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Savaﬁ gramatas Sapnu pasaule un katastrofa pédéja
nodald Sizena Baka-Morsa atsaucas uz semindru, kas
1990. gada oktobri notika Dubrovniku Starptautiskis
universitites centrd un kurd piedalijis daudzi izcili
domataji no lénam kritosa Dzelzs priekskara abim
pusém, pieméram, Fredriks Dieimsons, Boriss Groiss un
Slavojs Zizeks. Sis akadémiskis austrumu un rietumu
"konfronticijas” zimigl norises vietas izvéle ir jaskata
uz socialistiskis Dienvidslivijas ipasa kultiras stivokla
fona, kas pavéra iespéju diezgan brivai komunikacijai
starp abam priekikara pusés. No otras puses, is
pasakums norisindjas vien gadu pirms tis pasas pilsétas
ielenkuma un bombardé$anas, kas simboliski un

faktiski iezim# par Dienvidslaviju déveéta  dienvidu slavu
kopienas” projekta beigas. Sajos jucekligajos apstaklos,
kuros notika minétais semindrs, Baka-Morsa saskata
hegemoniskas nobides aizsakumu intelektuila diskursa
perspektiva. Jau seminira nosaukums - Filozofiskas
problémas postmodernaja diskursa - liecina par to, ka
postmodernisms vairs netiek uzlikots ki paradiba, kas
butu iespéjama vien kapitalisma valstu kultird. Saskana
ar autores novérojumiem #is semindrs apstiprinidja
ieprieks izvirzito piepémumu, ka modernisms ir

kopigs abu attiecigo socidlo sistému avots, ierosinot ari
kritisku diskusiju par rietumu modernismu ki skietami
nehegemonisku, autonomu un apolitisku.

Tiedi 81 Dienvidslivijas .sociilistiska modernisma”
specifika, kam raksturiga relativi plada sistémas briviba,
robedu atvértiba un briva ideju apmaina, ki ari austrumu
un rietumu bloku teorétiku un makslinieku savstarpéjis
saskarsmes iespéjas, veido pamata kontekstu, kura
aplukojama horvitiesu makslinieka Vojina Bakica
(1915-1992) daijrade, Baki¢a makslinieciskas darbibas
kulmindcija gan hronologiski, gan ideologiski sakrit ar
vairdku institucionalo makslinieciskis un filozofiskis
darbibas platformu iedibini#anu Dienvidslavija. Tostarp
ir minama Zagreba bazéta starptautiska makslas kustiba
Jaunds tendences, kura aktivi lidzdarbojas ari Bakiés, ki
arl furnils Prakse un vasaras skola Koréulas sala, kur laika

posmi no 1964, lidz 1974. gadam pulcéjas nozimigakie
marksisma filozofi no visas pasaules. Siem un daudziem
citiem Dienvidslavijas “sociilistiska modernisma”
fenomeniem bija viena kopiga iezime - salidzinot ar
birokratiski varas aparita nostidném, 3o centienu
pamati bija daudz progresiviks socidlisma ideals.
Lidztekus neskaitimam pretrunim un saspiléjumiem, ko
izraisija problematiska attieksme pret sociilisma projekta
mantojumu, Horvitijas misdienu makslas vésturé Baki¢u,
no vienas puses, apliko ki ,autentisku” modernisma
skulptoru, kuram ir batiska loma sociala reilisma tradiciju
lausana, un abstrakcijas proponentu, kas 20. gs. 50. gados
izcinija ceju mikslinieciskas izteiksmes brivibai, tomér,
no otras puses, vind ir .valsts makslinieks”, kura dailrade
kalpoja ideologijai. Oficiidla mikslas vésture gan jasmo par
Baki2u, tomér vina veidotie pieminekli, kas veltiti cipai
pret fagismu Horvitija, lield méra tika izpostiti 90. gadu
nacionilisma un antikomunisma uzplidos. Gan vietéja,
gan starptautiska Bakifa darbu recepcij ir vérojami ne
vien intensivas interpretacijas un kritiska vértéjuma
posmi, bet ari levérojami klusuma periodi un parrdvumi.
Tadéjadi recepcijas mainiga dinamika atklaj galvenas
problémas virkné _sociilistiskajam modernismam”
svarigu aspektu, ki ari nordda uz antisociilistisku

nostiju misdienu Horvitijas sabiedriba un butiskiem
jautdjumiem, kas raksturo “marginalim modernisma
formim" un rietumu modernisma narativa savstarpéjo
saistibu.

