treba da odredimo koji elementi drustvene semiotike, koja
podrzava magijsku delotvornost, povezuju konceptualne
parove telesne semiotike. Samanova ritualna radnja je dis-
kurzivna praksa koja aktuelizuje kolektivhu pozadinu ve-
rovanja. Izrazi koji figuriSu u inkantaciji pripadaju zajed-
ni¢kom ideoloskom re¢niku, njihovo povezivanje odreduje
kolektivni ideolo$ki program.’ Tom programu pripada i veza
koja povezuje mitoloSku naraciju telesnom boli: ta¢nije, u
kolektivnom ideolo§kom programu $§amanovo bajanje veé
figuriSe kao forma izraza kojeg supstanca je telesna bol.
Individualna $amanova ritualna radnja povezuje izraz (in-
kantacija, gestovi, manipulacija) sa sadrzajem (mitoloske
predstave), a kolektivni ideolo$ki program iz jedinstva ,,in-
kantacija+mit” pravi formu izraza koji za svoju supstancu
ima telesnu bol.

Telesna semiotika konstituiSe se zapravo tek kroz magijsku
intervenciju: bez nje, tu je samo bespomoc¢no neartikulisano
patece telo. Kao ,dodatak”, suplement Samanova magijska
radnja retroaktivno uspostavlja telesnu semiotiku, dodajudi
joj dimenziju forme, tj. simbolizujuéi je. Pre magijske inter-
vencije, telesna bol je deo fiziolo§kih procesa. Ali magijsko
oformljenje pretvara je u psiholoski izraz fizioloSkog sadrzaja
i time je Gini dostupnom individualnim psiholo8kim radnjama
patece individue. U telesnoj semiotici individualni psiholoski
automatizam koji nosi (ili iziskuje) " kolektivno verovanje po-
vezuje supstancu (sadrzaj: fiziolodki procesi; izraz: telesna
bol) i formu (magijska radnja svojim izrazom—3&amanovim
operacijama; i sadrzajem—mitoloskim predstavama). A sup-
stancu sadrzaja (fizioloske procese) sa supstancom izraza
(bol) povezuije individualna psiholoska radnja koja minimal-
no ovladava bol, a maksimalno i fizioloSke procese.

Magijski mehanizam mozemo predstaviti Semom 1.

Istim konceptualnim aparatom mozemo predstaviti meha-
nizme posebnog skepticizma u savremenoj estetskoj ideo-
logiji. Ni tu se semiotika umetni¢kog dela ne konstituiSe sve
dok nije dopunjena estetskom validacijom ideolo$kih apara-
ta kulturne sfere. Prakse u kulturno-umetni¢kim ideoloSkim
aparatima su heterogene, heterogeni su i njihovi produkti.
Heterogenost ne proizlazi samo iz razlika u specifi¢nim isto-
rijskim pocecima i kasnijim reartikulacijama pojedinih apara-
ta,?® nego je imanentna savremenoj estetskoj ideologiji koja
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17

Jezi¢ki znak ,,drvo”, na primer, se prema Hjelmslevu opisuje ovako:
IZRAZ (odgovara Saussure-ovom oznacitelju): supstanca izraza:
zvuéna masa kod izgovora te reci ili grafizam kod njenog zapisa; forma
izraza: pravilan niz fonema srpskog jezika (fonema se definise kao
snop distinktivnih obelezja koja odreduju njene odnose prema ostalim
fonemama jezika); SADRZAJ (odgovara Saussure-ovom oznaceniku):
supstanca sadrzaja: ideja, predstava ili ,koncept” drveta; forma
sadrzaja: strukturni semanti¢ki opis (tipa: +fizi¢ki predmet,+ zivo
bice, +biljka...). A u Mefistofelovoj replici u Goethe-ovu Faustu: ,,Grau,
teurer Freund, ist alle Theorie und griin des Lebens goldner Baum.—
Siva, prijatelju dragi, teorija je sva, a zeleno zivota zlatno drvo.”
—izraz ,Baum, drvo” mogao bi se opisati ovako: supstanca izraza:
zvuéna masa kod izgovora te re¢i ili grafizam kod njenog zapisa—a
posto se radi o stihu, u supstancu izraza ulazi i zvuéna vrednost reci,
pogotovo zvuéni kontrast ,, Theorie/Baum™ (uski vokali, rogobatna
grupa e-o/ §iroki vokal a, blago zvuéna grupa a-u); forma izraza:
pravilan niz fonema nemackog jezika—a posto se radi o stihu, u formu
izraza ulazi i metricka §ema reci; supstanca sadrzZaja: ideja, predstava
drveta—a posto se radi o metafori, iznad predstave drveta uzdize

