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SAZETAK

Polje suvremene umjetnosti sve je ucestalije predmetom
udaljenog ¢itanja, osobito kada se analizira globalizacija
iznimno prosirenog polja i slozenost odnosa koji ga obliku-
ju. Unato¢ povecanoj dostupnosti strukturiranih podataka
koje takva praksa podrazumijeva, i dalje postoje praznine
koje odrazavaju globalne nejednakosti. Isticudi to pitanje za
Hrvatsku, ovaj rad istrazuje utjecaj globalizacijskih procesa
na suvremene umjetnike iz Hrvatske. Biografije umjetnika
upotrebljavaju se kao izvor za mapiranje kretanja umjetnika
te kao izvor podataka za mreznu analizu. Analiza izlozbene
aktivnosti Sezdeset i jednog umjetnika za razdoblje od dva-
deset godina pruza uvid u geografsku i institucionalnu dis-
tribuciju izlozbi, kao i u konstrukciju medunarodnih ,karijera”
umjetnika. Analizom mreza umjetnika i institucija razjasnja-
vaju se uvjeti njihovih medunarodnih sjecista. Naposljetku,
naznacuje se tijek buduéeg istrazivanja usmjerenog na is-
pitivanje ¢imbenika koji bi se, uz prepoznate teritorijalne i
statusne, mogli ogledati u mreznim podsustavima.
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ABSTRACT

The contemporary art field is increasingly the object of
distant reading, in particular when examining the globaliza-
tion of the immensely expanded field and the complexity

of relations that configure it. Despite the rise in the availabil-
ity of structured data that such a practice presupposes, lacu-
nae reflecting global asymmetries remain. Highlighting

the issue for Croatia, the paper examines the impact of glo-
balization processes on the contemporary artists from Croa-
tia. Artists’ biographies are used as a source for mapping

the artists’ circulation, and as a data source for network anal-
ysis. The analysis of the exhibition activity of sixty-one artists
for a twenty-year period brings insights into the geographi-
cal and institutional distribution of the exhibitions, as well as
into the construction of artists’ international “careers.” The
examination of artists-institutions networks sheds light on
the conditions of their international intersections. Finally, an
indication of future research is given, directed towards un-
covering potential subsystems, beyond those which have thus
far been recognized to have been created under the impact
of territorial or status-related factors.
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ZIVOT UMJETNOSTI

uvobD

U posljednja tri desetlje¢a sustav suvremene umjetnosti, i
u neprofitnom i u profitnom segmentu, dozivio je izniman
rast. TrziSte se suvremene umjetnosti povecalo, a muzeji
suvremene umjetnosti, bijenali i velike visegodisnje izlozbe
prosirili su se diljem svijeta." Opsezni popisi izlozbi zabi-
liezeni u biografijama umjetnika odrazavaju rast, ocrtavaju-
¢i kretanje umjetnika proSirenim poljem suvremene umjet-
nosti. 1zloZzbe su istodobno i indikator razine globalizacije
umjetni¢kog polja. Njihove su analize pridonijele uravno-
tezenju slavljeni¢kih najava o radanju globalnog polja su-
vremene umjetnosti u kojemu su stare hijerarhije i nejed-
nakosti izmedu zapadnih i nezapadnih umjetnika trebale
biti dokinute.? Veéina empirijskih istrazivanja globalizacije
suvremene umjetnosti pokazala je da je globalizacija tek
u po¢etnom stadiju te da je polje suvremene umjetnosti i
dalje teritorijalizirano i hijerarhizirano.® Stovige, utvrdila su
da stari obrasci priznavanja nezapadnih umjetnika, poput
pripadnosti jednom od zapadnih centara, nisu destabilizira-
ni.* Medutim, fokus na Zapadnu Europu i SAD te na vrh su-
stava suvremene umjetnosti dugo je dominirao empirijskim
istrazivanjima.® Stoga je utjecaj globalizacijskih procesa na
nezapadne suvremene umjetnike uglavnom razmatran iz
perspektive zapadnih centara, njihovih trzista i elitnih insti-
tucija.® Dakle, veéina umjetni¢ke populacije ostala je nevid-
liivom. Empirijska istrazivanja koja bi obuhvatila nezapadna
podrucja, decentralizirala perspektivu te se odmaknula od
vrha umjetni¢kog establiSmenta, medu ostalim, zbog slabi-
je su dostupnosti podataka bila jo$§ iznimnija. Istrazivacki
fokusi studija, kao i vidljivost umjetnika u znatnoj se mjeri
podudaraju s dostupno$éu podataka. Cak i s prosirenjem
empirijskog istrazivanja u podrucju globalizacije suvreme-
ne umjetnosti, kojim se umnazaju i decentraliziraju izvori
kako bi se uklju¢ilo nezapadna podrugja, studije posvecene
isklju¢ivo globalizaciji suvremene umjetnosti na takozva-
nim europskim periferijama’ ostaju malobrojnima.®

Polazeci od opisanog konteksta istrazivanja globalizaci-
je suvremene umjetnosti, namjera je ovog rada pridonijeti
pro§irenju empirijskog istrazivanja na necentralni i neza-
padni kontekst. Usredotodujuci se na suvremene umjetni-
ke iz Hrvatske, nezapadne europske zemlje koja u susta-
vu suvremene umjetnosti svakako ne zauzima sredi$nje
mijesto,® cilj je rada pruziti uvide u utjecaj globalizacije
na suvremenu umjetnost nakon 1989. godine izvan tradi-
cionalnih centara i ispod vrha umjetni¢kog establiSmenta.
Razmatranjem umjetni¢ke populacije takvog podrucja obu-
hvacaju se umjetnici razli¢itih razina medunarodnog prizna-
nja, $to omogucuje usporedni pogled na pojave na vrhu su-
stava i one ispod njega. Nadalje, Hrvatska je zemlja u kojoj
trziste umjetnina u zapadnom smislu rije¢i uglavnom nije
postojalo do 1991.,"° niti se poslije znatnije razvilo. Stoga
ovaj rad pruza uvide u zbivanja nakon 1989. godine izvan
sfere razvijenoga zapadnog trziSta umjetnina. Njih ¢e se us-
porediti s onim na Zapadu kako bi se utvrdila razina konver-
gencije, odnosno divergencije medu njihovim ,medunarod-
nim obrascima”.
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1

Belting, Buddensieg, The Global Art World: Audiences, Markets and
Museums; Dumbadaze, Hudson, Contemporary Art: 1989 to the present.
2

Buchholz, Wuggenig, ,Cultural Globalization Between Myth and
Reality: The Case of the Contemporary Visual Arts”; Van Hest,
Territorial Factors in a Globalised Art World?; Wu, ,Biennials without
Borders?”.

3

Osim navedenih referencija, vidi: Baia Curioni, Forti, Pietrabassa,
National Platforms and the Global Art Market: Art Basel 2005-2010;
Quemin, ,,Globalization and Mixing in the Visual Arts”; idem, ,The
Internationalization of the Contemporary Art World and Market”;
Velthuis, ,,Globalization of Markets for Contemporary Art. Why local
ties remain dominant in Amsterdam and Berlin”. Za cjelovitiji

popis referencija vidi: Puc, (In)visible Artists—Contemporary Artists
from Croatia in the post-1989,,Globalized” Contemporary Art Field.

4

Posebice Queminova istrazivanja.

5

To je bio slu¢aj s veéinom studija navedenih u bilje§kama 2 i 3.

6

Spomenute studije bavile su se Art Baselom, documentom,
Venecijanskim bijenalom te rangiranjima Kunstkompass i Artfacts.net
itd. Citirano Velthuisovo istrazivanje o galerijama u Amsterdamu

i Berlinu obuhvatilo je razinu ispod vrha umjetni¢kog establiSmenta.
7

Zbog prostornih ograni¢enja, u ovome radu izostaje zasebna rasprava
spornih pojmova centra i periferije.

8

Tek nakon 2013. godine (empirijski) opseg istrazivanja izrazenije

je prosiren, kao u, na primjer, Velthuis, Baia Curioni, Cosmopolitan
Canvases. The Globalization of Market for Contemporary Art ili u nizu
priloga za Artl@s Bulletin. Nije moguée spomenuti sve studije

koje su uslijedile nakon toga, stoga se ovdje navodi svega nekoliko
njih koje ukazuju na proSireni opseg istrazivanja.

9

U tom se kontekstu Hrvatska izrijekom spominje u: Baia Curioni,
Rizzi, ,Two realms in confrontation: consensus or discontinuity?”.
10

Ovdje se misli na razdoblje socijalisti¢ke Jugoslavije.
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1

Belting, Buddensieg, The Global Art World: Audiences, Markets and
Museums; Dumbadaze, Hudson, Contemporary Art: 1989 to the present.

2

Buchholz, Wuggenig, “Cultural Globalization between Myth and
Reality: The Case of the Contemporary Visual Art;” Van Hest, Territorial
Factors in a Globalised Art World?; Wu, “Biennials without Borders?”

3

In addition to the references given above, see: Baia Curioni,

Forti, Pietrabassa, National Platforms and the Global Art Market: Art Basel
2005-2010; Quemin, “Globalization and Mixing in the Visual Arts;”
idem, “The Internationalization of the Contemporary Art World and
Market;” Velthuis, “Globalization of Markets for Contemporary Art.
Why local ties remain dominant in Amsterdam and Berlin.” For a
more complete list of references, see: Puc, (In)visible Artists—Con-
temporary Artists from Croatia in the post-1989 “Globalized” Contemporary
Art Field.

4

In particular, the studies by Quemin.

5

That was the case with most of the studies given in notes 2 and 3.

6

The mentioned studies dealt with A7t Basel, documenta, Venice Biennale,
rankings of Kunstkompass and Artfacts.net etc. Cited research by
Velthuis on the galleries in Amsterdam and Berlin encompassed the
level below.

7

Due to space constraints, the contested terms of center and periphery
are not discussed here.

8

It was after 2013 that the (empirical) scope broadened more
pronouncedly, as in, for example, Velthuis, Baia Curioni, Cosmopolitan
Canvases. The Globalization of Market for Contemporary Art., or in a number
of contributions to Artl@s Bulletin. It is not feasible to mention all

the studies that followed; therefore, only a few indicating the extended
scope are given here.

9

In such a context, Croatia is explicitly mentioned in: Baia Curioni,
Rizzi, “Two realms in confrontation: consensus or discontinuity?”

10

I refer to the period of socialist Yugoslavia.
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EXHIBITION NETWORKS IN THE “GLOBALIZED” CONTEMPORARY ART FIELD —
THE CASE OF CONTEMPORARY ARTISTS FROM CROATIA

INTRODUCTION

Over the past three decades, the contemporary art system

—both its not-for-profit and for-profit segment—witnessed

an unprecedented expansion. Contemporary art market grew,
museums of contemporary art, biennials and large-scale
perennial exhibitions spread across the globe.! Documented
in artists’ biographies, lengthy lists of exhibitions mirror the
growth and delineate artists’ circulation through the enlarged
contemporary art field. At the same time, they indicate the
level of the field’s globalization. Their analyses contributed

to balancing the celebratory announcements of the birth of
the global contemporary art field in which the old hierarchies
and imbalances between Western and non-Western artists
were supposedly erased.? Most of the empirical research on
the globalization of contemporary art found that globaliza-
tion is in its initial stage and that contemporary art field re-
mained territorialized and hierarchized.®* Moreover, what was
found was that old patterns of recognition for non-Western
artists—rootedness into one of the Western centers—were
not destabilized.* However, the focus on Western Europe

and the United States and the top segment of the contempo-
rary art system tended to dominate the empirical studies for
a considerable period.® Thus, the impact of the globalization
processes on non-Western contemporary artists was exam-
ined mostly from the perspective of Western centers, its mar-
kets and elite institutions.® Hence, a majority of the artistic
population remained invisible. Lesser availability of data, i7-
ter alia, made empirical studies that would include non-West-
ern zones, bring in an “off-central” perspective and go be-
yond the top-level of the art system, more exceptional. Both
the research foci of the studies and the visibility of artists
correlate significantly with the availability of data. Even with
the expansion of empirical research in the field of globaliza-
tion of contemporary art that broadened and decentralized
the sources to include non-Western areas, the studies specif-
ically devoted to the globalization of contemporary art in the
so-called European peripheries’ remained less numerous.?

Departing from the above-outlined context of the research

on the globalization of contemporary art, this article aims at
giving a contribution by expanding the empirical investigation
into an off-central and non-Western context. It focuses on con-
temporary artists from Croatia, a non-Western European coun-
try that does not occupy a central position within the contem-
porary art system.® Thus, it aims at offering a view on the impact
of the post-1989 globalization of contemporary art beyond the
traditional centers and below the top-level of the art system.
The artists of various levels of international recognition are
encompassed when the artistic population of such an area is
considered, which enables juxtaposing the occurrences at the
top level with the ones below. Moreover, Croatia is a country
where the art market in the Western sense, for the most part,
did not exist until 1991,' and did not evolve more significantly
afterwards. Thus, it offers insights into the post-1989 develop-
ments outside the sphere of the developed Western art market.
They will be related to those from the Western zones to see to
what extent their international patterns diverge or converge.

