Impossible Identity and Instability of Representational Forms
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Questions about relations between art and politics, and possibilities for art to play a critical role in our
post-political era, are again on the agenda today. Like Documenta, and the Berlin Biennial, a recent event
“Truth is Concrete” - a 24/7 marathon camp on artistic strategies in politics, and political strategies in art
(Steirischer Herbst Festival Graz - 2012) - brought together various artists and theorists to debate this issue,
among others Chantal Moufte, Oliver Marchart, Michelangelo Pistoletto and Charles Esche. Against the
mainstream view which separates art and politics, political theorist Chantal Mouffe advocates constitu-

tive and inevitable relation between them. Drawing upon Gramsci’s notion of “common sense”, which is
“thought through culture”, Mouffe (2012, p. 10) ascribes the arts a focal point in our construction of reality.
Our discursively constructed reality, she says, implies power relations which cultural practices either sus-
tain, or challenge by calling upon dislocation of the current hegemonic order (Moufte 2007). In this regard,
it is possible for us to conceive how cultural practice that starts from the non-conformist position, becomes
a part of the dominant artistico-political system: it challenges particular hegemonic order and transforms it
by creating new forms of subjectivity. It is precisely at this point that the political dimension of art is re-
vealed.

Towards politics of agonistic pluralism

Kaludjerovi¢’s oeuvre should be most likely envisaged in this light. His work possesses overall logic to
challenge a given symbolic order through the recognition of eventual recurrences, and to try to reveal their
(un)truth by questioning memory, power of capital, and stability of representational forms. In this regard,
he references cultural exemplars from the 1970’s onwards — within the specific socio-political condition of
“bourgeois socialism” in former Yugoslavia - to raise time and again, questions about values of present time,
for the generations to come. In the repository of childhood, that is the abundant symbolic register wherein
our “impossible identity” appears, Kaludjerovi¢ seeks those socially constructed objects we once identified
with in favour of our present fantasmatic reality. He takes us on a journey through the world of cartoons,
comic books, fairy tales, shopping magazines, toys and playgrounds, in attempt to recover his identity
formation. Employing subversive visual methods, he locates the origin of the “inherent” character of the
dominant power mechanisms of our present time and identity construction, as driven by the laws of capital.
By illustrating how once dominant representational forms dislocated from their hegemonic position, that

is partially detached from the dominant politics, may still challenge our reality, Kaludjerovi¢ acknowledges
that every hegemonic socio-symbolic order, although temporary, does not disappear by being dislocated. Its
existence continues in contestation with other representational forms, that is, in Lefort’s (1988) terminology,
within “the regime” that confirms the plural, agonistic and transformative nature of the society. According
to Mouffe (1993, p. 77), the identity of such a precarious society exists within a diversity of discourses, tem-
porarily fixed at the point of intersection of multiplicity of subject positions and in continuous process of
identification. This is relational and, I would suggest an even more precise term, contingent identity. In this
regard, it is possible for us to envisage how Kaludjerovi¢ “confronts the social untruth embedded in cultural
artefacts in order to set free the potential truth that is also latent in them” (Ray in Stavrakakis 2012, p. 553),
and that was subjugated to the dominant knowledge forms of economies and history at a particular



moment. Thereby, he reassesses rearticulation of contingent artistic practices and ontology of the arts on the
one hand, and identity construction on the other.

Towards ethics of the real

The main subjects of Kaludjerovi¢’s work, are the conjunction between consumerism and childhood,
through which identity formation and stability of representational forms are questioned. His paintings,
drawings, objects, videos and installations, are inspired by children’s books and cartoons, and advertise-
ments that used to place children at the kernel of consumerism. For example, the series of carbon paper
drawings on toilet paper (1997) illustrate scenes and characters from the novels, The Three Little Pigs, The
Wizard of Oz, Hansel and Gretel and alike; paintings from the series Can I Change My Career for a Little
Fun? (Love and Rockets, 2007; Stripe Boy, 2009) relate to contemporary products of pop culture, namely the
Happy Tree Friends cartoon; children posing for underwear advertisements, from the cycle The Future Be-
longs To Us (Pinocchio Boy, 2003), find references in the 1970’s and 1980’s shopping catalogues; while, Oscar
Wildes’s fairy tale Happy Prince, subserved as a pretext for the series of drawings titled Fear, Selfishness,
Power, Indigo (Power), Mud, Rich, Corporation (2012). These works show how children, through identifica-
tion with objects from their childhood, are immersed in cultures of consumption in such a way that every
aspect of their lives is touched by a buy-and-consume mode. Kaludjerovi¢ finds it necessary to examine