Jaundibinataja Dienvidslivijas Federativaja Republika

jau pasa sikuma modernismam raksturigis universala
progresa idejas sajaucds ar specifisku socidlisma izpratni,
veidojot potenciali radikala, eksperimentila modernisma
konceptu par excellence. Dienvidslavija bija seviski
interesanta kultiras telpa, kura dala no komunisma
politiskis un kultiras elites saskatija paraléles starp
modernisma mikslas un sociilisma emancipacijas
universalumu. Atbilstigi jaunajiem vésturiskajiem
apstakliem, kuros harmoniska, huméina sabiedriba bija

ne vien utopisks projekts, bet Dienvidslavijas socidlisma

primirais mérkis, tika formuléts specifisks modernisma
progresa modelis.

Jau 20. gs. 50, gados péc Dienvidslavijas atsacidanas

no PSRS aizbildnibas un izstidands no austrumu bloka
1948, gada ir vérojama arpolitikas atvérianas, ki arl
novéréanas no socidlistiska realisma doktrinas. Tomér
monumentilis télniecibas joma atvadas no socialistiska
realisma bija Joti lénas. Viens no batiskikajiem
notikumiem #aja procesd norisinajas 1953. gada, kad
tika noraidits Bakifa izstridatais Belgrada jeplinoti
Marksa un Engelsa pieminek]a projekts, ki atteikuma
iemeslu minot to, ka vina piedivataji marksisma téva
portreta bija izmantots "burfuizisks”, viegli kubistisks
izteiksmes veids; $is |lémums izraisija dedzigu diskusiju,
kura turpmik lzskangja dazidi viedokli. Tomeér tris gadus
péc & atgadijuma Bakifs ki viens no Dienvidslavijas
parstaviiem pledalijis 1956, gada Venécijas biennalé, kam
sekoja daliba Vispasaules izstadé Briselé 1958. gad4 un
1959. gadi vipa darbi tika izstaditi Denizes René galerija
Parizé, ka ari ieklauti izstadé Documenta utt. Sis izstades
ieziméja intensivu Bakica lidzdalibu starptautiskajis
makslas norisés, kas vainagojas ar ieklauganu vairakas
nozimigds modernas makslas antologijas, 60. gadi ir
uzskatami par Bakifa darbu starptautiskis un vietéjas
recepcijas virsotni, jo $aja laika ving izveidoja daudzus no
saviem butiskikajiem pieminekliem, kas veltiti cinai pret
fagismu.

Baki¢a monumentilajam skulptiaram raksturigis
neparastds lezimes skaidri atspogulo to, ka ;marginalas
modernisma formas” ne vien asimil#ja augsta rietumu
modernisma "universilo” mantojumu, bet ir uzskatimas
par $4 mantojuma lidzautorém, Musdienu skatijuma

ir butiski ievérot ne vien Baki¢a darbu ambivalento
percepciju un to, ka vina darbi ir lield méra iznicinati
problematiskas kultiiras politikas ietekmeé, kas pamatota
galvenokirt ar nacionalo identitati un ietver atteik3anos
no socidlisma un antifafisma mantojuma Horvitija,

bet ari starptautiska méroga aizmirstibu, kas skarusi
vina dailradi un ir raksturiga Rietumeiropas makslas
véstures galvenajiem virzieniem, runajot par tadiem
maksliniekiem, kuru darbiba caurméri nesaknojas
kapitalistiskas sistémas sirdi.

