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IzloZbene kartografije Zelimira Ko$teviéa — Kriticki
instrumentarij, izlozbeni i kustoski narativi

ProSireni prostor umjetnickog djelovanja

Silva KalGié

U povijesno-istrazivackoj perspektivi knjiga Izlozbene
kartografije Zelimira KosCevica - Kriticki instrumentarij, izloZbeni
i kustoski narativi autorice Silve Kaléi¢ (u izdanju HS AICA /
Durieux, Zagreb 2026, urednica Suzana Marjanic’) iscrpno
nam govori o jednom povijesno plodnom trenutku otvara-
nja zagrebacke scene radikalnim politikama izlaganja u su-
vremenoj umjetnosti. RijeC je prije svega o otvaranju
prostora Galerije SC kao kultnog mjesta novog (fluxusov-
skog) koncepta demokratizacije umjetnosti, ¢iji je ,,virus®
krajem 1960-tih i tijekom 1970-tih prenosio i pronosio u
svom kustoskom djelovanju njezin voditelj, Zelimir Ko$Ce-
vi¢, vrsni povjesni¢ar umjetnosti i po vokaciji kulturni an-
tropolog. Zadrzimo se, za pocetak, na povijesno plodnom
trenutku u vremenu koje je spomenuto, a ¢iji nam opis nas-
tanka daje sam njegov glavni protagonist, kustos Ko$¢evié:

,,Da, u tom sklopu demokratizacije umjetnosti navede-
ni su projekti bili jedinstveni. Istina, moZe se uzeti upravo
kao neka zajednicka ideja sve te ideje o otvorenosti, demo-
kratizaciji umjetnosti, participaciji, $to je, $to se ti¢e moje
osobne price, proizaslo iz jedne moje sklonosti tome, i to
zahvaljujuéi spomenutom viSemjese¢nom boravku u Stoc-
kholmu gdje su ¢ak poduzeli, a narocito Pontus Hultén, i da
ostanem, no, eto, nisam Zelio. Dosta bedasto (smijeh). Tu
sam svjedocio jednoj interaktivnosti od djedjih igraonica u
muzejima do velikih projekata s Warholom, a s ruskom
avangardom posebno... i tu je negdje taj virus usao u mene.
Naravno, kad sam se vratio, nastojao sam sve to prenijeti u
Galeriju SC gdje sam provodio svoju zamisao bez obzira na
Savjet, bez obzira na direktore, ali naravno uz uvijek pret-
hodno danu informaciju $to sam namjeravao napraviti. U
osnovi svi ti projekti pokazuju tu demokratizaciju, partici-
paciju - npr. Hit parada (1967), Izlozba Zena i muskaraca
(1969), Akcija Total (1970), Pucke svecanosti (1972), Postanske
posilike (1972)... Istina, u tome trenutku nisam bio do kraja
svjestan toga koncepta, ali to je bilo zaista to. Zelio sam

raditi nesto novo s obzirom na to da je tada Moderna gale-
rija djelovala samo kao lokalna grobnica (smijeh). U osnovi
smo bili autsajderi, ipak je tada klju¢ bio na Biafri, Akade-
miji, Suteju itd. - Suteju kao jednoj sasvim dobroj imitaciji
avangarde.“!

Gledano s danasnje distance, oko pola stolje¢a unazad,
moZe se postaviti pitanje $to je to u tadaSnjem vremenu
znadilo ,,zelio sam raditi nesto novo* i kakva je bila priroda
takvog htjenja? Povijesni znacaj ishoda tog pitanja dobro je
shvatila autorica knjige postavljajuéi ga u srediste vlastitog
kritickog instrumentarija te narativa svoje istrazivacke
povijesno-umjetnicke pozornosti: od Uvoda i preciziranja
Kustoskog pristupa Zelimira KoCevica, preko bitnih poglavlja
tog pristupa - Imaginarni muzej, Izlozba Zena i muskaraca, Hit-
parada, Ambijentalna, kineticka i umjetnost svjetlosnih instalaci-
Jja, Nova umjetnicka praksa, Akcija Total i grad kao prostor izloz-
be, Izlozbe tekstualne poezije i xeroxa, Postanske poSiljke, Bucan
art i manipulacija slikom, Graficki dizajn galerije SC i izloZbe pla-
kata, Poceci Sferakona, Program Galerije SC i arhitektura, Konti-
nuirana kriza financiranja i ,,0dgoj publike”, Medunarodna
suradnja i regionalni projekti, do zaklju¢nih poglavlja Umjetnost
kao mapiranje, arhiviranje i dokumentiranje stvarnosti, Karto-
grafi: geo-gnosticke projekcije za 21. stoljeée i samog Zakljucka.

No iz jedne Sire teorijsko-znanstvene perspektive koja
uzima u obzir razli¢ite liminalne i lateralne veze sklopa
kontekstualne kontingencije, izvore izjave ,Zelio sam ra-
diti nesto novo* dublje nalazimo i prepoznajemo u samom
urgentnom htjenju duha vremena da se izbavi iz linearnih
»povijesnih ralja“ i prepusti se spacijalnom ,mapiranju,

1 Navedeno prema uvodu u knjigu S. KalCi¢ o Z. Ko$ceviéu: Su-
zana Marjani¢, “Uvodnik kao meduprostor prema radikanim
politikama i demokratizaciji, odnosno demistifikaciji (u)
umjetnosti”, str. 12-13.
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Surrealist map of the world, published in the Varietés magazin, Belgium.
Nadrealisticka karta svijeta, 1929, iz Casopisa Varietes, Belgija.

