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Elementi buducih dijaloga

Sandra Uskokovi¢, Anamnesis. Dijalozi umjetnosti u javnom prostoru.
Zagreb: UPI-2M PLUS, 2018.ISBN 9789537703400
DOI: 10.31664/zu.2019.104.10

Javni prostor pozornica je na kojoj se smjenjuju raznovrsne umjetnicke ideje
i dogadaiji ¢ije je politicke i drustvene statuse takoder potrebno razlikovati.
Subjektivnost, seksualne i rodne, ali i sve druge drustvene razlike, progresivni ANAMNESIS
vs. ,burzoazijski” koncepti u velikoj mjeri utjeGu na zbivanja i na¢in koritenja ':1:}33;”:;‘;;‘15:"_'
javnim prostorom, kao i na eti¢cku dimenziju umjetnickih intervencija koje se u

njemu odvijaju. Eksperimentalne, konceptualne i inovativne prakse temeljene
na procesualnosti, privremenosti, potro§ivim materijalima i novim medijima u
javnom urbanom prostoru jo$ uvijek nisu cjelovito istrazene i interpretirane u
kontekstu nacionalne povijesti umjetnosti, a ve¢inom nisu priklju¢ene uz medu-
narodna zbivanja. Pogotovo ne u kontekstu novih teorijskih i kriti¢kih pristupa,
iako je od njihova najintenzivnijeg razdoblja proslo 50-ak godina. Njima tek treba
pridruziti participativne i kolaborativne prakse, drustveno angaziranu umjetnost,
relacijske prakse i umjetnost zajednice, dijaloge, intervencije i druge oblike um-
jetnickog djelovanja koji karakteriziraju posljednja tri desetljeca.
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Elements of Future Dialogues

Sandra UskokoviC, Anamnesis. Dijalozi umjetnosti u_ javinom prostoru.
Zagreb: UPT-2M PLUS, 2018. ISBN 9780537703400
DOI: 10.31664/zu.2019.104.10

Public space is a stage with an alternating roster of various artistic ideas and events, = Sandra Uskokovi¢, Anamnesis.

whose political and social statuses also need to be differentiated. Subjectivity, sexu- ~Dijalozi umjetnosti u javnom prostoru.
. . . « . 5 Zagreb: UPI-2M PLUS, 2018.

al-and gender-, but also all other social differences, and progressive vs. “bourgeois”

concepts very much affect the trends and way of using public space, as well as the

ethical dimensions of artistic interventions that take place in it. Experimental,

conceptual and innovative practices are based on processuality, temporariness,

expendable materials and new media in public urban space, and they are still

insufficiently investigated and interpreted in the context of national art history,

and most are not connected to international developments. Especially not in the

context of the new theoretic and critical approaches, even though fifty-odd years

have passed since their most intense period. To these we should also add partici-

patory and collaborative practices, socially-engaged art, relational practices and

community art, dialogues, interventions and other forms of artistic activities that

have marked the last three decades.
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Upravo je stoga vazno objavljivanje knjige Sandre Uskokovi¢ Anamnesis. Dijalozi
umjetnosti u javnom prostoru. Tekst je koncipiran djelomi¢no kao istrazivanje, ve-
éinom kao teorijska interpretacija odabranih umjetni¢kih zbivanja koja markira-
ju pojave i promjene u kontekstu javnog prostora uglavnom od 1990-ih godina
nadalje. Autorica se fokusira na dominantne drustvenopoliticke dogadaje koji
su javni prostor vec tijekom druge polovice 20. stolje¢a prometnuli u neku vrstu
(potencijalnog) dijalo§kog poligona ili javno-umjetni¢ke platforme.

