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sl.1: M. Potr¢, Kagiso: Skeleton House,

2000. - 2001.

Gradevinski materijal / Building material, dimenzije
promjenjive / dimensions variable

Installation at The Solomon R. Guggenheim Museum
for the exhibition: "Hugo Boss Prize 2000: Marjetica
Potré" , New York, 2001.

Foto / Photo: Ellen Labenski
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B W Kao aktualna dobitnica prestizne
nagrade Hugo Boss ¢iji su dobitnici
prethodnih godina bili Matthew Barney i
Douglas Gordon, upravo ima$ izlozbu u
Guggenheim muzeju u New Yorku koji je i
organizator dodjele ove nagrade. Sto
izlaze$ u Guggenheimu?

Kad sam prije dvije godine postavljala
izlozbu u Worcesteru, kustosica izlozbe
Jessica Morgan upozorila me na €lanak o
Juznoj Africi u New York Timesu. Na prvoj
je strani bila fotografija jednostavne
gradevine u Kagisu, predgradu Johannes-
burga, i taj primjer sada izlazem. To su
dvije pri¢e - jedna je Skeleton house, 5 x 7
m velika konstrukcija, druga je na brzinu
postavljena baraka sa satelitskom antenom.
Skeleton house sastoji se od betonske pod-
loge, stupova i krova, a na rubu ima pri-
klju€ak za vodu i WC Skoljku. Kao i drugi
moji radovi, taj projekt govori o uspjeSnosti
individualne gradnje. Isto tako izlazem
printove s fotografijama koji su razliciti izvo-
ri za moj rad, tekstove , kao i dva predmeta
koje takoder prate moji tekstovi. Jedan je
predmet Philips odjeéa s ugradenim komu-
nikacijskim sistemom, drugi je vaza iz Sara-
jeva koja je zapravo napravljena od prazne
¢ahure protuavionske granate.

B W Da se zadrzimo na nagradi praksa
dodjeljivanja ovakvih priznanja obi¢no je
usmjerena prema umjetnicima iza kojih
stoje jaki umjetnicki sistemi. Kako tumacis
to da se Ziri odlucio za tvoj rad u konkuren-
ciji umjetnika poput Vita Acconcija ili
Maurizia Catellana.

Rekli su mi da su me predloZila dva
¢lana Zirija: Carlos Basualdo in Kaspar
Konig. Zbog toga sam i imala neke Sanse.
Inace, takva je nagrada Cista lutrija. Bila
sam sigurna da je necu dobiti.

m = Cini se da je urbanizam, zato jer si
Skolovani urbanist, znatno utjecao na tebe
prije studija na likovnoj akademiji. Kada si
se odlucila i Sto te je potaklo da kroz
arhitektonske i urbanisti¢ke strategije anal-
izira§ drustvene mijene.

Dok sam studirala arhitekturu, urban-
izam me fascinirao, no katkad mi se Cinio
apsurdnim. Apsurdno mi se Cinilo stajati
nad listom papira i gledati dolje na plan
grada kao svemoénik koji ga ureduje.
Negdje kasnije sam Citala Sartrea, koji je
rekao nesto slicno poput ovog: “Za Boga je

® ® As the recent winner of the presti-
gious Hugo Boss award, which, in preced-
ing years, was received by Matthew Barney
and Douglas Gordon, you are now exhibit-
ing in the Guggenheim Museum in New
York, which has also organized the presen-
tation of this award. What are you exhi-
biting?

Two years ago, while occupied with
preparations for an exhibition in Worcester,
the curator Jessica Morgan drew my atten-
tion to an article on South Africa which had
appeared in the New York Times. The title
page showed a simple building in one of
Johannesburgh’s suburbs, Kagiso, a model
of which | am now exhibiting. Actually, my
exhibition refers to two stories, one of
which is the Skeleton house, a b5 mx 7 m
large construction, and the other a quickly
set up barrack with a satellite dish. The
Skeleton house consists of a concrete base-
ment, columns, a roof, and a supply point
at the edge such as for water for a lavatory
bowl. Like other works of mine, this project
portrays successful individual construction.
In addition, my exhibition includes prints of
pictures, which represent various inspira-
tional sources of my work, texts and two
objects with accompanying texts. Of these
two, one is a set of clothes by Philips with
an integrated communications system, and
the other a vase from Sarajevo, made from
an empty anti-aircraft shell case.

® ©® Let us focus on the award. Usually
such awards are supposed to be presented
to artists supported by powerful artistic
institutions. How do you comment on the
jury choosing your work in a competition
with those by Vito Acconci or Maurizio
Catellan?

Supposedly, | was proposed by two
members of the jury, Carlos Basualdo and
Kaspar Konig. That was, therefore, the only
way | had any chance at all. Otherwise
such an award is a mere matter of luck. |
was very confident of not receiving it.