Viewed from today's distance, about half a century ago,
one can ask what it meant at that time to say “I wanted to
do something new” and what was the nature of such a de-
sire? The historical significance of the outcome of this
question was well understood by the author of the book,
placing it at the centre of her own critical toolkit and the
narrative of her attention to research on art history: from
the Introduction and clarification of Zelimir KosCevic's Curatorial
Approach, through the important chapters of that ap-
proach - Imaginary Museum, Exhibition of Women and Men, Hit
Parade, Ambient, Kinetic and Light Installation Art, New Art
Practice, Action Total and the City as an Exhibition Space, Exhibi-
tions of Textual Poetry and Xerox, Postal Packages, Bucan Art and
Image Manipulation, Graphic Design of the SC Gallery and Poster
Exhibitions, Beginnings of Sferakon, SC Gallery Programme and
Architecture, Continuous Financing Crisis and “Education of
the Audience”,
Jjects, to the concluding chapters Art as Mapping, Archiving and

International Cooperation and Regional Pro-

Documenting Reality, Cartographers: Geo-Gnostic Projections for
the 21st Century and the Conclusion.

However, from a broader theoretical scientific perspective
that takes into account the various liminal and lateral con-
nections of the contextual contingency, we find and re-
cognize the deeper sources of the statement “I wanted to
do something new” in the very urgent desire of the spirit of
the times to escape the linear “jaws of history” and sur-
render to the spatial “mapping, archiving and document-
ing of reality”. Zelimir Ko$Cevi¢’s work, therefore, falls
within a prolific moment of affirmation, in various fields,
of the “spatial turn” that marks the end of the exclusive
domination of history over the interpretation of space,
and which during the 20th century spread to various
forms of the humanities, including artistic activity. Al-
though he admits that “he himself was not fully aware of
this concept”, at a given moment in time he openly calls
for a “spatial argument” in the cultural (re)presentation of
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Matira Europa, 1995/1996, Sluik/ Kurpershoek, kola¢ na izloZbi Kartografi.
Matira Europa, 1995/1996, Sluik/ Kurpershoek, Cake at the exhibition Cartographers.

arhiviranju i dokumentiranju stvarnosti“. Djelovanje Zeli-
mira Ko$Cevica, dakle, pada u plodan trenutak afirmacije, na
razli¢itim poljima, ,,prostornog obrata“ koji obiljezava kraj
isklju¢ive dominacije povijesti nad interpretacijom prostora,
a koji se tijekom 20. stoljeca $irio na razli¢ite oblike humanis-
tike, pa i na umjetnicko djelovanje. Tako priznaje kako ni
,»sam nije bio do kraja svjestan tog koncepta®, u danom tre-
nutku vremena on otvoreno poziva na ,prostorni argu-
ment* u kulturnoj (re)prezentaciji umjetnitke produkcije
koju vidi kao mapu, kao geografiju simultanih odnosa i zna-
Cenja koje povezuje socijalno-prostorna, a ne Cisto vremen-
ska logika. Tako je kustosko djelovanje povjesnicara
umjetnosti Ko$¢evica otvaralo vrata u nasoj sredini za para-
digmatsko utemeljenje prostorne hermeneutike u kritickom
pristupu socijalno osjetljivoj produkciji umjetnika, o cemu
svjedodi i njegova kasnija kustoska uporaba termina , kar-
tografija“ za izloZbeni pothvat (Kartografi: geo-gnosticke pro-
jekcije za 21. stoljeée, 1997). Sve je to spadalo u jednu novu

yreafirmaciju prostorne ontologije®, kako ée se potom za-
lagati Edward W. Soja u knjizi Postmodern Geographies: Reas-
ssertion of Spaces in Cultural Social Theory (Verso, London &
New York, 1989). U srediStu tog pristupa stoji propitivanje
oblika heterogenosti i hibridnosti u ,,drustvenoj proizvod-
nji prostora“ i kriticko mapiranje razli¢itih tocaka razlike i
sukoba ,,stvarnih mjesta“ sa ,,sustinski nestvarnim prosto-
rima“, toCaka koje su locirane negdje izmedu drustvene
zbilje, utopije i heterotopije. Sam KosCevi¢ ¢e povodom
svoje spomenute ,,kartografske* izloZbe napomenuti kako
,kartografija nije samo topografska, astronomska ili trian-
gulacijska faktografija ve¢ da je slika svijeta kakvog ga zna-
mo, usadena dublje u svijest ¢ovjeka gdje stvara ¢udne
anomalije®.