Umjetnicke pojave koje se zbivaju u prostoru javnosti nuzno je razmatrati unu-
tar Sireg raspona zbivanja, $to nas dovodi u situaciju promi$ljanja o analitickom
alatu i terminologiji koju autorica ekstenzivno uvodi u podrucje svojeg interesa.
Medu ostalim, jer nije rije¢ o (manje ili vie) trajnim umjetni¢kim formama koje
eklatantno svjedoce o politickoj moci odlu¢ivanja o/u prostoru—kao $to su to na
primjer javni spomenici—nego o zbivanjima koje karakterizira njihova efemerna
priroda. U tom smislu za istrazivanje zbivanja u javnom prostoru—iako bi zbog
prirode autori¢ina razumijevanja teme kojom se bavi daleko prikladnije bilo reci
u javnom diskursu—mogu biti poticajni, uz ostalo, stavovi Rosalyn Deutsche, koja
inzistira na potrebi razmisljanja o poveznici umjetni¢kog djela s ljudima, pri ¢emu
je, prema njezinu misljenju, klju¢no jesu li potaknuti na sudjelovanje tijekom na-
stanka ili pak odluc¢ivanja o umjetnickoj gesti ili izvedbi u javnom prostoru. Da bi
tako nesto uopce bilo moguce, potrebno je uspostaviti odredenu razinu demo-
kracije kao nacina ,vladavine” koja je, uz ostalo, omogucila izraze ,,arogancije” i
»,€goizma” umjetnosti nastale u ime demokrati¢nih pristupa ljudi javnome mjestu.

Povijest umjetnosti u Hrvatskoj nije dosad uspjela dublje zahvatiti i objasniti
klju¢na poslijeratna zbivanja koja ¢e uslijediti nakon rekonstrukcije moderniz-
ma pedesetih godina 20. stolje¢a. Nakon razdoblja koje nazivamo ,,umjerenim
modernizmom” u kojem, medu ostalim, modernu umjetnost obiljezavaju odjeci
egzistencijalizma, apstrakcija te utjecaji meduratnih avangardi, slijede raznovr-
sni modernisti¢ki pokus$aji artikulacije vlastitih iskustava modernosti. | dok rano
poslijeratno razdoblje karakterizira labava veza izmedu pojedinih fenomena mo-
dernosti, na koje nailazimo u vecini sredina bivSe Jugoslavije, opéa normativna
vrijednost od kraja Sezdesetih raslojava se te ju nije mogucée podvesti pod za-
jednic¢ki nazivnik. Naime, ve¢ Sezdesetih godina umjetnici poc¢inju odbacivati
tradicionalne pristupe pa ideje postaju osnova za produkciju radova; dolazi do
dematerijalizacije umjetni¢kog djela i metoda djelovanja koje uklju¢uju umjet-
nost ponasanja i druge izvaninstitucijske paradigme novomedijskih praksi, sve
do tzv. kriptoperformansa.

Ovo se razdoblje u povijesti suvremene umjetnosti smatra klju¢nim za razumije-
vanje svega §to Ce uslijediti. Od tada nadalje klju¢no je da je umjetni¢ka praksa
integrirana u sadasnjost i da tu sadasnjost tretira kao neku vrstu ,radnog” ma-
terijala koji se problematizira izvan zatvorene atmosfere atelijera, upravo u jav-
nom diskursu. Stvarnost i realni svijet izvori su trajne inspiracije; istodobno su
predmet kriti¢kog ispitivanja koja provode umjetnici. Njihovo se djelovanje u to
vrijeme, ali i kasnije, nazivalo radikalnim i kontroverznim, uz ostalo i zbog poli-
tickog angazmana i njegova propitivanja kroz praksu, kad teme poput feminizma
ili odnosa prema osobitoj inacici , kapitalizma” dolaze u fokus pojedinih autora.
Recentni postmodernizam usvaja priznavanije razli¢itosti (na koju nailazimo veé
i prije), a kako je vidljivo iz odabira radova koje Uskokovié¢ problematizira u knji-
zi, zbivanja se sve intenzivnije referiraju na potrebe za promjenama i iskazima
o aktualnom geopolitickom stanju (uz ostalo, o neoliberalizmu, globalnom kapi-
talizmu, dehumanizaciji kao posljedici ekonomske politike, prevlasti trzista itd.).

Svjedo¢imo potpunom rasapu javnog prostora, njegovu nestanku zbog uzurpa-
cije koju prouzrokuju turizam, ugostiteljstvo, kao i u¢estalo iskoristavanje ,,prava”
pojedinaca koji agresivno zahvacaju u njega a da pritom ne razumiju slozene
procese zajedniStva koji se tamo odvijaju. Na takvo stanje ne reagiramo samo
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This is precisely the reason why the publication of Sandra Uskokovic’s book
Anamnesis. Dijalozi umjetnosti u javihom prostoru [Dialogues of Art in Public Space]l
is so important. The text is partly conceived as research, but mostly as a theoretic
interpretation of the selected artistic trends that were marked by the occurrences
and changes in the context of public space, mostly from the 1990s onwards. The
author focuses on the dominant socio-political events which turned public space
of the 20th century into a kind of a (potential) dialogical testing-site or a public
artistic platform.