® © Before enrolling in the academy of
fine arts you enjoyed an education in
urbanism, which you have been extremely
influenced by. When was it that you decid-
ed to analyze social trends through archi-
tectonic and urban strategies, and, above
all, how did this idea come to you?

While studying architecture, | was fas-
cinated by urbanism, which, however,
sometimes struck me as absurd. Above all,
it was absurd looking from above at a sheet
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sl.2: M. Potr¢, Kagiso: Skeleton House,

2000 - 2001.

Gradevinski materijal / Building material, dimenzije
promjenjive / dimensions variable

Installation at The Solomon R. Guggenheim Museum
for the exhibition: "Hugo Boss Prize 2000: Marjetica
Potrc", New York, 2001.

Foto / Photo: Ellen Labenski

Lijevo / Left: Slika izvor za / Source image for:
Kagiso: Skeleton House.
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28z SBvaTAnA, for The K Yark Tizins

South Africa provides lrte mve than o roof and frame bor honsing in Kagiso, The owner builds the rest

duzina jednaka Sirini. Pogled odozgora ne
govori o Covjekovu iskustvu nego pokazuje
$to si Bog o tome misli.” Manje je ambiciozno
bilo slagati opeke, raditi u vlastitom mjerilu
ono $to me je zanimalo. Kad promislim,
dugo sam u zidovima vidjela samo svoje
tijelo. Sad mi se to Cini prilicno zabavnim.
Tek sam poslije, u Americi, uvidjela da se
bavim arhitekturom.

B W Tvoj se rad u nekoliko zadnjih godina
doima jako angaziranim. Sto misli§ kolika
je mjera politi¢nosti tvoga rada?

Za mene je dobra suvremena umjet-
nost istovremeno i politi¢na.

Bl W U pocetku su tvoji radovi bili is€ita-
vani viSe formalno, na razini skulpture ili
objekta. Kako je tekao proces od tog objek-
ta prema Sirem drustvenom kontekstu tvo-
jih razmisljanja.

U Ljubljani smo bili specijalisti za pred-
stavljanje ideja, a ne objekata. Ja to jo$ uvi-
jek radim. Imam jednu izjavu od prije deset
godina: “Ja ne radim predmete. Gradim
zidove.” Nakon politickih promjena ¢inilo mi
se zanimljivim $to to nismo uvidjeli prije.
Naime, prije devedesetih godina kipari su
vecinom govorili o predmetnoj umjetnosti,
iako se uglavnom uopdée nismo bavili pred-
metom. Na$ je interes bio u metafori, poet-
i¢nosti i slicnom. To su sve pretezno zracne
kategorije. Problem je u tome da si, ako gov-
ori$ opéenito i o svemu, jako blizu tomu da
ne govori§ ni o ¢emu. Do IRWIN-a u
Ljubljani takoreci nije bilo umjetnosti koja bi
imala nekakvu preciznu teznju. Kad se to
dogodilo, odmah je nastao skandal.

of paper with a city map on it and feeling
like the Almighty. Then later, | came to read
Sartre, who said something like: “In the
eyes of the Almighty length equals width.
Looking from above does not imply man’s
experience, but God'’s standpoint”. So piling
up brick and working to one’s own stan-
dards seemed less ambitious and, actually,
interested me. Thinking about it, | have long
been looking upon walls as upon my own
body. Now, this seems very funny. Later in
the USA, | decided to deal with architecture.

@® © During the last several years your
work has appeared to be extremely com-
mitted. To what extent would you describe
your work as political?

Good modern art, in my opinion, is
political.

@® ©® In the beginning your works were
interpreted rather formally and on the level
of sculpture or object respectively. How did
this object come to take on the broader
social context of your reflections?

In Ljubljana we were specialists in rep-
resenting ideas, not objects. Nothing has
changed since then. There is a statement |
made ten years ago: “I am not creating
objects. | am building walls”. After all the
political changes, | wondered why we had
not seen this before. Namely, before the
90'’s, sculptors were predominantly talking
of object art, although we were not dealing
with objects at all. Our interest was focused
on metaphors, poetics, etc. These are pre-
dominantly abstract categories. The prob-
lem is when you are talking generally, men-
tioning everything, you are actually very
close to saying nothing. Ljubljana, so to
say, had not been acquainted with art



Prije si spomenula politiénost umjet-
nickog rada. U Ljubljani smo prije politick-
ih promjena imali apstraktnu umjetnost,
analiti¢ku filozofiju i tako dalje - na to mi je
nedavno skrenula paznju Renate Salecl.
Zanimljivo je da su umjetnici uglavnom for-
malnu apstrakciju razumjeli kao apoliti¢nu
izjavu. Recimo: “Ako radim apstrakciju, to
znadi da si prljam ruke politikom.” Naravno,
upravo je taj stav bio voda na mlin politici,
koja je vrlo rado vidjela umjetnike u svojim
atelijerima kako razmisljaju o velikim i jako
opdéenitim temama, a ne o neCem konkret-
nom.