Tas, ka Bakiés, izmantojot vienu un to padu vizuilo
repertuiru, piedalijis gan globalas kosmopolitiskas
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IN CONJUNCTION, NOT AT ALL ACCIDENTAL

Natasa Ilic

I the last chapter of her Dreamworld and Catastrophe,
T ) susan Buck-Morss has referred to a seminar held
in October 1990 at the International University Centre
in Dubrovnik, which featured a number of distinguished
thinkers from both sides of the crumbling Iron Curtain,
such as Fredric Jameson, Boris Groys, and Slavoj Zizek.
The symptomatic choice of locality for this academic
‘confrontation’ of East and West must be viewed in

the context of the specific cultural position of socialist
Yugoslavia, which enabled rather free communication

on both sides of the Curtain. On the other hand, the
event was taking place only a year before the military
siege and shelling of that same town, which would
symbolically and factually mark the end of the project of
Yugoslavia as a ‘community of South Slavic peoples. In
those tumultous circumstances of the seminar, Buck-
Morss has seen the beginning of a hegemonic shift in
the perspective of intellectual discourse. [ts very title

~ Philosophical Problems in Postmodern Discourse - indicated
that postmodernism would no longer be seen as reserved
exclusively for capitalist cultures. The author has observed
that it confirmed the previously elaborated thoughts

on modernism as the common source of both social
systems, which also imposed the critical questioning of
Western modernism as an apparently non-hegemonic,
authonomous, and apolitical.

Precisely these specificities of Yugoslav “socialist
modernism,” characterized by the relative liberality of
system, openness of its borders, and free exchange of
ideas, as well as the possibility of encounters between
theoreticians and artists from the Eastern and Western
blocs, shape the basic context in which one should

view the work of the Croatian artist Vojin Baki¢ (1915-
1992). The pinnacle of Bakié's activity coincided both
chronologically and ideclogically with numerous
institutional platforms of progressive artistic and
philosophical activity in Yugoslavia. Among these, one
should mention the international art movement of New
Tendencies, based in Zagreb, in which Baki¢ was actively

participating, as well as the Praxis journal and the
summer school on the island of Koréula, where leading
Marxist philosophers from all over the world gathered
during the period from 1964 till1974. These and many
other phenomena of Yugoslav “socialist modernism”
had one thing in common: an ideal of socialism that was
more progressive than that of the bureaucratic power
apparatus.

Along with the numerous contradictions and tensions
caused by the problematic attitude towards the legacy of
the socialist project, present-day art history in Croatia
sees Bakic on the one hand as an “authentic” modernist
sculptor, a key figure in breaking with socialist realism
and a proponent of abstraction, who forged the paths
of freedom for artistic expression in the 1950s, and on
the other hand as a 'state artist' whose art was serving
ideology. Baki¢ has been highly acclaimed in official art
histories, yet his monuments honouring the anti-fascist
struggle in Croatia were largely devastated in the heat
of nationalism and anti-communism of the 90s. Both
local and international receptions of Baki¢'s work show
not only periods of intense interpretation and critical
appreciation, but also significant silences and breaks

in continuity. Thus, the dynamism of reception reveals
the key problems in a series of crucial moments within
“socialist modernism,” tangible anti-socialist sentiments
in contemporary Croatian society, and the crucial issues
in the relationship between “marginal modernisms” and
the narrative of Western modernism.

From the very beginnings of the newly founded state

of Federal People’s Republic of Yugoslavia, ideas of
universal modernist progress were interconnected with
the specific of socialism as a potentially
radical, experimental modernist concept par excellence.
Yugoslavia was particularly interesting as a cultural space
in which parts of communist political and cultural elite
recognized correspondences between the universalism
of modernist art and the universalism of socialist
emancipation. Articulation of the specific model of

modernist progress was performed so as to suit the new
historical conditions, in which the harmonious, humanist
society was not just a utopian projection, but the prime
objective of Yugoslav socialism.

