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Nz TEpAOTrACHEOT
HOAQHA AOf]eH,
CHET Y KOJU MHOTH
CHETOEU CTAHY

AvHa Llyseposuihi

LLITa ocTaje? HejacHa mpma.

,CBe he cnvke HecTtatn! OBOM peyeHMLOM dpaHLycKa ayTopKa AHW
EpHo 3anounre cBoje Memoape oamHe, y KojuMa MajcTopcku npennuhe
NIMYHO W KONeKTMBHO ceharbe 1 Jaje npukas gpyre nosnosuHe 20. Beka.'
lMpoTokom BpemeHa, Kako o6jawrbaBa EpHo, TekcTypa, Npr3opu, peum
M MUCNK Koje cafallrbi TPEHYTaK YMHE TaKO HUBOMUCHUM NnaraHo
6nene v NpeTBapajy ce y HejaCHY NPOLLSIOCT, MOCTENEHO CE Take U CBE
TEKE U TEXE UX je yxBaTuTU. [oaMHe nounkby Aa ce cranajy jeaHa ca
Apyrom, noBedaHocT uamehy porahaja ce rybu, nojeguHoctn bnege,
n1ua Jbyau ce CBOAE Ha HUX0oBe rpumMace Ha ¢poTtorpadujama ook rybe
CBOj TPOAMMEH3WOHANHW KapaKTep U HWjaHce ceor 6uha. HenokpeTtHe
CNMKe 3alMBaMO Y HWM3 TaKo LWITO NPUYamMo npuye, anv o1 pparMeHTH
omoryhaBajy TeKk orpaH1yeH yBua, y To Kakas je ocehaj 61no muneetu y
onpeheHoM TpPeHyTRy.

Kao wto Hac EpHo noaceha, ,ja" 1 ,Mn”" cy HepacKMaMBO NoBe3aHU
1 Hawe ceharbe jecTe TeK y U3BECHO] MepU Halle. Y MOfUTUYKUM

1 Annie Ernaux, The Years, London: Fitzcarraldo Editions, 2022, p 1.

Horn of a \Xtubborn

Hopefulness,
H World Where
Many Worlds Fit

Lina Ozuverovié

What's Left? H Blur.

“All the images will disappear! It is with this sentence that the French
author Annie Ernaux opens her memoir The Years in which she
masterfully fuses personal and collective memory, offering an account of
the 2nd half of the 20th Century." In the long term, Ernaux explains, the
texture, images, words and thoughts that render the present moment so
vivid, will slowly fade, receding into a blurry past, gradually thinning and
becoming increasingly difficult to grasp. Years will begin to meld into one
another, connections between events will slip away, their details faint,
people’s faces becoming reduced to their expressions in photographs,
losing their three-dimensional character and nuances of their being. We
stitch together still images by telling stories, but these fragments provide
only a limited sense of what it felt like to live a particular moment.

As Ernaux reminds us, the “I" and the “we” are inextricably entwined
and our memory is only our own to a certain extent. In changing political
systems, which our region knows only too well, it is not just our own

1 Annie Ernaux. The Years. London: Fitzcarraldo Editions, 2022, 1.



CUCTEMMMA KOjU Ce Metbajy, LITO je Y HaLleM PEernoHy BULLE HEFO
A06pO No3HATO, MPOTUB HAC He paau camo Hale ceharse Koje 6neam,
Beh 1 MexaHn3mm Moh, Koju HeyMOpPHO npeypehyjy, MoanPHKYjy K
npenpaesbajy Haly npownocT, 6upajyhu wra je oHo wTo he 6uUTH
3anamheHo, 0K HeKe apyre HapaTvBe npebaLyjy Y JOMEH HexerbeHe
nctopmje Koja he HamepHo 61TK 3abopaBrbeHa. OBe UcTopuje cy
npucTpacHe, cybjekTMBHE M Hemoy3aaHe Kada Tpeba cacTaBuTH NPUKas
Heyera onursbMBUjer; Aa HWU HE MOMUHEMO HMXOBY Ta4HOCT. OHO LTO
HaMm OCTaje jecTe Hawa concTeeHa GpuKLUMja y Be3u ca npownowhy.
Hapa je 610 jako manu, Moj CUH je Mewao aesefecete roguHe 20.
BeKka 1 19. BeK. To he ce HecymMrmMBO gorahatn 1 Herosoj Aeun 3a
[eceTak-ABafeCceT roanHa, Kao U HMXOBOj AELIM W YHyLIMMa 3a negeceT
unu cto rogyHa. [a nu ce HewTto goroauno 2024. unm 2004. rogmHe?
MNocTteneHo he 6utn cee Texe 3anamttu T0. [euenuje he noctatu
Bap/bMBe U HeyxBaTbuBe. PoTorpaduje 6aba n aepa he HanocneTky
3aBpLUMTH y NpawwHaBoj KyTHju, buhe npebaumBaHe U3 dUOKe Y

¢HOoKy, 13 cTaHa y ctaH. PeopraHnsoBahemo Mx TOKOM PETKUX MUPHKUX
Heferba Koje Cy pe3epB1caHe 3a OBE Ayro oflaraHe akTUBHOCTH, CBe
LLOK HaM KMUpUje U KpeaWUTU He NOCTaHy TONIMKO BUCOKM Aa MOpamo

Aa Ce 0TapacMMO HEKMX TaKo ,6eckopucHMX” npeameTa Kao LITO cy
ctape ¢otorpaduije, U Aa ce NPecenmmo Ha HEKO KOMMaKTHHUje MECTO,
MPUCUIBLEHU Aa Ce YMYCTUMO Y HOBM HKMBOT KOjM je MHCcnMpucana Mapwu
Honpo, y Kome obutaBajy caMo jeaHOCTaBHM NpeaMeTH Koju ,6yae
pagjocT”, a CIOKEHOCT Koja je 6una oasivka *KuBoTa Haluux npegaxka vsa
onbaveHa.? He camo na hemo 3a co6om octaBuTH cTape doTtorpaduje,
Hero hemo 1 cBojuM TenedoHWMa HanpPaB1TH TONMKO doTorpadmja u
BMOEO-CHMMaKa aa he CAMO HMXOBO OpraHM30BaH-e NOCTaTH NPEBULLE
saxTeBaH 3agataK (kako aa o6puiuem 610 Kojy Of CTOTMHA MPECaTHMUX
doTorpaduja Ha KojuMma je Moja Kyua?). HakoH HeKonMKo aeuenuja, ose
OrpomHe xpne nogataka 6uhe noxparbeHe y 3abopasrbeHOM ponaepy
Ha HEKOM CTapOM NanTorny, UK Ha Knaya, Hanory ca 3abopas/beHOM
nosuHkoM. Y mehyBpemeHy he HecTaTti CBM Hamopu Koje CMO YNOKMIIU
y Kayere CBOjMXx 0O6pOKa, NpojeraTa 1 nanasaxa Ha MHctarpawm, a u3
Hawmx MMYHOCTH 6uhe ncupn/bEHM CBK Nopaum 1 of, kikx he octatu
camo opbayeHe, NpasHe JbyLType.

2 Mapu KoHpo je janaHcKa KOHCyNTaHTKMHA 32 OpraHu3aLujy, ayTopka v
TeneBu3ujcka BoauTesbka. KoHAO je Hanncana YeTMpu Kb re 0 opraHvM3almju Koje cy npopare
Y MUNMOHMMa npumMepara LWMpoMm ceeTa.

fading memory that works against us, but also the mechanisms of power,
painstakingly editing, modifying and reworking our past, selecting what
is to be remembered, while relegating other narratives to an unwelcome
history, now purposely forgotten. These accounts are partial, subiective
and unreliable in piecing together something more tangible, not f
mention far from accurate. What's left is our own fiction of the past.
When he was very little, my son used to confuse the 1990s with the
19th century. This will undeniably happen to his children in ten or twenty
years and their children and grandchildren in fifty or a hundred years. Did
an event happen in 2004 or 20247 It will gradually become difficult to
remember. Decades will slip and fool us. Photographs of grandparents
will eventually end up in a dusty box, carried from one chest of drawers
to another, from one apartment to another. They will be reorganised on
rare quiet Sundays reserved for such long-delayed activities, until our
rents and mortgages become so high that we will need to shed such
‘useless” objects such as old photos, moving to somewhere more
compact, forced to embark on Marie Condo-inspired lives populated
only by uncomplicated items that “spark joy”, pragmatically shedding the
complexities the lives of our ancestors.? Not only will we leave behind old
photographs, but we will take so many photos and videos on our phones
that the sheer task of organising them will become too overwhelming

to tackle (how could | ever delete any of the hundreds of adorable
photos of my dog?). Decades ahead, these overflowing data dumps

will be stored in a forgotten folder on an old laptop, or an iCloud with a
lost password. Meanwhile, all our labour invested in Instagramming our
meals, projects and evenings out, will be gone, our data-mined selves
used up and discarded as empty shells.

So then, how to curate an exhibition with the title What's Left?. One way
to approach this sixtieth iteration of the October Salon, is to rephrase the
question “What's Left?” and ask instead: “What do we want to nurture?”
What will be left, we hope, will be a strengthened art ecosystem into
which we want to invest our energy, care and efforts.

2 Marie Kondo is a Japanese organizing consultant, author, and TV presenter.
Kondo has written four books on organizing, which have collectively sold millions of copies
around the world.
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M Kako oHpa 6uTK KycToc uanoxbe nog HasveoM LUta ocTaje?. JepaH
Of, Ha4YMHa Aa ce NPUCTYNK OBOM Lue3aeceToM nagary OkTobapckor
casnoHa jecTe ga nutare ,LLTta octaje?” npedopmynmiiemo 1 pa ce
yMecTo Tora 3anutamo: ,LLta xenrmo aa cavysamo?” OHo wTo ce
Hagamo Aa he npeocTaTth jeCTe OCHaMEHN YMETHUYKM EKOCUCTEM Y KOjK
HENMMO Aa YIOXUMO eHeprujy, eMoLuje 1 Hanope.