45



ZIVOT UMJETNOSTI

Kako bi se istrazili nacini na koji su s globalizacijom povezani
procesi utjecali (ili nisu) na suvremene umjetnike iz Hrvat-
ske, analizira se difuzija umjetnika u medunarodnom sustavu
umjetnosti, kao i njihova konsakracija. Osobito teziste stavlja
se na prostorni i institucionalni kontekst pojedinaénog i sku-
pnog kretanja umjetnika te na konstrukciju njihovih medu-
narodnih ,karijera”." Medunarodna cirkulacija i konsakraci-
ja isc¢itavaju se prije svega iz izlozbene aktivnosti umjetnika.
IzloZzbe, prema Bourdieuu, indiciraju umjetni¢ku konsakra-
ciju,” buduéi da su distribucijski kanali istodobno i kanali
prepoznavanija i vrednovanja umjetnika.” Istrazivanja izloz-
bi pruzila su vrijedne spoznaje o kretanju umjetnika, razvoju
njihovih ,karijera”, kao i o konfiguracijama mreza koje proiz-
laze iz veza izmedu ukljugenih aktera i institucija."* Ovaj se
rad bavi svim trima aspektima.

Rad je podijeljen u ¢etiri odjeljka. U drugom se odjeljku opi-
suju uzorak i podaci. Glavni rezultati istrazivanja donose se
u tre¢em odjeljku, dok se u zadnjem odjeljku daje zaklju¢ak
rada i kratak pregled ograni¢enja te smjernica za buduce
istrazivanje.

UZORAK I PODACI

Za potrebe ovog istrazivanja izradena je baza podataka
o0 odabranim suvremenim umjetnicima i umjetnicama iz
Hrvatske, s obzirom na to da ne postoje javno dostupni lo-
kalni digitalni izvori strukturiranih podataka o suvremenim
umijetnicima.'® Baze podataka o globalnim aukcijama i izloz-
benim aktivnostima kao §to su Artprice.com' i Artfacts.net,”
kojima se empirijski istrazivaci ¢esto koriste kao izvorom
za istrazivanja, dobro pokrivaju gornji sloj umjetni¢kog su-
stava, ali su u njima , nizi slojevi” znatno slabije zastuplje-
ni.”® Osim u sluéaju medunarodno najafirmiranijih umjetni-
ka, podaci o izlozbama suvremenih umjetnika i umjetnica
iz Hrvatske u bazi Artfacts.net u najmanju su ruku nepotpu-
ni. Stoga se Artfacts.net nije smatrao pouzdanim izvorom.

Fokus istrazivanja prije svega su umjetnici ¢ije je izlazak na
scenu tekao usporedo sa zbivanjima nakon 1989. Ta se go-
dina uzima kao simboli¢ki pocetak razdoblja kojim se bavi
istrazivanje. Pad Berlinskog zida i komunisti¢kih rezima u
Europi pratio je slavljeni¢ki diskurs o globalizaciji suvremene
umjetnosti, dok se godina 1989. dozivljavala prekretnicom
u povijesti medunarodne integracije nezapadnih suvreme-
nih umjetnika.

Za analizu su odabrani 51 umjetnik i umjetnica rodeni izme-
du 1961.11982." Uz njih, deset umjetnika i umjetnica ro-
denih prije 1960.% razligitih razina medunarodne afirmacije
pruzilo je komparativni kontekst. Uzorak uklju¢uje ukupno
61 umjetnika i umjetnicu.” Njegove osnovne karakteristike
prikazane su u tablici 1.

Umjetnici su odabrani na temelju sljededih kriterija: umjetni-
ci sa znagajnom razinom medunarodne vidljivosti®® i/ili koji
su se preselili u inozemstvo i/ili koji su obrazovani u ino-
zemstvu i/ili ih je zastupala inozemna galerija i/ili su ih u
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M

Buduci darije¢ ,karijera” podrazumijeva standardizaciju i napredak
na hijerarhijskoj ljestvici, dok klju¢an trenutak pocetka umjetnikove
karijere predstavlja zastupstvo u galeriji, upitna je prikladnost njezine
upotrebe, posebice za podrugja kao §to je Hrvatska. Zbog toga se
upotrebljavaju navodnici. Vidi: Heinich, ,,Peut-on parler de carriéres
d’artistes?”.

12

Bourdieu, The Field of Cultural Production: Essays on Art and Literature.
13

Moulin, L'artiste, 'institution et le marché.

14

Medu brojnim studijama koje se izlozbama i zivotopisima umjetnika
koriste kao izvorima za istrazivanje, navodim tek nekoliko koje se
odnose na modernu i suvremenu umjetnost. Vidi Crane, The Trans-
formation of the Avant-Garde: The New York Art World, 1940-1985;
Richard, Unconcealed: The International Network of Conceptual Artists
1967-77, Dealers, Exhibitions and Public Collections; Marcel, ,Filling
the Blank Space of Global Art Peripheries: Measurements of Art Mobility
and their Ambivalence in Nairobi, Kenya”; Dossin, Joyeux-Prunel,
.The German Century? How a Geopolitical Approach Could Transform
the History of Modernism”. Vidi i projekte Exhibitium i Artl@s (vidi:
,Exhibitium Project”; , Artl@s Project”), kao i Joyeux-Prunel, Marcel,
»Exhibition Catalogues in the Globalization of Art. A Source for Social
and Spatial Art History”.

15

Istrazivanje je provedeno kao dio doktorskog istrazivanja, vidi Puc,
(In)visible Artists—Contemporary Artists from Croatia in the post-1989
“Globalized” Contemporary Art Field.

16

Vidi: ,ArtPrice”.

17

Vidi: ,ArtFacts”. Vidi i Classen, ,Artfacts.Net.” i povezanu
prezentaciju The Art Network: How Transparency Opens the Art Market,
gdje se postavlja pitanje pokrivenosti.

18

To se pitanje problematizira u: Stallabrass, ,,In conversation with
Malcolm Bull, Money and Attention on the Global Art Scene”, a za
Artfacts i u: Quemin, ,The impact of Nationality on the Contemporary
Art Market”.

19

Iznimka je lva Kova¢ (1983.), koja izlaze s Elvisom Krstulovicem
(rodenim 1982.) kao Fokus grupa.

20

Odabrani umjetnici rodeni su izmedu 1937.i 1956.

21

Za popis odabranih umjetnika vidi Prilog I. https://www.ipu.hr/
content/zivot-umjetnosti/ZU_105-2019_Puc_appendicies.pdf (Zivot
umjetnosti, 105, 2019., Tihana Puc, Prilozi/ Appendicies; pristupljeno
27. prosinca 2019.).

22

|zrada baza podataka o izlozbenoj aktivnosti odabranih umjetni¢kih
institucija u Hrvatskoj te umjetnicima koji su u njima sudjelovali
prethodila je odabiru umjetni¢ke populacije za istrazivanje. Od 362
umjetnika rodena izmedu 1961.i 1982. koji su sudjelovali u izlozbama,
vise od 80% imalo je slabu medunarodnu vidljivost ili je uopée

nije imalo.
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Spol / Gender

Broj / Number  Postotak / Percent

Zenski / Female 22 36 %
Mu8ki / Male 38 62 %
Grupa / Group 1 2%
Ukupno / Total 61 100 %

Godina rodenja / Year of birth

Broj / Number  Postotak / Percent

’35.-’59./ 3559 10 16 %
’60.—’69./'60-"69 22 36 %
’70.—°83./70-'83 29 48 %
Ukupno / Total 61 100 %

Tablica 1. Uzorak / Table 1. Sample
S

1"

As the word career implies standardization and hierarchical pro-
gression, while the key moment of an artist’s career entry is a gallery
representation, the appropriateness of its use is questionable, in
particular for areas such as Croatia. Hence the use of quotation marks.
See Heinich, “Peut-on parler de carriéres d’artistes?”

12

Bourdieu, The Field of Cultural Production: Essays on Art and Literature.

13

Moulin, Lartiste, I'institution et le marche.

14

Among many studies using exhibitions and artists’ CVs as a source, [
mention only several related to modern and contemporary art. See Crane,
The Transformation of the Avant-Garde: The New York Art World, 1940-1985,;
Richard, Unconcealed: The International Network of Conceptual Artists 1967-77,
Dealers, Exhibitions and Public Collections; Marcel, “Filling the Blank Space of
Global Art Peripheries: Measurements of Art Mobility and their Ambivalence
in Nairobi, Kenya;” Dossin, Joyeux-Prunel, “The German Century? How
Geopolitical Approach could transform the History of Modernism.” See also
projects Exhibitium and Artlas (See: “Exhibitum Project;” “Artl@s Project”),
as well as Joyeux-Prunel, Marcel, “Exhibition Catalogues in the Globalization
of Art. A Source for Social and Spatial Art History.”

15

The study was conducted as a part of the doctoral research, see:

Puc, (In)visible Artists— Contemporary Artists from Croatia in the post-1989
“Globalized” Contemporary Art Field.

16

See: “ArtPrice.”

17

See: “ArtFacts.” See also Classen, “Artfacts.Net.,” and the related
presentation The Art Network: How Transparency Opens the Art Market,
where the issue of the coverage is raised.

18

The point is raised in: Stallabrass, “In conversation with Malcolm Bull,
Money and Attention on the Global Art Scene,” and for the Artfacts also in:
Quemin, “The impact of Nationality on the Contemporary Art Market.”
19

The exception is Iva Kovac (1983), exhibiting with Elvis Krstulovic
(born 1982), as the group Fokus grupa.

20

The selected artists were born between 1937 and 1956.

21

For the list of selected artists, see Appendix I: https:/www.ipu.hr/
content/zivot-umjetnosti/ZU_1o5-2019_Puc_appendicies.pdf (Zivot
umjetnosti, 105, 2019, Tihana Puc, Prilozi / Appendicies; last accessed
27 December 2019).
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EXHIBITION NETWORKS IN THE “GLOBALIZED” CONTEMPORARY ART FIELD —
THE CASE OF CONTEMPORARY ARTISTS FROM CROATIA

To examine the ways in which the globalization-related pro-
cesses have (or have not) affected contemporary artists from
Croatia, the paper studies artists’ diffusion and consecration
within the international art system. It concentrates specifi-
cally on the spatial and institutional context of artists’ in-
dividual and collective movement, and the construction of
their international “careers.”" It is primarily through artists’
exhibition activity that the international circulation and con-
secration are captured. Exhibitions indicate, in Bourdieu’s
term, artistic consecration,'? as circuits of distribution coin-
cide with circuits of identification and valuation of artists."
Studying the exhibitions proved to bring valuable insights
into the artists’ circulation, development of their “careers,”
as well as into the configuration of networks arising from the
connections between the actors and institutions involved."
This study is concerned with all three aspects.

The paper is organized into four sections. Section 2 describes
the sample and data. Main findings of the study are given in
section 3. The final section concludes the paper and outlines
research limitations and future research directions.

SAMPLE AND DATA

A dataset on the selected contemporary artists from Cro-
atia was constructed for this study, as no publicly available
local digital sources of structured data on contemporary
artists exist.”® Databases of global auctions and exhibition
activity as Artprice.com® and Artfacts.net,” often used as

a source by empirical researchers, accurately capture the
top layer, but offer far less certainty for the layers below.”
In the case of contemporary artists from Croatia, apart
from internationally most established artists, the data on
their exhibitions in Artfacts.net is at best incomplete. Thus,
Artfacts.net was not considered a reliable source.

The focus of the study is primarily on the artists whose
emergence paralleled the developments after 1989. The
year 1989 is taken as a symbolic starting date. The fall

of the Berlin Wall and the collapse of communist regimes
in Europe were paralleled by the celebratory discourse

on the globalization of contemporary art. The year 1989
was regarded as a milestone in the history of international
integration of non-Western contemporary artists.

Fifty-one artists born between 1961 and 1982' were select-
ed for the analysis. Additionally, ten artists born before
1960,% of varying degrees of international consecration,
provided a comparative context. The sample includes six-
ty-one artists in total.?' Its basic composition is given in
Table 1.

The artists were selected on the basis of the following
criteria: artists with a significant level of internation-

al presence,? and/or that moved abroad, and/or were
educated abroad, and/or were represented by a foreign
gallery, and/or were promoted abroad by domestic gate-
keepers. In order to study the impact of given factors,
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inozemstvu promovirali domadi gatekeeperi. > Da bi se ispi-
tao utjecaj navedenih ¢imbenika, za odabrane su umjetnike
prikupljeni podaci o prebivali§tu, obrazovanju i galerijama
koje ih zastupaju. Podaci o prebivalistu i obrazovanju priku-
pljeni su iz biografija umjetnika, dok su podaci o zastupstvu
u galerijama najvecim dijelom dobiveni od samih umjetnika
te putem mreznih stranica galerija.