se rasko$na predstava zivotne snage, rasti prema nebu itd.; forma
sadrzaja: na strukturni semanti¢ki opis nakalemljuju se potezi tipa
+vitalizam,+autentiénost, + neposrednost, +iskrenost, + velikodugnost
itd.—Hjelmslev, Prolegomena to a Theory of Language. Vidi takoder:
Bart, Elementi semiologije.

18

Isto vazi za ritualne gestove i predmete kojima ritual eventualno
manipuliSse—ali te elemente Lévi-Strauss ne pominje.

19

Prema Durkheim-ovom diktumu: ,Jer, u isto vrijeme dok nam se
institucije namec¢u, mi drzimo do njih, one nas prisiljavaju, a mi

ih volimo; one nas prinuduju, a mi nalazimo svoju korist u njihovu
djelovanju ¢ak i u toj prinudi.” Durkheim, Pravila socioloske

metode, 16 (napomena 4).

20

Univerzitet je srednjovekovna cehovska ustanova, kasnije rearti-
kulisana u nacionalnu ustanovu i sada u dobavlja¢a kvalifikovanih
radnica i radnika na trziste radne snage; galerija je kasna renesansna
ustanova, kasnije reartikulisana u komercijalnog posrednika;
umetni¢ke akademije su monarhijska ustanova, reartikulisana kasnije
u nacionalnu ustanovu, a sada u institucije globalnog art-sistema

itd. Za istorijsku analizu klasi¢ne monarhijske akademije, vidi: Pezelj,
Umetnost in disciplina.
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vec¢ od proglasenja bezinteresnosti estetskih praksi, njiho-
vih proizvoda i njihove percepcije zahteva ireduktibilno in-
dividualnost i dakle ,pluralnost” estetskih sudova. Upravo ta
liberalna estetska ideologija objedinjuje inace heterogene
aparate u autonomnu umetni¢ko-kulturnu sferu.?' Bez obzira
na svoju eventualnu ideolo$ku tendenciju, artefakt sa umet-
ni¢kom pretenzijom postaje umetni¢kim delom posredstvom
vladajuce liberalne estetske ideologije, konstitutivne za bur-
zoasku kulturno-umetni¢ku sferu.

Razli¢ite pisane i usmene prezentacije artefakta, kritike, te-
orije, knjizevna dela koji referiSu na nj, eseji, polemike, izloz-
be, katalozi itd., sav paper trail? koji artefakt ostavlja u jav-
nosti su onda izrazi, nosioci sadrzaja (interpretacija, opisa,
konceptualizacija, ideoloskih eksploatacija itd.) semioticke
suplementacije koja kao forma izraza simbolizuje artefakt i
pretvara ga u umetni¢ko delo. Na nivou sveta umetnosti izra-
ze povezuju sa njihovim sadrzajima prakse (individualnih i
institucionalnih) agenata umetni¢kog sistema koje skladno
sa trziSnom tendencijom ka vestackoj diferencijaciji proizvo-
da teZe da budu posredovane razli¢itim ideologijama, ali su
objedinjene vladajuéom liberalnom ideologijom estetske au-
tonomije. Ovaj semiotic¢ki (i ,semiotizujuéi”) dodatak-dopu-
nu povezuju sa (suplementacijom stvorenom) semiotikom
umetni¢kog dela aparati estetske ideologije ili ,,svet umet-
nosti”, kako ih je romantiéki nazvao Arthur Danto.?® U semio-
tici umetnic¢kog dela celina dopunskog elementa (izraz + sa-
drzaj) figurise kao forma izraza. Dopunski element obrazuje
supstancu izraza (=artefakt) u element umetni¢ke semiotike
koji izrazava sadrzaj sa ,reprezentativnom” ®* supstancom i
formom koju odreduje konstelacija ,umetni¢ki relevantnih
predikata”. Dopunski element dalje sugeri§e adekvatnu in-
dividualnu recepciju umetni¢kog dela, omogucujuci joj da
poveze sadrzaj sa formom. A sadrzaj je sa izrazom uvek ve¢
povezivala estetska ideologija posebnog skepticizma kod
kultivisanih posmatraga i posmatracica.