YMeTHOCT KaO Be3UBHO TKMWHO

Mpunukom pasmuwsbarsa o nosmey Opbopa OkTobapcKor canoHa

3a NogHoLeHe MOEJHOr NpojeKTa 3a We3aeceTo U3narbe oBe
MaHudecTaumje, ABe cy cTBapu aenosasne 3HadvajHo. Kao npBeo, ynutane
CMO Ce KaKo jefHa TaKBa MaHMdecTauumja, y Kojy Ce yname TONMKO HOBLA,
TpyAa v eHepruje, MOXe Aa nae y npunor, a He aa 6yae npenpeka

3a NIOKasHy YMETHHUYKY 3ajefHMLLY KOja XPOHWUYHO MaTH of, NpeKapHuX
ycnoBa paja 1 MarbKa cpeacraBa.

Hao opyro, LOK cMO pasmuLurbane O NPOoa3HOM KapaKTepy NU3MoKOMU,
Koje y Hajborbem cnyyajy Tpajy WeCT Heaerba, NMTase CMO Ce Kako Aa

Ha Haj60sbK HauYMH ynoTpebrMo BpeMe U eHepPrHjy, Kako CBoje, TaKo U
YMETHMKA U CapafHWKa, CaCBUM CBECHE BMCOKMX 3axTeBa U ca Hima
noBe3aHOr caropeBatrba Koje OBaKBe M31oxbe 4ecTo noapasymeBsajy

He camo 3a opraHu3aTope, KycToce, yMeTHU1Ke, Beh 1 3a nybnuky.
Menene cmo pga ce AMpeKTHO 6aBMMO OBMM NPO6IEMOM, yMECTO Aa
3acnensbeHocT v y3byherbe KyCTOCKOr npoLieca AoBeay A0 Tora Aa
3HayajHoO UCLPNMMO CBOje KanauuTeTe. Y HenperneaHoM Mopy KynTypHe
XMNepnpoayKuuje Kojy cy omoryhunu HennaheHun pag, eKCTpaKTMBMU3aM,
eKcrnnoaraumja 1 enuTM3am, HUICMO xenene Aa 3a CoboM HaKoH
3atBaparba 60. OkTo6apcKor canoHa 0CTaBUMO Xpre ,CBETNyLLaBor
cveha”.® YmecTo Tora, ynutane cMo ce Kako 6UCMO OBY MPUIIMKY MOrTie
Aa ynotpebumo Aa 04BPCHEMO, MOAPKMMO, CTUMYULLEMO M OXPabprMo
CBe OHO LWTO je Ao6po y HalwKnMm Mpexama. Takohe je Ty 6una u moxaa
jeoHocTaBHa ambuLMja 4a CBU YKIbYUYEHW aKTEPU YKMBAjy Yy MPOLECY.
Nwmajyhin oBO Ha yMy, noTpaune cMo rpyne 1 nojeauHLe Koju ycnesajy
[a OrncTaHy y HenpujatesbCKOM HeonMbepanHoM OKpYHKerby U UCTpajaBajy
y CBOjWM MpaKkcama ynpKoc npenpexkama, HenoTM3my, 3aTBOPEHNM

3 Bupetu: Iluna Llyseposuh 1 Ajpun Pugen. “Lots of Shiny Junk at the Art Dump:
The Sick and Unwilling Curator.” Parse Journal 9 (nponehe 2019). ocTtynHo Ha:
https://parsejournal.com/article/lots-of-shiny-junk-at-the-art-dump-the-sick-and-unwilling-
-curator/ [MpucTtynmeHo 17. jyna 2024].




BpatMma 1 cBe Behem NpUTUCKy. Tpamune cMo OHe Koju aenyjy
“cnop, papapa, Ha HauMHe Koju ce MowAaa He yrnanajy y popmanHe
YMETHUYKE CTPYKType, C HagoM aa hemo Ha 0Baj HaYMH N3rpagnTH
TpaHCHaUWOHaNHe MpekKe 3a NOoApPLLKY W YyCrocTaBUTH Be3e Koje he
TpajaTh Oy¥e of, OBWX LIECT Heaerba.

FPaauTH HaAY

Mepuop y KoMe ce 0Baj NpojeKaT pasBujao obenexmna je cyMopHa
NOMUTUYKA KNMMA KOjy KapaKTepuLLy CBE 0361IbHU|M EKOMOLLKK
npo6nemMu 1 LWOKaHTHO Heobasnparbe Ha JbyACKa NpaBa U JbyACKe
wuBote. C BpemeHa Ha BpeMe CMO ca MyKOM Hanaswie CMUcao Yy
YMETHOCTH, KyNTYpU W COMNCTBEHUM aKkTUBHOCTUMA. MehyTrm, TokoM
6pOjHMX AMCKYyCHja KOje CMO BOAMIE, EHEPrujy HaMm je Aao No3uB

Ha akuujy ,Hapa je oucumnnmHa” aKTUBUCTKWUHbE, OPraHU3aToOpKe U
eaykatopke Mapwujam Habe.* 3a Kaby je Hapa akTMBHa cuna, a He camo
nponasHo ocehatrbe, M 0Baj HaM je MPUCTYM, MaKko HUWje B1o jegHOCTaBaH
(HeKM of HawwKx CaroBOPHMKA yKa3au Cy Ha OMAcCHOCTM , TOKCUYHE
MO3UTUBHOCTK"), a0 CHAry y OBOM MpOLLECY.

Y KyctockoM pagy cmo HabuH croraH Tymauunne akTMBHO, a He MacHMBHO
(,paoutv Hagy”, a He ,MMmaTu Haay"), OMHOCHO Kao MO3WB Ha aKLMjy.
Hapa ycpen nopasa 1 n3asoBa 3axTeBa CHary, jaCHy BU3Mjy, TAaKTUYKK
MPUCTYN, CUTYMPaHy CBECHOCT, AyOOKO padymeBarbe CTPYKTypa Mohu 1
KOHKPETHWX Kopaka y cnpoBohery npomeHa. Cnposoaehu oBaj Hacnos
y AEeno, Hal MpojeKaT y NPBU MiaH CTaB/ba YMETHOCT Kao BE3UBHO TKMBO
y CTBaparby Mpera Koje cy nyHe Haae, ConMaapHocTU 1 MehycobHe
NoApLKe, Ha OCHOBY aKTMBM3Ma W rpacpyTc (grassroots) opraHuaoBarba
M3 pasnMunTUX nepuoga v nogHebba.

OHo W7o je 3ajeAHNYKO 3a ABaHAECT NOTNpojeKaTta y OKBUPY NpPojeKTa
Hapa je ancumnnmHa jecy KpUTUYKM @aHramMaH 1 aKTMBaH NPUCTYN
CynpoTcTaB/barba NpobaemMaTMiHUM OKOITHOCTMMA U TNaYUTESbCKUM
CMUCTEMMMA, Ko M BO/ba [a Ce MHTepBeHMLLE, MOKyLIaju Aa ce CTBapu
ypaae Ha apyrCauuvjv HauMH 1 fa ce y OBUM Hanopuma noeee ca
Apyruma. OBW yMETHULIM U Fpyrne KOpUCTe anaTte U CpeacTBa Koju

CYy UM Ha pacnonaramy 3a npou3sofherbe ,KoHTpaumarmHapHor” y

4 Mapujam Haba y cBojum TeKcToBMMA, NpeaaBarbrMa M OpraHn30Bakby YeCTo
KopucTu cnoraH ,Hapa je avcumnnmHa”. 3a Buwe nHpopmaumja, BuaeTu: https://
mariamekaba.com/.

Art as Connective Tissue

When thinking about the October Salon Board's invitation to propose

a project for the 60th iteration, two things seemed important. Firstly,

we asked ourselves how such a manifestation into which large sums of
money, care and energy are poured, can be an asset, not an impediment,
to the local artistic community, which is chronically underfunded and
precarious.

Secondly, thinking about the fleeting nature of exhibitions — six weeks

at most — we wondered about the best use of our own, artists’ and
collaborators’ time and energy, fully conscious of the high demands

and associated burnout such exhibitions can produce not only for

the orgnanisers, curators, artists but also for audiences. We wanted

to address this issue head-on rather than becoming bedazzled and
overexcited in our curatorial process and spreading ourselves too thinly.
In the overwhelming sea of cultural hyperproduction, enabled by free

or unpaid labour, extractivism, exploitation and elitism, we did not want
to leave a debris of “shiny junk” after the 60th October Salon closes.®
Instead, we asked how we might use this opportunity to solidify, support,
encourage, strengthen all that is good in our respective networks. Also —
a simple thing perhaps — we wanted for all involved to enjoy the process.
With this in mind, we sought out groups and individuals that are
managing to persevere in the inhospitable neoliberal environment,
managing to keep practices going, despite barriers, nepotism, closed
doors and increasing pressures. We looked for those operating under the
radar, in ways that may not necessarily adhere to formal art structures,
hoping to engender the beginnings of transnational networks of support
and build connections that would last beyond these six weeks.