Artistic phenomena that take place in public space must necessarily be considered
as part of a wider range of developments, which puts us in the position to ponder
on the analytic tools and terminology which the author extensively uses in the area
of her interest. Among other reasons, because it is not a matter of (more or less)
permanent art forms which blatantly bear witness to the political power of making
decisions on/in space—for example, public monuments—but of occurrences that
are characterised by their ephemeral nature. In this sense, research on the occur-
rences in public space—although the nature of the author’s understanding of the
topic in question would make it more appropriate to say in public discourse—could
also be stimulated by the positions of Rosalyn Deutsche, who insists on the need to
consider the connection between artworks and people, with the key question being
whether people are encouraged to participate in the creation or decision-making
on an artistic gesture or performance in the public space. In order for something
like that to be possible, it is necessary to establish a certain level of democracy as a
style of “ruling” which, among other things, made possible the expressions of “ar-
rogance” and “egotism” of art that originated in the name of people’s democratic
approaches to public space.

Art history in Croatia has so far not managed to dig deeper and explain the cru-
cial post-war events that followed the reconstruction of modernism in the Fifties.
The period we call “moderate modernism,” in which modern art was, among other
things, characterised by echoes of existentialism, abstraction and the influences
of inter-war avant-gardes, was followed by various modernist attempts of articu-
lating their own experiences of modernity. And while the early post-war period is
characterised by a loose connection between individual phenomena of modernity,
which could be found in most milieus of former Yugoslavia, the general normative
value began to stratify in the late 1960s and could not be subsumed under a com-
mon denominator. Namely, as early as the 1960s, artists began to reject traditional
approaches, and so ideas became the basis for the production of artworks; this led
to the dematerialisation of works of art and methods of action that include behav-
iour art and other extra-institutional paradigms of new-media practices, all the way
to the so called crypto-performances.

This period in the history of contemporary art is considered crucial for understand-
ing everything that followed after. From that time onward, what is crucial is that
the artistic practices have been integrated into contemporaneity, and that this con-
temporaneity is treated as some sort of “raw” material which is problematized out-
side the closed atmosphere of the atelier, precisely in the public discourse. Reality
and the real world are sources of permanent inspiration; at the same time, they are
the subjects of critical examination conducted by artists. At that time, but also later
on, the work of those artists was called radical and controversial, partly because of
their political engagement and its questioning through practice, when topics such
as feminism or the relation to a particular version of “capitalism” were brought into
focus of individual authors. Recent postmodernism has adopted the recognition of
differences (which was already present earlier) and, as is obvious from the selection
of artworks covered by Uskokovic in the book, events began referring to the need
for change and statements on the current geopolitical situation with increasing in-
tensity (among other things, on neoliberalism, global capitalism, dehumanisation
as a consequence of economic policy, predominance of the market, etc.).
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Docek proljeca/Waiting for Spring, Zagreb, 1977. Foto/ Photo: Mladen Babic Baba. Arhiv/Archives of Kugla glumiste.
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We are witnessing the complete disintegration of public space, its disappearance
due to the usurpation caused by tourism and food and drinks services, as well as in-
dividuals who frequently take advantage of their “rights,” aggressively cutting into it
without understanding the complex processes of togetherness that take place there.
This condition not only provokes a reaction from us—*“regular citizens”—but turns
into a material which expresses individual artistic warning about situations that not
infrequently get out of hand. The skeleton of this disintegration and the scientific
aspiration are established by Sandra Uskokovi€ in the introductory chapter, which
hints at the dialogic form as the method that is permanently recorded into most of
the chosen pieces. Through the next eight chapters, Uskokovi¢ continues to discuss
anumber of works, some of which date from before 1990s, the period she identified
as a sort of demarcation line of her interest. This somewhat complicates the rec-
ognition and interpretation of individual sections, like the one on the group Kugla
glumiste, whose work we learn about through the writing and opinions of other au-
thors. These are important activities of authors from the late 1970s who, in dealing
with the space of the city, especially the things that constitute its public space as a
sort of stage, scene or an expanded gallery, focused on the actions, provocations,
performances and shows which they used to temporarily create a different image
of the urban, but also the cultural. By creating a subversive spatial and conceptual
narrative, they have destabilised the normative aspects of being in a city. However,
in order to fully comprehend such practice, one must have actually experienced
it so that insights into public space would not be the result of a theoretic consen-
sus, but of practice and occurrences of dissensus. This is also important because
the goal is to establish the critical agency of artists whose excursion in the public
space not only represents a move into new forms of exhibiting, but also implies a
different (ontological and epistemological) status of art.