Podaci o izlozbenoj aktivnosti umjetnika prikupljeni su za
razdoblje od 20 godina—od 1991. do 2012. Prikupljeni po-
daci ukljuéuju 6400 sudjelovanja na samostalnim i gru-
pnim izlozbama i festivalima®® u 1905 institucija.?® Poda-
ci o izlozbama prikupljeni su iz biografija umjetnika koje
su u najvecoj mjeri dobivene od umjetnika,?® a u manjoj
su mjeri preuzeti s mreznih stranica umjetnika, galerija te
iz kataloga izlozbi. Podaci su provjereni kako bi se izbje-
gle pogreske i dopunjeni gdje je god bilo moguce. Katalozi
izlozbi, ¢lanci i mrezne stranice institucija upotrijebljeni su
kao izvor za dodatnu provjeru podataka.?”” Ako je na teme-
lju nekog od spomenutih izvora utvrdeno da je umjetnik su-
djelovao u izlozbi koja nije zabiljezena u biografiji, podatak
je dodan, kako bi se sastavio §to potpuniji i azurniji popis
izlozbi. Medutim, bududi da biografije nisu standardizira-
ne niti svi umjetnici biljeze sve izlozbe, nije moguce sa si-
gurno$cu tvrditi da baza sadrzi podatke o svim izlozbama.
No utemeljeno je pretpostaviti da se u njoj nalaze podaci o
svim vaznijim izlozbama odabranih umjetnika. Odstupanja,
medutim, mogu proizlaziti iz varijacija u broju izlozbi koje
umjetnici navode.

Nadalje, institucije u bazi podataka razvrstane su prema vrsti
(muzej, galerija, izlozbeni centar itd.) kako bi se uz prostor-
nu ispitala i institucionalna logika kretanja umjetnika. Insti-
tucije su takoder razvrstane prema profilu (komercijalne ili
nekomercijalne) kako bi se utvrdilo u kojoj je mjeri, u kontek-
stu izlozbene aktivnosti, umjetnik bio prisutan u trzinoj, a
u kojoj u institucionalnoj sferi. Takoder, izdvojene su, ,izloz-
be Balkana i Istoka” kako bi se ispitao utjecaj izlozbi geo-
grafskog i ideolo$kog predznaka na kretanje umjetnika. S
obzirom na to da se one povezuju s ,globalnim stanjem” i
fenomenom izlaganja ,,autenti¢nosti” karakteristi¢nim za
post-Magiciens de la terre razdoblje,?® kao i uz pojam kvan-
titativne internacionalizacije,?® smatralo se relevantnim ispi-
tati njihove uginke. Naposljetku, izlozbe koje su organizirale
institucije, kustosi i umjetnici iz Hrvatske izdvojene su kako
bi se ocijenio utjecaj domacih gatekeepera i posrednika na
medunarodnu integraciju umjetnika.

GLAVNI REZULTATI
Geografije izlozbi

Analiza izlozbenih podataka pokazala je da je izlozbena ak-
tivnost umjetnika iz Hrvatske nakon 1989. godine daleko od
globalizirane. Umjetnici su izlagali u 72 zemlje uklju¢ujuci
Hrvatsku.®® Medutim, zna¢aijnija aktivnost zabiljezena je tek
u 14 zemalja, prikazanih u tablici 2.%" Slike 1. 2. prikazuju
distribuciju izlozbi u svim zemljama, dok centralitet zemalja
odrazava broj izlozbi odrzanih u njima.
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Zemlja / Broj / Postotak od uk. br. /
Country Number  Percent of total
Njemacka / Germany 475 13%
SAD / United States 380 10%
Austrija / Austria 364 10 %
Italija / Italy 352 9%
Slovenija / Slovenia 308 8%
Francuska / France 256 7%
Nizozemska / Netherlands 162 4%
UK / United Kingdom 149 4%
Srbija / Serbia 146 4%
Madarska / Hungary 94 3%
Spanjolska / Spain 90 2%
Poljska / Poland 85 2%
Ceska R. / Czech Republic 61 2%
BiH / Bosnia and Herzegovina ~ 58 2%
UKUPNO / TOTAL 3707 100 %

23

Odnosi se na one institucionalne i izvaninstitucionalne aktere koji
Lkontroliraju® pristup polju suvremene umjetnosti, odnosno koji imaju klju¢nu
ulogu u procesima selekcije umjetnika i vrednovanja umjetni¢kih radova.

24

Buduci da su mnogi umjetnici sudjelovali na istim skupnim izlozbama, broj unosa
u bazu podataka oznac¢ava broj sudjelovanja na izlozbama, a ne broj izlozbi.

25

Osnovna struktura baze podataka slijedila je dizajn razvijen za istrazivanje

0 Art Baselu provedeno u Istrazivackom centru ASK, Sveuciliste Bocconi,
Milano. Vidi Baia Curioni, Rizzi, ,Two realms in confrontation: consensus or
discontinuity?”.

26

Nisam primila dulju/azuriranu verziju zivotopisa Brace Dimitrijevica, Ivane
Franke, Sini8e Labroviéa i Vlade Marteka, stoga su u njihovu slu¢aju moguca
odstupanja u rezultatima. Za navedene su umjetnike podaci prikupljeni iz
dostupnih izvora, no dio podataka i dalje nedostaje.

27

Uz spomenute izvore, pregledano je 119 brojeva ¢asopisa Art Magazin
Kontura objavljenih u razdoblju od 1991. do 2012., koji Sesto sadrze najave

i osvrte naizlozbe umjetnika iz Hrvatske.

28

Najcitiraniji prethodnik ,globalnih izloZbi” —kontroverzna izlozba Magiciens
de la terre odrzana je 1989. godine u Centru Pompidou te u centru Grande
Halle de la Villette u Parizu. Za dodatnu literaturu vidi ,Magiciens de la Terre—
Bibliographie Sélective”. Vidi i Griffin, Meyer, ,,Global Tendencies: Globalism
and the Large-Scale Exhibition”.

29

Buchholz, Wuggenig, ,,Cultural Globalization between Myth and Reality”.

30

3707 izlozbenih sudjelovanja od ukupno 6400 bilo je izvan Hrvatske, odnosno
58 % izlozbene aktivnosti umjetnika odvijalo se u inozemstvu, a 42 % u Hrvatskoj.
31

Tablica se temelji na 3707 izlozbena sudjelovanja 61 umjetnika te prikazuje 14 od
ukupno 71 zemlje u kojima je izloZzbena aktivnost umjetnika bila najintenzivnija
(vi$e od 50 sudjelovanja). Takoder, distribucija je analizirana za poduzorak od 18
umjetnika (medunarodno najaktivnijih), za razdoblje od 2013. do 2017. 0d ukupno
908 sudjelovanja na izlozbama, 689 ih je bilo izvan Hrvatske, no distribucija po
zemljama pokazala se prilicno stabilnom. Osim stanovitih promjena u redoslijedu
zemalja, drugih znatnih promjena nije bilo.
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Tablica 2. Distribucija sudjelovanja umjetnika na izlozbama
prema zemlji, 1991.-2012.. / Table 2. The distribution of exhibition
participations of artists per country, 1991- 2012.

«

22

The construction of datasets on the exhibition activity of selected art
institutions in Croatia and participating artists preceded the selection
of the artistic population for study. Out of 362 artists born 1961-1982
that participated in the exhibitions, more than 8o % had weak or no
international visibility.

23

As many artists participated in the same group exhibitions, the
number of entries into the dataset marks the number of exhibition
participations and not the number of exhibitions.

24

The basic structure of the dataset followed the design developed for
the research on Art Basel at ASK Research Center, Bocconi University,
Milan. See Baia Curioni, Rizzi, “Two realms in confrontation:
consensus or discontinuity?”

25

I have not received a longer/updated version of CV from Braco
Dimitrijevi¢, Ivana Franke, SiniSa Labrovi¢ and Vlado Martek; thus,
the results for these artists are biased for that reason. I have compiled
the available sources for these artists, but the data remained missing.
26

Along with the mentioned sources, I reviewed 119 issues of Croatian
Art Magazine Kontura, published 1991-2012, where the exhibitions of
artists from Croatia were often announced or reviewed.

27

The most cited precedent of “global exhibitions”— the controversial
Magiciens de la terre was held in 1989 at Centre Pompidou and

Grande Halle de la Villette in Paris. For vast literature see “Magiciens
de la Terre—Bibliographie Sélective.” See also Griffin, Meyer,

“Global Tendencies: Globalism and the Large-Scale Exhibition.”

28

Buchholz, Wuggenig, “Cultural Globalization between Myth

and Reality.”

29

3707 participations out of 6400 were outside Croatia; thus, 58 %

of artists’ activity was abroad and 42 % in Croatia.

30

The table is based on 3707 exhibition participations of 61 artists and
includes the top 14 out of 71 countries (above 50 participations).
Additionally, the distribution was analyzed for a subsample of 18 artists
(internationally most active), for the period 2013-2017. Out of 9o8
exhibition participations, 689 were outside Croatia, but the distribution
of the countries remained fairly stable. Apart from some change in
the order of countries, no significant change occurred.

(42-75)

EXHIBITION NETWORKS IN THE “GLOBALIZED” CONTEMPORARY ART FIELD —
THE CASE OF CONTEMPORARY ARTISTS FROM CROATIA

data on artists’ place of residence, education and gallery
representation was collected. The data on residence and
education was gathered from artists’ biographies, while
the data on gallery representation was obtained primarily
from the artists and gallery websites.

The data on artists’ exhibition activity was collected for

a twenty-year period—from 1991 to 2012. The collected
data includes 6400 solo and group exhibition and festival
participations ® in 1905 institutions.?* The exhibition

data was assembled from artists’ biographies, mainly
obtained from the artists,?® to a lesser degree from artists’
and gallery websites and exhibition catalogues. All data
was checked to avoid errors and whenever possible com-
pleted. Exhibition catalogues, articles and institutions’
websites were used as a source to double-check the data.?®
Whenever noticed throughout these sources that an artist
participated in an exhibition not listed in the biography,
it was added. An attempt was made to have the exhibition
lists as complete and up to date as possible. However,
since biographies are not standardized, and not all artists
record all their exhibitions, there is no certainty that all
the exhibitions are included. Albeit, it is expected that all
the relevant ones are. The bias, however, might come from
variations in the number of exhibitions that artists list.

Furthermore, the institutions in the dataset were distin-
guished according to the type (museum, gallery, exhibition
center, etc.) to examine the institutional logic behind

the artists’ circulation, besides the spatial one. They were
also distinguished according to the character (commercial
or non-commercial) to see to what extent was an artist
present, in terms of exhibition activity, on the art market
and to what extent in the institutional arena. Additionally,
the “exhibitions of the Balkans and the East” were distin-
guished to study the impact of geographically or ideolog-
ically framed exhibitions on artists’ movement. They are
tied to the “global condition” and post-Magiciens de la terre
exhibiting of “authenticity,”? as well as to the notion

of quantitative internationalization.?® Thus, it was deemed
important to examine their impact. Finally, exhibitions
organized by institutions, curators and artists from Croatia
were distinguished to assess the impact of domestic gate-
keepers and intermediaries on the international integra-
tion of artists.

MAIN FINDINGS
Exhibition geographies

The analysis of the exhibition data demonstrates that

the post-1989 exhibition activity of the artists from Croa-
tia is rather far from globalized. The artists exhibited

in 72 countries, including Croatia.?® However, their more
significant activity was found only in 14 countries, as
shown in Table 2.%° Figures 1 and 2 show the distribution
of artists’ exhibitions in all the countries, while the cen-
trality of the countries reflects the number of exhibitions
held in each.
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ZIVOT UMJETNOSTI

Medu spomenutih 14 zemalja isti¢u se zapadne zemlje koje
su tradicionalno dominirale poljem suvremene umjetnosti i
Sira regija. Sudjelovanja na izlozbama u tih 14 zemalja &ine
80% ukupne medunarodne izlozbene aktivnosti umjetnika.
Primarni izlozbeni teritorij umjetnika iz Hrvatske koji izlazu
medunarodno i dalje je Europa, ve¢inom njezin zapadni dio,
te SAD. Specifi¢ni ,,regionalni podsustavi” koji su se iskrista-
lizirali kao osobito vazni—teritorij Austrije, Italije i Slovenije—
ukazuju na neumanjenu vaznost geografske blizine, kao i na
kontinuitet utjecaja povijesno-politickog nasljeda. Navedeno
ne govori u prilog tezama o deteritorijalizaciji.

Utjecaji povezani s globalizacijskim procesima nakon 1989.
uoavaju se prije svega na mikrorazini analize te za odrede-
ne tipove izlozbi. Kako bi se dalo i pretpostaviti, prije svega
se u slucaju bijenala, u odredenoj mjeri izlozbi ,bivSeg Isto-
ka” te ,regionalno specifi¢nih” institucija poput Soros cen-
tara za suvremenu umjetnost, prepoznaje formiranje alter-
nativne putanje koja u znatnijoj mjeri zaobilazi tradicionalne
zapadne centre. U tom su pogledu rezultati ovdje predstav-
ljenog istrazivanja u velikoj mjeri u skladu s rezultatima pret-
hodnih empirijskih istrazivanja koja isti¢u postojanu vaznost
euroameri¢kog sustava suvremene umjetnosti.*

Unato¢ tome, primjetan je stanoviti napredak globalizacij-
skih procesa, osobito za umjetnike rodene nakon 1970. godi-
ne. Porastao je ne samo broj umjetnika povezanih s meduna-
rodnim prostorom nego i njihova ukupna prisutnost u njemu.
Njihova se medunarodna aktivnost intenzivirala, dok je sta-
rijoj generaciji porasla medunarodna afirmiranost.