Nasuprot, dakle, teku¢em prevladavanju historiograf-
ske disciplinarne matrice ili, pak, matrice linearnog moder-
nistickog diskursa, KosCevi¢ traga za dubljim utiskivanjem
sekvencionalnih manifestacija prostorne dogadajnosti.
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artistic production, which he sees as a map, as a geography
of simultaneous relations and meanings connected by so-
cio-spatial, and not purely temporal, logic. Thus, the cur-
atorial work of art historian Kos¢evi¢ opened the door in
our environment for the paradigmatic foundation of spa-
tial hermeneutics in a critical approach to the socially
sensitive production of artists, as evidenced by his later
curatorial use of the term “cartography” for exhibition
projects (Cartographers: Geo-Gnostic Projections for the
21st Century, 1997). All of this was part of a new “reaffirm-
ation of spatial ontology”, as Edward W. Soja would later
advocate in his book Postmodern Geographies: The Reassertion
of Space in Critical Social Theory (Verso, London & New York,
1989). At the heart of this approach is the questioning of
forms of heterogeneity and hybridity in the “social pro-
duction of space” and the critical mapping of various
points of difference and the conflict between “real places”
and “essentially unreal spaces”, points that are located
somewhere between social reality, utopia and heterotopia.
On the occasion of his mentioned “cartographic” exhibi-
tion, KosCevi¢ himself will note that “cartography is not
only topographic, astronomical or triangulation facto-
graphy, but that the image of the world as we know it is
embedded deeper in the human consciousness where it
creates strange anomalies”.

Against, therefore, the current prevalence of the histori-
ographical disciplinary matrix or the linear modernist dis-
course matrix, KoS¢evi¢ seeks a deeper impression of the
sequential manifestations of spatial events. He turns to the
acceptance of contingent and coincidental representa-
tions of simultaneity, to lateral mapping in search of “oth-
er spaces” and liminal points of contact, those “in
between”, which enable entry into the narrative from
anywhere, without losing sight of the traces of the inten-
tion of the basic interpretive concept. At the same time,
the event itself comes from a resonant combination of tem-
poral succession and spatial simultaneity (Soja, 1989) and as
such requires a more empirically based spatialisation. It is
precisely this mode of potential existence (as G. Agamben?
would say) that Ko$Cevi¢ recognizes in art, and we can
designate it with the syntagm expanded space of artistic
activity. In this mode, one can also recognize the impulses
of a turn in the conceptual restructuring of modernity it-
self and the experience of its critical theoretical con-
sciousness, in a series of interconnected systems of social
critical thought (from H. Lefebvre and M. Foucault on-
wards) in which the theoretical primacy of history over

2 Giorgio Agamben. Bartleby ili o kontingenciji. Meandarmedia
(Drugi smjer), Zagreb, 2009.

geography was giving way. However, this epochal trans-
ition of thought took place in material life itself, in con-
tinuity and ambiguously intertwined, to the discovery and
insight of which conventional tools of research or action
did not contribute efficiently enough. At the same time, it
does not mean that they should have been completely re-
jected, but certainly an attempt should have been made to
question them in a more radical way, with policies of res-
istance and demystification, with restructured insights and
instruments, which led to the encounter of different dis-
ciplines and discourses and the confirmation of spatial dis-
position.

Thus, socio-spatial dialectics entered the focus of empirical
research and presentation of artistic activity, opening the
door to both existential discussions on power and resis-
tance as well as ontological deconstruction; because it is
both a social product (outcome) and a formative force
(medium) at the same time. With his analytical critical ap-
proach, Kos¢evi¢ contributed to the recognition and
expansion of the horizon of the reconceptualization of the
social ontology of “temporal-spatial structuring” in the di-
rection of research into existential spatial topology. This
direction also requires a radical reconceptualization of a
topos-oriented epistemology which is related, expressed in
the existentialist language of the time, to being-in-the-
world. But it implies not only the temporal dimension of
contextualization, but also the situating of the social being
in a “formative geography”, in a specific and more firmly
fixed location of a place. The very structure of event locali-
zation is, however, always nodularly connected to the li-
minal space of both the subjective body and the personal
concept of subjectivation. On his journey through the time-
space of discovering art, the art historian/critic/curator,
and even conceptual artist, Zelimir Ko3¢evi¢, constantly
expanded and condensed the pulsation of artistic activity
into innovatively interpretative “exhibition cartographi-
es”, identifying the paths we still take today.

