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"Manifesta 3" wants to be a socio-politi-
cal statement. To put it in the words of

Kathrin Rhomberg, one of the four curators,
this "periodic major exhibition [...] can only
be interpreted as such statement", which
obviously this time is mainly revolving
around the very essence of "Europe". Moving
the third edition of this "European Biennial of
Contemporary Art" to Ljubljana - after
Rotterdam (1996) and Luxemburg (1998) -
itself can be understood as cultural politics,
as a sign for an "eastward extension" of the
("Western") European art system. However
this process of ("Western") European exten-
sion and integration is not proceeding
smoothly at all, neither in mainstream poli-
tics, nor in the art system.

Symptoms of a "Borderline Syndrome"
(title) and "Energies of defense" (subtitle)
became manifest even before the opening of
Manifesta, at the opening press-conference.
The curatorial team, consisting of Francesco
Bonami (New York), Ole Bouman
(Amsterdam), Mária Hlavajová (Bratislava)
and Kathrin Rhomberg (Vienna), publicly
addressed the fact that they had lost "com-
mon ground" in their common curatorial
process thereby possibly "showing signifi-
cant difficulties in their interpersonal rela-
tionships" - to quote one of Kernberg's char-
acteristics of borderline personality disor-
ders. Other features of "Borderline syndrome"
comprise a certain "regression to primary
process-like forms of thinking, such as mys-
tical thinking, wishful thinking and suspen-
sion of formal logic". By applying this psy-
choanalytical concept, which was originally
deviced to describe psychic disorders on the
unclear border of neurosis and psychosis,
the curators want to draw "unscholarly sim-
plified parallels between individual psycho-
logical tendencies and socio-political ten-
dencies in Europe" (Rhomberg). These
"Energies of defense" erupted at the press-
conference as well. By jumping on the stage
and using spraycans to spray slogans such
as "Demolish multiculturalist neoliberalist
art-system!" and "Forget Europe!" Aleksandr
Brener and Barbara Schurz "stole the press-
conference" (Slovene weekly "Mladina").
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"Manifesta 3" æeli biti socio-politiËka

izjava. ReËeno rijeËima Kathrin

Rhomberg, jedne od Ëetiriju kustosa izloæbe,

"ova velika periodiËna izloæba (...) moæe se

jedino protumaËiti kao takva izjava" koja je

ovaj put oËigledno uglavnom usmjerena na

samu bit "Europe". Premjeπtanje treÊeg

izdanja ovog "Europskog bijenala suvremene

umjetnosti" u Ljubljanu, nakon Rotterdama

(1996.) i Luxemburga (1998.), samo se po

sebi moæe shvatiti kao kulturno-politiËki

potez, kao znak "πirenja na Istok" ("zapad-

no")-europskog umjetniËkog sustava. Meu-

tim, ovaj proces ("zapadno")-europskog πire-

nja i integracije ne protiËe nimalo glatko, niti

u pogledu politike, niti umjetnosti. 

Simptomi “Borderline Syndrome” (sindro-

ma graniËnog sluËaja) (naslov) i "Energies of

Defense” (snaga obrane) (podnaslov) postali

su oËiti i prije no πto se Manifesta otvorila,

na prvoj konferenciji za novinare. Skupina

kustosa u kojoj su se nalazili Francesco

Bonami (New York), Ole Bouman (Amster-

dam), Mária Hlavajová (Bratislava) i Kathrin

Rhomberg (BeË) javno su progovorili o Ëin-

jenici da su izgubili "dodirne toËke" u svom

© i r e n j e  n a  i s t o k  
zapadno-europskog 
umjetniËkog sustava
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radu zbog Ëega moæda, reËeno rijeËima

Kernbergovog opisa karakteristika graniËnih

poremeÊaja liËnosti, "pokazuju znaËajne

poteπkoÊe u meusobnim odnosima",  Druge

su znaËajke sindroma graniËnog sluËaja

"vraÊanje na primarne procesne oblike

razmiπljanja kao πto su misticiranje, nere-

alne æelje i gubitak formalne logike".