Medutim, izrazitiji utjecaji globalizacijskih procesa u znatnoj
su mjeri povezani sa statusom umjetnika, a najjaci u¢inak
imaju na umjetnike koji gravitiraju prema vrhu umjetni¢kog
sustava.®® | u ovom su sluéaju utjecaji vidljiviji na mikrorazi-
ni analize i za pojedine umjetnike, a o¢ituju se u pove¢anom
broju njihovih izlozbi, njihovoj vec¢oj geografskoj rasprostra-
njenosti, a u nekim slu¢ajevima i u zastupstvu veéeg broja
galerija koje djeluju globalno, omogucujuci umjetnicima da
borave u zemlji rodenja. Umjetnici s najviSom razinom medu-
narodne vidljivosti—Sanja lvekovi¢, David Maljkovi¢ i Mladen
Stilinovi¢é—izlagali su u prosjeku u 40 zemalja,a medunarod-
na aktivnost ¢ini vise od 70 % njihove cjelokupne izlozbene
aktivnosti.** Prosirenje teritorija njihova izlaganja nastupilo
je osobito nakon 2005., a progresija se odvijala istodobno s
rastom njihova medunarodnog ugleda. Medutim, taj je uci-
nak primjetan samo za ograni¢en broj umjetnika. Umjetnicke
skarijere” ispod najviSe razine sustava pretezno su sedentar-
ne i lokalne—bilo u zemlji rodenja bilo u inozemstvu.

Institucionalni
krajolici

Distribucija izloZzbene aktivnosti umjetnika po institucija-
ma pokazuje znatnu koncentraciju na nekomercijalni se-
gment sustava, koji uvelike nadmasuje komercijalni—11%
izlozbi odrzano je u komercijalnim galerijama i na umjet-
ni¢kim sajmovima, dok ih se 87% odvilo u nekomercijalnim
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Among the mentioned 14 countries, the Western ones that
traditionally dominated the contemporary art field stand
out, along with the region. Exhibition participations in
those 14 countries account for 80% of artists’ overall inter-
national exhibition activity. The prime exhibition sterri-
tory of the artists from Croatia who exhibit international-
ly remains the Old Continent, dominantly its Western part,
and the United States. Specific regional subsystems that
emerged as particularly important—the territory of Aus-
tria, Italy and Slovenia—point out to an undiminished rele-
vance of geographical proximity, along with the persistence
of historical and political legacies. They all speak contre
deterritorialization.

32

Vidi biljeske 2 3.

33

Slijedim definiciju Baie Curionija i sur. koja odreduje status kao

razinu simboli¢kog kapitala koju je umjetnik akumulirao. Autori razlikuju
status kao hijerarhijski pojam koji se odnosi na povezanost pojedinca
s institucijom od ugleda koji se vi$e veze uz procjenu struénjaka,

ali ukazuju na supostojanje dvaju pojmova u slu¢aju umjetnosti. Vidi
Baia Curioni, Forti, Leone, ,Making Visible: Artists and Galleries in the
Global Art System”. Pod ,,gornjim segmentom”, odnosno ,,gornjom
razinom sustava” misli se na nekomercijalne i komercijalne institucije
suvremene umjetnosti koje se ocjenjuju kao vrlo znagajne, poput
vaznih visegodisnjih izlozbi ili bijenala (documenta, Venecijanski
bijenale itd.), izlozbenih centara i muzeja u umjetni¢kim prijestolni-
cama, umjetnic¢kih sajmova (Art Basel) itd. One se u literaturi smatraju
insti-tucijama koje konsakriraju suvremene umjetnike, $alju¢i tako
vazne signale o njihovoj reputaciji. Umjetnike visokog statusa

ili one koji pripadaju ,gornjem segmentu” konsakrirale su neke ili

sve navedene institucije. Vidi i Velthuis, Baia Curioni, Cosmopolitan
Canvases. The Globalization of Market for Contemporary Art.

34

Za omjer izmedu medunarodne i domace izloZzbene aktivnosti i broj
zemalja u kojima je izlagao svaki od umjetnika vidi Prilog II: https://
www.ipu.hr/content/zivot-umjetnosti/ZU_105-2019_Puc_appendicies.
pdf (Zivot umjetnosti, 105, 2019., Tihana Puc, Prilozi / Appendicies;
pristupljeno 27. prosinca 2019.).

35

Za drugagiji omjer u sluéaju, primjerice, nizozemskih suvremenih
umjetnika, vidi Van Hest, Territorial Factors in a Globalised Art World?
36

Postocima prethodi broj sudjelovanja.
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institucijama.®® Cinjenica da neprofitne institucije dominira-
ju nije iznenadujucéa s obzirom na porast njihova broja u po-
sljednjih nekoliko desetljeca. Ipak, njihova je dominacija doj-
mljiva s obzirom na istodobni rast komercijalnog segmenta.
| dok institucionalni mostovi izmedu Hrvatske i medunarod-
nog svijeta umjetnosti postoje, kad je rije¢ o privatnim gale-
rijama, gotovo da ih i nema. U tom pogledu Hrvatska gotovo
ne moze sudjelovati u transferu svojih umjetnika, $to ¢inje-
nicu da je njihov medunarodni prostor vec¢im dijelom insti-
tucionalni ¢ini manje iznenadujuc¢om.

416,11 %

68,2%

3212,87 %

R NP-P

®Fr

Grafikon 1. Distribucija sudjelovanja umjetnika na izlozbama

u neprofitnim (NP), profitnim (P) i hibridnim (NP-P) institucijama,
1991.-2012.36/ Chart 1. The distribution of exhibition participations
of artists in not-for-profit (NP), profit (P) and hybrid (NP-P)
institutions, 1991-2012.3%

S
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See notes 2 and 3.

32

I follow Baia Curioni ef 4l. in their definition of status as a level of
symbolic capital accumulated by an artist. They differentiate status as
a hierarchical notion related to an individual’s affiliation from repu-
tation related more to the expert evaluation, but they point out to the
coexistence of two notions in the case of art. See Baia Curioni, Forti,
Leone, “Making Visible: Artists and Galleries in the Global Art System.”
With the “top segment,” I refer to contemporary art non-commercial
and commercial institutions regarded as highly significant, such as
important perennials or biennials (documenta, Venice Biennale etc.),
exhibition centers and museums in artistic capitals, art fairs (A7t Basel)
etc. In the literature, they are considered as institutions that conse-
crate contemporary artists, sending relevant reputation signals. Artists
of high-status or belonging to the top-segment have been consecrated
by some or all of these institutions. See also Velthuis, Baia Curioni,
Cosmopolitan Canvases. The Globalization of Market for Contemporary Art.
33

For the ratio between international and domestic exhibition activity
and the number of countries each artist exhibited in see Appendix II:
https:/www.ipu.hr/content/zivot-umjetnosti/ZU_105-2019_Puc_
appendicies.pdf (Zivot umjetnosti, 105, 2019, Tihana Puc, Prilozi/
Appendicies; last accessed 27 December 2019).
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For a different ratio in the case of, for example, Dutch contemporary
artists see Van Hest, Territorial Factors in a Globalised Art World?

35

The percentages are preceded by the number of participations.
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It is primarily at the micro-level of analysis, and for certain
exhibition types, that the post-1989 globalization-related
influences emerge. Expectedly, it is primarily for biennials,
to a certain degree for the exhibitions of “former East” and
for “region-specific” institutions such as Soros Centers for
Contemporary Art, that one can recognize a formation of
an alternative route more significantly bypassing tradition-
al Western centers. In that respect, my findings are fair-

ly consistent with previous empirical investigations that
emphasize the persisting importance of the Euroamerican
contemporary art system.”'

Nonetheless, a slight advancement of the globalization
processes is discernible, in particular, for the generation
of artists born after 1970. Not only had the number of art-
ists connected with the international circuit grown but
their overall presence within it as well. Their internation-
al activity intensified, while the older generation’s interna-
tional recognition increased.

However, more significant impacts of the globalization
processes considerably relate to an artist’s status, having
the strongest effect on the top segment of the artists.*® It is
again at the micro-level of analysis and for individual art-
ists that the impacts are more strongly noticeable, as man-
ifested in the increased number of their exhibitions, their
greater geographical spread, and in some cases, increased
representation by galleries operating globally, allowing art-
ists to reside in the country of origin. The artists with the
highest level of international visibility—Sanja Ivekovi¢, Da-
vid Maljkovic¢ and Mladen Stilinovic—exhibited on aver-
age in 40 countries, and international activity accounts for
over 70% of their overall exhibition activity.*® The enlarge-
ment of their exhibition territories came in particular af-
ter 2005, and the progression paralleled their international
consecration. However, such an effect is noticeable only for
a limited number of artists. As one is descending below the
top-level, artistic “careers” become predominantly seden-
tary and local—be it az home or abroad.

Institutional
landscapes

The institutional distribution of artists’ exhibition activ-
ity showed a high concentration in the non-commercial
sphere, which overwhelmingly outweighs the commercial
one—T11 % of the exhibitions were held in commercial gal-
leries and art fairs, while 87% occurred in non-commer-
cial institutions.** The fact that not-for-profit institutions
dominate is not surprising considering their growth over
the past decades. Still, their dominance is striking, consid-
ering the parallel growth of the commercial sphere. While
the institutional bridges between Croatia and the interna-
tional art world exist, those of the private gallery system
hardly do. In that respect, Croatia can barely participate
in the transfer of its artists, which makes the fact that their
international space is, for the most part, institutional less
surprising.
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Medutim, vaznost trziSta umjetnina u porastu je, osobito za
mladu generaciju umjetnika (rodenih nakon 1970.), dok je
broj umjetnika vidljivih na galerijskom trzistu, kao i onih koje
zastupaju strane galerije veci nego za prethodne generaci-
je. Podaci o umjetnicima koje zastupaju galerije navedeni u
tablici 3. to pokazuju.

Na individualnoj razini snazniji upliv trziSta primjetan je oko
2010. godine takoder za umjetnike rodene prije 1970. Me-
dutim, rije¢ je o ograni¢enom broju umjetnika u ¢ijem je slu-
Gaju utjecaj trzista uslijedilo tek nakon njihove institucijske
konsakracije.*®

Nadalje, podaci o izlozbama pokazuju da se odabiri aktera u
institucionalnoj i trzisnoj domeni najintenzivnije podudaraju
na vrhu sustava, dok se ispod njega razdvajaju te se uoGava
mala izravna korelacija izmedu simboli¢ke i trziSne vrijed-
nosti,* §to ukazuje na sferu neovisnu o trzisnom vredno-
vanju koju je, bez obzira na njezinu veli¢inu, vrijedno dodat-
no istrazivati. U tom pogledu, razli¢iti generacijski obrasci
medunarodnih umjetnickih ,karijera” odrazavaju razlike in-
stitucionalne i trziSne logike —, karijere” umjetnika rodenih
prije 1970., koje su oblikovane u institucionalnoj sferii u Hr-
vatskoj,*° te one umjetnika rodenih nakon 1970., u &iju je iz-
gradniju bilo ukljueno i zapadno galerijsko trziste.*' Potonje
karakterizira prilicno nagao porast izlozbene aktivnosti te
podjednako zamjetno geografsko rasprostiranje u razmjer-
no ranoj fazi umjetni¢ke aktivnosti, §to korelira s poc¢etkom
galerijskog zastupstva. Za razliku od njih, medunarodne
umjetni¢ke ,karijere” izgradene izvan zapadnoga galerij-
skog sustava karakterizira manja pravilnost i neusporedivo
manje nagao porast izlozbene aktivnosti. U slu¢ajevima u
kojima je ekspanzija proiza$la iz visoke razine medunarod-
nog priznanja,*® ona je uslijedila znatno manje iznenadno
te nakon dugogodi$nje umjetni¢ke aktivnosti. Uslijed od-
sustva trzidnih utjecaja na izgradnju medunarodnih ,kari-
jera” umjetnika iz Hrvatske rodenih prije 1970., istodobno
pratimo dva ,povijesna razvoja” — ,karijere” karakteristi¢ne
za razdoblje 70-ih i 80-ih, koje je Raymonde Moulin opisala
kao spore, te ,,ubrzane karijere” sve mladih umjetnika ka-
rakteristi¢ne za razdoblje 90-ih.*® Potonje obiljezava mno-
go brzi ulazak u muzeje, paralelan komercijalnom uspjehu,
zarazliku od prvih, kod kojih je komercijalni uspjeh uslijedio
tek nakon institucionalnog.
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Zastupa galerija / Represented

25
Spol / Gender
Zenski / Female 7
Muski / Male 18
Grupa / Group -
Godina rodenja / Year of Birth
1935.-1959. / 1935 - 1959 7
1960.-1969. / 1960 - 1969 5
1970.-1988. / 1970 - 1983 13

Gustoca zastupanja / Density of representation

Ne zastupa galerija %/
Not represented by a gallery 36

Spol / Gender

Zenski / Female 15 42 %
Muski / Male 20 55%
Grupa / Group 1 3%

Godina rodenja / Year of Birth

1935.-1959. / 1935 - 1959 8 8%
1960.-1969. / 1960 - 1969 17 47 %
1970.—1983. / 1970 - 1983 16 45%

Tablica 3. Zastupstvo galerija / Table 3. Gallery representation
T

37

Podaci se odnose na razdoblje do 2013. Tri umjetnika koja su
prethodno zastupale galerije, ali su ta zastupstva prestala, te koje
nije zastupala nijedna galerija 2013. godine ukljuéena su u

tablicu pod kategorijom ,,ne zastupa galerija”.
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Takav je slugaj, iako razli¢itog stupnja i intenziteta s, primjerice,
Mladenom Stilinoviéem, Sanjom Ivekovi¢ (prije 1960.), Slavenom Toljem,
Igorom Grubi¢em (1960-ih).
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U tom su pogledu moji zakljuéci u skladu s empirijskim istraziva-
njima koja su ,,mjerila” podudarnost izmedu trzista umjetnina

i umjetnickih institucija, kao na primjer, ,,Bull, Two Economies of World
Art” ili Wuggenig, Rudolph, ,Valuation beyond the Market”, dok se
razlikuju od onih s trzi§no-imperijalistickim pogledom.