After flaneurism, dérive, and other ways in which well-established schemes of
moving and recognising space have been transgressed through the decades, lo-
cal “strollers” had different comments on the relation between private and public,
whose structural border characterises modern capitalist societies. In the Croatian
practice, especially the one that developed before the previously-indicated 1990s
and whose individual examples are discussed by Uskokovi¢, that relation of inscrib-
ing meaning into public space was specific and often detached from the ideology
of capital. This especially applies to the practice of Tomislav Gotovac, which is dif-
ficult to discuss outside his specific continuity, an intractable line of development
whose earlier performances feature the basis for the later fluidity and permeation
of private and public space, as well as the social porosity he often referred to. Some
other postulates by Sandra Uskokovi¢ can also be questioned, such as the claims
about the “constructivist gesture” of Igor Grubic in the context of his activist prac-
tice, or the one about “spontaneous” artistic actions of the same artist, whose work
is surely not based on decisions that are made without prior deliberation. The in-
troduction of the media in public discourse is stimulating, especially on the basis
of the chosen examples (SiniSa Labrovic) as well as the introduction of Alexander
Kluge’s viewpoints, but the problem of television as a staged space in which reality
resides and its use in the exhibition space raises the question of “willing and un-
willing” public space. For most people, a gallery (or more precisely, the exhibition
space in which Labrovic’s reality show takes place) does not imply an identic level
of publicity as the public urban space in which they find themselves due to their
needs, habits or errands, and in which they sometimes—not willingly, and often
not by design—encounter artistic happenings. On the other hand, by its very pur-
pose, an exhibition space departs from the system of chance.

Sandra Uskokovi¢ has withheld information on the method and reasons for choos-
ing the artists and artworks she covers, so it is sometimes difficult to understand
the connection between some of them, and it also begs the questions why has (just)
a particular work been chosen, and not some other. The introduction of numer-
ous comments by other critics, which she does not debate with, as well as longer
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mi—,obi¢ni gradani”—nego ono postaje materijal kojim se izrazava pojedinac-
no umjetni¢ko upozorenje o situacijama koje nerijetko izmi¢u kontroli. Okosnicu
toga rasapa i znanstveno htijenje Sandra Uskokovi¢ uspostavlja u uvodnom po-
glavlju, dajuci naznake dijaloSke forme kao metode trajno upisane u vecéinu oda-
branih radova. Kroz idu¢ih osam poglavlja nastavlja problematizirati niz radova,
pri ¢emu dio njih nastaje i ranije od 1990-ih, razdoblja koje je istaknula kao neku
vrstu markacije svojeg interesa. To donekle komplicira prepoznavanje i interpre-
taciju pojedinih dionica, na primjer onu Kugla glumista o ¢ijem radu doznaje kroz
pisanje i stavove drugih autora. Rije¢ je o vaznim aktivnostima autora koji su se
koncem 1970-ih, tretirajuci prostor grada, posebice ono $to konstituira njegov
javni prostor kao svojevrsnu pozornicu, scenu ili proSirenu galeriju, fokusirali na
akcije, provokacije, performanse i predstave s pomocu kojih su privremeno kre-
irali drugaciju sliku urbanog, ali i umjetni¢kog. Nastankom subverzivnog spaci-
jalnog i konceptualnog narativa destabilizirali su normativne aspekte bivanja u
gradu, pri éemu je za cjelovito osvjestavanje takve prakse trebalo nesto od nje
i dozivjeti, kako sagledavanje javnog prostora ne bi bilo rezultat teorijskog kon-
senzusa, ve¢ prakse i dogadaja disenzusa. To je vazno i stoga $§to je cilj utvrdi-
ti kriticko djelovanje umjetnika, ¢iji izlazak u javni prostor ne predstavlja samo
iskorak u nove forme izlaganja nego implicira i drugaciji (ontoloski i epistemo-
logki) status umjetnosti.