B W Kako ti vidi$ odnos “subjekt - objekt”
u pojedinim kulturama?

Amerikanci imaju prilicno Cvrstu pre-
dodZbu o objektu, znaku, ako hodes. Objekt
je na neki nacin uvijek ogledalo subjekta
objekt napravi$ tako kako ga sam razumi-
jeS. JoZe BarSi upozorio me da na japan-
skom jeziku postoji viSe izraza za pojam
“ja" koji se upotrebljavaju u razli¢itim kon-
tekstima. Japanci jedni druge razumijevaju
fluidno. “Ja” ne znaci “ja sam”, nego “ja” u
odnosu s nekim - recimo s obitelji, zajedni-
com ili s poduzedem. Takve “necentri¢ne”
estetike podosta sam vidjela u video-radovi-
ma Manifeste 3, §to mi se ucinilo jako
dobrim. To je naracija, a ne ¢vrste definici-
je, ne znak. lako, kad promislim, u galeri-
jama je s jedne strane jo$ uvijek jako malo
drugacijega pogleda, pogleda Treceg svije-
ta. S druge strane nematerijalnost - ako
hode$ ideja - ima legitimno tijelo u certi-
fikatu s kojim posluju galerije. Felix
Gonzales-Torres i Robert Smithson su pro-
davali certifikate, a ne fizicke radove. To
znaci da se umijetniCko trziste lako prila-
godava, lako funkcionira drugadije.

B N Koliku ulogu covjek ima u tvojim
radovima i kolika je uloga samog ljudskog
tijela?

Ja sve radim u mjerilu ¢ovjeka. U zad-

nje vrijeme dosta se bavim s individualnom
inicijativom, onime $to Covjek sam moze
napraviti, ili jo$ bolje, izgraditi. Konkretno,
kakve su strategije doseljenika u grad.
Izdvojim primjere koji su mi zanimljivi i
pokazem ih.
B W Pojedini teoreticari tvoje zadnje rado-
ve tumace kao bavljenje problemima
Tredega svijeta. Koliko se ti slaze$ s tom
tvrdnjom i koliko te uopce zanima ta pro-
blematika?

which would follow a precise tendency at
all until lrwin. When it finally happened, it
evoked a scandal immediately. You men-
tioned political, artistic work before.
Recently Renata Salecl drew my attention
to the fact that we had abstract art, analyt-
ical philosophy, etc. preceding political
changes in Ljubljana. It is interesting that
formal abstraction was mainly understood
as an apolitical statement by artists. For
example: “If | am dealing with abstraction |
am not getting involved in politics”. It was
naturally this standpoint that served politics
best, which was lucky to see artists sitting in
their studios and reflecting on great themes
of a general nature rather than concrete.

@® ® What do you think of the relation sub-
ject - object in individual cultures?

Americans have a considerably rigid
vision of the object, the sign, if you want to
put it like that. The object is always a
reflection of the subject, you create an
object by your own comprehension of it.
JoZze BarSi drew my attention to the
Japanese language, which features several
expressions for the term “I” to be used in
different contexts. The Japanese fluidly
understand each other. “I" does not mean “I
am”, but “I” in relation to somebody as fam-
ily, community or firm. | have seen a lot of
such “non-centrist” esthetics in the video
works at Manifesta 3, which seemed very
good to me. Narration instead of rigid defi-
nition, instead of signs. Though, when
thinking about the galleries, there is still
much too little of other aspects, aspects of
the Third World. On the other hand, non-
materialism - idea, if you prefer - has a legit-
imate nature in the certificates galleries do
business with. Felix Gonzales-Torres and
Robert Smithson sold certificates and not
physical works. This shows the art market
to be easily adjustable and to easily function
differently.

® ® To what extent is man important in
your work and what is the role of the human
body itself?

Everything | do is with man as the stan-
dard. | have recently occupied myself with
individual initiative, with what man can do
on his own, or to put it better, what he him-
self might build. In concrete terms, what are
the strategies of new arrivals to a city. |
select examples intriguing to me, and pres-
ent them.