Semiotiku savremenog funkcionisanja umetni¢kog dela mo-
zemo predstaviti Semom 2.

U semiotickoj Semi estetske ideologije pojavljuje se izra-
zita polarizacija ,aparati/individue” koje kod magije nema.
U magiji, individualni $aman je jedan od vi§e aparata do-
minantne ideologije, dok su individualne psiholo$ke radnje
njegove ,pacijentkinje” u¢inci integracije rodilje u tu ideo-
logiju i njene aparate. Terapeutsku efikasnost individualne
psihologije izazivaju tek Samanove radnje. NaSu Sematiza-
ciju Lévi-Strauss-ove teorije magije treba dakle posmatrati
i kao Sematizaciju specificnog—magijskog tipa ideoloske
interpelacije.

Sema estetske ideologije prikazuje estetsku ideolosku inter-
pelaciju. Pored polarizacije ,,aparati/individue”, njena speci-
ficnost je i burzoaski ideolo$ki pluralizam u oba pola i objedi-
njujuce delo vladajuce (estetske) ideologije. Suprotni polovi
distribuisani su inverzno simetri¢ki: dok su prakse agena-
ta umetnickog sistema konjunkturna, dinami¢ka dimenzija
aparata, umetnicke institucije njihova su strukturna, staticka
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21

Autonomija umetni¢ko-kulturne sfere i njena objedinjujuca liberalna
ideologija zadrzavaju imanentnu konfliktnost umetnic¢kih praksi i
aparata u okvirima burzoaskog pluralizma i spre¢avaju da unutrasnja
umetnic¢ka i kulturno-ideolo§ka protivrec¢ja postaju antagonisti¢ka.
Jedno istrazivanje umetnickih ideologija umetnica i umetnika u
Sloveniji pokazalo je da se na posebnim umetni¢kim podruc¢jima
razvijaju specifi¢ni konflikti kroz koje se prelamaju konstitutivne
odrednice sukobljenih praksi: na podru¢ju performativnih umetnosti
savremene (,alternativne”) prakse i institucije sukobljavaju se sa
ustanovama nacionalne pozori$ne umetnosti; na muzi¢kom podruc¢ju
alternativne i inovativne prakse (i njihovi inace marginalni ,,aparati”)
sukobljavaju se sa agencijama za skupljanje i redistribuciju dohodaka
od autorskih prava zbog njihovog proteziranja komercijalnih autora i
izvodaca; u izdavastvu mali nekomercijalni izdavaci u konfliktu su sa
velikim komercijalnim; samo na podrucju vizuelnih umetnosti viada
opste pomirenje, osigurano poklapanjem estetskog i robnog fetiizma
(umetnice i umetnici smatraju da cena umetni¢kog dela izrazava
njegovu estetsku vrednost i da je za svakog stvaraoca nuzno da se
plasira u medunarodni art-sistem). Vidi: Breznik, Posebni skepticizem
v umetnosti.

22

Paper trail: ,,a series of documents that show a record of your
activities” (Cambridge Advanced Learner’s Dictionary); ,documents
(such as financial records) from which a person’s actions may be
traced or opinions learned” (Merriam-Webster); ,written evidence

or records of someone’s activities” (Collins).