40

Poput, primjerice, u trajektorijama Sanje Ivekovi¢, Mladena Stilinoviéa,
Andreje Kulungi¢, Igora Grubic¢a i Slavena Tolja.

41

Kao u slu¢ajevima Davida Maljkovica, Vlatke Horvat, Damira

Ocka i Igora ESkinje, premda s razli¢itim stupnjevima uklju¢enosti
trzista.

42

Kako pokazuje izlozbena aktivnost Sanje lvekovi¢ i Mladena Stilinoviéa.
43

Moulin, L’artiste, I'institution et le marché.
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Jednostavna (1-2
Simple (1-2



by a gallery

41%

28 %
2%

28%
28%
52 %

galerije) /
galleries)

32%
68 %

32%
26 %
42 %
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Ne zastupa galerija / Not represented by a gallery

Srednja (1-5 galerija) /

36 59 %
15 42 %
20 55%
1 3%
3 8%
17 47 %
16 45 %

Visoka (>5 galerija) /

Medium (1-5 galleries) High ( > galleries)
1 25% = -
3 75% 2 100 %
= = 1 50 %
4 100% 1 50 %

36

The data refers to the period until 2013. Three artists that had been
previously represented by galleries, but the representations
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However, the importance of the art market rises, in parti-
cular with the younger generation of artists (born after
1970), and the number of the artists visible on the so-called
dealer market and represented by foreign galleries is great-
er than for the previous generations. The data on artists’
gallery representation given in Table 3 demonstrates that.

On the individual level, the stronger involvement of the
market is noticeable around the year 2010, also for the art-
ists born before 1970. However, it includes a limited number
of artists, and it followed after their institutional consecra-
tion.¥ Furthermore, the exhibition data demonstrates that
the choices of operators in the institutional and art market
realm overlap most intensely at the very top level, while
they tend to separate below, where little direct correlation
between symbolic and market value is found,*® indicating

a sphere autonomous of market valuation which, no mat-
ter its size, is worthwhile exploring further. In that respect,
different generational patterns of international artistic “ca-
reers” reflect distinctive institutional and market logic—the
“careers” of the artists born before 1970, which were shaped
within the institutional sphere and from Croatia,* and
those of the post-1970 generation whose construction saw
the involvement of the Western dealer market.*® The latter
are marked by a rather sharp ascend of exhibition activity
and its equal geographical spread at a relatively early stage
of artistic activity and are correlated with the beginning

of gallery representation. Unlike them, the paths of those
artists whose international “careers” were constructed out-
side the Western gallery system show less regularity and an
incomparably less abrupt increase of exhibition activity. In
those cases where the expansion occurred, due to interna-
tional recognition of a high level,* it did so far less sudden-
ly and after years of artistic activity. Due to the absence of
the art market involvement in the construction of interna-
tional “careers” of the pre-1970 generations of artists from
Croatia, two “historical developments” run in parallel—
the “careers” Raymonde Moulin described as a slow devel-
opment characteristic of the ‘7os and ‘8os, and the “speed-
ed-up careers” of the ever-younger artists characteristic

of the ‘90s.*? The latter are marked by a much faster entry

ended, and were not represented by any gallery in 2013 were included
in the table under the category “not represented by a gallery.”

That is the case, albeit of different level and intensity, with, for
example, Mladen Stilinovi¢, Sanja Ivekovic (pre-1960), Slaven Tolj,
Igor Grubic (the 1960s). Y
38

In that respect, my findings are consistent with the empirical

studies that “measured” the homology between the art market and art
institutions, as, for example, Bull, “Two Economies of World Art” or
Wuggenig, Rudolph, “Valuation beyond the Market,” while they depart

from those with a market imperialist perspective.
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As in trajectories of, for example, Sanja Ivekovi¢, Mladen Stilinovic,

Andreja Kuluncic, Igor Grubic, Slaven Tolj.

40

As, though of varying degrees of market involvement, in the case

of David Maljkovic, Vlatka Horvat, Damir Oc¢ko, Igor Eskinja.

41

As the exhibition activity of Sanja Ivekovi¢ and Mladen Stilnovic
demonstrates.

42

Moulin, Lartiste, Uinstitution et le marche.
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into the museums, which parallels the commercial success,
37 opposite to the previous where the commercial success
followed only after the institutional.
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(Medunarodne) trajektorije umjetnika iz Hrvatske manje su It is by and large due to the uneven involvement of the art
standardizirane, u najveéoj mjeri zbog nejednake ukljuéeno- market actors that the (international) trajectories of artists

sti aktera trzi$ta umjetnina.*® from Croatia are less standardized.*®
Mreze umjetnika Artists-institutions
iinstitucija networks

Daljnji korak u anali izlozbenih podataka poduzet je kako bi A further step in the analysis of exhibition data was under-
se utvrdili nagini na koje se povezuju umjetnici i institucije, taken to see how artists and institutions connect, to compare
usporedile trajektorije umjetnika kroz institucije te identifi- artists’ trajectories through institutions and to identify po-
cirale potencijalno vazne institucionalne platforme koje po- tentially significant institutional platforms that mediate art-
sreduju u protoku umjetnika kroz razli¢ite segmente ,,glo- ists’ passage through various sections of the “globalized” art
baliziranog” polja umjetnosti. S tom su namjerom izlozbeni field. To that end, the exhibition data was converted, with the
podaci pomodu softvera za analizu drustvenih mreza (engl. use of UCINET software for social network analysis (SNA),**
Social Network Analysis, SNA) UCINET*® pretvoreni u mrezne into matrices from which the totality of artists’ movement
dijagrame iz kojih se i$¢itava ukupnost kretanja umjetnika and their relations with the institutions could be read.** SNA
te njihovi odnosi s institucijama.*® Mrezna je analiza ovdje was used in Franco Moretti’s sense—to create a sign that
primijenjena u svrhu kako ju opisuje Franco Moretti—da bi can be seen at a glance in two-dimensional space—an X-ray
se stvorio znak koji je na prvi pogled vidljiv u dvodimenzi- that unveils the underlying structure.*®
onalnom prostoru—rendgenska snimka koja otkriva poza-
dinsku strukturu.” The constructed artists-institutions networks display all the
relations developed between the artists and the institutions
Izradene mreze umjetnika i institucija prikazuju sve odno- through the exhibitions.” The entire period under consid-
se uspostavljene izmedu umjetnika i institucija putem izloz- eration is represented for every country. Thus, the tempo-
bi.*® Zasebno je za svaku zemlju prikazano cjelokupno raz- ral dimension is missing, but all the ties that each node had
matrano razdoblje. S obzirom na to izostala je vremenska in a certain country are visible is a single visualization. The
dimenzija, ali su u jednom prikazu vidljive sve veze svakog networks were cut in such a manner because the aim was to
od ¢vorista u odredenoj zemlji. Takvo je ,rezanje” mreza bilo compare the patterns between the countries, to detect po-
uvjetovano nakanom da se usporede obrasci medu zemlja- tential institutional centers and to grasp the positions of
ma, detektiraju potencijalni institucionalni centri i odmjere artists in different countries. The networks were also cut for
polozaji umjetnika u razli¢itim zemljama. Mreze su takoder the pre-1960 and post-1960 generations of artists.
~rezane” za umjetnike rodene prije 1960. i nakon 1960.
44

Vazno je naglasiti da sve prikazane veze imaju jednaku ,te- Zzarazliku od, primjerice, Francuske, gdje je Martin ustanovio da mladi fran-
zinu”, neovisno o vrsti izlozbe ili umjetniéke institucije. Cen- cggki umjetnici prol'aze kroz' iste faze i karijere im se razvijaju na slil(“:an nacin.

. . . R . Vidi Martin, ,,How Visual Artists Enter the Contemporary Art market in France”.
tralitet umjetnika stoga ne treba smatrati mjerom njegova 45
kriti¢kog ili komercijalnog uspjeha.*® Dakle, prikazi ne pred- Borgatti, Everett, Freeman, UCINET for Windows: Software for Social Network
stavljaju rangiranje umjetnika, veé skup odnosa uspostavlje- zgalysis. Vidi i Borgatti, Everett, Johnson, Analyzing Social Networks.
nih unutar javnih i komercijalnih izlozbenih sustava razlicitih Moderni i suvremeni umjetnici i institucije kontinuirano su predmetom
geografskih podrugja. mrezne analize. Medu mnogim istrazivanjima vidi: Baia Curioni, Rizzi, ,Two

realms in confrontation: consensus or discontinuity?”; Kienle, ,Visualizing

| d K izlozbi” sadrze d . . s . ik Networks: Approaches to Network Analysis in Art History”; Fraiberger et al.,
zradene ,karte izlozbi” sadrze dva tipa Cvorista: umjetnike ,Quantifying reputation and success in art”. Vidi posebno projekt ARTNET

prikazane crvenim krugovima i institucije prikazane plavim  (vidi: ,ARTNET project”) i 99. broj Zivota umjetnosti. Vidi npr. Kolesnik, Boji¢,
kvadratima. Veligdina &voriéta proporcionalna je njihovu stup- Sili¢, ,Reconstruction of Almir Mavignier’s Personal Network”; Tonkovic,

. I broi Koi Ko & e i b Sekelj, ,Annual Exhibitions of the Soros Center for Contemporary Art Zagreb
nju centraliteta—broju veza koje svako Cvoriste ima, tj. bro- as a Place of Networking”. Vidi i projekt Exhibitium: ,,Exhibitium Project”.

ju izlozbi na kojima je svaki umjetnik sudjelovao. Njihovi su 47

brojevi navedeni ispod svake vizualizacije. 2”80'““- »Network Theory, Plot Analysis”.

. o ] L ) U svrhu ¢itljivosti nisu ,,otvorene” sve oznake &vorista te stoga

U dijelu koji slijedi razmatraju se obrasci koji su uspostavlje- vizualizacije ne prikazuju sve informacije koje sadrze.
ni kao zajedniéki za razli¢ite zemlje. U razmatranje se prvo 49 ) S _

Lo lozi I . ik . lozZi Slijedim formulaciju M. Bulla, danu u kontekstu rangiranja, koja govori
uzimaju razlozi rasta centraliteta umjetnika, a zatim razlozi da polozaj umjetnika odrazava prvenstveno koli¢inu ulaganja u odredene
rasta centraliteta institucija, zajedno s institucionalnim sje- umjetnike u ekonomiji paznje, na temelju broja njihovih izlozbi. Vidi Bull,
cistima medu umjetnicima. Odabrani primjeri prikazuju mre- ;wo Economies of World Art”.
ze um]etmka iinstitucija u Ital”' (V|d| sl. 3a i Sb)' N]emaCkO] Nemanja Cvijanovic, Igor ESkinja, Dragana Sapanjos i Dubravka Vidovi¢ obrazovani
(vidi sl. 4a i 4b) i Francuskoj (vidi sl. 5a i 5b). Odabrane su su/ili su zivjeli odredeno vrijeme u Italiji, Renata Poljak u Fran-cuskoj, a Ana Bilankov,
zemlje medu onima u kojima su umjetnici iz Hrvatske izIagaIi Vladimir Frelih, Kristian KoZul, Kristina Leko, Nika Radi¢ i Nikola Uki¢ u Njemackoj.
. L L . . . . . Za cjelovit popis umjetnika i njihovih prebivalista vidi Prilog I: https://www.ipu.hr/
intenzivnije (vidi tablicu 2) te stoga prikazuju vecu guStocu  gonent/zivot-umietnosti/zU_105-2019_Puc_appendicies.pdf (Zivot umjetnosti, 105,
veza izmedu umjetnika i institucija. Njemacka zauzima prvo  2019., Tihana Puc, Prilozi/ Appendicies; pristuplieno 27. prosinca 2019.).
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mjesto kada se u obzir uzme cjelokupna umjetni¢ka popu-
lacija. Kada se promatraju razli¢ite generacije, Njemacka i
dalje zauzima prvo mjesto za umjetnike rodene prije 1960.
i umjetnike rodene 1960-ih, dok Italija postaje vodece po-
druc¢je izlaganja za umjetnike rodene nakon 1970. S druge
strane, Francuska je medu zemljama sa znatnom prisutno-
86u umjetnika zauzela srednje mjesto kod svih generacija. S
obzirom na to vizualizacije bi trebale otkriti moguce razlike
u obrascima za razli¢ite zemlje i generacije.