the impact of consumerism in order to assess identity formation and development in youth. Behind once
carefree childhood, filled with funny games, tender stories and cheerful idols, he locates frightening and
threatening forces, that are than disclosed in the titles, themes, tones and motives of his work. For example,
while outlining Oscar Wilde’s Happy Prince on six panels, Kaludjerovi¢ highlights the words “fear, selfish-
ness, power, mud, rich and corporation”, to draw attention to potential narratives and messages that may lay
covert. Such collusive sensations that are often hidden behind attractively designed and popular products,
reveal manipulating and coercive disciplinary power of a dominant universalist order, aimed at sustaining,
through capital and consumerism, an image of a coherent and homogenous society. This practice shows
how neoliberalism suspends differences through abstraction; by converting them into sets of preferences,
that is taste, which judges what is good and what is bad (Chakrabarty 2007, p. 48). This way, neoliberalism
employs moral imperatives that are not adequate for thinking about ethics and politics anymore, precisely
because they engage antagonism by debating what is good and what is bad. Instead, the idea of dislocating
and multiplying “good” rather than trying to reach a harmony of it (Stavrakakis 1999, p. 131), may pro-
vide an opportunity for the ethics of disharmony, a project which Alenka Zupanci¢ (2000) elaborated in
her book Ethics of the Real. Overcoming moral imperatives, which are a result of a traditional distinction
between good and bad, these ethics strive to recognise “the lack” in the Other (Lacan) as a new bond among
citizens (Zupancic¢ 2000, p. 41), and recognize us as divided, heterogenous and agonistic subjects. This is
what Kaludjerovi¢’s work engages with. By evoking sensations of unease and discomfort, through the mul-
tiplication of attractive and seductive popular motives, and by stressing the ambiguous character of repre-
sented forms and objects, his “images” underline how innumerous material messages encourage purchasing
behaviour and consumption, in order to sustain a unifying subject of the liberal hegemonic order. By point-
ing to these (sometimes) hidden, however deeply embedded conventions within our reality, Kaludjerovi¢
calls for the dislocation of the existing political order, by moving towards a critic of the dominant symbolic
order. This movement aims “to thematise our own attachment [...] to servitude’, to acknowledge precarious
character of every symbolic construction (Stavrakakis 2012, p. 565) and recognise the other as a condition
for a personal freedom. His work suggests a need for a transformation act to be undertaken already in the
childhood, in order to “decolonize” it from the dominant politics and economic logic.



Kaludjerovi¢ inquiry into the subject of identity and sociability, is not random or isolated from the specif-
ic socio-politic context of former Yugoslavia, where he spent his youth. For example, the print What Did
Tomorrow Bring Us? (2001) shows the artist’s parents, photographed in the 1970’s, on a bridge, most likely
taken during the time of popular journeys to the innumerous sites of ‘natural beauty of Yugoslavia. It actual-
ly consists of two pictures put together showing exactly the same place - on the left is a picture of the artist’s
mother taken by his father, who is to be seen on the right side, photographed by the artist’s mother. How-
ever, the subject of this photo-montage moves beyond a quest for the artist’s origin, or remnants of a past
that influenced construction of his symbolic identity and sociability. It makes us question those forces that
lead to a break up of an idea, that is, a displacement of a specific social order. In this particular case, we are
witnessing an instability of a social order once associated with the idea of a unity constituted on the basis of
a ethnic, cultural and religious diversity in former Yugoslavia.