23

Danto, ,The Artworld”. Danto-ova filozofija umetnosti pogodna je za
nase svrhe, jer sistematizuje savremenu estetsku ideologiju i pogotovo
njenu sposobnost da integri§e navodno ,subverzivne” artefakte koji
su u savremenoj umetnosti takore¢i standard. Prema Danto-u, ono
§to od artefakta pravi umetni¢ko delo je njegov specifi¢ni ,,umetnicki
relevantan predikat”. Kao §to smo drugde pokazali, novi (i eventualno
subverzivni) umetnicki relevantni predikat retroativno reartikulise
sistem prethodnih predikata i time otvara mogucnost njihovih novih
kombinacija. Duchamp-ova Fontana, na primer, prema Danto-u uvodi
nov umetnic¢ki relevantan predikat ,ready made” i time dodaje proslim
delima predikat ,,nije ready made”. Za reformulaciju Danto-ove
filozofije u teoriju, vidi: Mo¢nik, ,,U umetnosti, savremenost pocinje
1917”.

24

,Reprezentativno” je ovde misljeno u najsirem ,,durkheim-ovskom”
znacenju, tako da obuhvata i ,,nereprezentativne” simboli¢ke formacije
(apstrakciju i tome sli¢no).
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VANTRZISNA MOTIVACIJA TRZISTA UMETNICKIH DELA

17

The linguistic sign “tree,” for example, is described by Hjelmslev as
follows: EXPRESSION (corresponds to Saussure’s signifier) has two
dimensions: substance of the expression: the sound mass while pronouncing
the word or graphism in writing; form of the expression: the correct
sequence of phonemes in the given language (phoneme being defined
as a cluster of distinctive features that determine its relations to other
phonemes in the language). CONTENT (corresponds to Saussure’s
signified) has two dimensions: substance of the content: the idea, image,
or “concept” of the tree; form of the content: structural semantic
description (of the type: +physical object, +living being, + plant...).
Thus, in Mephistopheles’ line in Goethe’s Faust: “Grau, teurer Freund, is
alle Theorie and griin des Lebens goldner Baum—All theory, dear friend,

is grey, but the golden tree of life springs ever green”—the expression
“Baum, tree” may be described as follows: substance of the expression: the
sound mass while pronouncing the word or graphism in its writing—
and since it is a verse, the substance also includes the sound value of
words, especially the sound contrast “ Theorie / Baun” (narrow vowels,
coarse group ¢-0/broad vowel ¢, mildly sounding group a-u); form

of dthe expression: the regular sequence of phonemes in the German
language—and since it is a verse, the form also includes the metric
scheme of words; substance of the content: the idea or image of the tree—
and since it is a metaphor, the image of the tree is superseded by a
lavish representation of life force, growth towards the sky, etc.; form of
the content: structural semantic description is superseded by movements
such as: +vitalism, +authenticity, +immediacy, + honesty, + generosity,
etc.—Hjelmslev, Prolegomena to a Theory of Language. Cf. Barthes, Elements
of Semiology.

18

The same is true about ritual gestures and objects that the ritual might
use—but Lévi-Strauss does not mention these elements.

19

According to Durkheim: “For, while institutions bear down upon

us, we nevertheless cling to them; they impose obligations upon us,
and yet we love them; they place constraints upon us, and yet we

find satisfaction in the way they function, and in that very constraint.”
Durkheim, The Rules of Sociological Method, 16 (note 4).

(66-85)

NON-MARKET MOTIVATION OF THE ART MARKET

According to Lévi-Strauss, the mythological “translation” of
pain in shamanic incantation serves as the signifier whose
signified are painful physiological processes. However, the
semiotic of magical action is more complicated: for the pain is
itself a “signifier” or “expression” of physiological processes.

Thus, Lévi-Strauss’ theory should be formalized as a more
complex semiotic scheme than provided by Saussure’s “signi-
fier/signified” pair. Hjelmslev’s extended model, which along
with the “expression/content” pair, analogous to Saussure’s,
introduces the distinction between “form/substance,” may be
of help here."” If Lévi-Strauss’ analysis is formalized according
to this scheme, pain is the substance of the expression, and
physiological processes are the substance of the content; the
form is missing both in the expression and in the content—
which means that neither of them are symbolized. Shaman’s
transformation of pain into mythological images adds form to
the expression, making it possible mentally to control the pain,
perhaps even to control the physiological processes causing it.