This is confirmed by this book by Silva Kal¢i¢, which in an
analytical research manner discusses his historical "carto-
graphic" exhibition ventures, their "critical toolkits" and
"exhibition and curatorial narratives". In the book's intro-
duction, titled Editorial as an Interspace Towards Radical
Policies and the Democratisation, or Demystification of/in
Art, editor Suzana Marjanié refers to the words of Zeljka
Corak from Zivot umjetnosti (29-30, 1980): "It turned out that
this gallery, during the time in which Ko$¢evi¢ was its di-
rector, was, in the true sense, a pilot gallery, serving as a
test for the later acceptance of newer tendencies into older
institutions and structures," and that "whether he wanted
it or not, Ko$cevi¢ is already a historical figure." The book
editor's "dedicatory foreword” highlights the historically
significant dimension of his enthusiastically creative work
—1
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Okrele se prihvacanju kontingentnih i koincidentnih pri-
kaza simultanosti, lateralnom mapiranju u potrazi za ,,dru-
gim prostorima“ i liminalnim totkama dodira, onima
Hizmedu®, koje omogucavaju ulaZenje u naraciju s bilo ko-
jeg mjesta, a da se time ne izgube iz vida tragovi intencije
osnovnog interpretativnog koncepta. Pritom, sam dogadaj
dolazi iz rezonantnog spoja vremenske sukcesije i prostorne si-
multanosti (Soja, 1989) i kao takav traZi viSe empirijski ute-
meljenu spacijalizaciju. Upravo taj modus potencije
postojanja (kako bi rekao G. Agamben?) u umjetnosti pre-
poznaje Koscevié, a moZemo ga oznaciti sintagmom prosi-
reni prostor umjetnickog djelovanja. U tom se modusu mogu
takoder prepoznati impulsi obrata u konceptualnom res-
trukturiranju same modernosti i doZivljavanja njene kri-
ticke teorijske svijesti, u nizu medupovezanih sklopova
socijalne kriticke misli (od H. Lefebvrea i M. Foucaulta pa
nadalje) u kojoj je popustao teorijski primat povijesti nad
geografijom. No ta se epohalna tranzicija misli odvijala u
samom materijalnom Zivotu, u kontinuitetu i viSeznacno
isprepletena, ¢ijem otkrivanju i uvidu nisu doprinosile do-
voljno efikasno konvencionalne alatke istrazivanja ili dje-
lovanja. Istodobno, ne znaci da ih je trebalo posve odbaciti,
ali svakako pokusati propitati na radikalniji na¢in, politika-
ma otpornosti i demistifikacije, restrukturiranim uvidima i
instrumentarijem, $to je vodilo do susretanja razlicitih dis-
ciplina i diskursa i potvrdivanja prostorne dispozicije.

Tako je i u fokus empirijskog istraZivanja i prezentacije
umjetnickog djelovanja usla socio-spacijalna dijalektika,
otvarajudi vrata kako egzistencijalnim raspravama o modi i
otporu tako i ontoloskoj dekonstrukciji; jer, ona je istodob-
no i socijalni proizvod (ishod) i formativna sila (medij).
Svojim analiticko-kritickim pristupom Ko$cevic je dopri-
nosio prepoznavanju i prosirivanju horizonta rekoncep-
tualizacije drustvene ontologije ,,vremensko-prostornog
strukturiranja“ u pravcu istraZivanja egzistencijalne pros-
torne topologije. Taj pravac zahtjeva i radikalnu rekon-
ceptualizaciju epistemologije usmjerenu na topose koji su
vezani, izreeno egzistencijalistickim jezikom tog vreme-
na, za bivanje-u-svijetu. No ono ne podrazumijeva samo
vremensku dimenziju kontekstualizacije nego i situiranje
drustvenog bi¢a u ,,formativnu geografiju“, u odredenu i
Cursée fiksiranu lokaciju mjesta. Sam sklop dogadajne lo-
kalizacije je, medutim, uvijek évorisno (po)vezan i za limi-
nalni prostor kako subjektivnog tijela tako i osobnog
koncepta subjektivacije. Na svom je putovanju kroz vrije-
me-prostor otkrivanja umjetnosti, povjesni¢ar umjetnos-
ti/kriti¢ar/kustos, pa i konceptualni umjetnik, Zelimir

? Giorgio Agamben. Bartleby ili o kontingenciji. Meandarmedia
(Drugi smjer), Zagreb, 2009.
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Ko$Cevié neprestano Sirio i saZimao pulsiranje umjetnic¢kog
djelovanja u inovativno interpretativne ,,izlozbene karto-
grafije”, identificirajudi staze kojima se i danas kre¢emo.

To potvrduje i ova autorska knjiga Silve Kal¢i¢ koja is-
trazivacko-analiticki govori o njegovim povijesnim ,kar-
tografskim* izlozbenim pothvatima, njihovom , kritickom
instrumentariju” te ,,izlozbenim i kustoskim narativima“.
U uvodnoj rije¢i knjige pod naslovom Uvodnik kao medu-
prostor prema radikalnim politikama i demokratizaciji,
odnosno demistifikaciji (u) umjetnosti, urednica Suzana
Marjani¢ se poziva na rijeci Zeljke Corak iz Zivota umjet-
nosti (29-30, 1980): ,,Pokazalo se da je ta galerija za vrijeme
u kojemu je Ko$éevi¢ bio njezinim direktorom, u pravom
smislu galerije-pilote, da je sluZila poput testa za kasnije pri-
hvacanje novijih tendencija u starije institucije i struktu-
re, te daje ,,htio on to ili ne, Kos¢evic veé povijesna osoba.
,Posvetni uvodnik* urednice knjige upravo istice povijes-
no znacajnu dimenziju njegovog entuzijasti¢no kreativnog
djelovanja ,,kao fluxusovskog kustosa i fluxusovske osobe*,
koji je 1 ,.krajnje opusten, bez Zelje za perfekcionizmom, a
uza sve navedeno i skroman, pa zato i moZe 'zaboraviti' to-
like susrete s umjetnicima i izloZbe koje je organizirao®.
Dakako, autorica knjige je naglasila upravo tu dimenziju
KosCeviceve enormne kustoske prakse i uloZila je veliki
trud da se njena arhivska dokumentacija sakupi i izloZi na
jednom mjestu, kako bi grada bila dostupna daljnjem is-
traZivanju, bez povijesnih revizija ili jednostavno zabora-
va uvremenu kako je ona proizaslai, iz jedinstva suradnje
s drugim muzejskim i galerijskim praksama na cijelom ex-
Yu prostoru®, Ali i iz temeljne kustoske intencije da
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"as a Fluxus curator and Fluxus person," who is "extre-
mely relaxed, without a desire for perfectionism, and, in
addition to all of the above, modest, which is why he can
'forget' so many meetings with artists and exhibitions that
he organized.” Of course, the author of the book emphasi-
zed precisely this dimension of Ko$¢evié's enormous cu-
ratorial practice and made a great effort to collect and
display her archival documentation in one place, so that
the material would be available for further research, wit-
hout historical revisions or simply forgetting over time
how it emerged "from the unity of cooperation with other
museum and gallery practices throughout the ex-Yugos-
lavia". But also from the fundamental curatorial intention
that artistic activity must have a "broader social dimensi-
on", accessible to the wider urban public, and not just to
the institutional “art world" (as A. C. Danto once defined
the term). This intention of deinstitutionalisation is evi-
denced by a well-remembered example of the concept of
intervention in open space when the Zagreb Salon foun-
ded the action/section Proposal (1971) under the title City
as a Space for Plastic Events, based on the concept by Zelimir
KosZevi¢ and Zeljka Corak. Kod¢evié's concept of deinsti-
tutionalisation and socialisation in expanding the space of
artistic activity ultimately goes all the way to "cartograp-
hers" and "geo-gnostic projections for the 21st century",
which is the paradigmatic conclusion of the book.