Koriπtenjem ovog psihoanalitiËkog koncepta

koji se izvorno upotrebljava za oznaËavanje

psihiËkih poremeÊaja koji se nalaze na

nejasnoj granici izmeu neuroze i psihoze,

namjera je kustosa povuÊi "laiËki pojednos-

tavljene paralele izmeu individualnih psiho-

loπkih sklonosti i sociopolitiËkih tendencija u

Europi” (Rhomberg). "Snage obrane" izbile

su na povrπinu i na konferenciji za novinare.

SkoËivπi na pozornicu i ispisavπi sprejem slo-

gane poput "Uniπtite multikulturalni neolib-

eralni umjetniËki sustav!" i "Zaboravite

Europu", Aleksandr Brener i Barbara Schurz

"okupirali su konferenciju” (slovenski tjednik

"Mladina"). Tek nakon πto je dvoje aktivista

obznanilo kraj konferencije mogla ih je sluæ-

ba sigurnosti Cankarjevog Doma odvuÊi s

pozornice i tako zaustaviti njihovu oËigledno

neæeljenu i nezvanu umjetniËku intervenciju. 

No pored umjetniËkog protesta protiv

ujedinjenja Europe koje se temelji samo na

ekonomskoj osnovi, ujedinjenja koje je u

stvari pomaknulo jednu vrstu ekonomskog

Berlinskog zida samo dalje na istok, borba

protiv procesa koji se trenutno odvija, protiv

"konkretne" Europske zajednice, sveprisutna

je i pokazuje da je kritiËka refleksija pitanja

koja je pokrenula Manifesta apsolutno na

mjestu. Tako se, na primjer, dan nakon

otvaranja izloæbe pojavio u najznaËajnijem

slovenskom dnevnom listu "Delo" Ëlanak

bivπeg slovenskog premijera Janeza

Drnovπeka u kojem on iznosi svoje strahove

od prijedloga Joschke Fischera za federalnom

Europskom zajednicom: "U njegovoj viziji

lako prepoznajemo europsku federalnu

strukturu koja nas Slovence u mnogo Ëemu

podsjeÊa na nekadaπnju jugoslavensku fe-

deraciju. Iako smo uvjereni Europljani, ipak

nismo oduπevljeni takvim idejama."

No, vratimo se samoj Manifesti. PonoÊ,

23. lipnja, ispred Likovnog centra na vrhu

Tivolija. Elita slovenskog kultuno-politiËkog

æivota imala je Ëast otvoriti "Manifestu 3" i

odræati kratke govore. Meutim, samo na

slovenskom jeziku, bez prijevoda za meu-

narodne goste. Ipak, Henry Meyric Hughes,

predsjednik meunarodnog odbora Mani-

feste uzvratio je udarac govoreÊi samo na

engleskom i izgovorivπi ime producenta

Manifeste i ime glavnog mjesta odræavanja

Only after the two actionists announced the
end of the press-conference, security of
Cankarjev Dom had to carry them away to
stop their obviously unwanted and uninvited
artistic intervention.

But besides artistic gestures against an
European integration grounded on econom-
ics only, an integration which in fact moved
some economic kind of Berlin wall only fur-
ther east, defence against the on-going
process, against a "concrete" European
Union is all around, showing that a critical

reflection of the topics raised by Manifesta is
absolutely to the point. The day after the
opening for example, the former Slovene
prime minister Janez Drnovπek published an
article in the major Slovene daily "Delo",
expressing fears against Joschka Fischer's
proposal of a federal EU: "In his vision we
see easily a European federal structure
which reminds us Slovenes in many aspect
of the past Yugoslav federation. Though we
are convinced Europeans, we nevertheless
don't feel too good upon such ideas." ("V nje-
govi [Joschka Fischer] viziji lahko vidimo
evropsko federalno strukturo, ki nas Sloven-
ce v mnogocem spominja na nekdanjo jugo-
slovansko federacijo. In ceprav smo v
glavnem prepricani Evropejci, se ob tem
vendarle nekoliko zdrznemo.")

But let's return to Manifesta itself.

Midnight, June 23rd in front of Likovni cen-

ter at the top of Tivoli: The elite of Slovenia's

cultural politicians was honoured to open

"Manifesta 3" and to give short speeches.