Since we conceptualize magical and not linguistic practice,
we need to determine which elements of the social semiot-
ics that supports the efficiency of magic, link together the
conceptual pairs of bodily semiotics. Shaman’s ritual action
is a discursive practice that actualizes the collective religious
background. The expressions that figure in the incanta-

tion belong to a common ideological vocabulary, and their
associations are determined by the collective ideological
programme.’® This programme includes the link between
mythological narration and physical pain: more precisely, in
the collective ideological programme, shaman’s incantation
already figures as the form of expression whose substance is
physical pain. His individual ritual action links the expression
(incantation, gestures, manipulation) to the content (mytho-
logical images), while the collective ideological programme
uses the unity of “incantation+myth” to create the form for
the expression that has physical pain as its substance.

Bodily semiotics is actually constituted only through magical
intervention: without it, there is only a helplessly unartic-
ulated, suffering body. As a “supplement,” the shaman’s
magical action retroactively establishes bodily semiotics,
adding the dimension of the form, i.e. symbolizing it. Before
the magical intervention, physical pain is part of physiolog-
ical processes. However, magical formulation turns it into

a mental expression of the physiological content, making

it available to the individual mental actions of the suffering
individual. In bodily semiotics, the individual psychological
automatism carried (or required)' by collective belief links
substance (content: physiological processes; expression:
physical pain) and form (magic action with its expression—
shamanic operations; and its content—mythological images).
The substance of the content (physiological processes) is
linked with the substance of the expression (pain) by the indi-
vidual mental action that controls at least pain, and perhaps
also physiological processes.

The mechanism of magic can be represented as in Scheme 1.
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20

The university is a medieval guild institution, later rearticulated into

a national institution and then into a supplier of skilled workers

for the labour market. The gallery is a late Renaissance institution,
later rearticulated into a commercial mediator. The art academy is a
monarchical institution, later rearticulated into a national institution,
and then into an institution of the global art system; etc. For a
historical analysis of the classical monarchical academy, see: Pezelj,
Umetnost in disciplina.

21

The autonomy of the artistic-cultural sphere and its unifying liberal
ideology retain the immanent conflict of art practices and apparatuses
within the framework of bourgeois pluralism, preventing the internal
artistic and cultural-ideological contradictions from becoming
antagonistic. A study of the artistic ideologies of Slovenian artists has
shown that specific conflicts develop in specific artistic areas where
the constitutive determinants of the conflicting practices are refracted.
In the field of performing arts, the contemporary (“alternative”)
practices and institutions clash against the institutions of national
theatre art. In the field of music alternative and innovative practices
(and their otherwise marginal “apparatuses”) clash against the agencies
for collecting and redistributing copyright income because of their
preference for commercial authors and performers. In publishing, small,
non-commercial publishers are in conflict with the large, commercial
ones. Only in the field of visual arts, there is overall peace, ensured by
the coincidence of aesthetic and commodity fetishism (the artists believe
that the price of an artwork expresses its aesthetic value and that it is
necessary for every artist to be positioned within the international art
system). Cf. Maja Breznik, Posebni skepticizem v umetnosti.

22

Paper trail: “a series of documents that show a record of your
activities” (Cambridge Advanced Learner’s Dictionary); “documents
(such as financial records) from which a person’s actions may be
traced or opinions learned” (Merriam-Webster); “documents which
provide evidence of someone’s activities” (Collins).

23

Danto, “The Artworld.”—Danto’s philosophy of art is suitable for

our purposes, because it systematizes the contemporary aesthetic
ideology and, in particular, its ability to integrate the allegedly
“subversive” artefacts, which are practically standard in contemporary
art. According to Danto, what turns an artefact into an artwork is its
specific “artistically relevant predicate.” As we have shown elsewhere,
the new (and possibly subversive) artistically relevant predicate
retroactively rearticulates the system of previous predicates, thus
opening the possibility of their new combinations. Duchamp’s
Fountain, for example, introduces for Danto a new artistically relevant
predicate of “ready made,” thus adding the predicate “not ready made”
to the previous artworks. For a reformulation of Dante’s philosophy
into a theory, see: Mocnik, “U umetnosti, savremenost poc¢inje 1917.”
24

“Representative” is here understood in the widest “Durkheimian”
meaning, which also includes “non-representative” symbolic formations
(abstraction and alike).