Therefore, the book, we emphasize again because of its
importance and significance in the democratisation of the
history of curatorial practices, covers such a wide range,
from the presentation of basic material starting in 1966 all
the way until 1978, when Koscevi¢ left the GSC and conti-
nued to develop his approach in other place/s. This range
was given an instructive historical contextual treatment
in the foreword by his younger colleague Zlatko Gali¢é, en-
titled Problems of the Beginnings of Contemporary Art Exhibiti-
ons in Croatia. The emphasis is placed on the “problem of
the socialisation of art: from artistic research to a concep-
tual turn”, i.e., on the shifts and innovations with which
KosCevi¢ manages to change and move the art scene to
various “examinations of interspaces”, as the curator
himself calls his work. Constantly prone to being provoca-
tive, he also opens up the problem of the relationship
between (our) perception of space and objects, first of all
with the example of the Hit Parade exhibition as an experi-
ment of a conceptual turn in the work of art/artists, which
will gradually move from gallery and museum margins to
the very centre of events on the art scene. Hence, as stated
by Gali¢, "Ivana Bago sees Zelimir Ko3¢evi¢'s curatorial
practice as a process of translation (underlined by S.B.U.),
not only between artistic and curatorial practices but also
between international and local contexts", i.e. the locus
and localization. The ethical dimension of that choice

"between" should be emphasized, of course; it emphatical-
ly implied resistance to the "materialisation of a work of
art", which had its origins in the 1968 rebellion against such
an institution of art, arguing for the understanding of art as
a "way of thinking" in the active "transformation of the
world".

This is the tone in which this significant research begins in
the book by art historian Silva Kal¢i¢ about the “lifelong
experience” of our first curator-author, an experience that
radically begins with an early professionally stimulating
“displacement” from his own environment and whose im-
plications last until today. To quote the author at the be-
ginning of the book, whom we thank for this valuable
critical and research contribution to the history of our cu-
ratorial practices: “Namely, in 1969, as a relatively young
art historian Zelimir Ko§¢evié¢ (born in 1939) went on a sc-
holarship to Stockholm’s Moderna Museet during the peri-
od of radical preparations for the legendary (subversive)
exhibition Poetry Is Made by All! Transform the World!, where
gestures and attitudes are exhibited instead of material
works of art, opening up the exhibition space not only for
the then early conceptual practice but also for radically
political attitudes by encouraging the gathering of Black
Panther supporters within the exhibition.” It was Ko$ce-
vi¢'s marginal position upon his return, of a more or less in-
formal type as the "manager" of the undefined exhibition
space of the Zagreb SC, that enabled freedom of space and
approach, an experimental way of working and the promo-
tion of new cultural/artistic practices in a place that became
a "means/way/medium of institutional and social criti-
cism", and the localization of the "virus" of the historical
changes that followed. As a mediation factor in the concep-
tualization, production and critical-theoretical mediation
of the exhibition, his curatorial choice was directed against
the art commodification system, its elitist stance, and
whether it was conceptual art or the uncritical appropriati-
on of various "critical artistic practices from the West". In
fact, his curatorial and cultural work, with its determination
and persistence, promoted an approach to visual art as a
complex spatio-temporal as well as physical phenomenon
in which the world around us, and ourselves, are embedded.
This initial logic of transcending the materiality of the ar-
twork and the boundaries of the “white cube” of the gallery
space is then followed by the scientific researcher of his
oeuvre up to the explicitly elaborated “cartographic the-
me” in the well-known extensive project Cartographers: Geo-
gnostic projections for the 21st century: on the concept of the
border and crossing the border, on “the boundaries of sepa-
ration and contact”, on “the permeability of the border and
the cartography of heritage/traditions, i.e. collective me-
mory, as well as the process of historical decolonisation”.
The author presents us with carefully collected scattered
—1
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umjetnicko djelovanje mora imati ,,$iru socijalnu dimenzi-
ju, dostupnu prostoru Sire urbane javnosti, a ne samo ins-
titucionalnom ,,svijetu umjetnosti (kako je A. C. Danto
svojedobno definirao taj pojam). O toj intenciji deinstituali-
zacije govori dobro zapaméen primjer koncepta intervenci-
je uotvorenom prostoru kada je Zagrebacki salon utemeljio
akciju/sekciju Prijedlog (1971) pod naslovom Grad kao prostor
plastickog zbivanja, a prema konceptu Zelimira Kos¢evi¢a i
Zeljke Corak. Koséevicev koncept deinstitualizacije i socija-
lizacije u Sirenju prostora umjetnickog djelovanja na kraju
ide sve do ,kartografa® i ,,geo-gnostickih projekcija za 21.
stoljeée”, Cime se paradigmatski i zakljuCuje knjiga.