Towards a dislocation of neoliberalism

For his solo show at Galerie Van De Weghe in Antwerpen, Kaludjerovi¢ has produced an installation that
immerses an image of L. Frank Baum’s, Tin Man, from the Wonderful Wizard of Oz (1900), with a children’s
swing. In the manner of his previous projects, this piece too reflects the artist’s inquiry into (in)stability,

that is, the truth of representational forms. This installation with two arm-like beams, bearing a swing on
one, and a video on the other, has the head of the frightening, although smiling, face of the Baum’s char-
acter. Initially associated with the carefree childhood (interpreted by way of the swing), this installation,
upon secondary reading, evokes the sensation of the lack of self-confidence and instability, typical for all

the characters of this novel - for Scarecrow and Cowardly Lion as much as for Tin Man himself. This feeling
is confirmed in the video Keine Angst vor kleinen Tieren (No Fear from Small Animals) from 2004, which

is projected on a hanging panel and establishes a(n) (in)balance with the empty swing on the opposite side
of the beam. In the video, almost in stillness, three kids are restaging the scene on a poster-advertisement
for children’s garments, visible behind them. The poster bears the same title Keine Angst vor kleinen Tieren
originally published in the German fashion magazine Burda, at the beginning of the 1980’s. On this poster,
three kids are dressed up in rabbit, cat and dog pattern rompers. A boy and a girl are standing, and the boy
is pushing a carrot into the mouth of a second girl who is sitting between them. This scene, once accepted

as an appropriate image of commodity, restaged in a contemporary context, reveals explicit sexual allusions.
Keine Angst vor kleinen Tieren emphasizes the instability of representational forms, by setting free a potential
truth hidden under cultural artefacts, thereby revealing politics and economic forces that had once estab-
lished a social order. In other words, it shows how art participates in representation’s “submission of subjec-
tivity” under modern structures of power (Foucault 1995). In this regard, it is possible for us to conceive that
power lies in the constructed symbolic order of the dominant ideologies, rather than in the representational
form itself. This argument is reminiscent of Lacan’s writing on signifier. According to Lacan, a signifier is the
locus of the power, that offers to the subject/object stable representation through identification. However,
identification is to be established within unstable and transformative politics, ideologies and other socially
constructed objects, meaning that the subject/object is constitutive of socio-political life that is temporary,
uncertain and transformative. In accordance, the empty swing, hanging opposite the video, may suggest a
signified place which appears as the locus of the power that, according to Lefort (1988, p. 17), remains an
empty space only to be temporarily occupied, in order to challenge and dislocate a dominant order sym-
bolized here, by the video projected on the other side of the beam. Several questions arise here: what is this
empty place to be filled with and to what degree are we able to decide about its truth? Which representation-
al form does it anticipate? The artist himself has already suggested a potential answer to these questions.



In order to draw attention to it I will paraphrase the titles of one of the artist’s pieces and one of his series,
What Did Tomorrow Bring Us? and The Future Belongs To Us: it is the future that brought us, that (still)
belongs to us; and it is to be anticipated in our present time, as a prospect of continuous re-institution
and dislocation, which is to be an engine for a particular kind of sensitivity.

Most of Kaludjerovi¢’s work employs a process of creating patterns, simulating mechanical reproduction;
either when he manually outlines Oscar Wilde fairy tale Happy Prince on 6 panels, repeats a single motif
of Pinocchio to create a fond for a drawing (Pinocchio Boy, 2003), or records the song Je suis malade
(2008 - ) time and again. Filmed in the same fashion, the Je Suis Malade videos, feature a child striking
the same pose in front of a dark backdrop. A boy or a girl performs Serge Lama’s famous song Je suis
malade, from 1973. The song is always performed in the original French, although the children are not
familiar with the language. This piece of art, produced through multiplication of “the same” audio-visual
motif, does not only assert how “goods know no language’, it also tells the story about a childhood that
anticipates adulthood, through the process of identification with the world of parents. The act of repe-
tition and multiplication of motives that is often present in Kaludjerovi¢’s work, just like in the video Je
Suis Malade, indicates those forces that aim at sustaining a social concept of totality and homogeneity,
embedded in popular culture and the constructed symbolic order. However, by introducing slight varia-
tions, within the process of reiteration of particular motives, Kaludjerovi¢ asserts difference at the core of
repetition.