(66-85)

NON-MARKET MOTIVATION OF THE ART MARKET

Using the same conceptual apparatus, one can represent
the mechanisms of specific scepticism in the contemporary
aesthetic ideology. Here, too, the semiotics of the artwork
is not constituted until it is complemented by the aesthetic
validation of the ideological apparatuses in the cultural
sphere. Practices in these cultural-artistic ideological appa-
ratuses are heterogeneous, and so are their products. This
heterogeneity arises not only from the differences in the
specific historical beginnings and the subsequent reartic-
ulation of the individual apparatuses,?® but is immanent

to the contemporary aesthetic ideology, which since the
proclamation of the disinterestedness of aesthetic practices,
their products, and their perception, requires the individu-
ality and, therefore, “plurality” of aesthetic judgments. This
liberal aesthetic ideology unifies the otherwise heteroge-
neous apparatuses into an autonomous artistic-cultural
sphere.”’ Regardless of its possible ideological tendency, an
artefact with an artistic claim becomes an artwork by force
of the dominant liberal aesthetic ideology, constitutive of
the bourgeois cultural-artistic sphere.

Various written and oral presentations of an artefact
(criticism, “theories,” literary works that refer to it, essays,
debates, exhibitions, catalogues, and so on), all the “paper
trail”?? that the artefact leaves in public, provide the content
to the semiotic supplementation that, as the form of the
expression, symbolizes the artefact and transforms it into
an artwork. At the level of the art-world, the expressions are
linked to their contents by the art-system agents’ practices,
which in accordance with the market tendency to artifi-
cially differentiate the products, tend to be mediated by
different ideologies, but are unified by the dominant liberal
ideology of aesthetic autonomy. This semiotic (and “semi-
otizing”) addition-supplement is linked to the semiotics

of the artwork (created retroactively by supplementation)
through the apparatuses of aesthetic ideology or the “art-
world,” as Arthur Danto has romantically named it.?* In

the semiotics of an artwork, the whole of the supplement
(expression +content) figures as the form of the expression.
The supplement transforms the substance of the expres-
sion (=artefact) into an element of artistic semiotics that
expresses the content with the “representative”? substance
and the form determined by the constellation of “artistically
relevant predicates.” The supplement further suggests the
adequate individual reception of the artwork, allowing it to
link the content to the form. On the other side, the content
has already been linked to the expression by the aesthetic
ideology of specific scepticism, shared by cultivated
observers.

The semiotics of the contemporary functioning of an art-
work can be represented as in Scheme 2.

In the semiotic scheme of aesthetic ideology, there is a pro-
nounced polarization of “apparatuses/individuals” which
is absent from magic. In magic, the individual shaman is
one among many apparatuses of the dominant ideology,
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dimenzija i uslov njihove dinamike; na polu individue indivi-
dualna percepcija pak je dinami¢ka i konjunkturna dimenzija,
dok je individualno verovanje na nacin posebnog skepticiz-
ma stati¢ka, strukturna dimenzija koja je uslov dinamike.?®
Semu dakle organizuje jo$ jedna osa, pravougaona na osu
~aparati/individue” —osa ,struktura (aparati art-sistema+
individualna vera) /konjunktura (prakse agenata art siste-
ma + individualna percepcija)”. Predstavljeno Semom 3.

Razliku izmedu magijske i estetske ideolo$ke interpelaci-
je mozemo formulisati i ovako: uesnici magijske radnje ne
mogu da zamisle alternativnu simbolizaciju,?® dok uéesnici
estetske radnje moraju izmisljati nove alternative. Iz prve si-
tuacije proizlazi terapeutski u¢inak, iz druge estetski u¢inak.