Stoga knjiga, opet naglasavamo zbog znacaja i znace-
nja u demokratizaciji povijesti kustoskih praksi, obuhvaca
tako veliki raspon, od izlaganja temeljnog materijala pocev
od 1966. pa do 1978. godine, kada Kos¢evi¢ odlazi iz GSC-a i
nastavlja razvijati svoj pristup na drugom mjestu/mjesti-
ma. Taj je raspon na instruktivan nacin dobio povijesnu
kontekstualnu obradu u predgovoru mladeg kolege Zlatka
Gali¢a pod naslovom Problemi pocetaka izloZbenih postava su-
vremene umjetnosti u Hrvatskoj. Pritom je akcent stavljen na
Lproblem socijalizacije umjetnosti: od umjetnickog istra-
Zivanja do konceptualnog obrata“, odnosno na pomake i
inovacije kojima Ko$¢evi¢ uspijeva promijeniti i pomak-
nuti umjetnicku scenu do razli¢itih ,,ispitivanja medu-
prostora®, kako sam kustos naziva svoje djelovanje.
Neprestano sklon provokativnosti, on otvara i problem
odnosa (nase) percepcije prostora i predmeta, prije svega
primjerom izloZbe Hit-parada kao eksperimenta koncep-
tualnog obrata u djelovanju umjetnosti/umjetnika koje ée
s galerijske i muzejske margine postupno prelaziti u samo
srediste zbivanja na umjetnickoj sceni. Otuda, kako navodi
i Gali¢, ,,Ivana Bago kustosku praksu Zelimira Ko3cevica
vidi kao proces prevodenja (podvukla S.B.U.), ne samo iz-
medu umjetnicke i kustoske prakse nego i izmedu medu-
narodnog i lokalnog konteksta“, odnosno locusa i
lokalizacija. Treba naglasiti, svakako, i eticku dimenziju
tog izbora ,,izmedu”; ona je naglaseno podrazumijevala
otpor prema ,materijalizaciji umjetnickog djela®, koji je
vukao porijeklo iz Sezdesetosmaskog bunta protiv takve
institucije umjetnosti, zalazudi se za shvacanje umjetnosti
kao ,,nacina misljenja“ u djelatnoj ,,transformaciji svijeta“.

U tom tonu i zapocinju ova znacajna istraZivanja u knjizi
povjesni¢arke umjetnosti Silve Kal¢i¢ o ,,cjelozivotnom is-
kustvu* naseg prvog kustosa-autora, mozemo redi, iskustvu
koje radikalno zapocinje ranim profesionalno poticajnim
HizmjeStanjem* iz vlastite sredine i ¢ije su implikacije ostale
da traju sve do danas. Da citiramo s poCetka knjige autoricu
kojoj zahvaljujemo ovaj vrijedan kriticko-istrazivacki do-
prinos iz nase povijesti kustoskih praksi: ,,Naime, 1969. go-
dine jos kao relativno mladi povjesnicar umjetnosti Zelimir
Ko$Zevi¢ (roden 1939.) odlazi na stipendiju u Stokholmski
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Moderna Museet u periodu radikalnih priprema legendar-
ne (prevratne) izlozbe Poeziju stvaraju svil Transformirajmo
svijet, gdje se umjesto materijalnih umjetnickih djela izlazu
geste i stavovi, $to otvara izloZbeni prostor ne samo za tada
ranu konceptualnu praksu nego i za radikalno politicke
stavove poticanjem okupljanja pristasa Crnih pantera unu-
tar izloZbe.”“ Upravo je KoSCeviteva rubna pozicija po po-
vratku, maje-viSe neformalnog tipa kao ,voditelja“
nedefiniranog izloZbenog prostora zagrebackog SC-a,
omogudila slobodu prostora i pristupa, eksperimentalni
natin rada i promicanje novih kulturnih/umjetnickih
praksi na mjestu koje je postalo ,sredstvo/nacin/medij
institucionalne i drustvene kritike*, te lokalizacija ,,virusa“
povijesnih promjena koje su slijedile. Kao faktor medijacije
u konceptualizaciji, produkciji i kriti¢arsko-teorijskom po-
sredovanju izloZbe, njegov je kustoski izbor bio okrenut
protiv sustava komodifikacije umjetnosti, njegovog elitis-
tickog stava, pa bila u pitanju i konceptualna umjetnost ili
nekriti¢ko prisvajanje razlicitih ,kriti¢ckih umjetnickih
praksi sa Zapada*“. Zapravo je njegovo kustosko i kulturolo-
sko djelovanje svojom odlu¢no$éu i uporno$éu promoviralo
pristup prema vizualnoj umjetnosti kao kompleksnom
prostorno-vremenskom, a i tjelesnom, fenomenu u koji je
ugraden svijet oko nas, a i mi sami.