To INo Hope

A bleak global political landscape, increasingly worrying environmental
shifts and a shocking disregard for human rights and human life, marked
the period in which this project was developed. At times we struggled
to find meaning in art, in culture or in our own actions. But through

3 See Lina DZuverovi¢ and Irene Revell. “Lots of Shiny Junk at the Art Dump: The Sick
and Unwilling Curator” Parse Journal 9 (Spring 2019). Available at: https://parsejournal.com/
article/lots-of-shiny-junk-at-the-art-dump-the-sick-and-unwilling-curator/ [Accessed July 17,
2024].



npvnagajyhvm cutyaumjama, ga ynorpedbumo dopmynawmjy Kojy 4ecto
KopucTu Llyaut Batnep.® Marpagrsa ,KoHTpaumarmHapHor” je, Kako
TBpam Batnep, HeonxopaH 3apatakK ,yKONMMKO KENMMO Aa PaCKPUHKaMO
npeBapy, pacnemMo cuny” peakunoHapHe NOJIMTUKE Koja yrpoKasa
rbyne v apyra xuea 6vha u LoNprUHOCK YOP3aHOM YHULLTEHY HMUBOTHE
cpeauHe. ,HoHTpanmarmHapHo” Ham nomaxe Aa BUAMMO MOryhHOCTH,
omoryhasa Ham Aa MUCNMMO, AWLLEMO W 3ajeAHUYKW PaaMMO Ha HAYMHe
Koju Hemoryhe cuTyauumje YuHe NOAHOLBUBKUM, FOE Ce XOPU3OHT
MoryhHOCTH yBeK M3HOBa y3auue. Y oBom cmucny, Haga je amucumnnnHa
Hac cBe Mo3vBa fa pasMuLLbaMo M Byaemo jefHu ca ApyrumMa, Kako
61CMO, HEXKHO M Ca aroHOM, 3aje4HO MCKoBaniM obpuce borber ceeTa.

Haaa je AucumnamHa MeTtopoAoruja -
loBezuaare KoHEERzAUM|A

Hako ce pakne metoponoruja KopuwheHa y npojexkty Haga je
AUCLMMIIMHA Pa3NIMKYyje 0f, KYyCTOCKOr paja Ha KOHBEHLMOHAIHWUM
nsnomxb6ama’? KycTockn TMM NOTHYE M3 KOHTEKCTa My3eja, yHUBep3uTeTa
M HE3aBMCHKX NPaKCK BU3yenHe KOMYyHWKaLMje, Te ce OBaj AUBEepP3UTET
ofparasa M Ha KyCTOCKM npouec. Hawm npucTtynu cy ce pasnukosanu y
OLHOCY Ha Halle MHAMBKUAOYasIHE YCNOoBe paja, Kao 1 pasnuyunte ¢puanyke
nokauuje y Cpbujun, XpBatckoj n Benukoj BputaHuju. Haw Kyctocku
MOCTyNaK MHKOPMOPKUPAO je OBe Pa3nnyMTe KOHTEKCTE W NpojeKar ce

y MHOFMM cnyyajeBuma 6aBuo Beh noctojehnm KoHBep3auujama Koje

Cy Ce oABujasie y HalMM Mperama, yMecTo Aa 3anoyvtse Hose. [loK je
KoHTeKcT My3eja adppuyke ymeTHOCTH ¥ KOMe paae Emunna EnwrajH

n AHa KHexesuh omoryhno dacumHaHTHY noKaumjy 1 UCTOPHCKY
yTeMerbeHOCT NnoBe3aHe ca UCTopHjaToM jyrocnoBeHcke ynore y lNokpety
HEeCBPCTaHMX, Kao M NOTEHLMjaNIHE HaYMHE 3a YKIbyYnBaHe CaBpeMeEHe
NOKanHe YMEeTHUYKe CLeHe y 0Baj crneLndryHM npocTop ceharba,

MOj aKaZIeMCKM KOHTEKCT je J0BeO A0 Apyrayuvje Tayke reaqTa,
cTaB/bajyhu y NpBM NnaH MCTpawmnBare 1 NPOLLEC, @ HE KOHaYHe

ucxoae, onnpyhu ce Tamo rae je 1o 6mno moryhe KomoguduKaumjm
3HaHa, MUCIIM U Hallle KYCTOCKe npaKkce. 3axBasbyjyhv npuHumMnuma
BM3yenHe KomyHuKauunje Padaene [dpaxuh, koje ognmkyjy nocseheHocTt
OLPHMBOCTH, MHTEH3UBHA BpuWra 3a oAroBopHO Kopuwhere pecypca,
Kao M JOCTYMHOCT, MHKITY3MBHOCT W jacHoha nopyke, 6une cMo

CBECHe HauyMHa Ha Koje Ce KyCTOCKE MAeje KOMYHMLMPAjy, Na CMO ce
HeNpeKMAHO onupane nNpeTepuBarby M KOMMIMKOBaHY.

5 Llyaut Batnep. Who's Afraid of Gender. JlonpoH: Allen Lane, 2024, 9.

our many discussions, we became energised by the activist, organiser
and educator Mariame Kaba's call to action: “Hope is a Discipline”.*
For Kaba, hope is an active force, not simply a fleeting feeling, and this
approach, although not uncomplicated (some interlocutors pointed to
the dangers of “toxic positivity”), gave us some strength.

In our curatorial work, we thought of Kaba's slogan as a verb (to do
hope, not to have hope) and as an invitation to act. Hope, in the face
of defeats and challenges, takes strength, clarity of vision, a tactical
approach, situated awareness, a deep understanding of power
structures and concrete steps to enact change. Taking its title to task,
our project foregrounds art as connective tissue in creating hopeful,
solidary and mutually supportive networks, drawing on activist and
grassroots organising from different eras and geographies.

What unites the twelve participating projects in Hope is a Discipline is a
critical engagement and active approach to challenging circumstances
and oppressive systems and a will to intervene, try to do things differently
and connect with others in those efforts. These artists and groups use
the tools and means at their disposal to produce a “counter-imaginary’

in the situations they inhabit, to borrow a formulation frequently used

by Judith Butler.®° Building a “counter imaginary” Butler asserts, is a
necessary task “if we want to expose [the] ruse, scatter [the] force” of
reactionary politics that put at risk humans and non-humans, contributing
to the acceleration of environmental destruction. “Counter imaginaries”
help us see possibilities, enabling us to think, breathe and act together
in ways that make these impossible situations bearable, where a horizon
of possibility rises again anew. In this respect Hope is a Discipline
invites us all to think and be with one another, gently and agonistically, to
hammer out together the contours of a better world.

4 Mariame Kaba frequently uses the slogan “Hope is a Discipline” in her writing,
lectures and organising. For more information see: https://mariamekaba.com/.

5 Judith Butler. Who's Afraid of Gender. London: Allen Lane, 2024, 9.



MHorun npojext y okBMpy npojekta Haaa je aucumnimnHa HACY M3BOPHO
npeaBuvieHn Kao yMeTHUYKa aena Koja Tpeba nanaratu, Beh Kao
OTBOPEHa UCTpamMBaHa, YATanauKe rpyne, AyropoyHe KoHBep3aluje,
YPEeAHWYKe rpyne v npuBpemMeHe 3ajegHuLie. 3a oBe CBoje y4ecHuKe, 60.
OkTo6apcKM carnoH npeacTaB/ba TPEHYTaK 3a OKyN/bakbe, Mperpyncare
W farbe nnaHuvparse. , YKOMKO ce U3noxba 0gHOCH Ha NpruKasuBarbe
objeKaTa, nsnarare npeacTaB/ba MPeKy TPEHYTHUX MaTePHjaTHUX U
HemaTepujasiH1X NOKa3uBarba PU3NYKUX NPeaMeTa U arncTPaKTHWX haeja
y n3noxbeHom npocTopy”, n1ile TeopeTUyapKa U KyCTocKkurba KaponuHa
PuT0.® OBaj npucTyn, Koju ce NoHeKaa, Ha3nBa U ,KYyCTOCKMM”, akTUBHUpPa
AWCKYpCe M NOBE3aHOCTH A0 KOjUX A0Na3n Npe, M3BaH U HAaKOH TPEHYTKa
n3nararoa.

6 Kaponuna Puto. “Infrastructures of the Exhibitionary”” Y: Exhibitionary Acts of
Political Imagination, yp. HatanuH Feopre n Muk Buncon, 71. Gothenburg, Sweden: Parse,
University of Gothenburg, v lasi, Romania: Vector, HauvoHanHu yHUBEP3UTET YMETHOCTH Y
Byrypewrty ,Hopw EHecky”, 2021.

Hope is a Liscipline Methodology- Connecting
Conversations

How, then, does the Hope is a Discipline methodology differ

from curating a more conventional exhibition? The curatorial team
straddles the contexts of a museum, a university and freelance visual
communication practice, and this diversity is reflected in the curatorial
process. Our approaches differed according to our respective working
conditions as well as our physical locations across Serbia, Croatia and
the United Kingdom. In our curatorial process, we embraced these
diverse contexts and our project in many cases turned to existing
conversations across our respective networks, rather than starting new
ones from scratch. While Emilia Epstajn and Ana Knezevi¢'s context

of the Museum of African Art provided a fascinating site and historical
grounding entwined with the history of Yugoslavia’s role in the Non-
Aligned Movement, as well as possible ways of involving the local
contemporary art scene in the specificity of this space of memory.

My own academic context brought in a different angle, foregrounding
research and process over final outcomes and resisting where possible
the commodification of knowledge, thought and our curatorial work.
Rafaela Drazi¢'s visual communication principles, characterised by a
commitment to sustainability, a deep concern about responsible use of
resources and access, inclusivity and clarity of message, kept us aware
of how curatorial ideas are being communicated, always resisting excess
and complication.

Many of the Hope is a Discipline projects were not originally intended as
artworks to be exhibited, but as open-ended research, reading groups,
long-term conversations, editorial groups and provisional communities. For
these participants, the 60th October Salon serves as a moment to gather,
regroup and plan further. “If exhibition stands for a display of objects, the
exhibitionary is the network of ongoing exposures material and immaterial,
of physical things and abstract ideas where exhibitions take place”,

writes theorist and curator Carolina Rito.® Sometimes referred to as “the
curatorial” this approach activates the discourses and connections taking
place prior to, outside and after the moment of exhibiting.