Towards mobilisation of passions

At the heart of Kaludjerovi¢’s work are sensations of unease and discomfort, that however, does not
appear only as a result of repetition, but also as a response to the tone evoked by the empty playgrounds,
lascivious and isolated children’s portraits, frightening atmosphere, and old objects that were to be found
in the playgrounds from the artist’s childhood. Such provocative, and sometimes disturbing senses, are
designed to mobilize passions, sentiments and language games, in order to provide the conditions for
the political project, whose goal is to establish unity, out of conflictual nature and diversity. Such a proj-
ect, advocated by Chantal Mouffe and Ernesto Laclau from their book Hegemony and Socialist Strategy
(1985), acknowledges that alterity and otherness are irreducible, that society as a homogeneous totality
is impossible, and that different forces are to be in contestation acknowledging the idea of a dislocated
and multiplied conception of “good”. Kaludjerovi¢’s work transforms the subjectivity of the observer by
introducing sensations of unease and discomfort whilst remaining aesthetically enjoyable. The subject
that Kaludjerovi¢ calls for through his oeuvre is divided and dependent on various subject positions and
therefore contingent. It struggles to understand its own attachments to the servitude, in order to never
again become fixed in a closed system. Through recycling his own “painterly” motives, and indeed his
entire oeuvre, the artist further accentuates this process.
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WubazneEcy umetniks | Galerde Vian Da Vehe, Antverpen

Nemoguci identitet i nestabilnost
reprezentacionih formi u radu

Dejana Kaluderovica

KA REPOLITIZACIJI UMETNODSTI

Pitanja koja se titu odnosa izmedu umetnosti | politike, kao | mogué-
nosti da umetnost igra kriticky viogu v nasem post-politickom dobu,
ponovo su na dnevnom redw. Kao Dokumenta | Berlinsko Bijanale, |
dvadesetéetvorotasavni maratonski kamp o umetnickim strategijama
u politic | politiEkim strategijama u umetnosti JIsting je konkret

na” [Steirischer Herbst Festival, Grac 2012] - okupio je urmetnike |
teoretiGare iz razlicitlh delova svets da raspravijaju o ovom pitanju.
Medu njima su, izmedu ostalib, bili Santal Muf [Chantal Mouffe],

Dliver Marhart [Qliver Marchart), Mikelandelo Pistoleto [Michelangelo

Goron Petrovic

Pistolletta] i Carls ESe [Charles Esche). Nasuprot daminantre struje
koja razdvaja umetnost | politiku, politicka teoreticarka Santal Muf za
gavara konstitutivan | neizbeZan odnos izmedu njih. Dslanjajuci se na
Gram&ijevu ideju o zdravom razumu” o kome se Jrazmislja kroz kul-
turu”, ona smatra da je umetnost centralna tacka u nadaj kanstrukelji
realnosti (Muf 2012, 10). Nasa diskurzivno izgradena realnost, kaze
Muf, podrazumeva odnose modl koje kulturne prakse il podriavaju

ili psporavaju time $to pozivaju na dislokaciju trenutnog hegemo-
niskog poretka [Muf 2007]. U vezi sa tim, mogucée je zamisliti kako
kulturna praksa koja podinje od nekonformisticke pozicije, postaje deo
dominantnoag [umetnickog] sistema: ona dovodi u pitanje odredenu
hegemoniju i transformise je tako Sto stvara nove forme subjektivio-

stl, Upravo se tu otkriva politicka dimenzija umetnosti.

ARTCENTHALA



iluderovicevo umetnicko stvaralastvo bilo bi najpogodnije razma-

ati iz ove perspektive. Njegovo delo poseduje sveobuhvatnu logiku
preispitivanju datog simbolickog poretka kroz prepoznavanje ponay-
jjucih dogadaja | pokudaju da razotkrije njihove [ne]istine praispiti-
injem memaorije, modi kapitala i stabilnosti reprezentacionih formi
vezi sa tim, on se poziva na kulturne primere od 1970ih pa nadalje
unutar odredenih socio-politickih uslova .burZoaskog socijalizma” u
v30] Jugoslaviji - kako bi iznova postavljao pitanja o perspektivama
idasnjeg vremena za generacije koje dolaze. U riznici detinjstva kao
lilnog simbolickog zapisa unutar kojeqg s& pojavljuje nas .nemogu-
identitet”, Kaluderovic istraZuje one socijalno izgradene objekte