@® © Several theorists interpret your latest
works as dealing with problems of the
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U Tredem su svijetu ljudi inventivni i
uklju€uju nove nacine postojanja. Upravo
me to zanima. Pored toga, danas se prema
Treéem svijetu ne moze$ ponaSati kao
prema bijeloj mrlji na zemljovidu svijeta.
Pola svjetskog stanovnistva Zivi u gradovi-
ma, od toga najmanje trecina u favelama.
Favele imaju drugaciju logiku nego projekti-
rani gradovi. Regulativa im se mora pri-
lagoditi, mora im izaéi u susret. Veéina mo-
jih projekata govori upravo o tom medu-
prostoru, o odnosu izmedu individualne ini-
cijative i onih koji reguliraju, izmedu virusa
i autoriteta. O svom radu mislim na prilicno
jednostavan nacin. Ono $to me fascinira u
suvremenom gradu, to prenesem u galeriju.
East Wahdat: Upgrading Program prikazuje
bazi¢nu gradevnu jedinicu koja sadrZi sve
funkcionalne potrebe jedne kuée. U Amanu
su postavili takve gradevne jedinice u
neregulirano gradsko podruéje. Ljudi su
potom sami izgradivali kuce oko tih jedini-
ca po svojoj volji. Nerlidere: 24 Hour
Ordinanace je drugi takav primjer. Pokazuje
gradbenu strategiju u Nerlidereu, mjestu u
Turskoj. Tamo vrijedi princip da zgrade
izgradene u roku od 24 sata do pod krov
postaju legalne bez bilo kakvih prethodnih
dozvola.

U posljednje mi se vrijeme na preda-

vanjima dogada da mi pripisuju romantic-
nost, ¢ak egzoti¢nost. To mi se Cini zanim-
ljivim. Zamisli da imam predavanje u
Amanu. Tamo mi ne bi postavljali takva
pitanja. Osobno mislim da je egzoti¢nost
pozicija onoga koji o favelama misli na
odreden nacin. Ja ne vidim romanti¢nosti u
tome da ljudi uzimaju zemlju za sebe. Ali
naravno, udobno zbrinutom europskom ili
sjevernoamerickom posjetiocu muzeja to
nije ugodno gledati. Pozicija ljudi u favela-
ma ih ugrozava, zato ih zele ignorirati kao
da ne postoje. Jo$ do prije deset godinea, u
arhitektonskim su planovima favele bile
ucrtane kao bijele ili zelene mrlje, kao
parkovi. Ukratko, arhitekti su se pravili kao
da favela uopde nije niti bilo. Danas se vise
nije mogudée tako ponaSati. Kvantiteta je
ucinila svoje. U gradove se svakodnevno
doseli milijun ljudi.
B W U zadnje vrijeme Cesto upotrebljava$
fotografiju kao izvor za svoje radove. Isto
tako ¢esto upotrebljavas tekstove. Kakav te
odnos izmedu fotografije, teksta i arhitek-
ture zanima.

Third World. To what measure do you
approve of this assertion and are you inter-
ested in this issue at all?

People in the Third World are inventive
and imply new ways of existing. That is
exactly what attracts me. Apart from that,
as concerns the Third World, today you
cannot simply behave as if it was a white
stain on the map. Half of the globe’s popu-
lation lives in cities and at least a third of
that in favelas. Favelas are conceived by a
different logic than planned cities.
Governors have to adjust to them, they
have to comply with them. The majority of
my projects just refers to this interspace, to
the relation between individual initiative
and those who govern, the virus and the
authority. | have a rather simple view of my
work. What fascinates me in a modern city,
| just transfer to a gallery. The East
Wahdat: Upgrading Program shows a
basic building unit encompassing all the
functional necessities of a house. Such
building units were placed in an unregulat-
ed city district in Amman, and shortly after
that people were building houses all around
these units, as they liked it. Another similar
example would be the Nerlidere: 24 Hour
Ordinance. It represents the building strat-
egy in Nerlidere, a place in Turkey. There is
a regulation there that buildings with roofs,
constructed within 24 hours, become legal
without any prior approval.

It has recently been happening in my
lectures that | have been ascribed to roman-
ticism, in fact exoticism. It seems interesting
to me. Just imagine | had a lecture in
Amman. | am convinced they would not ask
me such questions there. Personally | think
exoticism to be the standpoint of somebody
who has such an attitude to favelas. | do not
see anything romantic in people acquiring
land. It is natural, however, that the quite
well accommodated European or North
American visitor to a museum is not quite
pleased by such a sight. They feel jeopard-
ized by the situation of the people in the
favelas, so they tend to ignore them as if
they did not exist. Ten years ago, favelas,
like parks, were marked with white or green
patches in architectonic plans, in short,
architects pretended that favelas did not
exist. To act like that is not possible any-
more. Quantity has increased so. Cities are
being flooded by a million new people daily.