6 Carolina Rito. “Infrastructures of the Exhibitionary” In Exhibitionary Acts of Political
Imagination, edited by Catalin Gheorghe and Mick Wilson, 71. Gothenburg, Sweden: Parse,
University of Gothenburg, and lasi, Romania: Vector, “George Enescu” National University of
the Arts, 2021.
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Sticky Note
Ova recenica je predugacka pa je molim te podeli na dve.


paHuLe M3mely No3BaHMX KONEKTMBA M KYCTOCKOr TMMa Cy Ce Ty U TaMo
3amarnune. Hapywasare jacHOr oAHOCa YMETHUK—KYCTOC, 3HAa4MIIO

je y MHOrMM cnyyajeBMMa Aa cy rpaHuue Mamehy nossaHux rpyna u
KyCTOCKOI TMMa npojekta Haga je aucumnimnHa NnpakTMYHO HecTane.
Torkom cacTtaHaKa, Hale cy ce ynore npeTanane, Hapylwasajyhu n
npevcnuTyjyhn KyCTOCKM NoCcTynak, Kao 1 ogpeheHe oasnyke, O4HOCHO
CTPYKTYpE, 1 Ha Taj Ha4YMH CTBapaHe Cy HoBe AvHaMuKe. Hekn mbyam

Cy YaK y4eCTBOBalM M y BULLE MpojeKaTa, YiMe ce Aasbe 3aMyTuna
rpaHvua namehy rpyna, ymeTHvWKa n kyctoca. Mako je cse oBo
nospemMeHo Aenosano 36ymyjyhe, NpuxeaTnna caMm TO Kao 3HaK Aa Hala
MeTOA0Moruja NpoHana3u CoNcTBEHU pUTaM M CTPYKTYpPY, a nojallHere
6M1 YECTO CTUIIIO KPO3 BU3YENHW MAEHTUTET Yuja je ayTopKa Padaena
Opamuh, ya noapluky ckey-an uptewa (sketchups) huabu Ly n Xejye
Jly, cTyneHTK1Iba MacTep nporpamMa M3 KYCTOCKMX MPaKCH M KoneKLuja.
Haw npouec ce Temessmo Ha ctoputenuHry (storytelling), He ny6nmum,
Beh mehy cobom. O MHAMBMAOYANHUM KYCTOCKMM BU3WjaMa M OHOME

ITO Hac y36yhyje CMO HaLLMPOKO pasrosapase, NPencnuTMBane CMo M
pasmatpare Te naeje y wupem KoHTekcTy OKTo6apcKor canoxa, ycnyT
06nuKryjyhn cBoj npojekat. CBaku Haw adUHUTET U MHTEpEeCOBaHsE,
61no To AHMHO MHCUCTHPaHe Ha BaB/bery NPOCTOpMMa M3BaH ypbaHnx
ueHTapa, EMunujuHa petarHa, enoKBEHTHa M oaMepeHa peMUHUCTUYKA
KpUTHKa, PadaenmHa npeumsHoOCT y BU3yerHOj apTUKynaLmju NpojeKTa,
WNK NamHa Kojy cam ja cama nocsehmeana apeKTMBHOM U HEBUABMBOM
paay, 061IMKOBaNM Cy HELWTO LTO HUCMO Morne npeasuaety. Knep
®oHTejH je NMcana o0 TOMe KaKo Cy yMETHMLM oCyhieHn Ha npuxBaTarbe
,CTpaTternja camMonpomoLimje, NpujaTesbCKor cTaBa npemMa noceTmoLmMma,
reHepuYKe OTBOPEHOCTH 3a npeasiore U [...| ogpefere exkcnepruse

y 3aBofjerby."” Haww nocTtynak Mmao je 3a Lusib CynpoTCTaB/barbe OBOj
noTpebu 3a CamMONPOMOLIMjOM M PERIAMEPCTBOM TparakeM 3a j€31MKOM
W oTBapareM npoLeca y Kojuma he ce notpebe 3af0BOBLUTH, a
noBeperbe NOCTENeHO YCNoCTaBUTU Mely CBUM YKIbYYEHUM aKTeprma,
FOK je NCTOBPEMEHO YK/by4MBaO M3BECTaH PU3WK U HEU3BECHOCTH.

7 Knep ®oHTejH. Human Strike and the Art of Creating Freedom. Jloc AHhenec:
Semiotext(e), 2020, 187.

The lines between invited collectives and the curatorial team blurred at
times. Disrupting the clear-cut artist-curator relationship meant that in
many cases the line between the Hope is a Discipline team and invited
groups all but disappeared. In meetings, our roles flowed into one another,
unsettling and challenging the curatorial process, probing and questioning
certain decisions or structures, and creating new dynamics. Some people
even found themselves taking part in several projects, blurring the line
between groups, artists and curators. Although confusing at times, |

took this as a sign of our methodology having found its own rhythm and
structure, often visualised and made clear through the visual identity by
Rafaela Drazi¢ and supported by the sketchups from Jiabin Xu and Heyue
Lu, students on the MA Curating & Collections.

Story-telling led our process, not in relation to audiences, but to each
other. Our respective curatorial visions and moments of excitement were
discussed at length, challenged and considered in the larger context

of the October Salon, shaping our project in the process. Each of our
passions and interests, be it Ana’s insistence on looking beyond urban
centres, Emilia’'s meticulous, eloquent and measured feminist critique,
Rafaela’s precision in the project’s visual articulation, or my own attention
to affective and invisible labour, shaped something we could not have
predicted. Claire Fontaine wrote about the artist being condemned to
embracing “a self-promotional strategy, to a visitor-friendly attitude, to a
generic openness to proposals and [...] a certain expertise in seduction”.”
Our process sought to counter this need for self-promotion and
marketability, seeking to find a language and open up processes where
needs would be met and trust slowly established amongst all involved,
perhaps at times taking some risks and facing uncertainty.

7 Claire Fontaine. Human Strike and the Art of Creating Freedom. Los Angeles:

Semiotext(e), 2020, 187.



FaavifieMo oBO AOK ce He ocAoBoAUMO® -
MpojexTn Haaa je AUCUHMNAMHA

dnynaHOCT M MOPO3HOCT UCTPAKMBAYKKUX NpojeKaTa Hajbosbe ce

BWAE Y KONEKTUBHOM papy Koju ce nanaxe y Manepujy ®JTY y KHes
MwuxaunnoBoj, Koja je 3aMMLLIbEHA KA0 NMPOCTOP KOjU NoApasymMeBa BUCOK
cteneH naptuumnaumje. Cvatpajyhm cdepy Kyntype 3a ,TaMnoOH-30HY",
OLHOCHO MPOCTOP ToNepaHLMje U MHKNY3Wje Y KOME Ce Ca LMPOKUM
AVjana3oHOM CaroBOPHMKA MOXe OTBOPEHO AMCKYTOBATU O CIIOMEHUM
nuTartumMa, Yuranauka rpyna 3a pemMmuHUCTHMYKO Tpajarse (Feminist
Duration Reading Group, ®LIPI") cTtpyKkTypupana je cBoj pag Kao
cepujan ,AejtoBa”, OLHOCHO cacTaHaka ca JIoOKalHUM capagHULUMa,

Ha OCHOBY MOCeTe M Cepuje cacTaHaka ca rpynama v nojeauHumma y
Beorpagy Koju cy peann3oBaHu paHuje oBe roguHe. KibyyHo nuTarbe

3a oBy MehyreHepaumjcRy YiTanadry rpyny Koja ce cacrtaje og 2015.
rogunHe jecte nuTarbe npesohera M3mehy pasnnyunTix reHepauuja 1
je3uka, nvajyhu y Buay mehyHapoaHW KOHTEKCT HMXOBOI AenoBarba.
MpuHumn Ha kKome ce PLAPI Temerbu jecTe NpujaTerbCTBO, a aKTUBHOCTH
4ecTO noppasyMeBajy YCrnocTaB/bake NpujaTe/bCKMX Be3a U yno3HaBarbe
ca GEMUHUCTUYKMM CMIMCHMMA U NMOKPETUMA KOjU Cy cnabuje 3acTyrnsbeHu
y aHrnoaMepu4yKkom KaHoHy. HbrxoB pag, ucnutyje mexaHname opabupa m
nnacuparba TEKCTOBA, AOK CE NMOCETHOLM UCTOBPEMEHO MO3MBajy Aa Ce
NPUKIbyYe HePOPMaNHUM CKYMOBMMA Y Franepuju 1 U3BaH He.

deMUHUCTUYKA CONMOAPHOCT 3ay3Mma LEHTPaIHO MECTO U Y

pagy aHroncke ymetHuue Myane Mo, Koju y cBoM doKycy nma
ycrnocTaB/barbe CECTPUHCTBA W CynpOoTCTaB/bake YECTO HAMETHYTOM M
nponarMpaHoM HapaTuBy O PUBAIUTETY M KOHKYpeHLUMjU Mehy meHama y
HeonmMbepanH1UM CUCTEMHUMA CKITOHUM KOMMETUTUBHOCTH. U3nokeHn pag,
Myane [No, Yysapke — Putyan cectpuHcTBa, cacToju ce op, poTorpaduja,
TEKCTa, BUAEO-CHUMaKa, nepdopmaHca 1 paguonuue. dotorpaduje cy
pes3ynTaTt putyana Koju ce cacToju of, AeceT Kopaka, Koju yye ABe no
[Be yyecHuue, ga 61 nytem oBora nocTynka rocrane ,4yBapke” Koje

he nocne Tora NpakTMKOBaTK OBaj PUTYasn U YYUTU HEMY OPYre HKeHe.