However only in Slovene, with no translation

for the international guests at all. On the

other hand, Henry Meyric Hughes, chair of
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sl.1, 2: A. Brener & B. Schurz, umjetniËka inter-
vencija na press konferenciji povodom otvaranja
Manifeste 3 / Artistic intervention at the press con-
ference of the opening of Manifesta 3, Ljubljana,
2000.
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(Cankarjev dom) posve neprihvatljivo,

nasmijavπi time publiku. 

Ovo je tek jedan primjer da naæalost,

barem πto se tiËe kulturnog kodeksa, prevla-

dava slabo i povrπno meusobno razumije-

vanje, Ëak i na polju kulture koja se u osnovi

bavi njihovom razmjenom. 

S ukupnim proraËunom od jednog mili-

juna dolara, πto je bez daljnjega mali budæet

s meunarodnog glediπta, “Manifesta 3”

izlaæe u 4 izloæbena prostora (Moderna ga-

lerija, Mednarodni grafiËni likovni center,

Narodni muzej Slovenije, Cankarjev dom) i

na javnim mjestima radove 59 umjetnika i

umjetniËkih grupa. 

©to se tiËe porijekla umjetnika, kustosi

su se na odreeni naËin usredotoËili na

umjetnike s europske periferije (gledano

barem oËima “zapadne” Europe) i iz prob-

lematiËnih podruËja izmeu Belfasta i

Beograda. Na izloæbi prevladavaju video ra-

dovi, od kojih su mnogi (polu) dokumen-

tarci, fotografije i instalacije, no slika i novih

medija gotovo da i nema. NaroËito je odsut-

nost novih medija nekako neoËekivana i

zanimljiva, i moæda je nagovjeπtaj pomaka

od ovog æanra. 

Kao πto pokazuje iskustvo velikih izloæbi

posljednjih godina, sama umjetnost Ëesto

ostaje u pozadini. Dominantna je ili arhitek-

tura, Ëemu su ilustracija nedavno sagraeni

muzeji poput Gugenheima u Bilbau ili

Kiasma u Helsinkiju, ili je otvaranje izloæbe

usmjereno uglavnom na rad kustosa.  Ovo

posljednje je i sluËaj Manifeste.  Tako se u

prvom vikendu izloæbe, na primjer, barem

koliko sam ja mogao primijetiti, velika veÊi-

na razgovora bavila temom koncepta

Manifeste koji su postavili kustosi, njegovom

kvalitetom, ali sigurno ne i umjetniËkim dje-

lima, ostavljajuÊi tako dojam da su se

umjesto mnogih djela mogla nalaziti i druga,

a da se opÊi karakter izloæbe ne bi izmijenio.

Naπle su se tu moæda dvije iznimke: insta-

lacija Dræavljani Europske zajednice/ostali

bosanske umjetnice ©ejle KameriÊ na dva

mosta u Tromostovju. SugerirajuÊi granicu

Schengen u samom srediπtu Ljubljane, ©ejla

KameriÊ progovara o pitanju “tvrave Euro-

pe” koja ljude dijeli na graane Europske

zajednice i ostale - ostale koji se, kao i sama

umjetnica, da bi dobili dozvolu za prelazak

granice, moraju suoËiti s birokratskim prob-

lemima. Drugi rad koji je izazvao polemike

bio je intervencija aktivista Brener/ Schurz.

Mogli bismo se sloæiti s miπljenjem Mladine

koja piπe: “Toliko æivota i adrenlina, koliko

ga je Brener ubrizgao na tiskovnoj konf-

erenciji, ne nalazimo na ljubljanskim

izloæbama Manifeste.” Meutim, ova je

the international Manifesta committee,

somehow retaliated, he spoke only English

and pronounced the name of Manifesta's

producer and main venue (Cankarjev Dom)

in an absolutely unacceptable way, making

people laugh in the audience. Just one

example that little and superficial mutual

understanding, in term of cultural codes,

unfortunately prevails, even in the cultural

field which is essentially about exchange of

cultural codes.
With an overall budget of one million US

Dollars, definitely low-budget from an inter-
national point of view, "Manifesta 3" shows
in four venues (Moderna galer i ja,
Mednarodni grafiËni likovni center, Narodni
muzej Slovenije, Cankarjev dom) and in
public space works of alltogether 59 artists
and artist groups. Concerning the origin of
the artists, the curators focused to a certain
extent on artists from the European periph-
ery (at least as seen from a "Western"
European point of view) and from trouble
spots between Belfast and Belgrade. There
are mainly videos, many (semi-)documen-
taries among them, photographs and instal-
lations in the exhibition, but almost no paint-
ings and new media art. Especially the
absence of new media art is somehow unex-
pected and interesting, maybe indicating an
on-going paradigm shift away from this
genre.