No neovisno o zemlji uzetoj u razmatranje, centralitet umjet-
nika prije svega korelira s obrazovanjem, prebivaliStem te u
manjoj mjeri sa zastupstvom galerije u toj zemlji. Umjetni-
ci s najvecim centralitetom u odabranim primjerima zemalja
obrazovani su i/ili su odredeno vrijeme zivjeli u danoj zem-
1ji.*° Njihov se centralitet smanjuje u drugim zemljama, osim
ako nisu stekli znatan medunarodni ugled. Samo je u slu¢a-
ju medunarodno najpriznatijih umjetnika prisutnost snazna
i ravnomjerna u razli¢itim podru¢jima suvremenoga umjet-
nickog svijeta, neovisno o obrazovanju i prebivalistu. Kao $to
pokazuju mreze umjetnika rodenih nakon 1960., to je prije
svega slucaj s Davidom Maljkovi¢em.
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Unlike, for example, in France, where Martin found that the young
French artists go through the same stages, having similar career paths.
See Martin, “How Visual Artists Enter the Contemporary Art market

in France.”

44

Borgatti, Everett, Freeman, UCINET for Windows: Software for

Social Network Analysis. Also: Borgatti, Everett, Johnson, Analyzing Social
Networks.

45

Modern and contemporary artists and institutions have been and
continue to be the subject of network analysis. Among many studies
see Baia Curioni, Rizzi, “Two realms in confrontation: consensus

or discontinuity?,” Kienle, “Visualizing Networks: Approaches

to Network Analysis in Art History,” Fraiberger ¢f al., “Quantifying
reputation and success in art.” See in particular the project ARTNET
(see: “ARTNET project”) and the 9oth issue of Zivot unjennost. See, for
example: Kole$nik, Bojic, Sili¢, “Reconstruction of Almir Mavignier’s
Personal Network;” Tonkovic, Sekelj, “Annual Exhibitions of the

Soros Center for Contemporary Art Zagreb as a Place of Networking.”
See also the project Exhibitium: “Exhibitium project.”

46

Moretti, “Network Theory, Plot Analysis.”

47

For reasons of legibility, not all node’s labels were “opened,” and, thus,
the visualizations do not disclose all the information they contain.

48

I follow M. Bull’s formulation in the context of rankings, saying

that artists’ position reflects primarily the amount of investment in
particular artists within the economy of attention, based on the number
of his/her exhibitions. See Bull, “Two Economies of World Art.”

49

Nemanja Cvijanovic, Igor Eskinja, Dragana Sapanjos§ and Dubravka
Vidovic were all educated and/or lived for a period in Italy,

Renata Poljak in France, and Ana Bilankov, Vladimir Frelih, Kristian
Kozul, Kristina Leko, Nika Radi¢ and Nikola Uki¢ in Germany.

For a complete list of artists and their residences, see Appendix I
https:/www.ipu.hr/content/zivot-umjetnosti/ZU_105-2019_Puc_
appendicies.pdf (Zivot umjetnosti, 105, 2019, Tihana Puc, Prilozi /
Appendicies; last accessed 27 December 2019).

50

The exception is Braco Dimitrijevic, see Appendix I: https:/www.ipu.
hr/content/zivot-umjetnosti/ZU_105-2019_Puc_appendicies.pdf (Zivot
umjetnosti, 105, 2019, Tihana Puc, Prilozi / Appendicies; last accessed
27 December 2019).
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What needs to be emphasized is that all the connections
displayed “weight” the same, regardless of the type of
exhibition or art institution. Thus, artists’ centrality is not
to be taken as a measure of critical or commercial suc-
cess.”® Hence, what is visualized is not a ranking of artists,
but a set of relations they have established within public
and commercial exhibition circuits of different geograph-
ical zones.

The created “exhibitions maps” contain two types of
nodes: artists, who are represented as red circles and insti-
tutions, which are represented as blue squares. The nodes
are sized proportionally to their degree centrality—the
number of ties that each node has, i.e. the number of ex-
hibitions in which each artist participated. Their numbers
are specified below each figure.

In what follows, the patterns that emerged as common for
different countries will be discussed. Firstly, the reasons
behind the growth of centrality of artists are considered,
and secondly, the reasons behind the growth of centrality
of institutions, along with the institutional intersections
between artists. The selected examples include artists-insti-
tutions networks in Italy (see Fig. 3a and 3b), Germany (see
Fig. 4a and 4b) and France (see Fig. 5a and sb). The chosen
countries are among the top countries in which the art-
ists from Croatia exhibited, as shown in Table 2, and, thus,
display denser connections between the artists and the
institutions. Germany holds the first place when the entire
artistic population is considered. When the artists are bro-
ken into different generations, Germany still holds the first
place for the artists born before 1960 and the artists born
in the 1960s, while Italy becomes the leading exhibition ter-
ritory for the post-1970 generation. On the other hand, for
all the generations, France holds a middle position among
the countries where the artists’ presence was significant.
Thus, the visualizations should disclose possible differenc-
es in patterns per country and per generation.

However, regardless of the country selected, the central-
ity of an artist correlates primarily with education, resi-
dence and, to a lesser degree, gallery representation in the
country. Artists with the highest centrality in the countries
shown here were all educated and/or lived during a certain
period in that country.*® Their centrality decreases in oth-
er countries unless they acquired significant internation-
al recognition. Only in the case of the internationally most
established artists is their presence strong and balanced
in various zones of the contemporary art world, regardless
of education and residence. As networks for the post-1960
generations demonstrate, that is the case primarily with
David Maljkovic.

Findings for other countries are consistent with those
presented here. However, what is said does not apply to the
artists born before 1960. They were educated and reside

in Croatia, and there is no relation between these factors
and their international presence.®
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ZIVOT UMJETNOSTI

Rezultati za druge zemlje u skladu su s iznesenima. Me-
dutim, navedeno nije primjenjivo na umjetnike rodene pri-
je 1960. Oni su obrazovani i zive u Hrvatskoj te ne postoji
veza izmedu navedenih ¢imbenika i njihove medunarodne
prisutnosti.”’

Porast centraliteta institucija u najvec¢oj je mjeri uvjetovan
trima razlozima:

a) izlozbama koje su organizirali kustosi ili umjetnici

iz Hrvatske

b) izlozbama usmjerenima na umjetnike s Balkana,

iz Srednjoisto¢ne i Isto¢ne Europe

c) izlozbama odrzanima u institucijama ,,usmjerenima

na regiju” —institucijama osnovanima veé¢inom

nakon 1989. s osobitim fokusom na Srednjoisto¢nu

ili Istocnu Europu.

Istodobno, vecina sjecista umjetnika u medunarodnom
izlozbenom prostoru ovisila je o tim trima ¢imbenicima.

Mreza umijetnika i institucija u Italiji ilustrira navedeno (vidi sl.
3a). Vedi centralitet Fondazione Bevilacqua La Masa u Vene-
ciji proizlazi iz izlozbe Volume Collection koju je 2010. kurirao
umjetnik Nemanja Cvijanovic, a u kojoj je sudjelovao znatan
broj umjetnika iz Hrvatske. |za izlozbi Biennale des jeunes
créateurs de I'Europe et de la Méditerranée (BJCEM) stoji na-
cionalna selekcija. Isti je slu¢aj i s Venecijanskim bijenalom,
s obzirom na to da on oznacava i Hrvatski paviljon. Drugo je
vece ¢voriste Trieste Contemporanea, osnovana 1995. godi-
ne u cilju stvaranja ,,opservatorija za aktualno stanje u um-
jetnosti i kulturi u Srednjoistoénoj Europi”.*® Prili¢no sli¢nu
situacija pokazuje mreza umjetnika rodenih prije 1960. (vidi
sl. 3b), uz iznimku Venecijanskog bijenala. Njegova veligina
nije uvjetovana isklju¢ivo nacionalnim selekcijama, s obzi-
rom na to da su Tomislav Gotovac i Mladen Stilinovi¢ 2003.
godine sudjelovali na sredi$njim izlozbama Bijenala.

Isti se obrazac ponavlja u Njemackoj (vidi sl.4ai4b) i u Fran-
cuskoj (vidi sl. 5ai 5b), ali i u drugim geografskim podru¢jima.
Faktori koji utje€u na rast centraliteta institucija ne razlikuju
se znatnije s obzirom na geografsko podrugje.®® Razlike su
u najvecoj mjeri bile kvantitativne. Kustoska aktivnost ku-
stosa i umjetnika iz Hrvatske nije bila podjednako intenzivna
u svim podrugjima.®® Isti je slugaj i s institucijama ,,usmje-
renima na regiju” te s izlozbama geografskog i ideolo$§kog
predznaka, koje se nisu podjednako prosirile svim podru¢-
jima. S obzirom na to da su se one iskristalizirale kao vazne
poveznice, njihova je vremenska i prostorna distribucija de-
taljnije razmotrena.

Izlozbe koje su (ponovno) otkrivale ,bivsi Istok” ¢esto su
u svoje nazive uklju¢ivale geografske nazivnike—Srednja
Europa, Isto¢na Europa i Balkan ili pak ideolo§ke—postko-
munizam ili postsocijalizam. Njihovi su se kustoski koncep-
ti uvelike razlikovali te namjera niposto nije izjednagiti ih.>®
Njihov najmanji zajedni¢ki nazivnik, fokus na umjetnike iz
regije(a), omogucuje da se one sagledaju skupno kao po-
kazatelj kolektivnog kretanja umjetnika poljem suvremene
umjetnosti nakon 1989.
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Iznimka je Braco Dimitrijevi¢, vidi Prilog I: https://www.ipu.hr/content/
zivot-umjetnosti/ZU_105-2019_Puc_appendicies.pdf (Zivot umjetnosti,
105, 2019., Tihana Puc, Prilozi / Appendicies; pristupljeno 27. prosinca
2019.).

52

Vidi: ,Trieste Contemporanea”. Izlozbe u Studiju Tommaseo, koji je

na karti prikazan zasebno, organizira Trieste Contemporanea, §to njezin
centralitet &ini i vec¢im.

53

I1znimku, u odredenoj mjeri, predstavlja Slovenija, u kojoj je

skupna prisutnost umjetnika izrazenija, a institucionalna su sjecista

u pone§to manjoj mjeri uvjetovana trima navedenim ¢imbenicima.
Uslijed prostornih ograni¢enja, ulogu slovenskog sustava suvremene
umjetnosti za umjetnike iz Hrvatske nije moguce dodatno razmatrati.
54

I1zlozbe koje su organizirale hrvatske institucije, kustosi i umjetnici

iz Hrvatske ukljucile su 58 umjetnika iz uzorka te su odrzane u

44 zemlje. Zemlje s najvecim brojem izlozbenih sudjelovanija bile su:
Italija, SAD, Austrija, Njemacka, Francuska i Slovenija.

55

Literatura o izlozbama je opsezna. Za odabrane referencije vidi

Puc, (In)visible Artists—Contemporary Artists from Croatia in the post-
1989 ,,Globalized” Contemporary Art Field., vidi i OriS§kova, Curating
.Eastern Europe” and Beyond: Art Histories through the Exhibition.
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MREZE 1ZLOZBI U ,,GLOBALIZIRANOM” POLJU SUVREMENE UMJETNOSTI —
SLUCAJ SUVREMENIH UMJETNIKA 1Z HRVATSKE

51

See: “Trieste Contemporanea.” Exhibitions at Studio Tommaseo,
figuring separately on the map, are organized by Trieste Contemporanea,
adding to its centrality.

52

The exception, to a certain level, is Slovenia, where the level of

artists’ collective embeddedness appears higher and the institutional
intersections depend somewhat less on the three mentioned factors.
Due to space constraints, the role of Slovenian contemporary art system
for the artists from Croatia cannot be detailed here.

53

The exhibitions organized by Croatian institutions, curators and
artists from Croatia included 58 artists from the sample and were held
in 44 countries. The countries with the highest number of exhibition
participations were: Italy, the United States, Austria, Germany, France
and Slovenia.