Y paay cy npucCyTHU OAjeun NpaKkce M3 0CaMaeCeTUX roAMHa NPOoLLIor
BeKa nosHaTte Kao affidamento Koja nogpasymeBa noseperse U3amehy
[LBE }eHe, Kojy Cy ycnocTaBune UtaimjaHcke peMUHUCTRUHbE APpYror
Tanaca, a Kojy je HeJaBHO y CaBpeMEHOM KOHTEKCTY oxuMBena Yutanayka

8 Hacnog krbure Mapujam Kabe.

We Do This ‘Til We Free Ls® - Hope is a
Hiscipline Projects

The fluidity and porousness of the research-led projects are most
evident in the work of collectives showing at the FFA (Faculty of Fine
Arts) gallery in Knez Mihajlova street, envisaged as a highly participatory
space. Thinking of the sphere of culture as a “buffer zone”, a tolerant
and inclusive realm, in which complex issues can be openly discussed
with a range of interlocutors, the Feminist Duration Reading Group'’s
(FDRG) contribution is structured as a series of “Date Nights” with
local collaborators, emerging from of a visit and a series of meetings
with groups and individuals in Belgrade, earlier in the year. For this
intergenerational reading group, which has been meeting since 2015,
the question of translation across different generations and languages
is key, given the international context in which they operate. Friendship
is an underlying principle for the FDRG, whose activities often involve
befriending feminist writing and movements that are under-represented
in the Anglo-American canon. Their contribution examines mechanisms
of selection and circulation of texts, while also inviting visitors to join
informal gatherings in and outside the gallery.

Feminist solidarity is also central to the work of Angolan artist Mwana
Po, focused on fostering sisterhood, countering the often-imposed

and propagated narrative of rivalry and competition amongst women in
neoliberal competitive systems. Po’s work in the exhibition, Guardians
— A Ritual of Sisterhood, consists of photographs, text, video, a
performance and a workshop. The photographs are the outcome of a
ritual involving ten steps, learned by pairs of participating women, who
through this process become “guardians”; practicing the ritual and
teaching it to other women. The work echoes the 1980s practice of
affidamento or entrustment between two women, pioneered by ltalian
second-wave feminist groups, but more recently revived and used in the
contemporary context by the Feminist Duration Reading Group through
the research and curatorial work of its founder Helena Reckitt and her
collaboration with several artists. In challenging the atomisation and
competition that can ensue as an outcome of narratives of scarcity,

8 Title of a book by Mariame Kaba.



rpyna 3a ¢eMMHUCTUYKO TpajaHe KPO3 UCTPamMBarbe M KYCTOCKK paj,
ocHuBauuue XeneHe PekuT v tbeHy capaatkby ca Behrm 6pojem ymeTHUKa
n ymeTtHuua. lNpencnutyjyh pparmeHTapHOCT M KOMNETUTUBHOCT Koje
MOry HacTaTW yCnes Hapatuea O OCKYAMLM, KOHKYPEHLMU U pUBANIUTETY,
putyan ucuemena MyaHe Mo nopceha Hac fa NocToju Apyrv HauMH Ha
KOjW MO¥KeMo 61TH 3ajeaHo.°

Mopen YuTanayke rpyne 3a peMUHUCTHYKO Tpajarbe, y lManepuju ®J1Y
6uhe npeacTasbeHa u Konabopaumja namehy KatpuH Bem, Hemauke
yMeTHULE Koja ®uBu y Bennkoj Bputanuju, n JeneHe Muuuh, cpncke
YMETHHK_Le ca npebusanvwutem y Ayctpuju. Capaarsa y pokrycy nma
HMXOBA 3ajeAHNYKA MCKYCTBa TPaHCHaLMOHANHOM paja y pasinyuTum
YMETHUYKMM 3ajefH1LaMa, TOKOM KOjUX Cy Ce YMeTHULE cycpeTane ca
CNMYHUM npobnemuma. Tokom neta 2024. rogmMHe U HM3a cacTaHaka
Bem 1 Muuuh, passujeH je HM3 anarta Koju Cy 3aMULLIBEHM Kao eTUYKe
W MparMaTMyHe CMepHULE 3a npyxarbe 6orbe MeflycobHe noapLuKe,

a Ha OCHOBY paHujer paga nog HasveoM eHdong npuHLMIK — Ka
mMeRyco6Ho 3aBrcHMM ymeTHHMYKMM ceeToBuma (The Penfold Principles
— towards interdependent Art Worlds) Ha kowme je Katpun Bem paauna
ca Kybowm LLpenepom u capagHuumnma. Y ranepuju he ose ngeje 61tm
paspaheHe 1 npunarohjeHe cprnckom KoHTekcTy. OBO Nnogpasymesa
KPWUTHYKO YnTarse EY 3akoHa 0 KpUTUYHKMM CHpOBMHaMa Kao nonasuiiTe
y 60p6K1 NPOTHUB EKCTPAKTUBM3MA, Koja ce TpeHyTHO Boau (1) y Cpbujw.
MeToponoruja y cycpeTy ca cagp:ajemM nocraje TeKCTyasIHO-HapaTuBHa
MHTEpBEHLMja.

Mpea U opyru, Koja ce passuna M3 MO UCTPaKMBAYKOr MPojeKTa

W npyrv: YpoareHe NonmTuKe v npakce yMeTHUYKMX KONEKTUBA,

KOjW UCTpayje yHyTpale GyHKLMOHWCArbEe U NoAeny paga yHyTap
CaBpeMEHWX YMETHUYKNX KONIEKTUBa, NpeacTaB/ba Tpehn KONeKTUB

Koju je npucyTaH y Manepujn @J1Y. Mpesasunnasehn MHMLMjaNHO
npoy4yaBarbe POAHE HepaBHOTEXE Y KONeKTUBKMMa buBLLe Jyrocnasuje,
OBaj MpojeKaTt NpoyyaBa BPeOHOCT Yy OOHOCY Ha pasnnynte BpCTe

paga y konektueuma. JonpuHocom Mpexke WU gpyrv oBora nyTta
pyKkoBoge heHe unanuue XumeHa AnapkoH v Jlunu Xon. U opyru 'y
Manepwju ®JTY npeacTtaBmbajy CBOj paHWju pad Ha CTBapakby TEKCUMKOHA

9 Buwe nHdpopmaumja o koHuenTy affidamento notpammTi: XeneHa Pekur. “The
Feminist Practice of Affidamento (Entrustment).” Affidamento — Creating Feminist Solidarity
in Art and Curating, Migros Museum, Linpux, LLBajuapcka, 15—16. jyn 2018. [locTynHo Ha:
https://research.gold.ac.uk/id/eprint/24125/ [MpucTynibero 28. jyna 2024].

competition and rivalry, Po's healing ritual reminds us that there is
another way to be together.®

Alongside Feminist Duration Reading Group, the FFA Gallery

houses the collaboration between UK-based German artist Kathrin
Bohm and Serbian, Austria-based Jelena Mici¢, cantering on their
shared experience of working transnationally and across different art
communities, but facing similar challenges. Through a series of meetings
over the summer 2024, B6hm and Mici¢ have been developing a set of
tools which are intended as ethical and pragmatic guidelines for better
ways of supporting each other, based around Bohm, Kuba Szreder
and collaborators’ previous work on The Penfold Principles — towards
interdependent Art Worlds. These will be expanded and adapted in the
gallery, addressing the Serbian context. The context of extension is the
critical reading of the EU Critical Raw Material Act, as a starting point
of an anti-extractivist struggle, currently (also) happening in Serbia. The
method meets the content becoming a textual narrative intervention.

The And Others network, which has developed out of my own research
project And Others: The Gendered Politics and Practices of Art
Collectives which explores the inner workings and division of labour
within contemporary artists’ collectives, is the third collective in the

FFA space. Expanding beyond the initial study of gender imbalance

in collectives in the former Yugoslavia, the project explores value in
relation to different types of labour in collectives. The And Others
contribution has on this occasion been spearheaded by network
members Ximena Alarcén and Lily Hall. At FFA, And Others presents
its previous work aimed at building a lexicon of collectivity through a
range of methodological experiments. The space is also home to a
series of “potluck” events, a structure suggested by the member Jelena
Vesic. These are led by individual members who share with visitors their
respective approaches and methods to rethink collectivity in the face of
individualist art structures.

9 For more on affidamento see Helena Reckitt. “The Feminist Practice of Affidamento
(Entrustment)”” In Affidamento — Creating Feminist Solidarity in Art and Curating, Migros
Museum, Zurich, Switzerland, June 15-16, 2018. Available at: https://research.gold.ac.uk/id/
eprint/24125/ [Accessed July 17, 2024].



KONEKTUBUTETA KPO3 Pa3/IMinTE METOLOMOLLIKE EKCNepUMEHTE. Y OBOM
npocTopy ce Takohe ogurpasa u Hu3 ,notnak” (potluck) porahaja, wro
je CTpyKTypa Kojy je cyrepucana ynanvua Jenena Becuh. Ose porahaje
MoZepupajy nojeauHe YnaHuLe Koje ca noceTuoumMa Aene Ceoje
METOLE W MPUCTYMeE Y HOBUM NMPOMULLIbatbUMa KONEKTUBUTETA Y OKBUPY
WMHAMBUAOYAIUCTUYKUX YMETHUYKMX CTPYKTYpa.

Mutarbe papa jecTe LEHTPaNHO NUTaHe MHOMMX MOTMpojeKaTta y OKBUPY
cermeHTta Haga je aucumnnmHa, a pasmaTparba CBOjUM OMNCerom
npeBasunase Npobnematury KyntypHe coepe. HybaHCKM yMETHMK
Anpujan Menuc nctpamyje wta 3Ha4m nosyhu ce, ogbuTth yyewwhe mnm
PEKOHPUryprcaTH HauMHe Ha Koje AonpuHocKumo apywTey. Menucose
ancypamcTUYKe MHCTanaumje M3noxeHe y TpU pasnnyunta npoctopa
NPOMUTYjy LTa 3HAYW NPOAYKTUBHOCT y Heonbepanuamy, rae ce paau
YHyTap CTPYKTypa Koje Cy onceaHyTe NpoayKTueHowwhy, anv cy v nopes,
Tora nyHe HeepUKaCHOCTH, rybuTaka, npetepmBara 1 bupokpatuje. Y
CBOjMM WHCTanauujama 1 Buaeo-pagosmma, Menunc yecto ymecTto pagHux
aKTMBHOCTM MPHKa3yje HMXOBE HEMPOAYKTUBHE OApase y ornepany,

[LOK KOHCTpyHLLEe ancypaHe U peneTMTMBHE CUTyauuje y Kojuma ce
jeoHocTaBHKM 3agaum o4vyhyjy, EKOHOMMW|a NaKHe Ce paCKpPUHKaBa Kao
6ecKopucHa y pellaBarby NPaBKX KpU3a, AIOK Ce paj, NoBnayu, anm

unak Harpahyje unv peKkoHcTpyuLle apyrim cpeacTteuma. Menuc ce
A0THYe M 3aMKKW Koje noapasymeBajy Halla eKCTPaKTUBUCTHYKA KyNTypa,
deHoMeHa Npe3eHTU3Ma, Kao 1 BE3aHOCT 3a BUA/LMBOCT M NoTpeby Aa
6ynemo BuhieHn Kako paammo.