1 kojima smo se nekada identifikovali zarad trenutne opsenarske
alnosti. On nas vodi na putavanje kroz svet crtanih filmava, stripova,
sjki, prodajnih kataloga, igracaka i dedijih igralista u pokusaju da po-
ati svoju individuaciju. U postupku, Kaluderovic se sludi subverzivnim
zuelnim metodama da bi locirao poreklo Jinherentnog” karaktera
wminantnih mehanizama modi danasnjice | izgradnje identitets ona-
1 kaka su ih uslovili zakoni kapitala. llustrujuci kako jednom domi-
intne reprezentacione forme dislocirane iz svoje pozicije hegermaoni-
. koja je delimiéno odvojena od dominantne politike, mogu jo3 uvek

s dovedu u pitanje nadu realnost, Kaluderovié potvrduje da svaki
:gemonijski socio-simbolicki poredak, iako priviermen, ne nestaje

ko Sto ga dislocirarno. Njegovo postojanje se nastavlja kroz borbu sa
ugim reprezentacionim formama, odnosno, Leforovim [1988] [Le
rt] redima, unutar reZima” koji potvrduje viSestruku, takmicarsku i
ansformisucu prirodu drustva, Prema Mufovoj [1993, 771, identitet
kvag neizvesnog drutva postoji unutar razlicitih diskursa koji su
renutno utvrdeni na mestu preseka mnostva pozicija subjekta” i

| neprekidnom procesu identifikacije”. Ovo je relacioni i, sugerizan

h moida jos adekvatniji termin, kontingentni identitet, U vezi sa

T, moguée nam je da zamislimo kako se Kaluderovic .suocava sa
1cijalnim neistinama koje su ugradene u kulturne artefakte kako bi
sdlobodio potencijalnu istinu koja je takode skrivena u njima” [Rej u
avrakakis 2012, p. 553] i koje su bile podvrgnute jednostranim, via
jjucim formama znanja, ekonomije i istorije. u odredenom trenuthku.
3 taj natin, on preispituje reartikulacije neizvesnih umetnickih praksi

intologiju umetnosti s jedne i izgradnju identiteta sa druge strane.

A ETICI REALNOG

avne teme Kaluderovicevog rada jesu spoj konzumerizma i deting-
va kroz koje preispituje formiranje identiteta i stabilnost reprezen
icionih farmi. Njegove slike, crte#i, objekti, video radovi i instalacije
spirisani su dedijim knjigama, crtanim filmovima i reklamama koje

1 decu stavljale u srZ konzumerizma. Na primer, serija indigo crteia

TCENTAALA

na toalet papiru [1997] ilustruje scene i likove iz bajki Tri proseta,

Carobnjak iz Oza, ica i Marica i drugih; slike iz serije Con | change my
coreer for a little fun? [Love and Rockets, 2007 Stripe Boy, 2003] od
nose se na savremens proizvode pop kulture, pre svega na criani film
Srecni sumski prijotelji; deca koja poziraju u reklamama za donji ves

iz ciklusa The Future Belangs to Us [Decak Pinokio, 2003), aludiraju
na kataloge za kupovinu iz 1970ih i 1980ih, dok je bajka Oskara Vajlda
Srecni prine, posiuila kao izgovar za seriju crteda pod nazivom Fear,
Selfishness, Power, Indigo [Power], Mud, Rich, Corparation [2012].

Owvi radovi pokazuju kako su deca, kroz identifikaciju sa objektima iz
svog detinjstva, uronjens u potrosacke kulture tako da je svaki aspekt
njihovih Zivota dotaknut ovim modusom kupovine i potro3nje. Kalude-
rovic smatra da je neophodno prouditi uticaj konzumerizma kako bi
procenili farmiranje i razvaj identiteta w mladosti. Iza nekada bezbrii-
nog detinjstva ispunjenog Zabavnim igrama, neZnim pricama i veselim
idolima, on pronalazi zastraujuce | pretece sile koje zatim obeloda-
njuje u nazivima, temama, tonovima i mativima svog dela, Na primer,
dok ispisuje Srecnog princa Oskara Vajlda na $est panela, Kaluderovic
istite redi .strah, sebitnost, moc, blato, bogatstvo i korporacija” kako

bi skrenuo painju na potencijalne skrivene narative | poruke. Ovako

s



ug

varljive senzacije, koje su éesto skrivene iza priviaéno dizajniranih i
popularnih proizvoda, otkrivaju manipulativo i prisilnu disciplinsko
moé viadajuéeg univerzalistickog poretka, €iji je cilj da preko kapitala
i kanzumerizma odriava sliku koherentnog | homogenog drustva.