@® ® You have recently based your work on
photos, and also on texts. What is the rela-



Za tu ovu izlozbu napravila seriju foto-
grafija u komibinaciji s tekstovima. Foto-
grafije su uglavnom izvori za moje radove
koje prikupljam iz razli¢itih publikacija ili s
interneta, a ima neSto i mojih fotografija.
Tekstovi uz njih su paralelne misli, a ne
objasnjenje slike.

Goran Tomici¢ kaze kako je to koncept
japanskog satorija.

B B Misli$ li da su planirane urbanisti¢ke
strategije danas uopce potrebne?

Mislim da je proSlo vrijeme velikih
poteza. Osobno vjerujem u male pomake, u
zid dodan kudéi, a ne u planirani grad poput
Brasilie. Sad sam se sjetila svog iskustva iz
Chandigarha, koji je bio izgraden u duhu Le
Corbusierove misli. Meni se ucinio prili¢no
neupotrebljivim. Bila sam ondje sa svojim
suprugom Milanom i svako malo bismo se
izgubili u gradu. Nikad nismo znali u kojem
smjeru idemo. Milan je fizi¢ar, poznaje
astronavigaciju i najjednostavnije smo se
mogli orijentirati prema polozaju sunca, a
nikako prema logici grada. Toliko o
funkcionalnosti. No, jo$ neSto. Chandigarh
je uglavnom izgraden od betona a ne od
opeke. Problem je u tome Sto je beton
zaista neupotrebljiv u indijskom podneblju.
Ljeti je kuca prevruéa, a zimi prehladna.

B B Ti u svojim radovima i tekstovima
Cesto analiziras s iedne strane europski i

tion between photography, text and archi-
tecture that you are interested in?

For this exhibition | made a series of
photographs combined with texts. The
source of my work is mainly photographs,
collected from various publications or the
Internet, but there are also some pictures |
took on my own. The texts are reflections
parallel to these pictures rather than their
interpretations. Goran Tomici¢ claimed that
this was the concept of the Japanese satori.

@ ® Do you think planned urban strategies
are necessary at all today?

The times of great ventures are over, in
my opinion. Personally | believe in low level
progress, for example in a wall added to a
house rather than a planned city, such as
Brasilia. This reminds me of what | experi-
enced in Chandigarh, built in the spirit of Le
Corbusier. To me it seemed no good at all. |
went there with my husband Milan, the city
made us lost from one moment to the next,
we never knew which direction we were
going in. Milan is a physicist and he is well-
acquainted with astronavigation, so we
made the sun our point of reference instead
the city’s logic. So much for functionality.
But, there is something else. Chandigarh
was mainly made of concrete and not brick.
The problem is that concrete is really unsuit-
able for the Indian climate. In summer hous-
es are too hot and in winter too cold.

sl.3: M. Potr¢, East Wahdat: Upgrading Program,
1999.

Gradevinski materijal / Building material,dimenzije
promjenjive / dimensions variable

50 Years of Central European Art, Museum Moderner
Kunst, Vienna, Austria, 1999.

Collection of Allen Memorial Art Museum

Oberlin College, Oberlin, Ohio / Oberlin Friends of
Art Fund and Ruth Roush Fund for Contemporary
Art, 2000.

Foto / Photo: Matija Pavlovec

Lijevo / Left: Slika izvor za / Source image for: East
Wahdat: Upgrading Program
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sl.4: Slika izvor za / Source image for: Nerlidere: The
24 Hour Ordinance, 1999.

sl.5: M. Potr¢, Nerlidere: The 24 Hour Ordinance,
1999.

Gradevinski materijal / Building material

Urban Visions, Worcester Art Museum, Worcester,
USA.

Foto/Photo: David Carmack.
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americki model suvremenog Zivota, a s
druge strane onaj vecinskoga ostatka svije-
ta. Moze$ li pobliZze objasniti svoje videnje
medusobnog odnosa onoga $to se uobicaje-
no naziva “razvijenim zemljama” i “zemlja-
ma u razvoju”?

Prije svega, umjetnicka je publika pril-
i¢no ogranitena - taj se pojam uglavnom
odnosi na europsku i sjevernoamericku
publiku. Ta je publika nauc¢ena na odredene
kanone. Kakvu god drugu strategiju poka-
Zes$, ona Ce je procesuirati kroz vec postoje-
ée uzorke. Moj projekt Kagiso su htjeli
vidjeti kao “site-specific” primjer, iako on to
nije. Ja pokazujem ideju, ne zanima me, re-
cimo, kakve materijale doista upotrebljava-
ju u Johannesburgu. Juer mi je prijatelj
rekao kako Japanci svako malo rekonstrui-
raju svoje hramove, iako za to nema vidljive
potrebe. Time zapravo rekonstruiraju ideju.
Moja teza u odnosu na sve te svjetove o
kojima govori$ je jednostavna. Globaliza-
cijom se dogodilo to da se prostor zalijepio
za tijelo. Daleko je zanimljiviji Covjek, a sve

® ® You have often analyzed the Euro-
pean and American model of contemporary
life in your works and texts, and compared
to that the major part of the rest of the
world. Could you precisely explain your
standpoint on the interrelation of what is
usually called “the developed countries”
and “the developing countries”?