MpencTaBe paga y OKBUPY PasiMunTUX MONUTUYKKMX CUCTEMA LIEHTpanHa
cy Tema v 3a 6eorpaacku ABojau, gonnreHrep. Y MHcTanaumjm Koja
nogpasymesa ABa eKkpaHa nogd Hasveom CHHUMaK nejaama TepMmuTa, Koja
je MHcnpucaHa 36MpKoM necama jyrocnoBeHckor Hagpeanncte Ockapa
Hasuya n nanoxeHa y Mysejy abpuyke yMETHOCTH, apXMBCKU CHUMLM
pyAapera 13 enoxe jyrocloBEHCKOr CoLMjanM3ma CynpoTCTaB/beHH

Cy CaBPEMEHMM CHUMLMMA pyaapera y Kanutanuamy. Y oBom
BM3YeSIHOM ecejy, AonreHrep cKkpehe nasrby Ha Ha4MH Ha Koju ce
noNMTUYKa UCTOpUWja NpUNoBeaa W NpeacTaBsba y CoLMjanvamy, OGHOCHO
KanuTanuamy.

Y cBom pagy Haga = [Jom Koju je Hapy4eH crneuumjanHo 3a OBy
MPWKKY, cpncka ymeTtHuua Munuua Pyxuuvh npencnuntyje nosve Ha
akumjy ynyheH y okBupy npojexta Haga je aucumninHa, UCTOBPEMEHO

The question of labour is central to many projects across Hope is a
Discipline, extending beyond the problematics of the cultural sphere.
Cuban artist Adrian Melis explores what it means to withdraw, refuse
or reconfigure ways in which we contribute to society. Melis’s absurdist
installations, shown across three venues, question what it means to

be productive in neoliberalism, operating within structures obsessed
with productivity and yet filled with inefficiency, waste, excess and
bureaucracy. In his installations and videos, Melis frequently replaces
work activities with their unproductive mirror images, constructing
absurd and repetitive situations in which simple tasks are made strange
and the attention economy exposed for its uselessness in a real crisis;
labour withdrawn but nevertheless remunerated or reconstructed
through other means. Melis touches on the trappings of our extractivist
culture, presenteeism and attachment to visibility and the need to be
seen to be working.

Representations of labour across different political systems are central
to the work of the Belgrade-based duo Doplgenger. In the two-screen
installation entitled “A snapshot of a termite landscape”, named after a
poetry book by the Yugoslav surrealist Oskar Davi¢o and exhibited at
the Museum of African Art, archival images of mining during Yugoslav
socialism are juxtaposed with their own contemporary footage of mining
under capitalism. In this visual essay Doplgenger draw our attention to
the way political history is narrated and represented in socialism versus
capitalism.

In her newly commissioned work Hope = Home, Serbian artist Milica
hope can mean for those the most vulnerable and invisible in society,
with little or no means and with limited possibility of improving their
situation. Is it possible to have hope if one does not have a home,
Ruzi¢i¢ asks. Reaching out to the homeless communities in Belgrade,
Ruzi¢i¢ invites her collaborators to become co-authors, offering them
an hourly wage, to collaboratively create images with the help of Al
software Midjourney. These artworks become the property of the
collaborators and are available to buy on the street as well as within
all proceeds and to print unlimited further copies for sale. By placing
these co-authored works both within and outside the context of the
October Salon, Ruzi¢i¢'s direct action supporting those who are most



ce nuTajyhu Koje je 3HayYere Hafe 3a OHe HajyrpOXKeHU|e KOoju

CY HEBUA/BMBM Y APYLITBY, UMajy Mano UM HUMano cpeacrasa u
MUHUManHe moryhHOCTM Aa cBojy cuTyauujy nonpase. [a nu je moryhe
“MaTh Hagy ako Hemall oM, nuta ce Pyxununh. OHa kpehe y cycpet
3ajeaHu1UM 6eorpaackux 6eckyhHuKa 1, Hyaehr M HoBYaHY HaJOKHaAY
obpadyHaty no caty, Nno3vBa CBOje CapaH1Ke 13 OBe APYyLUTBEHE rpyne
[a nocTaHy W KoayTopu U 3ajegHo cteapajy cnvke nomohy AU codTeepa
Midjourney. OBa ymeTHWYKa Aena nocTajy BNaCHULLTBO capajHWKa

M MOTy Ce KynuTK Ha ynuuama Beorpaaa, Kao 1 TOKOM U3noxbe
OkTtobapckor canoHa. CapagHvumma Munuue Pyxuuuh je gonywteHo
Aa 3agpie 3a cebe cBy ocTBapeHy 3apagy, Kao W Aa KacHuje wramnajy
HeorpaHnyeH 6poj AodaTHUX Konuja 3a npoaajy. HoHTekcTyanunayjyhu
0Be KoayTOpCKe pafoBe yHyTap 1 nasaH oksupa OkTob6apcKor

canoHa, Pysununh cBOjOM AMPEKTHOM aKLMjOM Npyxa NOAPLLKY OHMMA
KojuMa je oHa HajnoTpebHMja M NoCcTaBsba TellKa NuTarba y Be3u ca
BamHOLWhy KynType 3a OHEe KOju Ce Hanase M3BaH HEHMX YCKUX U
BMCOKOCMELMjalIM30BaHNX Mpexa 1 CTPYKTypa. Y3 ogjexke pagosa
CanrTjara Cujepe, y Kojuma je 0Baj YMETHWUK YKIbyYMBaO pasninmyunte
3ajegHuue y nnaheHe, ann 4ecTo ekcTpemHe obnunke paga, Mununua
Pyxunumh npe ceera npencnuTyje KYyCTOCKK KOHLENT W MUTa Y KOMMKO|
MepHM jefaH No3uB Kao WTo je Haaa je AvcumnamMHa Moxe 6UTK 3HavajaH
y BpEMe OBaKO EKCTPEMHUX HejeAHaKOCTH.

Pan cpncke ymetHuue Munuue [dykvh Takohe nounsa Ha
KonabopaTMBHOM MPUCTYMY, KOjU NoApa3yMeBa YKIby4YnMBaHe
HeyMeTHWYKMX 3ajedHu1LA Yy HeroBo cTBaparbe. YMeTHMYKa npaxkca
Munuue Oykuh yribydyje dotorpadmjy, TeKCTUN, BE3 U TadTOBaHE, AOK
yMeTHMLA 4eCTO NPOHaNasu MHCNUpaLMjy y HoBMHama, npoHaheHnm
ClMKama unu nmyHum potorpadcekum anbymuma. dykuh nosvea ny6nuky
W capafHWKe Ja Ce 3anuTajy Ha Koju Ha4YMH NpuMamo MHbopmaLmje

W Aa NOMHO NocMaTpajy HOBUHCKE M3BOpe M OAHOC M3Mehy crivke U
TeKkcTa. Y KonabopaTMBHOM pay noj, Ha3MBOM TeKCTUIIHE HOBMHE KOjW
ce npuKasyje y ABa NpoCcTopa y OKBUPY ceKumje Haga je ancumnivHa,
Hykuh nosmea yuyecHWKe pagnoHuue aa ogabepy Hery npuyy 13

HOBMHA M A je M3Be3y Ha NOJIOBHOM YapLuaBy WK CTONHAKY, 0K
pacTaBsbajy, a 3aTMM NOHOBO KPEWpajy HOBUHE CaunbeHe of, ogabpaHux
n3seseHnx npuya. KoHTpacTparem MHCTaHT, 6OMOACTUYHNX U YECTO
HeTa4yHMX W FPOTECKHO NPeACcTaB/beHUX MHPOpMaLMja y Tabnomanma

ca jegHe CTpaHe M Cnopor npoueca Be3a ca gpyre, ykuh Hac no3unsa
He caMo Ja pa3MMCIIMMO O HauyMHy Ha Koju Ham ce oapeheHa BecT

in need, raises difficult questions about the extent to which culture can
be meaningful to those outside of the narrow and highly specialised
networks and structures. Echoing Santiago Sierra’s involvement of
different communities in his artworks through paid, but often extreme
forms of labour, Ruzi¢i¢ above all challenges the curatorial concept
asking to what extent a call like Hope is a Discipline can be meaningful
at such extreme times of inequality.