Ova praksa pokazuje kako neoliberalizam zaustavlja razlicitosti kroz
apstrakeiju time Sto ih pretvara u skupove preferencija, odnosno
ukus koji rasuduje 4ta je dobro, a 4ta loge [Cakrabartri 2007, p. 48],

Il raspravi o tome 5ta je dobro, @ 5ta loSe, neoliberalizam se sluii
maoralnim imperativima koji vie nisu pogodni za razmisljanje o etici

| politici, upravo zato Sto prizivaju antagonizam. Umesto toga, ideja
dislociranja i umnoZavanja .dobrog™ pre nego pokusaj da se dosegne
njegova harmonija [Stavrakakis 1999, p. 131] moZe pruZit priliku
etici disharmonije, projekat kaji Alenka Zupancit [2000] elaborira u
knjizi Ethics of the Reol, Prevazilazedl moralna nacela koja nasta

ju kao posledica tradicionalne podele izmedu dobrog i loSeq. etika
realnog te#i da prepozna .manjak” u Orugom [Lakan] kao novu vezu
medu gradanima [Zupanéit 2000, p. 41), i time, subjekt kao podeljen,
heterogen i kompetitivan. Drugim reéima, etika realnog tedi da potvrdi
neizvestan ifill kontingentan karakter identiteta. Time se Kaluderovic
bavi u svojim radovima. Budeci senzacije nelagode i nemira umno-
Zavanjem privliacnih i zavodljivih popularnih maotiva | naglagavajuci
dvosmislien karakter predstavijenin formi i objekata, njegove .slike”
isticw kako bezhrojne materijalne poruke ohrabruju potrogacko po
nasanje i kanzumiranje kako bi odrZali objedinjavajuce bice liberalnog
hegemaonijskog poretka. Ukazujudi na ove [ponekad] skrivene, koliko
god duboko utisnute kanvencije unutar nase realnosti, Kaluderovic
poziva na dislokaciju postojeceg polititkog poretka, time $to éemo se
okrenuti ka kritici dominantnog simbolitkog pokreta. Ovaj pokret ima
za cilj .da istakne sopstvenu privrzenost [...] robovanju®, uvaii neizve-
sni karakter svake simbolicke konstrukeije [Stavrakakis 2012, p. 565]
i prepozna Orugog kao uslov ligne slobode. Njegova delo predlaze
potrebu da se preduzme &in transformacije jos u detinjstvu kako bi se

ono .dekolonizovalo™ od viadajuce politike | ekonomske logike.

Kaluderoviceva istraZivanje teme identiteta i druStvenosti nije
nasurmiénao ili Izolovano od specifiénog socio-politickog konteksta
bivie Jugoslavije u kajoj je proveo mladost. Na primer, print Whaot Did
Tomorraw Bring Us? [2012] prikazuje umetnikove roditelje, fotogra
fisarne 1970ih, na mostu, verovatno tokom popularnib putovanja na
mnogobrojna mesta ‘prirodnih lepota Jugoslavije'. Ona se zaprava
sastoji od dve sastavijene fotografije koje pokazuju jedno isto mesto
- 5a |eve strane je fotografija umetnikove majke, koju je napravio
njegov otac, koji se vidi sa desne strane na fotografji koju je napravila
umetnikova majka. Tema ove fotomontaZe ide, pak, dalje od potrage
za umetnikovim poreklom i ostacima proslosti koja je uticala na
izgradnju njegovoq simbolickog identiteta i drustvenosti. Tera nas