Tu pocetnu logiku nadilaZenja materijalnosti umjetnic-
kog djela i granica , bijele kocke* galerijskog prostora prati
potom znanstvena istraZivacica njegovog opusa sve do eks-
plicitno elaborirane ,kartografske teme* u poznatom op-
seznom projektu Kartografi: Geo-gnosticke projekcije za 21.
stoljece: 0 konceptu granice i prelasku granice, o ,,granicama
razdvajanja i dodira®, o ,,propusnosti granice i kartografije
naslijeda/tradicija, odnosno kolektivne memorije, kao i
proces historijske dekolonizacije®. Autorica nam prezentira
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material of the strategy and tactics of this curatorial con-
cept of subjectivation in public action, thereby reactuali-
sing both the curatorial practice approach and the
material itself. The project exhibited completely different
artistic procedures and works, with accompanying pro-
grammes, "aimed at deconstructing and demystifying the
idea of borders and thus delimited spaces"; which Ko$¢e-
vi¢ connects more with the identity phenomenon than
with the visualisation of geographical maps, because they
can leave behind "desolation and many dead", saying "I
concluded that maps are also potentially dangerous mate-
rial, even explosive", This was, therefore, a presentation of
a selection of the most interesting then (in the nineties)
recent works created in different areas on the topic of
maps, and collected in one place. And so, "in short", said
Koscevi¢, "imaginary cartography begins where the sci-
entific one ends". By questioning the relationship between
the verbal and iconic signs (for example, the “cartograp-
hic” works by Vlado Martek), maps in their cognitive and
symbolic relations become a medium of artistic research
on how space is experienced, appropriated, interpreted or
communicated “where unknown worlds penetrate the
membrane of known worlds”.

Even before the end of the 20th century, there is a note to
which the author of the book refers: “The paradigm of the
artist as creator has long been surpassed, postmodern
theory has introduced the ‘author as producer’, and end-
of-the-millennium theorists speak of the artist as ge-
ographer, the artist as anthropologist... Today, there are
no longer any unique definitions of art and the artist, the
individual and the community. Redefinition of the concept
of territory, decentralisation, anthropological revision of
spiritual and aesthetic values, problems of the centre and
the periphery, are just some of the countless fields of rese-
arch of contemporary artists.”® And KosCevi¢, the “curator-
meta-artist”, notes: “The descriptive phase of art is lands-
capes, the utopian one is the avant-garde, and the

3 Jelica Ziherl, “Aleksandar Garbin, istarski umjetnik - karto-
graf, Glas Istre, 2 May 1997 p. 33.

conceptual one is maps”, to which we add, as other (hetero-
topian) places. But of course, we should not forget Michel
Foucault’s reminder that space is of primary importance in
any use of power, Therefore, in the end, we can ask oursel-
ves together with the author, quoting Artur Zmijevski: “Do-
es contemporary art have any visible social impact?”,
despite the curatorial function in Bourriaud’s sense of the
discourse of post-production, which has in the meantime
become an important part of the expanded field of artistic
production.* And despite the “situationist” transformation
of the “observer” into a productive participant or the cura-
torial position into a form of artistic discourse (“curatorial”
or “discursive” turn in addition to “spatial”, “iconic”, “so-
cial”...). In any case, this is a direct insight into the critical
re-evaluation of the modernist category of the "artistic su-
bject" within the system of the "art world", through the
approach of "cognitive mapping" (F. Jameson), abandoning
the closed system "for the open field of the real world and
all its levers of power".

To that we should add the concluding words of this excep-
tional undertaking by the author Silva Kal&i¢ on the creati-
on of a new discursive space around artistic practice: “It is
important to emphasize that the history of curatorial prac-
tices is a relatively poorly researched area in the Croatian
art historical context, while it is becoming increasingly
present on the international level”, Therefore, we are left
with further research into the “power of exhibition” of va-
rious spatial niches as nodal loci of a radical cartography of
geo-gnostic projections, its toolkit, as well as exhibition and
curatorial nonlinear narratives... Therefore: Read the book
about Zelimir KosCevi¢! - to paraphrase the spatial tactics of
the creative interventions of our aforementioned concep-
tual artist.