The work of the Serbian artist Milica Duki¢ equally takes a collaborative
approach, involving non-art communities in the making of the work.
Duki¢'s practice includes photography, textiles, embroidery and

tufting, often finding her source material in newspapers, found images
or personal photo albums. Duki¢ invites the viewer, as well as her
collaborators, to ask how we receive information, taking a long look

at news sources, and the relationship between image and text. In the
collaborative artwork Textile Newspapers, shown across two Hope

is a Discipline venues, Duki¢ invites workshop participants to select
particular news stories and embroider them on second-hand bedsheets
or tablecloths, undoing and then recreating the newspapers with
selected embroidered stories. By contrasting the fast-paced, bombastic,
frequently inaccurate or grotesque presentation of information in tabloid
newspapers, with the slow process of embroidery, Duki¢ invites us to
not only consider how news is communicated to us but also to develop
a new relationship with the materiality of these images and words,
through these tactile works. This approach has been adapted to her
Hope is a Discipline collaboration with the organisation Liceulice (in
literal translation: the face of the street, but also, figuratively: face to
face), a social enterprise supporting vulnerable members of society
through the opportunity to create, edit and sell a monthly newspaper and
keep the profits. In her series Heads or Tails shown as an installation at
the Museum of African Art's unique dome, Duki¢ similarly invites us to
consider images beyond their instant effect by exposing their hidden
reverse by displaying the work so that it can be seen from both sides.

Transposing her theoretical research into different art forms, Jelena
Savi¢ forcefully and unapologetically positions herself in the midst of the
Serbian Roma and feminist scene. Forcibly below the radar, she insists
on being seen and heard by all who are in positions of power, as well

as those who observe its actualisation in silence. Her digital illustrations
and audio installations are a reflection of the sphere her beliefs and



KOMYHWLMPa, Beh 1 Aa KpO3 0Baj TAKTUIHK Paj, Pa3BrjeMO HOBM

OfHOC ca maTepujanHowhy oBux crinka u peuun. OBaj npucTyn je
npunaroheH HeHoj capaiku Y OKBUPY NpojeKTa Haga je avcumnamHa
ca opranHusauujom Jlnueynvue, ApyLUITBEHOM MHWULIMjaTUBOM Koja npya
NOAPLLKY YrPOXEHMM YnaHOBUMA APYLUTBA TaKo LWTO MM oMoryhasa aa
Kpeupajy, ypehyjy 1 npoaajy MeceyHu marasviH 1 fa 3apagy 3aapHe

3a cebe. Y ceBom cepujany NMrcmo vnu rmasa Koju ce npuKasyje Kao
MHCTanaumja y KapakTepmucTmuHoj Kynonu Myseja appuuke ymeTHOCTH,
[yKkuh Hac Ha cnrMyaH Ha4YMH No3nBa 4a OCMOTPUMO CIIMKE M3BaH
OKBMpPa HMXOBOI TPEHYTHOI epeKTa, Manamyhv pagose Tako ga ce mory
BMOETHU ca 0be cTpaHe, Ha Taj Ha4MH n3namyhu 1 UXOBY CKPUBEHY
3aHby CTPaHy.

Jenena Caguh TpaHCMoOHyje CBOja TEOpHjCKa MCTPakKMUBaba y pasnuinTe
yMeTHU4YKe GopMe M Ha Taj HA4YMH Ce CUNOBKUTO M 6e3 napaoHa
NO3MLMOHMPA Y CaM LIeHTap CPrcKe POMCKe U PEMUHUCTUYKE CLIEHE.
[MpuHyoHO ncnog papapa, oHa MHCUCTUPA Aa je BUAE U YY]y OHM Koju
Cy Ha nosuumjama Mohu, Kao 1 OHM Koj1 hyTKe nocmarpajy HMxoBy
aKkTyanusauujy. HbeHe gurutanHe wnyctpauuje M ayano-MHcTanaluje

cy ogpas cdepe y Kojoj HeHN CTaBOBWU U BPEAHOCTU HajCHaMKHW|e
pe3oHupajy: usrosopeHe, neppopmMaTmeHe peyn. Ha nasectaH HaumH,
HEHO MaHUMNYNMCaHe MKOHWUYHUM NPU30pMMa NonynapHe KynType
nogceha Ha meTop, ,yMeTHMKa y apxuBy”; oHa 6OMHEe U YBEK LITETHE
NpU30pe 3/M104MHA Koja APYLUTBO YMHKW MPOTUB PA3IIUYMTHX CYGanTEPHUX
cybjekarta v 3ajegHuLA CeLiKa M NMOHOBO KOMBHHYje, rpagdehu of, Hmx
ocHaxkyjyhu jesuk.

HapaBaH je ymeTHMuKa rpyna Koja og, 2021. roavHe genyje y pOMCKOM
Hacerby Bavp y BarbeBy, Koje npeacTtaBba jefHy of HajuyBEHUjUX
My3K4KKx 3ajeaHuua y Cpbuju 1y KojeM ce BEeSIMKW [le0 CTaHOBHULLTBA
Beh reHepaumjama 6aBm Myankom. KapasaH nma 3a uusb ga noseha
BMOJBUBOCT M cadyBa of, 3abopaBa BeOMa NOLITOBAHO MY3UYKO
Hacnehe Hacema Bauvp, Koje nnak Bennkom 6p3nHOM HecTaje. Homnxosu
MPOJEKTH YKIbY4yjy apXMBCKO UCTPaXMBaHE Y Capafrbi Ca NOKaTHAM
CTaHOBHMLUTBOM, KOje KylIMMHMpPa U3pasoM Mypana Ha ogabpaHum
6anpckmm pacagama y 3Hak cehara Ha My3uyape Koju Cy OBAE HMBENU
W Ynje NopoauLe n fare Ty xuse. HapasaH Takohe pefoBHO opraHuayje
M 3aHaTCKe paAMoHULE 3a CBe y3pacTe, YUMe Ce JIoKanHa 3ajedHuua
rnoBesyje Ha BuLUE pPasnnynTMX HauMHa. HoBa MHcTanauuja HapyyeHa
cneuujanHo 3a cenekuujy Haaa je ancumnnnHa 6uhe nanomena y

values resonate the farthest: the spoken, performative word. In a way, her
manipulations of iconic, pop-art imagery are reminiscent of the “artist-
in-archive” method; cutting away at painful and perpetually obliterating
images and reworking them towards an empowering language of the
crimes society commits to different subalterns.

Caravan (Karavan) is a group of artists who have since 2021 been
functioning as an arts organisation in Bair, a Roma district in the town
of Valjevo, Serbia, and one of the best-known musical communities in
Serbia with a large proportion of its inhabitants being involved in music
for many generations. Caravan aims to make visible and preserve from
oblivion the well-respected and yet fast-disappearing musical legacy of
Bair. Their projects involve archival research in collaboration with local
residents, culminating in the creation of murals which are painted on
selected facades of Bair, commemorating the musicians who lived there
and whose families still live in these homes. Caravan also runs a regular
programme of arts and crafts workshops for all ages, connecting the
local community in a range of ways. The newly commissioned installation
for Hope is a Discipline, shown at the ULUS Gallery on Knez Mihajlova
street, will partially be returned to Bair and permanently installed there,
contributing further to the district’s legacy.

Fostering a similar approach to Caravan, in which artists seek to
empower and enable their peers in their local communities, the Angolan
artist Kiluanji Kia Henda brings to Belgrade a presentation of a diverse
and multidisciplinary artistic community based in Luanda, which has
since 2015 gathered around the Hotel Globo initiative, spearheaded

by Kia Henda. This takeover of a former hotel in downtown Luanda

has been the home of initiatives including the annual Fuckin’ Globo
event featuring over 30 artists and 75 works across media, a residency
programme Atelié Mutamba for emerging artists and filmmakers as well
as being home to the filmmaking community KinoYetu. This unique hub
for artists across many fields is being presented at the October Salon
through a series of films, a documentary about Hotel Globo and a series
of newly commissioned posters.

Some of our research and conversations centred on the legacy of the
Non-Aligned Movement (NAM), inspired by its ethos of solidarity and
engaged active support of those whose circumstances may be different
but whose needs we recognise and wish to support. We were interested



Manepwju YJTIYC-a y KHe3a Muxannosoj ynuum, a 3atum he aenmMMuyHo
6uth BpaheHa y Banp, roe he 6uT MHCTanupaHa 3a ctanHo, Yume he ce
jow BWLLE JONPUHETH OYyBakby Hacnefa oBor Hacesba.

Axroncku ymeTtHnk Runyarumn Kmua Xenaa, umjm je npucTyn OCHamuBamy
npuvnagHyuKa oKanHe 3ajeHuLLEe CriMiyaH OHOME KOjU Heryje rpyna
HapaBaH, cTume y Beorpan ca npe3eHTaumjomMm pasHonmKe 1
MYNTUAMCLMNIMHAPHE YMETHWYKe 3ajeaHuue 13 Jlyanae, Koja ce of,
2015. roamHe okynyba o0Ko MHWLMjaTMBe XoTen [Mobo Kojy npeaBoam cam
HKna Xenpa. Y oBom xoteny y ueHTpy JlyaHae Koju cy ymeTHUUM 3ay3enu,
Hanasu ce cegulUTe BULLE MHUMLM[ATUBA, YRIbYYYjyhn 1 roguwmm gorahaj
nog, HaaveoM Fuckin’ Globo y kome je yyectBoBano npexko 30 ymeTHUKa
ca 75 papoBa y pasnMyMTMm Meaunjuma, peavaeHumjanym nporpam Atelié
Mutamba 3a mnage ymeTHuKe 1 GuUnNMCKe ayTope, Kao 1 3ajeaHuLy
¢dnnmckmx aytopa KinoYetu. OBaj jeanHCTBEHW KpeaTUBHM LieHTap 3a
YMETHMKE M3 MHOTMX MoJba MMa CBOjy npe3eHTauujy Ha OKTo6apcKoM
CasloHy Kpo3 cepujan AOoKyMeHTapHWx punmosa o Xoteny [nobo, Kao u
cepujy nnakata Koju cy u3paheHu creuujanHo 3a OBy MPUIKKY.