Pokazali smo dakle: vantrziS§na motivacija koja od umetnic¢-
kih dela pravi robe, delo je kulturno-umetnickih ideoloskih
aparata i njihovih praksi, ¢iju pluralnost utemeljuje i objedi-
njuje ideologija umetni¢ke autonomije; ideolo$ka interpela-
cija estetske ideologije strukturisana je na nacin posebnog
skepticizma koji pluralisticko bogatstvo umetnickih praksi i
recepcija unapred uklju¢uje u horizont burzoaske ideologije
autonomnih drustvenih sfera. Tim mehanizmima obezbeden
je ulaz umetnic¢kih roba na trziste, odrzavanje njihove robne
prirode i njihova eventualna trziSna aprecijacija koja opet za-
visi od vanekonomskih faktora.

Potpuna §ema vanekonomske motivacije (Sema 3) pokazuje
da je ideolo$ki sistem savremene umetnosti sposoban da ra-
zreSava protivrec¢ja izmedu reprodukcije strukture i pritisaka
konjunkturnih prepleta istorijskih procesa koji mogu potko-
pavati logiku strukture. Ovu ,otpornost” u odnosu na uslo-
ve svoje produkcije i dalje istorijske egzistencije savremena
umetnost nasledila je od moderne umetnosti,” ali su kon-
kretni mehanizmi te ,,emancipacije” od drustveno-istorijskih
procesa sada inverzni nekadasnjim modernim mehanizmi-
ma. Dok su u modernoj umetnosti posmatracica i posmatra¢
slobodno percipirali (i eventualno interpretirali) umetni¢ko
delo u okvirima koje im je odredivalo samo to delo, kod sa-
vremene umetnosti posmatragica i posmatrac treba da sami
pronadu okvir u kome Ce izlozeni artefakt funkcionisati kao
umetni¢ko delo. Ako im to ne uspeva ili ako ne veruju u svoju
kompetenciju, mogu se osloniti na aparate sveta umetnosti.
Tako se interpelativha mo¢ aparata hrani interpelativnom ne-
modi artefakata. 1z toga mozemo retroaktivno zakljugiti da
eventualni ,neposredni” estetski perceptivniiinterpretativ-
ni akt proizlazi od toga §to je posmatra¢ ve¢ uspesno inter-
pelisan u mehanizme aparata, ili od toga §to su ti mehanizmi
vec¢ uspesno inkorporisani u artefakt, ili od oboje.

Na$a analiza retroaktivno pojasnjava veliku reproduktivnu
moc¢ estetske ideologije i njenih aparata, a i njihovu sposob-
nost da se tvorno povezu sa preovladavaju¢im procesima
epohe od lihvarskih praksi ¢etrnaestog veka do finansijskih
$pekulacija dvadeset prvog veka.
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25

Time je u principu uklonjena dilema , struktura ili akcija” kroz koju se
u razli¢itim verzijama ponavljala ishodi$na debata izmedu Durkheim-a
i Tarde-a. , Struktura” i ,konjunktura” su koncepti istog problemskog
polja, a koncept interpelacije preko koncepta ideoloskog mehanizma
ukida dihotomiju ,,struktura/individua”.

26

.Nije vazno da 8amanova mitologija ne odgovara objektivnoj
stvarnosti: bolesnica u nju vjeruje i ¢lan je drudtva koje u nju vjeruje.
Duhovi zastitnici i zli duhovi, natprirodna Sudovista i magijske zivotinje
pripadaju suvislom sustavu koji utemeljuje urodeni¢ko shvacanje
univerzuma. Bolesnica ih prihvaca ili, ta¢nije, ona nije nikada u njih
posumnjala.” Lévi-Strauss, ,,Simboli¢ka delotvornost”, 194.

27

Za problematiku moderne estetske ideologije, vidi: Mo¢nik, ,Teorija
umetnostnih praks”.
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25

In principle, this eliminates the dilemma of “structure or action” that,
in various versions, has been reiterating the initial debate between
Durkheim and Tarde. “Structure” and “conjuncture” are concepts of
the same problem field, and the concept of interpellation abolishes the
“structure/individual” dichotomy through the concept of ideological
mechanism.