54

The literature on the topic of the exhibitions is vast. For selected
references, see Puc, (In)visible Artists— Contemporary Artists from

Croatia in the post-1989 “Globalized” Contemporary Art Field., see also
Oriskova, Curating “Eastern Europe” and Beyond: Art Histories through

the Exhibition.

(42-75)

EXHIBITION NETWORKS IN THE “GLOBALIZED” CONTEMPORARY ART FIELD —
THE CASE OF CONTEMPORARY ARTISTS FROM CROATIA

The growth in the centrality of institutions is driven,
mostly, by three reasons:

(a) exhibitions curated by curators or artists from Croatia;
(b) exhibitions focused on the artists from the Balkans,
East-Central or Eastern Europe;

(c) exhibitions held in the “region-focused” institutions
—institutions established mainly after 1989 with a specific
focus on East-Central or Eastern Europe.

At the same time, the majority of artists’ intersections

in the international exhibition circuit depended on those
three factors.

The artists-institutions network in Italy provides an illustra-
tion (see Fig. 3a). Higher centrality of Fondazione Bevilac-
qua La Masa in Venice arises from the exhibition Volume
Collection curated in 2010 by the artist Nemanja Cvijanovic,
which included a substantial number of the artists from
Croatia. The national selection stands behind the Biennale
des jeunes createurs de I’Europe et de la Méditerranée (BJCEM).
That is the case of La Biennale di Venezia as well, as it also
stands for the Croatian Pavilion. The other greater node is
Trieste Contemporanea, which was founded in 1995 with the
aim of creating “an observatory on the contemporary situ-
ation of art and culture in East-Central Europe.”®' The situ-
ation is fairly similar when the network of artists born be-
fore 1960 is taken into consideration (see Fig. 3b), with the
difference of Venice Biennale. Its size is not conditioned
exclusively by national selections, as Tomislav Gotovac and
Mladen Stilinovi¢ participated in the curated exhibitions
of the Biennale in 2003.

The same pattern repeats in Germany (see Fig. 4a and

4b) and in France (see Fig. 5a and 5b), but in other geograph-
ical areas as well. No significant difference with respect to
the growth in the centrality of institutions was found for
different zones.* The differences were mainly quantitative.
The curators and artists from Croatia did not curate equal-
ly intensely in all the areas.>® The same holds true for the
“region-focused” institutions, and geographically and ide-
ologically framed exhibitions, which did not spread equal-
ly across all territories. Since they crystallized as impor-
tant connectors, their temporal and spatial distribution was
looked at in more detail.

The exhibitions (re)discovering the “former East” operat-
ed with geographical denominators, often included in their
titles—Central Europe, Eastern Europe, the Balkans—or
ideological ones—post-communism or post-socialism.
Their curatorial concepts varied widely, and the intention
is by no means to equalize them.®* Their lower common
denominator —focus on the artists from the region(s)—al-
lows for them to be considered together as an indication
of artists’ collective movement through the post-1989 con-
temporary art field.

As data shows, “exhibiting the Balkans” was an episode,

territorially more limited (see Fig. 6), which started in 2000
and for the most part concluded in 2004 (see Chart 2). The
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Kao §to izlozbeni podaci potvrduju, ,izlaganje Balkana” bila
je epizoda, prostorno ograni¢enija (vidi sl. 6), koja je zapoc¢e-
la 2000. godine i u najveéoj mjeri zavrsila 2004. godine (vidi
grafikon 2). 1zlozbe su odrzane u 17 zemalja i ukljucile su 28
umjetnika iz uzorka. Fenomen je bio pretezno institucionalni,
no trziste umjetnina ubrzo ga je integriralo.*® S druge stra-
ne, 8iri je fokus na ,bivsi Istok”, s razli¢itim stupnjevima in-
tenziteta, bio kontinuiran (vidi grafikon 3). Izlozbe u 29 ze-
malja ukljucile su 43 umjetnika iz uzorka (vidi sl. 7). Osim u
Sloveniji i Madarskoj, ,,biv8i Istok” izlagan je prvenstveno u
Zapadnoj Europi te u SAD-u. IzloZzbe su uglavnom organizi-
rale institucije ,usmjerene naregiju” i kustosi iz regije ili pak
oni upuceni u nju. Nakon dva desetljeca ,izlaganja Istoka” i
nakon vrhunca povodom 20. obljetnice pada Berlinskog zida
2009. godine, reakcija ,centara” bila je gotovo sinkrona. Oko
2010. renomirane institucije u umjetnic¢kim prijestolnicama,
kao i elitne privatne galerije organizirale su izlozbe istoéno-
europskih umjetnika.®’

Uslijedilo je Sirenje izlozbi na sjeverozapad te one umjetnic¢-
ke prijestolnice u kojima su umjetnici iz Hrvatske kao pred-
stavnici ,bivSeg Istoka" prethodno rjede izlagani, poput pri-
mjerice Londona.®® S vremenom se fokus postupno rasprsio.
Izlozbe ,bivSeg Istoka” pripadaju kontekstu ,velikih otkrica”
ucestalih nakon 1989. godine. Smatrane platformama za me-
dunarodnu ,regrutaciju” umjetnika, one su, medutim, najjaci
uc¢inak imale upravo na one umjetnike koji su ve¢ stekli odre-
denu medunarodnu vidljivosti i priznanje. Oni su naj¢esce
sudjelovali na izlozbama, osobito onima koje su organizirale
prestizne institucije.®® Stoga je njihov utjecaj na meduna-
rodnu integraciju umjetnika bio ograni¢en, zadrzavajuci se
uglavnom u okvirima kvantitativne internacionalizacije, na
§to upucuje i prethodna literatura.®®

Osim navedenih ¢imbenika koji su uvjetovali institucional-
na sjeci$ta umjetnika, druge izrazitije poveznice i vaznija
institucionalna ¢vorista nisu uo¢ena. Najizrazitija obiljez-
ja globalizacijskih procesa nakon 1989. godine na mreza-
ma umjetnika i institucija proizlaze prije svega iz fokusa na
»bivsi Istok”.

ZAKLJUCAK

Najvidljivije su posljedice s globalizacijom povezanih proce-
sa u hrvatskom kontekstu intenzifikacija medunarodne in-
tegracije umjetnika mlade generacije te porast medunarod-
ne afirmacije umjetnika starije generacije. Istodoban im je
prodor utjecaja zapadnog trzista umjetnina, koji se izdvaja
kao jo$ jedno obiljezje razdoblja nakon 1989. godine. Prem-
da utjecaj nije znatan, u porastu je. No na hrvatski se sustav
nije znatnije odrazio.®'

Kada se u obzir uzme geografska distribucija izlagacke
aktivnosti umjetnika u svojoj ukupnosti, vidljivo je da po-
jam ,medunarodno” i dalje u najvecoj mjeri znaci ,,Zapad”.
lako podaci upucuju na pro$ireni obuhvat ,,medunarodnog”,
kljuéni medunarodni arbitar i dalje je euroameri¢ki sustav su-
vremene umjetnosti.
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Grafikon 2. Sudjelovanja umjetnika iz Hrvatske na izlozbama
usmjerenima na balkanske umjetnike (2000.-2012.). Grafikon se
temelji na 85 sudjelovanja 28 umjetnika na izlozbama u 17
zemalja./ Chart 2. Participations of artists from Croatia in the
exhibitions focused on Balkan artists (2000-2012). The chart is based
on 85 exhibition participations of 28 artists in 17 countries.

5

Grafikon 3. Sudjelovanja umjetnika iz Hrvatske na izlozbama
usmjerenima na istocnoeuropske umjetnike (1993.-2012.). Grafikon se
temelji na 417 sudjelovanja 43 umjetnika na izlozbama u 29 zemalja.

/ Chart 3. Participations of artists from Croatia in the exhibitions
focused on Eastern European artists (1993-2012). The chart is based on
417 exhibition participations by 43 artists in 29 countries.

5
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Godine 2004. Harald Szeemann izlagao je ,balkanske umjetnike” na
sajmu Arte Fiera u Bologni, a godinu dana kasnije osnovan je Viennafair
sa specifiénim fokusom na Istok.

57

Kao §to je The Promises of the past: A discontinuous history of art in
former Eastern Europe u pariSkom Centru Pompidou 2010. godine,
Ostalgia u njujorskom New Museum of Contemporary Art 2011.

godine. Iste godine odrzana je retrospektivna izlozba Sanje lvekovi¢

u MoMA-i, nakon koje je uslijedila izlozba The Scenes from Zagreb.
Artist’s Publications of the New Art Practice. |zlozbe , s fokusom na
istok” odrzane su u komercijalnim galerijama kao $to su Georg Kargl
Fine Arts i Galerie Martin Janda u Be6u 2011. godine.

58

Na primjer, 2011. godine odrzana je izloZzba Rearview Mirror. New Art
from Central and Eastern Europe u Power Plantu u Torontu te je putovala
u Umjetni¢ku galeriju u Alberti 2012. godine. Godine 2012. Sanja
Ivekovi¢ imala je samostalnu izlozbu u londonskoj Galeriji Calvert 22—
neprofitnoj instituciji posvecenoj ruskoj i istoénoeuropskoj umjetnosti,
osnovanoj 2009. godine.

59

Osobito David Maljkovi¢, Sanja Ivekovi¢ i Mladen Stilinovié.

60

Buchholz, Wuggenig, ,,Cultural Globalization Between Myth and
Reality: The Case of the Contemporary Visual Arts”.

61

To se osobito odnosi na uspostavu sustava privatnih galerija.
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In 2004, Harald Szeemann exhibited “the Balkan artists” at Arte
Fiera in Bologna, while a year later, Viennafair was founded with a
specific focus on the East.

56

Such as The Promises of the past: A discontinuous history of art in

Sformer Eastern Europe in Paris’ Center Pompidou in 2010, Ostalgia in
New York’s New Museum of Contemporary Art in 2o11. The same year,
a retrospective of Sanja Ivekovi¢ was held at MoMA, accompanied
by The Scenes from Zagreb. Artist’s Publications of the New Art Practice.
The exhibitions “focused on the East” were held in commercial galleries
such as Georg Kargl Fine Arts and Galerie Martin Janda in Vienna

in 2011

57

For example, in 2011, Rearview Mirror. New Art from Central and Eastern
Europe was held at the Power Plant in Toronto and travelled to Art
Gallery of Alberta in 2012. In 2012, Sanja Ivekovic had a solo show at
the London Calvert 22 Gallery—a not-for-profit institution dedicated
to Russian and Eastern European art founded in 2009.

58

Notably David Maljkovi¢, Sanja Ivekovi¢ and Mladen Stilinovic.

59

Buchholz, Wuggenig, “Cultural Globalization between Myth and
Reality: The Case of the Contemporary Visual Arts.”

60

In particular, with regard to the establishment of a private gallery
system.
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exhibitions were held in 17 countries and included 28 art-
ists from the sample. The phenomenon was predominant-
ly an institutional one, but the art market soon picked it
up.®® On the other hand, the broader focus on the “former
East,” with varying degrees of intensity, was continuous
(see Chart 3). The exhibitions in 29 countries encompassed
43 artists from the sample (see Fig. 7). Apart from Slovenia
and Hungary, the “former East” was exhibited primarily

in Western Europe and the United States. The exhibitions
were predominately organized by “region-focused” institu-
tions and curators coming from the region or having a par-
ticular interest in the region. However, after two decades
of “exhibiting the East,” and after a peak on the occasion
of the 2o0th anniversary of the fall of the Wall in 2009, the
“centers” reacted almost simultaneously. Around the year
2010 the most renowned institutions in artistic capitals, as
well as high-end private galleries organized the exhibitions
of Eastern European artists.*®

In parallel, the exhibitions spread further to the northwest
and to those artistic capitals where the artists from Croatia
as “former Easterners” were previously more modestly
exhibited, such as London.”” The focus subsequently grad-
ually dispersed. Inscribed into the post-1989 trend of the
“discovery campaigns,” seen as platforms for the interna-
tional “recruitment” of artists, they, however, produced the
strongest effect on those artists that already had a certain
level of international visibility and recognition.®® They
were the ones exhibited more frequently, and in particular
in those exhibitions organized by prestigious institutions.
Thus, their impact on artists’ international integration was
restricted, and stayed mostly within the limits of quanti-
tative internationalization, as previously suggested in the
literature.*®

Besides the above-outlined factors that conditioned the art-
ists’ institutional intersections, no specific associations or
institutional hubs were found. The strongest post-1989 glo-
balization-related imprints on artists-institutions networks
arise primarily from the foci on the “former East.”