da preispitamo one sile koje vode raspadu ideje, odnosno, dislokac]i

odredenoq socijalnog poretka. U ovorn konkretnom slugaju svedoci

smo nestabilnosti socijalnog poretka koji je nekada bio povezivan
54 idejorn jedinstva baziranog na etnickaoj, kulturaleSko] i religioznoj

razliGitosti u bivioj Jugoslaviji.
KA DISLOKACIJI NEDLIBERALIZMA

Za ne tako davno odrianu samostalnu izleZbu u Antverpenu [Galerija
Van Oe Vehe, 2013). Kaluderovic je napravio instalaciju koja spaja sliku
L. Frenka Bauma, Limenko iz Corobnjoko iz Dzo [1900] sa deéijom
ljuljaskom. U stilu ranijin projekata, i ovo delo odrazava umetnikovo
ispitivanje [ne]sigurnosti, odnosno, istine reprezentacionih formi. Ova
instalacija sa dve grede koje, poput ruku, na jednoj nose ljuljagku, a na
drugoj video rad, ima glavu zastrasujuceq, iako nasmejanog lica Bau
movog lika. lako nas u poéetku podseca na bezbrizno detinjstvo [zbog
ljuljaske]. ova instalacija, na drugl pogled, budi oseéanje nedostatka
samopouzdanja | nestabilnosti, koje je tipiéno za sve likove ovog roma-
na - za Strasilo i Plaljivog lava, kao i za samog Limenka. Ovo osecanje
potvrdeno je u video radu Keine Angst vor kleinen Tieren [Nerma stroha
od malih Zivotinja] iz 2004, godine, koji je projektovan na visedi panel

| uspostavlja [ne]ravnoteiu sa praznom ljuljaskom sa druge strane
grede. U video radu, skoro nepomiéno, troje dece oponasaju scenu

53 postera kojl reklamira deéiju garderobu, a koji je vidljiv iza njin, Na
postery je ispisan isti naslov Keine Angst vor klginen Tieren koji je
prvobitno objavijen o nemackom modnom casopisu Burdo podetkom
1980ih. Na ovorn posteru, troje dece obuceno je u Strample sa Sarom
zeca, macke i psa. Decak | devojéica stoje | decak gura Sargarepu u
usta druge devojcice koja sedi izmedu njib. Ova scena, koja je nekada

imala status prilvatljive slike robe, ponovno izvedena u savreme-
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nam kontekstu, otkriva eksplicitne seksualne aluzije. Keine Angst var

kleinen Tieren naglasava nestabilnost reprezentacionih formi time Sto
oslobada potencijalnu istinu koja je skrivena iza kulturnih artefakata i
tako otkriva politiku i ekonomske sile koje su u proglosti ustanovile so-
cijalni poredak. Orugim reéima, ono pokazuje na koji nadin umetnicke
reprezentacione forme uéestvuju u potéinjavanju subjektivnosti® pod
modernim strukturama modi [Fuko 1995] [Foucault]. U ovom smislu,
moguce nam je da zamislimo da moc ledi u izgradenom simbolickom
paoretku viadajucin ideologija, pre nego u samoj reprezentacionoj formi,
Ovaj argument podseca na ono 5to je Lakan pisao o oznacitelju. Prema
Lakanu, oznaéitel] je pozicila modi koje subjektufobjektu nudi stabilnu
reprezentaciju preko identifikacije. Identifikaciju, pak, treba ustanoviti
unutar nestahilnih i promenljivin politika, ideologija | drugih socijalnib
konstrukata, Sto znati da je subjekatfobjekat konstituent socio-po
litickog Zivota koji je privremen, nesiguran i promenljiv. U skladu sa
tim, prazna ljuljaska koja visi preko puta video rada, moZe da sugerise
oznatena mesto koje se prikazuje kao pozicija modi koja, prema Leforu
[1988, p.17]), ostaje prazno mesto samo da bi bilo privremeno zauzeto,
kako bi izazvalo i dislociralo vladajudi poredak koji je ovde simbolizovan
video radom koji se projektuje sa druge strane grede. Ovde se postavlja
vise pitanja: sa Cime treba da se popuni ovo prazno mesto i do koje
mere moZzemo da odredimo njegovu istinu? Koje reprezentacione for-
me ono predvida? Sam umetnik veé je predioZio potencijaini odgovor
na ova pitanja. Kako bih na to skrenuo paZnju, parafraziracu naslove
jednog od umetnikovih radova | jedne od njegovih serija, Whot Oid To
morrow Bring Us? i The Future Belongs to Us: buduénost nas je donela
i[jo% uvek] nam pripada; | nju treba da prepoznamo u sadagnjosti, kao
veravatnost neprekidnog osnivanja i dislociranja, koji e postati motor