26

“That the mythology of the shaman does not correspond to an
objective reality does not matter. The sick woman believes in the myth
and belongs to a society, which believes in it. The tutelary spirits and
malevolent spirits, the supernormal monsters and magical animals,
are all part of a coherent system on which the native conception of the
universe is founded. The sick woman accepts these mythical beings

or, more accurately, she has never questioned their existence.” Lévi-
Strauss, “The Effectiveness of Symbols,” 197.

27

For the problem field of modern aesthetic ideology, see: Mo¢nik,
“Teorija umetnostnih praks.”

(66-85)
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while the individual mental actions of his “patient” are
effects of the integration of the childbearing woman into
that ideology and its apparatuses. The therapeutic efficiency
of individual psychology is triggered only by the shaman’s
actions. Thus, our schematization of Lévi-Strauss’ theory

of magic should also be viewed as a schematization of the
specific—magical—type of ideological interpellation.

The scheme of aesthetic ideology shows the aesthetic
ideological interpellation. In addition to the polarization
of “apparatuses/individual,” its specificity is the bourgeois
ideological pluralism on both poles, and the unifying work
of the dominant (aesthetic) ideology. The opposite poles are
distributed inversely symmetrically. While the art system
agents’ practices are the conjunctural, dynamic dimension
of the apparatus, the art institutions are their structural,
static dimension and the condition of their dynamics.

At the pole of the individual, individual perception is the
dynamic, conjunctural dimension, while individual belief in
the modality of specific scepticism is the static, structural
dimension and the condition of the dynamics.?® Thus, the
scheme is organized along yet another axis, perpendicular
to the “apparatuses/individual” axis, the axis “structure
(apparatuses of the art system +individual faith)/ conjunc-
ture (art system agents’ practices +individual perception).”

This can be presented as in Scheme 3.

The difference between magical and aesthetic ideological
interpellation can be formulated as follows: the participants
of magical action cannot imagine an alternative symboliza-
tion,?® while the participants of aesthetic action must invent
new alternatives. The first situation results in a therapeutic
effect, the second in an aesthetic effect.

We have shown that the non-market motivation, which turns
artworks into commodities, is the work of cultural-artistic
ideological apparatuses and their practices, whose plurality
is justified and unified by the ideology of artistic autonomy.
In aesthetic ideology, ideological interpellation is structured
by the means of specific scepticism, which in advance inte-
grates the pluralistic richness of artistic practices and recep-
tions into the horizon of the bourgeois ideology of autono-
mous social spheres. These mechanisms secure the entry of
artistic commodities upon the market, the maintenance of
their commodity nature, and their possible market apprecia-
tion, which again depends on non-economic factors.

The complete scheme of non-economic motivation
(Scheme 3) shows that the ideological system of contem-
porary art is capable of resolving contradictions between
the reproduction of the structure and the pressures of
the conjunctural intertwining of historical processes that
may threaten to undermine the logic of the structure. This
“resilience” of contemporary art with regard to the condi-
tions of its production and its further historical existence
has been inherited from modern art.” However, the
specific mechanisms of this “emancipation” from socio-
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historical processes have been inverted with regard to the
previous, modern mechanisms. While in modern art the
observer freely perceived (and possibly interpreted) the
artwork within the framework determined by that particular
artwork, in contemporary art it is the observer who must
find a framework within which the exhibited artefact will
function as an artwork. If he or she does not manage to find
a suitable frame, or if they do not trust their competence,
they can rely on the apparatuses of the art-world. Thus, the
interpellative power of the apparatuses is maintained by the
interpellative powerlessness of the artefacts. From this

we can retroactively conclude that any possible “immediate
aesthetic act of perception or interpretation comes from
the fact that the observer has already been successfully
interpellated into the mechanisms of the apparatuses, or
from the fact that these mechanisms have already been suc-
cessfully incorporated into the artefact, or from both.

.

Our analysis retrospectively explains the great reproductive
power of aesthetic ideology and its apparatuses, as well

as their ability to be constructively connected to the domi-
nant processes of the epoch—from the fourteenth century
usury practices to the financial speculations of the twen-
ty-first century.
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