As early as the 1950s, after breaking up with the
patronage of the USSR and Yugoslavia withdrawing from
the Eastern Block in 1948, one can observe the opening
of foreign policy and a detachment from the doctrine of
social realism. However, the rejection of social realism

in the field of monumental sculpture was happening
very slowly. One of the most important episodes in

that process took place in 1953, with the refusal of
Baki¢'s proposal for a monument to Marx and Engels

in Belgrade with an explanation that his portrayal of
the fathers of Marxism used a "burgeois”, mildly cubist
expression - which caused some fervent polemics and
diverse opinions. Nevertheless, only three years after that
incident, Bakié could participate at the Venice Biennale of
1956 as one of the representatives of Yugoslavia, followed
by the World Exhibition in Brussels in 1958, Denise Rene
Gallery in Paris in 1959, Documenta in 1959, etc. These
exhibitions marked an intense presence of Baki¢ on the
international scene, which culminated in his inclusion in
several seminal anthologies of modern art. The 60s may
be considered the summit of his international and local
reception, since it was then that he realized many of his
crucial monuments honouring anti-fascist resistence.
The exceptional character of Baki¢'s monumental
sculpture articulates the fact that marginal modernisms
were not just assimilating the "universal” legacy of high
modernism in the West; they should rather be considered
as its equivalent creators. From today’s perspective, it

is important to take notice not only of the ambivalent
perception of Baki¢'s work and the devastation of his
opus, caused by the problematic cultural policy based
primarily on national identity and the rejection of the
legacy of socialism and anti-fascism in Croatia, but

also of the international oblivion that befell his work,
which is indicative of the attitude of Western European
art-historical mainstream towards those artists whose
activity, except in some expectional breakthroughs, does
not evolve in the heart of capitalist system.

The fact that Baki¢ both in the creation of

a global cosmopolitan identity and the formation of
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identitates izveide, gan kolektivis atminas veidosana
socidlistiskaji Dienvidslivija, atklaj modernisma isto seju,
noradot uz ti dabiskajam pretrunim, Pladi izplatitais
revizionistiskais skatijums uz makslas vésturi péckara
Dienvidslivijas abstrakcija ienes tendenci Latjaunot
piederibas sajitu Rietumeiropas kultiras lokam”,
modernismu savi zina uzltkojot ki “burfuiziskis”™
kultdras turpindjumu. Tomér $ids skatijums neietver
izpratni par to, ka tiesi 5 burfuaziska, uz akadémismu
vérstd tradiciondlisma kultira stingri pretojas jebkidam
modernisma tendencém un ka modernisms atbalsta
socialds pirmaipas, budams ideologiski tuviks
socialisma projektam, nevis burduaziskajai kultirai.
lzglitotd komunista prats modernisma abstrakcija
saskatija radniecibu ar modernis emancipacijas
politikas universilismu. Bakiéa dailrade ir viens

no neparprotamikajiem sociilistiski modernisma
piemériem, kurd idejas par modernismam raksturigo
universilo progresu sajaucas ar specifisku izpratni

par sociilismu ka potenciili radikalu, eksperimentalu
modernisma konceptu.

2007. gada Zagreba, gatavojot Vojina Bakiéa izstadi
galerija Nova Gallery, lidztekus vélmei iedibinat kritisku
perspektivu, misu mérkis bija rosinat pirmainas, lai
sekmétu at3kirigu Bakica atstita kultiras mantojuma
vértéjumu un jaunu skatijumu uz vina veidotajim
skulptiiram un pieminekliem. Péc vairik neka 40 gadu
partraukuma ta bija pirma Bakiéa solo izstide, kas
problematizéja vina kultiiras mantojuma méreno
nemanamibu viet#ja konteksta. No Bakifu gimenes
kolekcijas aizgito darbu izlase galvenokart bija apskatima
vien caur galerijas skatlogiem, vairikas reizes nedala
piedivijot ekskursijas gida pavadiba. Atseviski telpa
izvietots, pastivigi pieejams arhivs bija 3is izstades
neatnemama sastivdala tis mérkis bija ieklaut Bakita
daijradi plagaka konteksta. Sids izstades pasniegianas
veids, makslas darbiem atrodoties slégta galerija, nebija
provokicija vai padpietickama organizatoriska stratégija,
to drizik noteica bezpe|nas galerijas reilie infrastruktiras
un finandu ierobe2ojumi.