As shows the experience of big exhibi-
tions in recent years art itself often remains
in the background. Either architecture is dom-
inant, as show newly built museums such as
Guggenheim/Bilbao or Kiasma/Helsinki, or
the reception of an exhibition mainly con-
centrates on curatorial work. Latter seem to
be the case at Manifesta as well. During the
opening weekend for instance - at least
according to my observation - a great major-
ity of discussions were revolving around
Manifesta's curatorial concept, it's quality
and definitely not around works of art, leav-
ing the impression behind that many works
could have been replaced without changing
the general character of the exhibition. There
were maybe two exclusions: The installation
EU-citizens/others by Bosnian artist ©ejla
KameriÊ on two bridges of Tromostovje. By
suggesting a Schengen border in the very
centre of Ljubljana, KameriÊ addresses the
question of "fortress Europe" which divides
people into EU-citizens and others, others
who are - as the artist herself - facing
bureaucratic problems to be allowed to cross
these borders. The second work which led to
discussions was the actionist intervention by
Brener/Schurz. One can subscribe to
Mladina's point of view which wrote that "So
much life and adrenalin, like Brener injected
at the press conference, we don't find in
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akcija oznaËena, barem sluæbeno, viπe kao

πteta na vlasniπtvu (navodno 15 000 DM za

“uniπteni” ekran), negoli  kao umjetniËki do-

prinos. 

Drugi razlog, koji je nesumnjivo utjecao

na smanjenje interesa za umjetniËkim djeli-

ma, vezan je oËito uz Ëinjenicu da veÊina

izloæenih radova nije posebno raena za

Manifestu i da je izlagana ranije, zbog Ëega

su mnogi imali osjeÊaj da je sve “veÊ

vieno”. 

Gotovo nijedna prostorija ne ostavljala

dojam da je posebno ureena za Manifestu,

zbog Ëega izloæba izgleda (suviπe) jeftino. To

u osnovi ne predstavlja problem, ali je u

suprotnosti s oËekivanjima od jednog

“velikog” meunarodnog bijenala. S druge

strane, upravo bi se u ovome mogla skrivati

privlaËnost “istoËno”-europske Ljubljane.

Ovaj kliπe pripadnosti IstoËnoj Europi snaæno

potiËe slovenska umjetniËka scena, koja æeli

zadræati pravo izbora izmeu IstoËne ili

Zapadne Europe.  

Osim toga, kompozicija izloæbe ostaje na

odreeni naËin nejasna. Razlozi zbog kojih

su kustosi dali odreenim radovima veÊu

vaænost postavivπi ih na odreena mjesta

nisu posve jasni. Usprkos plavoj traci

Edwarda Krasinskija na visini od 1.3 metra

svuda oko Manifeste, ponekad je priliËno

teπko pronaÊi bilo kakvu, pa Ëak i tematsku

nit izloæbe, te naÊi objaπnjenje koje Êe raz-

jasniti odnose izmeu pojedinih umjetniËkih

djela i koncepta izloæbe. Ovo je, izmeu

ostalog, uvjetovano velikom raznolikoπÊu

tema kojima se umjetnici bave. Tako ima

djela koja se bave temom identiteta na

lokalnoj razini, poput arhivskih snimaka

obiteljskih fotografija Rusa Antona Olshvanga,

ironiËnih obrada nacionalnih mitova u videu

Agnese Bule (Latvija) ili instalacija kao πto je

Holland is a well regulated country

(Nizozemska je dobro ureena zemlja)