CONCLUSION

The most visible consequences of the globalization-related
processes within the Croatian context are higher interna-
tional inclusion of the younger generation of artists, along
with the increased international consecration of the older
generation. They were paralleled with the Western art mar-
ket influence, another mark of the post-1989 developments.
Even if not remarkable, it is growing. However, its reflec-
tions on the Croatian system are pronouncedly limited.*

Looking at the artists’ exhibition activity in its geographic
totality, it is apparent that the international still by and large
equates with the West. The data does suggest the broaden-
ing of the international, but the main body of international
consecration remains the Euroamerican contemporary art
system.
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ZIVOT UMJETNOSTI

Zakljucci izneseni u ovom radu u velikoj su mjeri u skladu s

prethodnim empirijskim istrazivanjima u podru¢ju globaliza-
cije suvremene umjetnosti. Medutim, u nekoliko se aspekata

s njima razilaze. Prvo, podaci o umjetnicima iz Hrvatske upu-
¢uju na to da je medunarodno priznanje povezano s prese-
lienjem u jedan od velikih ,,Zapadnih” centara u manjoj mjeri

no §to se to sugerira u literaturi.®® Standardni put: inozemni

(Zapadni) obrazovni sustav—trziste—medunarodna karijera

—passage obligatoire za nezapadne umjetnike prije 1989.ne

gubi na vaznosti, ali vie nije isklju¢ivi nacin stjecanja me-
dunarodnog priznanja. Stovige, veéina medunarodno prizna-
tih umjetnika zivi i radi u Hrvatskoj. Ipak, njihov je broj i dalje

ograni¢en. Medunarodna se vidljivost vrlo asimetri¢no distri-
buira domac¢im umjetni¢kim poljem.Premda 50 % umijetnika

iz uzorka ¢e8ce izlaze u inozemstvu nego u Hrvatskoj, oni

¢ine tek manjinu cjelokupne lokalne scene. Kada se zbivanja

na najvisim razinama sustava jukstaponiraju onima na nizima,
potonja ne otkrivaju uginke koji bi se mogli dovesti u vezu s

globalizacijskim procesima. Transnacionalna se kolanja in-
tenziviraju tek prema visim slojevima sustava.

Drugo, uloga trzisnih aktera u izgradnji medunarodnih ,ka-
rijera” daleko je manje vazna kada se one promatraju iz ne-
zapadne perspektive. ,Definicija” medunarodnog umjetni-
ka, koja pretpostavlja njegovu prisutnost i u institucionalnoj
sferi i na trzi$tu umjetnina,®® temeljena ponajprije na gor-
njem segmentu zapadnog sustava, no ponekad i dalje s uni-
verzalnim pretenzijama, preuska je da bi obuhvatila razli¢ite
scenarije stjecanja medunarodnog priznanja, kako pokazuju
(nezapadni) umjetnici iz Hrvatske.

Mreze umjetnika i institucija otkrivaju ponajprije individual-
ni karakter kretanja umjetnika velikim brojem (suvremenih)
umjetni¢kih izlozbenih prostora te ne upucuju na neki ko-
ordiniraniji i strateski oblik djelovanja (lokalnih institucija)
koji bi stajao iza njihova kretanja. Osim nekoliko istaknutih
opetovanih obrazaca, pojedinac¢ne trajektorije znatno se ra-
zlikuju, kao i modusi ulaska i zadrzavanja prisutnosti u ,,glo-
baliziranom” polju.

U kontekstu ovog rada moguce je spomenuti niz ograni¢enja,
kao i smjernica za daljnja istrazivanja. Izlozbama se u ovo-
me radu pristupa kao indikatorima medunarodne mobilnosti
i vidljivosti, ali ih se, dakako, ne smatra njihovim apsolutnim
ili jedinim mjerama. Podaci o javnim i privatnim akvizicija-
ma nisu razmatrani, prije svega zbog njihove nedostupnosti.
Takoder, razmatranje kriticke recepcije umjetnika u suvre-
menim umjetni¢kim ¢asopisima i literaturi predstavljalo bi
nuzno buduce proSirenje istrazivanja procesa vrednovanja i
priznavanja umjetnika.

Nadalje, dvojbeno je koliko su ovdje izneseni zakljuéci pod-
loZni generalizaciji te je moguce da su primjenjivi samo na
hrvatski kontekst. Manjak komparativnih istrazivanja, pose-
bice za nezapadnoeuropska podrugja, prije¢io je donoSenje
sveobuhvatnijih zakljuéaka o nezapadnoeuropskim umjetni-
cima uopce i o odredenim pitanjima posebice. Analizom re-
prezentativnog uzorka umjetnika, osim onih iz Hrvatske, koji
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The findings presented in this paper are, for the most part,
consistent with the previous empirical research in the
field of globalization of contemporary art. However, they
contrast with them in several points. Firstly, the data on
artists from Croatia indicates that international recognition
became less correlated with moving to one of the “great”
Western centers than the literature suggests.®’ The stand-
ard path: foreign (Western) educational system—market
—international career—a pre-1989 passage obligatoire for
non-Western artists holds its importance but is no longer
the exclusive modus of gaining international recognition.
Moreover, most of the internationally recognized artists
live and work in Croatia. Nevertheless, their number re-
mains constrained. International visibility distributes very
asymmetrically over the domestic art field. Even though
50 % of the artists in the sample exhibit more frequently
abroad than in Croatia, they form only a minority within
the entire local scene. Juxtaposing their activity with

the occurrences below that level revealed no significant
impact therein that would relate to globalization processes.
Cross-border flows intensify only towards the higher tiers
of the system.

62

Vidi biljesku 4.

63

Vidi Moulin, Lartiste, I’institution et le marché i Van Hest, Territorial
Factors in a Globalised Art World?

64

Prije svega mislim na kustoski kolektiv Sto, kako i za koga / WHW,
Gije je posredovanje u tom pogledu najznacajnije—8§to je poznata
ginjenica koja je dodatno empirijski potvrdena, ali i na druge
izvaninstitucionalne aktere kao §to su, medu ostalima, kolektiv
Delve aktivan u navedenom razdoblju, umjetnik Nemanja Cvijanovic,
osnivaé Galerije SIZ u Rijeci, aktivnost umjetnika Slavena Tolja kao
voditelja Art radionice Lazareti u Dubrovniku do 2012.
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su sudjelovali na izlozbama usredoto¢enima na ,,bivsi Istok”,
prosirile bi se spoznaje o utjecaju izloZbi geografskog i ide-
ologkog predznaka na ukljuéene umjetnike.

Kao §to su pokazale vizualizacije mreza, institucionalna sje-
ciSta umjetnika bila su povezana prije svega s ,fokusom na
Istok” te s izloZbama koje su organizirale institucije i nezavi-
sni kustosi iz Hrvatske. Internacionalizacijski kapaciteti poto-
njih pokazali su se daleko veéima.®® Buduée istrazivanje bit
ée usmjereno na one aktere koji su bili relevantni transnaci-
onalni posrednici kako bi se ispitao njihov utjecaj na konfi-
guraciju mreza umjetnika. Analizom veza izmedu umjetnika
koje kustosi, kustoski kolektivi i umjetnici kustosi u¢estalo
izlazu zajedno stekli bi se uvidi u moguci utjecaj kustoskih
afiniteta i strategija na izlozbene mreze umjetnika. Buduce
Ce istrazivanje i¢i upravo u pravcu ispitivanja potencijalnih
podsustava, koji bi eventualno odrazili utjecaj drugih ¢imbe-
nika osim dosad prepoznatih teritorijalnih ili statusnih. Pro-
Sirenjem istrazivanja takoder ¢e se zahvatiti komercijalni pol
kako bi se analizirale mreze umjetnika koje zastupaju iste ga-
lerije te usporedili nacini na koje se posredovanje kustosa i
galerista odrazava na izlozbenim mrezama umjetnika.

_)
Konaéno, podaci prikupljeni i strukturirani za ovo istrazivanje

61

See note 4.

62

See Moulin, Lartiste, Uinstitution et le marché and Van Hest, Territorial
Factors in a Globalised Art World?

63

I refer primarily to curatorial collective What, How & for Whom/WHW,
whose mediation in that respect is the most significant, a rather known
fact which received additional empirical confirmation, but also to other
non-institutional actors such as the collective Delve active during the
period, the artist Nemanja Cvijanovic, founder of Gallery SIZ in Rijeka,
the activity of the artist Slaven Tolj while director of Art Workshop
Lazareti in Dubrovnik until 2012, to mention some.
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Secondly, the role of the market actors in the construction
of international “careers” assumes far less importance
when looked from a non-Western perspective. The “defini-
tion” of an international artist, which presupposes his

/her presence both in the institutional sphere and that of
the art market,®® based mainly on the Western top segment,
but at times still offered as universally valid, appears too
narrow to accommodate for different scenarios of gaining
international recognition, as (non-Western) artists from
Croatia suggest.

The artists-institutions networks primarily disclosed the
individual character of artists’ movement through a pleth-
ora of (contemporary) art exhibition spaces and failed to
reveal a more coordinated and strategic operation (of local
institutions) that would stand behind. Apart from several
recurring patterns, individual trajectories vary substantial-
ly, as do the paths of entering and maintaining the pres-
ence within the “globalized” field.

A number of limitations and additional future directions
can be outlined. The exhibitions are considered in this pa-
per as capturers of international mobility and visibility, but
cannot be taken as an absolute or only measure of it. The
data on public and private acquisitions was not considered,
primarily due to its unavailability. Additionally, artists’ crit-
ical reception in contemporary art magazines and litera-
ture would be a necessary future complement in investigat-
ing their consecration processes.

Furthermore, the findings presented here are of dubious
generalizability and might be relevant only for Croatian
context. A lack of comparative studies, in particular for
non-Western European zones, presented a considerable
obstacle for drawing broader conclusions about non-West-
ern European artists in general and specific issues in par-
ticular. An analysis of a representative sample of artists,
other than those form Croatia, who participated in the
exhibitions focused on the “former East” would bring wid-
er insights into the impact of geographically and ideologi-
cally framed exhibitions on participating artists.

As network visualizations demonstrated, artists’ institu-
tional intersections were related primarily to the “Eastern
focus” and the exhibitions organized by institutions and
independent curators from Croatia. The internationaliz-
ing capacities of the latter showed to be far greater.®® Fu-
ture investigation will be directed towards those actors that
were relevant transnational intermediaries to examine
their impact on the configuration of artists’ networks. Ana-
lyzing the connections between the artists frequently ex-
hibited together by same curators, curatorial collectives
and artists-curators might shed light on how curatorial af-
finities and strategies impact artists’ exhibition networks.
It is towards the exploration of potential subsystems,
besides those which have thus far been acknowledged to
have been created under the impact of territorial or status-
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imaju potencijala prerasti u digitalni arhiv suvremenih umjet-
nika i izlozbi u Hrvatskoj te tako pridonijeti buduc¢im istrazi-

vanjima.®® Upravo je stvaranje novih strukturiranih podataka
ono §to Nuria Rodriguez Ortega istie kao jedan od zadataka

i odgovornosti povjesni¢ara umjetnosti.®® Unato¢ manjkavo-
stima, biografije umjetnika bogat su izvor podataka o umjet-
nicima. S obzirom na posvemasnji nedostatak sustavnih po-

dataka o suvremenim umjetnicima i umjetnicama iz Hrvatske

i odsutnost lokalnih javno dostupnih digitalnih izvora struk-
turiranih podataka koji omogucuju istrazivanja u podrucju di-

gitalne povijesti umjetnosti,*” prikupljanjem i strukturiranjem
podataka iz umjetnickih biografija mogao bi se premostiti jaz
i povecati dostupnosti podataka.
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related factors that the future research will be directed.

A complement would include a move towards the com-
mercial pole to analyze the networks of artists represented
by the same galleries and compare the mediation of cura-
tors and gallerists as translated into the artists’ exhibition
networks.

Finally, the data collected and structured for this research
has the potential of evolving into a digital archive of con-
temporary artists and exhibitions in Croatia, contributing to
future research.®® It is producing new structured data that
Nuria Rodriguez Ortega highlights as one of the tasks and re-
sponsibilities of art historians.®® Despite their imperfections,
artists’ biographies provide a rich source of data on artists.
Considering the overall lack of systematic data for contem-
porary artists from Croatia, and the utmost scarcity of local
publicly available digital sources with structured data ena-
bling research in the field of digital art history,®® collecting
and structuring the data from artists’ biographies could facil-
itate bridging the gap and increasing the data availability.

65

»Projekt u tijeku” Opservatorij umjetni¢kog rada nastojanje je

u tom pravcu. Vidi ,Observatory of Artistic Work”, posebno odjeljak
O PROJEKTU.

66

Rodriguez Ortega, Rodriguez, ,Development of technological
ecosystems for cultural analysis: The case of Expofinder system
and art exhibitions”.

67

Koliko mi je poznato, jedini je takav izvor u Hrvatskoj baza
podataka CAN_IS realizirana u sklopu istrazivackog projekta digitalne
povijesti umjetnosti ARTNET, vidi: ,ARTNET project”.
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The “project in progress” Observatory of Artistic Work is an
attempt in that direction, see section ABOUT: “Observatory of
Artistic Work.”

65

Rodriguez Ortega, Rodriguez, “Development of technological
ecosystems for cultural analysis: The case of Expofinder system
and art exhibitions.”

66

To best of my knowledge, the only such source in Croatia is
CAN_IS database realized within the digital art history research
project ARTNET, see: “ARTNET project.”

(42-75)
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