Above all, the artistic public is consid-
erably narrow, predominantly the European
and North American public. It has got used
to specific canons. Whatever different strat-
egy you present, that public is going to
process it by means of already existing pat-
terns. For example my project Kagiso was
intended to be interpreted as a “site-specif-
ic” example, though it is not. It is just an
idea | am presenting, | am not interested in
what materials people really do use in
Johannesburg. Yesterday a friend told me
that the Japanese are constantly recon-
structing their temples, though there is not
any visible need for it. Thus they are actu-
ally reconstructing an idea. My thesis on all
the discussed worlds here is absolutely sim-



je manje reprezentativhog prostora. Manji
je udio drzave, a vedi je udio individualne
inicijative. Konkretno, da bi se osnovala
nevladina organizacija, potreban je samo
jedan Covjek. Manje je javnog prostora koji
bi se razumio kao apriori pozitivan. To ne
znadi da je javni park nestao, samo je nje-
govo znacenje manje. Stanovnici NYCHA
(New York City Housing Authority) se, na
primjer, trude postaviti zidove i vrata na
javnu povrsinu ispred zgrada u kojima Zive.
Time se Zele otarasiti javnog parka.

B W Takoder ¢esto spominjes$ termin “ga-
ted comunities” (getoizirane zajednice). Je li
to svojevrsni obrazac suvremenog grada?

Lijep je primjer za to Juzna Afrika
nakon apartheida. Imas “gated communi-
ties” gdje se ljudi segregiraju, odjeljuju, a
takoder i “shantytowns” (nekontrolirana
naselja) u kojima se naseljava vecina dose-
lienika u gradove koji nekontrolirano rastu.
Moze se reéi da su to dva dijametralno
razli¢ita oblika. “Gated communities” su
regulirani, a “shantytowns” su neregulirani.

ple. Globalization made space stick to the
body. Man is far more interesting, repre-
sentative space is shrinking. Individual ini-
tiative has surpassed the state’s share of
such. In particular, only a single man is
needed to establish a non-governmental
organization. There is less public room
understood a priori as positive. This does
not mean that the public park as such has
disappeared, it has just lost some of its sig-
nificance. For example, NYCHA (New York
City Housing Authority) inhabitants are
striving to erect walls and doors in public
places in front of the flats they live in. They
really want to get rid of the public park.

® ©® You often mention the term “gated
communities”, too. Does it present a mod-
ern city’s specific pattern?

A good example would be South Africa
after the apartheid policy. There are “gated
communities” where people segregate, cut
themselves off, and, there are “shanty-
towns” (uncontrolled settlements), places
settled by new arrivals to cities, which are
growing without control. They are two dia-
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sl.6: M. Potr¢, The Core Unit, 1997.
Gradevinski materijal / Building material.
Skulptur Projekte in Minster,
Landesmuseum Minster, Minster, Germany.
Foto / Photo: Roman Mensing

Lijevo / Left: Slika izvor za / Source image for:

The Core Unit
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Meni je zanimljiva upravo Cinjenica kako su
to najuspjesniji oblici suvremenog grada i
kako obje varijante proizlaze iz individualne
inicijative. TamoSnji prostor jasno je privati-
ziran. U “gated communities” javni se park
transformira u igraliste za golf.

m = Cini mi se da je fenomen favela kao
izrazito slobodne i neizbjezne egzistenci-
jalne urbanisticke pojave vrlo blizak i prin-
cipu samog tvog umjetnickog rada i
razmis$ljanja. Nalazi$ li i ti u tome relacije
ili slicnosti?

Sto se mene ti¢e, moj rad opstaje radi
podrske pojedinih ljudi, a ne drzave. A Sto
se tice favela, ja u gradbenim strategijama
kao Sto je Kagiso: Skeleton house pokazu-
jem nove razmjere moéi u suvremenom
gradu. Gradevne jedinice poput Skeleton
house-a nalaze se na pola puta prema
nereguliranoj gradnji doseljenika. Pored
toga, danas je postalo jasno da favele mogu
dobro funkcionirati. Poznato je da stanari
favela odbijaju preseljenja u socijalne
stanove na rubovima grada. Radije nado-
graduju svoju kucu. Posto je to privremena
gradnja, mogu je mijenjati vrlo brzo.
Napokon, priviemena dée gradnja uskoro
dominirati vizurom grada kao uobicajeni
standard.

metrically opposed forms. “Gated commu-
nities” are being regulated, while “shanty-
towns” are not, and what greatly intrigues
me, is that these two are the most success-
ful forms of a modern city, both varieties of
which are based on individual initiative.
Naturally, the place there is privatized. In
“gated communities” the public park is
transformed into a golf course.