za odredenu vrstu osetljivosti.
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3 Tin Man, Kartomske kutije, inkjet print [2013
Keine Angst vor kleinen Tieren Video, 130" [2004]
ljubaznoScu wnjetnils | galeris Van De Ve

Veci deo Kaluderovidevog dela koristi proces stvaranja obrazaca, tako
Sto simulira mehanitku reprodukeiju; bilo kada ruéno ispisuje bajku
Oskara Vajlda Srecni princ na & panela, ponavlja jedan motiv Pinokija
kako bi stvorio osnovu za crieZ [Pinnochio Boy, 2003] il iznova snima
pesmu Je suis molade [2008 - ], Video radovi Je suis molode sni-
miljeni su na isti nacin, sa detetom koje stoji u isto] pozl ispred tamne
pozadine. Degak ili devojtica izvode Euvenu pesmu SerZa Lame [Serge
Lama] Je suis molode iz 1973, godine. Pesmu uvek izvode na original
norm francuskom jezikw, iako ne poznaju taj jezik. Ova umetnicko delo,
stvoreno umnoZavanjem .Jistog” audio-vizuelnog motiva, ne samo da
potvrduje kako .roba ne poznaje jezik”, ono takode pripoveda i o de-
tinjstvu koje ofekuje odraslo doba kroz proces identifikacije sa svetom
roditelja. Cin ponavljanja | umnoZavanja motiva koji je éesto prisutan

u Kaluderovicevom radu, kao i u videu Je suis molode ukazuje na one
sile &iji je cil] da odrZe socijalni koncept totaliteta | homogenosti kaoji
su utisnuti v popularnu kulturw i izgradeni simbolicki poredak. Kada,
pak, uvodi male varijacije u proces neprestanog ponavljanja odredenih

motiva, Kaluderovié potvrduje da razligitost |ei u srii ponavljanja.
KA MOBILIZACIJI STRASTI | DSECANJA

I srcu Kaluderoviéevog rada nalaze se senzacije nemira | nelago

de, koje nisu samo proizvod ponavljanja, ved i odgovor na ton koji
pobuduju prazna igralista, lascivni | izolovani dedlji portreti, zastrasu
juta atmosfera i stari predmeti koji su se pronalazili na igralistima iz
umetnikovog detinjstva. Svrha ovako provokativnih i ponekad uzne-
mirujucih oseta je da mobiliSu strasti, osecanja i jezicke igre kako bi
obezbedili uslove za politicki projekat ciji je cilj da se uspostavi pri-
vremeno jedinstvo iz konfliktne prirode i razliditosti. Ovakav projekat,
koji izmedu ostalih zagovaraju Santal Muf i Ernesto Laklau [Ernesto
Laclau] od zajednicke knjige Hegemony and Socialist Strategy [1985],
priznaje da su drugost i drugacijost neumanjive, da je drustvo kao
homogena celovitost nemogucée | da razliéite sile moraju bitl u sporu |
time priznaju ideju dislociranog | umnoZenog koncepta .dobra”. Kalu-
derovicey rad transformise subjektivnost posmatraca tako Sto uvodi
senzacije nelagode i nemira dok ostavlja ugodan estetski doZivijaj.
Bice na koje Kaluderovic poziva kroz svoje delo podeljeno je i zavisi

od raznih pozicija subjekta i time je kontingentno. Bori se da razume
svoju lignu vezanost za ropstvo, kako nikada vige ne bi bilo fiksirano u
zatvorenom sistemu. Reciklirajucdi svoje sopstvene slikarske”™ motive i,

sustinski, svoje celokupno delo, umetnik dalje naglagava ovaj proces.

5 engleskog prevelo:

Marija Asanovic
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