Nakon flanerizma, dériva i drugih nacina kojima su desetljecima prekoracivane
uhodane sheme kretanja i prepoznavanja prostora, ,8etaci” s domacih terena
na razne nacine komentiraju odnose privatnog i javnog ¢ija strukturalna grani-
ca obiljezava moderna kapitalisticka drustva. U Hrvatskoj praksi, osobito onoj
koja nastaje ranije od ve¢ naznacéenih 90-ih, a ¢ije pojedine primjere komentira
i Uskokovié, taj ée odnos upisivanja biti specifi¢an, ¢esto odmaknut od ideolo-
gije kapitala. To se osobito ti¢e prakse Tomislava Gotovca koju je teSko proble-
matizirati izvan njegova specificnog kontinuiteta neobuzdane linije razvoja, pri
éemu se u ranim izvedbama nalaze temelji kasnije fluidnosti i prozimanja pri-
vatnog i javnog prostora, kao i druStvene poroznosti na koju se ¢esto referirao. |
neke druge teze Sandre Uskokovi¢ moguce je preispitati, poput navoda o ,.kon-
struktivistickoj gesti” Igora Grubica u kontekstu njegove aktivisti¢cke prakse ili
onog o ,,spontanim” umjetni¢kim akcijama istoga umjetnika, koji svoju praksu
zasigurno ne temelji na odlukama bez prethodnog promi$ljanja. Uvodenje me-
dija u javni diskurs je poticajno, osobito na temelju odabranih primjera (Sinisa
Labrovic), kao i uvodenjem stavova Alexandera Klugea, no problem televizije kao
reziranog prostora obitavanja realiteta te njegova primjena u izloZbenom postavu
postavlja nas pred pitanje o ,voljnom i nevoljnom” javnom prostoru. Jer za veci-
nu ljudi galerija (ili preciznije, izlozbeni prostor u kojem se odvija Labrovicev re-
ality-show) ne podrazumijeva identiénu razinu javnosti kao javni gradski prostor
u kojem se nalaze zbog svojih potreba, navika, obavljanja kojekakvih poslova i u
kojem ponekad—ne svojom voljom, a ¢esto ni htijenjem—nailaze na umjetnic¢-
ka dogadanija. Za razliku od toga, izloZbeni prostor veé svojom svrhom izlazi iz
sustava slucajnosti.

Sandra Uskokovi¢ uskratila nam je saznanje o nacinu i razlozima odabira umjet-
nika i radova o kojima piSe te je ponekad te$ko shvatiti poveznice izmedu po-
jedinih od njih, a nerijetko se postavlja pitanje zbog ¢ega spominje upravo (ili
samo) neki odredenirad, a ne i neko drugo djelo. Uvodenje brojnih navoda drugih
kriti¢ara s kojima ne ulazi u rasprave, kao i pojedinih duljih izjava samih umjet-
bio intenzivnije naglasen osobni stav autorice o praksi koju razmatra. Brojni te-
orijski navodi u pojedinim dionicama pretjerano opterecuju tekst ne ostvarujuci
nuzno logi¢nu poveznicu sa samim djelima. Detalj poput shvaéanja imenovanja
Kopljarovih radova (K kod njega proizlazi iz ,.konstrukcije”) ili stav poput onog
da su sjecanja lisSena intelektualne recepcije elementi su buducih dijaloga, ako
do njih dode. Evidentno je do koje mjere situacije kojima je i sama prisustvovala,
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Igor Grubic, Crvena fontana/Red Fountain, Zagreb, 2008. Foto/Photo: Igor Grubic.
LjubaznoS§cu/Courtesy of Sandra Uskokovic.
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Zlatko Kopljar, K19, Zagreb, 2014. Foto/Photo: Mario Kucera. Ljubazno§cu/Courtesy of Sandra Uskokovic.
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kao i ¢itanje specificnosti Dubrovnika kao ultimativnog primjera grada koji je go-
tovo u potpunosti izgubio pojam javnog prostora, Uskokovi¢ obrazlaze pokre-
nuta druk&ijom energijom, znanjem i angazmanom. Unato¢ navedenom, vazno
je istaknuti njezin fokus na analizu i moguc¢nosti politickog ¢itanja umjetnosti u
javnom prostoru, ¢ime se otvara perspektiva za sagledavanje ekonomsko-dru$-
tvenih kontradikcija. U krajnjoj liniji, participativne (i poneke ludi¢ke) strategije
na temelju kojih umjetnost u javnom prostoru generira i drugu vrstu odnosa izme-
du publike i umjetnika/umjetni¢kog rada ovim ¢e ukori¢enim doprinosom pota-
knuti ¢itav niz vaznih pitanja. Osobno bih voljela da su medu njima i za hrvatsko
drustvo enormno vazne akcije poput boks-meca SiniSe Labrovic¢a s bivS§im mi-
nistrom kulture ili pak umjetnikovo hodo¢ascée uokolo Skups§tine grada Zagreba,
koji s obzirom na promijenjenu funkciju umjetnosti sagledavaju eticku dimenziju
te svojim angazmanom u zajednici propituju temeljni oblik onog §to bismo mogli
imenovati bivanjem zajedno.