@® ©® The favelas as a rather liberal and
inevitable existential urban phenomenon
seem to be closely related to the principle
of your own artistic work and way of think-
ing. Do you see any relationship or resem-
blance there?

My work, as far as | am concerned,
continues due to the support of individuals
and not governments. As for the favelas, |
am showing new standards of power in the
contemporary city by constructing strate-
gies as, for example, the Kagiso: Skeleton
House. Building units like the “Skeleton
House” are half way to the non-regulated
arrivals’ constructions. Besides, the favelas
have shown they can function very well. It
is known that the inhabitants of the favelas
reject moves to council flats on the city’s
outskirts. They rather build extensions to
their houses. Being built but provisionally,
such houses can be changed quickly.
Eventually, provisional construction is



B B Kako objasnjavas$ neizbjeZznost urba-
nistickih katastrofa u koje je “kreativno”
upleten i sam ¢ovjek? O tome govori$ u
svoja Dva eseja o izgradenim katastrofama
(Two Essays on Built Disasters, 1998.).
Povremeno analizira§ ¢ak i turisticku atra-
ktivnost opustosenog grada.

Nema samo prirodnih katastrofa, nego
takoder katastrofa kojima je uzrok sam ¢ov-
jek, recimo ratovi. Naposlijetku, urbano
planiranje isto tako moze biti katastrofa.
Gradovi, pak, imaju vlastitu volju. Konigs-
berg, danasnji Kaliningrad, recimo, odupire
se svakoj revitalizaciji, planiranoj rekon-
strukciji i uredenju. Imala sam prijedlog da
se grad preplavi vodom. Postao bi nesto
poput Venecije. Ljudi oboZavaju Veneciju,
zar ne? Pored toga, tako ce izgledati vedi
broj svjetskih gradova kad se digne razina
vode na Zemlji uzrokovana posljedicama
globalnog zatopljenja.

B W U kojoj je fazi tvoj rad sada i u kojem
¢e se smjeru razvijati?

Cijelo mi se vrijeme c¢ini da uvijek

radim isto.
W B 2001. godinu provest ¢e$ u Berlinu
kao stipendist Kiinstlerhaus Bethaniena.
Kako vidi§ taj grad, buduéi da se Berlin
smatra najveé¢im europskim gradiliStem i
kulturnim potencijalom. Vidi§ li u njemu
neke nove obrasce ili samo one ve¢ posto-
jece?

U Berlinu postoje, na primjer, turisticke
ture po gradilistima, kao i po podzemnim
kanalima grada. Takvi su turisti¢ki obilasci
grada sve popularniji. Ljudi Zele vidjeti $a-
torska naselja u Gaza Stripu i favele u Sao
Paolu. Mora postojati razlog zbog Cega je to
tako. Danas uzivamo u onome $to nam se
nekada C¢inilo zastrasujuéim i cudnim.
Inace, prijatelje koji me posjete u Berlinu
uvijek vodim u isto¢ni dio. Taj je dio naj-
manje reguliran i zato najkreativniji.

B B U svoje si radove ukljucila i wearable
electronics (suvremeni high tech design
odjeée u koju je ve¢ ugradena elektronika).
Kakav je odnos izmedu takvog primjera u
tvom radu i razmisljanja o bazi¢nim grade-
vinama koje takoder upotrebljavas. Cini se
da “Treci svijet” nije egzotika jer u temelj-
nim potrebama ima dosta zajednickog s
“razvijenim svijetom”.

soon to dominate the vista of cities as the
usual standard.

@® ® How would you explain the inevitabil-
ity of urban catastrophes, which man him-
self “creatively” interferes with?” You dis-
cuss this in your two essays on built disas-
ters (Two Essays on Built Disasters, 1998).
Occasionally you even analyze the tourism
attractiveness of devastated cities.

There are not only natural catastro-
phes, but catastrophes man himself is the
cause of, for example war. Finally, urban
planning may present exactly the same dis-
aster. Cities dispose of their own will. For
example Konigsberg, today’s Kaliningrad, is
resisting any revitalization, planned recon-
struction and furnishing. My suggestion
was to flood the city with water. Thus it
would become a sort of Venice. People love
Venice, don't they? Besides, most of the
world’s cities will look like that after the
earth’s water level has increased as a con-
sequence of global warming.

® ©® In what phase is your work now and
in what direction is it going to develop?

It seems to me that it is the same as |
have been doing all the time.