umjetniËke skupine Schie 2.0 koja se bavi

normama i granicama u svakodnevnom æiv-

otu Nizozemaca.  Ostali se radovi bave te-

mom osobnog ludila, kao npr. fotografije

Gregora ÆiviÊa (Austrija) s autorom u glavnoj

ulozi, ili elegijski crno-bijeli video FF/REW

Ene-Liis Semper u kojem estonska umjetni-

ca poËinjava samoubojstvo svaki put nakon

πto proËita knjigu. Naravno,  potrebno je

pozabaviti se i pitanjem politiËkih granica i

njegovih posljedica, πto je npr. tema insta-

lacije Sanne Sarva koja dokumentira æivot

imigranata u Finskoj ili, kao πto je veÊ

spomenuto, instalacije ©ejle KameriÊ o

granici Schengen koja ne samo da se nalazi

u centru slovenskog glavnog grada, veÊ

koju mnogi smatraju srediπnjim radom

“Manifeste 3”. t

Ljubljana's exhibitions of Manifesta" ("Toliko
æivljenja in adrenalina, kot ga je Brener inji-
ciral ma tiskovni konferenci, ne najdemo v
ljubljanskih razstaviπËih Manifeste"). However
this action  was qualified - at least officially -
more as damage to property (alleged DM
15.000 for a "destroyed" screen) than an
artistic contribution. 

Another aspect that undoubtedly lead to
the reduction of attention of the art works is
obviously connected to the fact that most
works on display had not been specifically
produced for Manifesta and had been shown
earlier, a reason for many déj_ vu experi-
ences.

Almost no rooms seem to have been
especially adapted for Manifesta, a fact that
makes the exhibition look (too) cheap. That's
no problem in general, but it contradicts
expectations one could have of a "big" inter-
national biennial. On the other hand, this
might be the very charm of "Eastern"
European Ljubljana. A cliché of being
"Eastern" that is strongly fostered by the
Slovene artscene who wants to keep the
choice of being either "Eastern" or "Western".

Besides that, the composition of the

exhibition remains unclear to a certain

extent, the priorities the curators put by plac-

ing certain works in certain positions cannot

be understood easily. Despite Edward

Krasinski's blue tape at a height of 1.3 meter

all around Manifesta it is sometimes quite

hard to find a or the thematic thread through

the exhibition, to find a reading that makes

relations between single artworks and the

concept manifest. Among others this is con-

nected to the great variety of topics that are

addressed by the artists. One can find works

that are about local identities, for instance

found-footage family-photographs by

Russian Anton Olshvang, ironic approaches

to national myths in a video by Agnese Bule

(Latvia) or the installation Holland is a well

regulated country by artist group Schie 2.0,

that deals with norms and borders in every-

day Dutch life. Other works concentrate on

individual madnesses such as Gregor Zivic

(Austria) photographs in which he is staging

himself or an elegic black/white video

FF/REW by Ene-Liis Semper in which the

Estonian artist is repeatedly committing sui-

cide after each time reading a book.

Naturally, the question of political borders

and its consequences have to be addressed

as well, for example in an installation docu-

menting the life of immigrants in Finland by

Sanna Sarva or - as mentioned before - ©ejla

KameriÊ's Schengen border installation

which is not only in the centre of the Slovene

capital, but which many considered as the

central work of "Manifesta 3". l
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Herwig G. Höller - born 1974

Rottenmann/Austria. Studied Slavonic 

languages and cultures and physics in Graz

and Moscow. Special focuses: contemporary

Russian and Eastern European arts, cultures

and discourses, new media/new media art, the

dynamics of visual culture. Both scientific 

articles and art-critical texts for various, mainly

Austrian media. At the moment lives and

works mainly in Graz.

/ Herwig G. Höller - roen 1974. u

Rottenmannu, Austrija. Studirao slavenske

jezike i kulturu, te fiziku u Grazu i Moskvi.

Posebno se bavi prouËavanjem suvremene

ruske i istoËnoeuropske umjetnosti, kulture i

diskursa, novih medija, umjetnosti novih 

medija, dinamike likovne kulture. Autor

znanstvenih  Ëlanaka i umjetniËko-kritiËkih 

tekstova za razne, uglavnom austrijske medije.

Trenutno æivi i radi uglavnom u Grazu.