Sonja Briski Uzelac
Translated by Ivana Amerl m

4 Also Nicolas Bourriaud, Relacijska estetika. Postprodukcija -
kultura kao scenarij: kako umjetnost reprogramira suvreme-
ni svijet, MSU, Zagreb, 2013, (Fr. original from 2001).
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pomno sakupljen rasuti materijal strategije i taktike ovog
kustoskog koncepta subjektivacije u javnom djelovanju,
Cime se reaktualizira i pristup kustoske prakse i sam mate-
rijal. U projektu su bili izloZeni posve razli¢iti umjetnicki
postupci i radovi, uz pratee programe, ,,usmjereni na de-
konstruiranje i demistificiranje ideje granica i tako omede-
na prostora®; a $to Ko$¢evi¢ viSe povezuje s identitetskim
fenomenom nego s vizualizacijom zemljopisnih karata, jer
one iza sebe mogu ostaviti ,,pusto$ i mnogo mrtvih*, te kaze
wzaklju¢io sam kako su zemljovidi i potencijalno opasan
materijal, ¢ak eksplozivan®. To je, dakle, bio prikaz izbora
nastalih na razli¢itim prostorima na temu zemljovida, a sa-
kupljenih na jednom mjestu. I tako, ,,saZeto* govorio je Kos-
Cevi¢, “imaginarna kartografija zapolinje tamo gdje
znanstvena zavr$ava“, Propitujui odnos izmedu verbalnog
i ikonitkog znaka (primjerice ,kartografski“ radovi Vlade
Marteka), karte u svojim kognitivnim i simbolickim odnosi-
ma postaju medij umjetnickog istrazivanja kako se doZivlja-
va, prisvaja, interpretira ili komunicira prostor ,.gdje
neznani svjetovi prodiru kroz opnu znanih svjetova“.

Jos prije kraja 20. stolje¢a stoji biljeska na koju se poziva
autorica knjige: ,,Ve¢ odavna je prevladana paradigma o
umjetniku stvaraocu, postmoderna teorija uvela je 'autora
kao producenta, a teoretiCari s kraja milenija govore o
umjetniku geografu, umjetniku antropologu... Jedinstvenih
definicija o umjetnosti i umjetniku, individui i zajednici da-
nas viSe nema. Redefinicija pojma teritorij, decentralizacija,
antropoloska revizija duhovnih i estetskih vrijednosti, pro-
blemi centra i periferije, samo su neka od bezbrojnih polja
istraZivanja suvremenih umjetnika.“> A KosCevi¢, ,kustos -
metaumjetnik” biljeZi: ,,Deskriptivna faza umjetnosti su pej-
zaZi, utopijska je avangarda, a konceptualna su mape*, na sto

3 Jelica Ziherl, “Aleksandar Garbin, istarski umjetnik - karto-
graf, Glas Istre, 2.5. 1997. str. 33.
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dodajemo, kao druga (heterotopijska) mjesta. No dakako, ne
treba ipak zaboraviti na podsje¢anje Michela Foucaulta, kako
je prostor od primarne vaznosti u bilo kakvoj upotrebi moéi.
Stoga se, na kraju, moZemo zajedno s autoricom zapitati, citi-
rajudi Artura Zmijevskog; ,,Ima li suvremena umjetnost ikakva
vidljiva socijalnog utjecaja?”, usprkos kustoskoj funkciji u Bo-
urriaudovu smislu diskursa postprodukcije koja je u medu-
vremenu postala vaZan dio proSirenog polja umjetnicke
produkcije. I usprkos ,,situacionistickom* pretvaranju ,,pro-
matra¢a” u produktivnog sudionika ili kustoske pozicije u
oblik umjetnickog diskursa (,,kustoski“ ili ,,diskurzivni obrat
pored ,,prostornog®, ,,ikonickog", ,, drustvenog"...). U svakom
slu¢aju, radi se o izravnom uvidu u kriticko prevrednovanje
modernisticke kategorije ,,umjetnickog subjekta” unutar sus-
tava ,,svijeta umjetnosti“, pristupom ,,kognitivnog mapiranja“
(F. Jameson), napustanja zatvorenog sustava ,,radi otvorenog
polja stvarnosnog svijeta i svih njegovih poluga moéi*.

I, pritom, treba dodati zaklju¢ne rije¢i ovog iznimnog
pothvata autorice Silve KalCi¢ o stvaranju novog diskur-
zivnog prostora oko umjetnicke prakse: ,,Vazno je istak-
nuti da je povijest kustoskih praksi relativno slabo
istrazivano podrudje u hrvatskome povijesnoumjetnickom
kontekstu, dok na medunarodnom planu postaje sve pri-
sutnije”, Dakle, preostaje nam daljnje istraZivanje ,,moci
izlaganja* razli¢itih prostornih nisa kao ¢vori$nih locusa
jedne radikalne kartografije geo-gnostickih projekcija,
njenog instrumentarija, te izloZbenih i kustoskih nelinear-
nih narativa... Stoga: Citajte knjigu o Zelimiru KosCevicu! - da
parafraziram prostornu taktiku kreativnih intervencija
naseg spomenutog konceptualnog umjetnika.

Sonja Briski Uzelac m

4 Takoder Nicolas Bourriaud, Relacijska estetika. Postprodukcija
- kultura kao scenarij: kako umjetnost reprogramira suvreme-
ni svijet, MSU, Zagreb, 2013., (fr. izvornik iz 2001.).

— KiG Br. 45, Vol. 25, 2026