@® ® Due to a grant from the Kinstlerhaus
Bethanien you are going to spend the year
2001 in Berlin. What is your vision of
Berlin, taking into consideration that it is
regarded the greatest European construc-
tion site, as well as its cultural potential. Do
you see new or just existing patterns there?

Berlin, for example, offers tourist tours
to building sites as well as the city’s under-
ground tunnels. Such city tours are gaining
popularity. People want to see camps in the
Gaza Strip as well as favelas in Sao Paolo.
Surely there must be a reason for this.
What once seemed frightful and queer, we
are enjoying today. | actually always take
friends visiting me in Berlin to the eastern
part of the city. It is the least regulated part
and therefore the most creative.

@® ® Your works encompass wearable elec-
tronics (contemporary high tech clothes
designed with built-in electronics). What is
the relation between such a model in your
work and reflections on fundamental build-
ings, which you also use? The “Third
World” does not seem to be exotic, as in
basic needs there is a lot in common with
the “developed world”.
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sl.7: M. Potr¢, House for Travellers, 2000.
Gradevinski materijal / Building material.
Manifesta 3,

Ljubljana, Slovenija / Slovenia.

Video dokumentacija/Video documentation:

M. Potré

s1.8: M. Potré, Magadan, 1997.
Gradevinski materijal / Building material.
Skulptur Projekte in Miinster, Mdnster,
Njemacka / Germany.

Foto / Photo: Roman Mensing
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Veceras sam gledala BBC; govorili su o
novim strategijama interneta. Jedna je nov-
inarka rekla da, recimo, upitas li Covjeka u
nekom naselju u Indiji $to si on Zeli, obi¢no
odgovara da zeli “vodu, komunikaciju i pre-
bivaliste”. Zatim je dala ovaj primjer: kad
nekoj zeni da$ prikljucak za telefon, ona ga
nece prodati, nego ée prodavati pojedi-
nacne telefonske razgovore. To znadi da se
zapravo ne radi o vlasni$tvu, nego o podjeli.
S druge strane, zasto bi se ¢ekalo na drzavu
da uvede sve te telefonske linije. Ja sam, na
primjer, u Ljubljani cekala na telefonski
priklju¢ak sedam godina. Sam zapadni svi-
jet razvio je strategije kao $to je internet ili
mobilni telefon, koji takoder mogu djelovati
neovisno od centra. Mene fascinira bezi¢na
komunikacija. Na MIT-u su dokazali da je
Covjekova vlastita tjelesna energija dostatna
za proizvodnju energije potrebne za osobnu
komunikaciju. Philips je razvio odjecu u
koju su veé ugradeni raCunalo, telefon i

This evening | was watching the BBC
and they were talking about the latest
Internet strategies. A news reporter said
that if you asked someone in a village, for
example, in India, what they wished for,
they would usual answer “water, communi-
cation and an shelter”. Then she presented
the following example: If a woman received
a telephone line, she would not sell the
line, but individual telephone conversa-
tions. So the issue is not property, but shar-
ing. On the other hand, why wait for the
government to introduce all those telephone
lines. In Ljubljana, for example, | had to
wait seven long years to receive a telephone
line. The western world itself developed
strategies like the Internet or the cellular
phone, which may work independently of a
center. Personally | am fascinated by wire-
less communication. At MIT it was proved
that a human’s body energy would suffice
to produce the energy necessary for person-
al communication. Philips developed clot-
hes with a built-in computer, telephone and



slicno. Usput receno, odjeéa s beZicnom
komunikacijom nije nista elitno, nije modni
krik. Takvu odjeéu upotrebljavaju americki
terenski radnici. Znaci, ona nije vezana uz
intelektualnu elitu, nije vezana uz neki
odredeni prostor. Nije li to zanimljivo? Ne-
ma viSe objekata. Meni se ta ideja Cini
slicnom Zelji spomenutog Covjeka koji Zivi u
naselju u Indiji. Prilicno jednostavno - sve
dolazi iz tijela i vrada se kao potreba tijelu -
voda, komunikacija i prebivaliste. l

similar gadgets. By the way, clothes with
wireless communication facilities are not
elitist or the latest fashion at all. Such
clothes are used by workers in the US when
out in the field. In short, they were wearing
it earlier than the intellectual elite, which is
tied to a specific place. Isn't this interest-
ing, there are no objects anymore. To me
this idea is comparable to the wish of the
person living in an Indian village. It is con-
siderably simple, everything comes from
the body and returns to the body as a need
- water, communication and shelter. ®

prijevod / translation: Kornelija DZepina
lektura / traslation editing: Dean DeVos

- Ivana Keser - vizualna umjetnica i
spisateljica. Zivi i radi u Zagrebu.

Ivana Keser - visual artist and writer. Lives
and works in Zagreb.
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