Izstade Austrijas pilsétas Gracas Makslas apvienibas
telpas ir butisks posms pasreizéja procesa, kura noluks
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collective memory in socialist Yugoslavia by using the
same visual repertoire reveals the true face of modernism,
pointing to its inherent contradictions. The current,
revisionist art-historical view inscribes into the post-
WW?2 Yugoslav abstraction a tendency of “restoring the
sense of belonging to the Western European cultural
circle” and understands modernism as a sort of continuity
of the “bourgeois” culture. But this view fails to
comprehend the fact that it was precisely that bourgeois,
traditionalist culture, prone to academism, which strongly
resisted all modernistic tendencies, and that modernism
endorsed social change, since it was ideologically closer

to the socialist project than to bourgeois culture. The
enlightened communist consciousness saw modernist
abstraction as something close to the universalism of its
modern emancipatory politics. Baki¢'s work is among the
most manifest examples of socialist modernism, in which
the ideas of universal modernist progress have been
permeated with a specific understanding of socialism as a
potentially radical, experimental modernist concept.

While preparing the exhibition of Vojin Baki¢ at Nova
Gallery in Zagreb in 2007, our wish was, besides
establishing a critical perspective, to initiate a process

of change, to promote a different evaluation of his

legacy and a new attitude towards his sculptures and
monuments. [t was his first solo exhibition after more
than 40 years and it problematized the semi-visible state
of his legacy in the local context. The selection of his
works, borrowed from the collection of Bakic's family,
could be seen only from the outside, through the gallery's
windows, and several times a week the doors were opened
for the guided tours. A permanently accessible archive,
placed in a separate room, formed an integral part of

the exhibition and its role was to place Baki¢'s work in a
broader context. That way of presenting art inside a closed
gallery was not an act of provocation or self-sufficient
curating strategy, but was rather enforced by the actual
infrastructural and financial limitations of a non-proft

gallery.
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part of the ongoing process of re-establishing the broken
continuities. It is the first extensive international

ir atjaunot parrauto péctecibu. Ta ir pirma plasa
starptautiska Baki¢a darbu izstide kop# laika, kad

vind pats aktivi iesaistijas starptautiskajas makslas
norisés 50, un 60. gados, tomér 31 izstide nav ieceréta

ki retrospekcija un ta nav veidota ar mérki paradit

visus autora darbus. Zagrebas izstade aizskara daZas
problémas, kas saistitas ar viet#jim makslas institicijam,
to nepietickamo funkcionalitati, saspringtajam attiecibam
starp nacionalo kultiru un tis starptautiskajam iespéjam,
ka ari problematisko attieksmi pret vésturi, tadéjadi
konceptuili piesaucot jédziena _probléma” sikotnéjo
jégu, savukirt Gricas izstade ir uzpémusi citu kursu. Péc
Gricas Mikslas apvienibas kuratora un vaditija Sérena
Grammela ierosmes darbus bija ieceréts pasniegt ta, lai
Bakiéa solo izstide kontekstuili un telpiski ieskautu citu
izstadi, kura aplokojami vairdku musdienu makslinieku

- Lukas Freja, Marinas Igonjé un Sona Snaidera — darbi,
kuru kopsaucéjs ir dazidu modernisma aspektu izpéte.
lzstade ir veidota ka saistibas atjaunodanas akts - dazidu
“elementu” apvienodana un savstarpéja sasaiste laika

un telpa.Saja procesa Vojina Bakifa daijrade sava zipd ir
kopiga enkurvieta, vina izstidém klastot par tpasi veidotu
atskaites punktu,

Piedavijot konkrétu darbu izlasi, més véléjamies ka
tematiski, ti morfologiski uzsvért Bakiéa dailrades
galvenos raksturlielumus, aptverot gandriz visus

vina makslinieciskis darbibas posmus, ieklaujot

ari neskaitimas antologiskas skulptiras un

piemineklu modelus. Tadéjadi izstades mérkis ir

netiedi tematizét makslas un ideologijas dinamisko

un miksligo pretstatijumu. Kida ir modernisma

nozime masdienu pasaulé? Ka caur socilistiska
modernisma prizmu iespéjams aplakot & makslas
virziena daZidis trajektorijas? Kida ir formas un
ideologijas savstarpéja saikne? Ka uzskatu esencialisms
attieciba uz Austrumeiropas makslas kvalitati ir saistits
ar "universilis” abstrakcijas valodas pieredzi? Kada