U gradu kao urbanom i arhitektonskom okviru zbivanja javni je prostor , preuzeto
mjesto” gdje se dominantne politicke moci (drzave, drustvenog i politickog ure-
denja) dovode u izravan odnos s umjetni¢kom praksom koja ih propituje, kritizira,
ironizira i sl. Javni prostor prestaje biti simbol druStvene kohezije te se pretvara
u demokratski okvir (danas sve ¢es$¢e nedemokratskih) odluka koje mijenjaju
sliku grada i sadrzaja koji ga sac¢injavaju. Relevantnost radikalnih umjetni¢kih
praksi 1960-ih i 1970-ih u smislu ,,osvjeS$c¢ivanja” javnog urbanog prostora grada
kao mjesta ,zajedni$tva”, a ne pasivnog mjesta ,,komodifikacije” funkcioniralo
je kao kritika stanja u drustvu. Mozda je moguce, ali i potrebno promisljati re-
centne prakse ne samo kao kritiku nego i kao ,izljeéenje” (i javnog prostora i
drustva) na tragu Josepha Beuysa, a ¢emu bez zadréke pridonose referentne
to¢ke Sandre Uskokovié¢ koje obiljezavaju i karakteriziraju promatrano vrijeme.
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individual statements from artists themselves, function as a dialogic form up to a
point, although it would be far more interesting to have the author’s intensely pro-
nounced personal opinion about the practice she is discussing. Numerous theoreti-
cal claims in certain sections of the book excessively burden the text without neces-
sarily establishing a logical connection with the artworks themselves. Details such
as the interpretation of titles of Kopljar’s works (the K comes from “construction’
[konstrukcijal), or the opinion that memories are void of an intellectual reception,
represent elements of future dialogues, if they ever come to pass. It is clear that
Uskokovic's interpretation of the situations she has witnessed, as well as her read-
ing of Dubrovnik’s specific status as the ultimate example of a city that has almost
entirely lost the notion of public space, is motivated by a different energy, knowl-
edge and engagement. In spite of this, it is important to emphasise her focus on the
analysis and the possibility of a political reading of art in the public space, which
opens up the perspective for examining the economic and social contradictions.
Ultimately, through this paperback contribution, participative (and sometimes lu-
dic) strategies that form the basis on which art in the public space also generates
a different kind of relation between the public and artists/artistic endeavours will
inspire a considerable number of important questions. I would have personally
preferred if the book included actions that are of enormous importance for the
Croatian society—such as the box match between SiniSa Labrovi¢ and the former
Minister of Culture, or the artist’s pilgrimage around the Zagreb City Assembly—
and which, with regard to the changed function of art, examined the ethical dimen-
sion and, through their engagement in the community, questioned the fundamental
form of what we might call being-together.

9

In the city as an urban and architectural framework of events, public space is an
“assumed place” in which dominant political powers (of the government, and the
social and political system) are brought into direct relation with the artistic prac-
tice that questions them, criticises, ironizes, etc. Public space ceases to be a sym-
bol of social cohesion and turns into a democratic framework (today increasingly
undemocratic) of decisions that change the image of the city and the contents that
form it. The relevancy of radical artistic practices of the 1960s and 1970s, in the
sense of “raising awareness” of the city’s public urban space as the place of “to-
getherness” instead of a passive space of “commodification,” functioned as a cri-
tique of the social situation. Maybe it is possible, but also necessary to reflect on
the recent practices not only as criticism, but as a “healing” (of both public space
and society) in line with Joseph Beuys. Sandra UskokoviC’s reference points, which
mark and characterise the time period under examination, contribute to this goal
without reservation.
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