veidi modernisma jédzienu atkariba no konkrétajiem
vésturiskajiem un kultiras faktoriem var attiecinat

uz savstarpéji pretéjim tendencém? Ka aplakot

%os jautajumus ar izstades starpniecibu? Kada ir

kultiras darbinieku pozicija $aja procesa? Sie ir dadi

no jautdjumiem, ko vélamies uzdot ar iis izstides
starpniecibu. Tikai no ideologijas brivi Baki¢a darbi

presentation of Baki¢'s work since the time of his
strong presence on the international art scene in the
50s and 60s, but it is not meant to be a retrospective
and it does not seek to present all of his work. While
Zagreb exhibition touched upon some problems of
local art institutions and their lack of functionality, of
tensed relationship between national culture and its
international options, and of the problematic attitude
towards history, thus conceptually invoking the
original significance of the term “problem” (to throw

ing before someone), the exhibition in Graz has
consciously taken a different direction. Initiated by the
curator and manager of Kunstverein, Séren Grammel,
the presentation has been conceived in such a way that
Baki¢'s solo exhibition will establish a contextual and
spatial framework for the subsequent presentation
of several contemporary artists — Luca Frei, Marina
Hugonnier i Sean Snyder - whose common denominator
consists of investigation of various aspects of modernism.
The exhibition has been created as an act of repeated
conjunction — a state of associating and linking various
“elements” in space and time. In that process, the art
of Vojin Baki¢ has functioned as a sort of common
anchorage, his exhibition being a construed reference point.
With our selection of exhibits, we wished to indicate
the fundamental determinants of Baki¢’s work, both
thematically and morphologically, covering almost all
phases of his opus, including numerous anthological
sculptures and monument models. Thus, the exhibition
seeks to thematize indirectly the fickle and construed
confrontations of art and ideologies. What is the place of
modernism in the contemporary world? In which ways
can one consider its various trajectories through the
prysm of socialist modernism? What is the relationship
between form and ideology? How does the essentialism
of views on the "Eastern European quality” of art
relate to the experience of the "universal” language of
abstraction? In which way is modernism, depending on
its specific historical and cultural determinants, able to
denote mutually opposite tendencies? How should one
address these issues in an exhibition format? What is
the position of cultural workers in this process? - these
are some of the questions that we wish to raise with this
exhibition. Only apparently void of all ideological “cargo”.

funkcioné telpa ki nozimes fragmenti, ieziméjot pladaku
kontiiru kolektivajai attieksmei pret modernismu.
Plagika konteksta §i izstade ari netiedi, bet nenoliedzami
atsaucas uz jautdjumiem, kas saistiti ar “marginalu
modernisma formu® ieklaufanu un integriciju rietumu
maikslas véstures narativd, ka ari im “kanonizicijas”
procesam raksturigo simptomatisko izslégianu un
cenziiru. Horvatijas gadfjuma makslas norisu vértéjuma
avots biezi ir bijusi tiedi Austrija, kam geografiska
novietojuma dél ir vésturiska un finansiila saikne

ar attiecigo makslas scénu un kas - kaut ari ne bez
hegemoniskam atskapim - ir tiekusies “revitalizét” un
parskatit Austrumeiropas makslas kapitilu. Tadéjadi
izvéle par labu Gracai ki vietai, kur Bakica dailrade

no jauna piedzivo starptautisku atzinibu, ir drizak
simboliska, nevis nejausa.

LR
Baki¢'s works function in space as fragments of meaning,
drawing a wider outline of collective attitude towards
modernism.

Viewed in a broader context, this exhibition is also
indirectly, but inexorably referring to the issues of
inclusion and integration of "“marginal modernisms” into
the Western narrative of art history, as well as to the
symptomatic exclusions and censorship in this process
of ‘canonization’. In case of the Croatian art scene, the
evaluation channel has often had its source precisely in
Austria, which has, owing to its vicinity, historical ties,
and financial output, though not free of hegemonic
resonances, “revitalized” and reassessed the cultural
capital of Eastern Europe. And that makes Graz, as the
site of international reaffirmation of Bakié’s work, a
symbolic choice rather than an "accidental” one.