Hekwu op, Hawmx pasroBopa v UCTpaxunBara MMann Cy 3a TeMy Hacnehe
MNoKpeTa HeCcBpPCTaHWX, MHCMMPUCAHW HErOBMM €TOCOM CONMAAPHOCTH
M aHraxoBaHe aKTUBHE NOApPLUKE OHMMA YMje OKONTHOCTM MOMAA

jecy apyrauuje, anu Yvje notpebe NpenosHajemMo 1 HKenmMo Aa 1x
noapHMMO. 3aHUMasM Cy HacC Ha4YMHK Ha Koje je OBaj eTOC HacTaB1O

[ MoCTOjM Ha NOJby KyNTYPHOr paja, Kao U Kako cy Bede HecBpcTaHmx
ycnocTassbeHe y Jyrocnaeuwju npesasuvwne coepy nonutuke. bes 063umpa
Ha pa3o4yapaHoCT Yy MOryhHOCT HECBPCTAHOCTH Ha HUBOY MOJTUTHUKE,
opraHcke Be3e namMehy KynTypHUX pagHWKa, MUCMNaLa, yMETHUKa

W TeopeThyapa HacTaBsbajy Aa Ce yCnocTaB/bajy M pasBujajy cBe [0
paHac. OBO je HapPOYMTO NPUMETHO KPO3 TPEHYTHE akTMBHOCTU My3eja
adpHryKe YMETHOCTHU, MaTUYHE MHCTUTYLIM|€ KOKYCTOCKUba Emunuje
EnwrTajH 1 AHe KHexeBuh, roe ce v gasbe Heryjy Be3e yCnocTaB/beHe

y paHnm gaHuma lNMokpeTa HecBpcTaHux. Ha oBaj HauMH ce KyCTOCKM
TWUM npojekTa Haga je aucumnnuHa y ctBapum u ynosHao 2019. roguHe,
LITO je AOBENO A0 CTBaparba UCTPaKMBAYKE MPEHE W YCNOoCTaB/baka
KOHBep3aLMje Koja U gasbe Tpaje.

in ways in which this ethos carries on in cultural work and the way Non-
Aligned connections established in Yugoslavia, have continued beyond
the political sphere. Despite the disillusionment with the possibility of
non-alignment on a political level, more organic links between cultural
workers, thinkers, artists, and theorists today continue to thrive and
expand. This is particularly evident in the ongoing work of the Museum
of African Art, the home institution of co-curators Emilia Epstajn and
Ana KneZevi¢, as they continue to nurture links opened up in the early
days of NAM. This was, in fact, the way the curatorial team of Hope

is a Discipline initially met, in 2019, triggering a research network and
ongoing conversation.

For us, in the curation of Hope is a Discipline, NAM functioned as a
reference and an ethical framework to draw on rather than a topic in its
own right. Our focus lay in multiple grassroots connections that were
established between Yugoslavia and cultural workers across Africa

and Asia, perhaps connections that remained less visible than the
highly publicised political and soft power dimensions. The less visible
aspects of the Non-Aligned Movement are central to the collaborative
work Olja — Invisible Flame: The Life Story of an Activist Through the
Anti-Colonial Struggle and the Non-Aligned Movement of the African
Continent by Darinka Pop-Miti¢ with the Yugoslav Non-Aligned Solidarity
Working Group*, and Ya-Hsin Luo and Mahalia Sobers (students on the
MA Curating and Collections, Chelsea College of Arts, London). The
work charts the life and work of Olja DZzuverovi¢, a Yugoslav political
worker, diplomat and activist, in supporting the liberation movements

in many African countries. Playfully combining Olja’s political work and
personal passions, namely her commitment to animal welfare, the work
provides a less formal, personal view of the solidarity taking place across
NAM.™ Using materials from the Yugoslav Non-Aligned Movement
Solidarity Archive — The Documents of Olja DZuverovi¢, the ongoing
project exposes the “behind the scenes” workings of the Non-Aligned
movement, showing a rare perspective of a female political worker.

10 Olja Dzuverovi¢ was my aunt and in collaboration with her sister, Vesna Dzuverovic,
| have gathered and assembled her archive, acting as a custodian. The cataloguing of the
archive is in progress. The archive is currently housed at Chelsea College of Art in London and
available to researchers by appointment.






3a Hac je, NPUIMKOM KyCTOCKOI paga Ha npojeKkTy Haga je amucumniuvHa,
MNokpeT HecBpCTaHMX NpeacTaB/bao pedepeHLy U eTUHKU OKBMP Ha

KOju ce no3unBaMo, npe Hero 3acebHy Temy. Y doKycy cmo umane
MHOrobpojHe rpacpyTc Be3e W MHMLUMjaTUBE yCcrocTaB/beHe namehy
Jyrocnasuje 1 KynTypHUx pagHuKa wrpom Adpure 1 Asuje, Koje cy
MOM/a ocTasie Makbe BUA/bMBE Of, AMMEH3Mja OBOI MOKpeTa y Be3u

ca NofMTUKOM M MEKOM MOhHM, Koja je mana 3HadvajaH nyGnuumTET.
Mare BuamsmBmM acnekTu MNokpeTa HeCBPCTaHWX Hanase ce y CpeauLTy
MHTepecoBaha KonabopatuneHor paga Orba — HEBUAILUBK M1AMEH:
H1BOTHA Npuya jeaHe aKTUBUCTKMUHE KPO3 aHTUKOOHM]jaiHy 60p6y 1
[NoKkpeT HecBpcTaHKXx Ha appPUYKOM KOHTUMHEHTY Yumju cy ayTopy [JapuHka
MNon-Mwutuh, PagHa rpyna jyrocnoseHcke connpapHocTu ca [MokpeTtom
HecBpcTaHux* u Ja-XcuH Jyo n Maxanua Co6epc (CTyaeHTKUbe

MacTep nporpama 3a KyCTOCKY W KONeKLMOHAPCKy npaKcy Ha Yencu
Konely ymeTHOCTH y JToHZoHY). Y 0BOM pagy ce Onucyjy HWBOT U pag,
Orbe LlyBepoBuh, jyrocnoBeHCcKe NonUTUYaPKeE, AUMIIOMATKUHE U
aKTUBUCTKMHbE, KOja je paauna Ha NoApLILIM MOKpeTMMa 3a ocnobohere
Yy MHOrMM adpHryKkmnM 3emibama. Y pagy ce Ha nenpluias HauMH KOMOUHYjy
OrbWH NONWUTUYKKM pag, M jeaHa HeHa NMYyHa NpeoKynaLuja, O4HOCHO
noceseheHOCT nomararby ¥MBOTMHAMa, a Aaje Ce jedaH Mare popmaaH,
NWYaH NOrnes Ha CoNMAAPHOCT Koja je peanvM3oBaHa y OKBUPY

MokpeTa HecBpcTaHux.'® OBaj NpojeKar, Koju ce Temerbu Ha ApxvBK
ConMaapHOCTH jyrocnoseHcKor [MokpeTa HecBpCTaHUX®, OQHOCHO
nokymeHtuma Orbe LlyBeposuh, npukasyje aktnBHocTH NokpeTa Koje cy
ce oggujane ,M3a cueHe” 1 Jaje peTKy NepCcrneKTUBY Y OOHOCY Ha paj,
jefHe nonuTuyapKe.

Aa Haaa Byae onuvn/auvad

YMEeTHULM, rpyne 1 MpeKe OKYNIbeHW OKO NpojekTa Haaa je aucumnnmHa
nokaayjy aa je moryhe MHoOWTBO (yMETHUYKHMX) CBETOBA KOjW NapanesnHo
nocToje M Aa CyNTUITHE W U3HUjaHCUPaHe MUKPOMOIUTUYKE YMETHUYKE
MHULMjaTMBE MOTY NPEACTaB/baTU OMUMIbUBY aNTEPHATUBY TPEHYTHO
MPUCYTHUM eKCnioaTaLMjCKMM KOPNopaTMBHUM Npey3nMarnma,
MHXMOMPAjyhrM U LUTETHUM MONUTUYKMM TEHAEHLMjaMa U EKONTOLLKUM
n3a30BMMa. YMETHULM U MPEKE YKIbYYEHW Y OBaj MPOjeKaT YMHE yrpaBo

10 Onba LlyBeposwh je 6una moja TeTka 1 y capafsu ca HeHoM cecTpoM, BecHom
LlyBeposuh, nprKkynuna cam HeHy apx1By, O Kojoj ce AaHac cTapam. Hatanornsauuja apxvee
je y Tory. ApxuBa ce TpeHyTHO Hanasu y Yencu Konely ymeTHoCTH y JTOHAOHY, M AOCTYNHA je
UCTpakMBavMMa Ha 3axTeB.

Making Hope Tangible

The artists, groups and networks gathered by the Hope is a Discipline
project demonstrate that many coexisting (art)worlds are possible and
that subtle and nuanced micropolitical artistic initiatives can provide
tangible alternatives to current exploitative corporate takeovers,
suffocating and harmful political tendencies and ecological challenges.
The artists and networks included in this project do precisely this,
shifting the site of contemporary art from an exhibition as a momentary
encounter, to a site of activism and engagement and the beginning of a
longer conversation.

In her research into collectivity and longevity, community studies
scholar Kimberly Croswell’s identified two key factors that enable the
longevity of collectives: firstly, she highlights co-identification as key,
which is based on shared values of non-hierarchical relations that
enable different forms of shared leadership. Secondly, she observes
that collective autonomy provides the “freedom to arrive at agreements,
(also known as unanimity) as well as resistance to unfreedom, defined
as a shared alternative economics!”'" For Crosswell, these two factors
need to combine in order to enable successful and long-term collective
action. We could ask whether the collectives described in this essay,

in their mutability and by constantly renegotiating their shared values

of non-hierarchical relations through various guises, develop such
unanimity and alternative economics.?

Hope is a Discipline brought together a group of curators and artists
that share a commitment to creating worlds where leadership does not
wear the clothes of an emperor, nor does it dance to his commands. Our
co-identification had a common aim, to show that things can be done
otherwise and efficiently freely in concert, with one another (unanimity).
Our efforts to gesture towards alternative economics, economics that
counter the capitalist story of profit, accumulation, and spectacle turn

11 Kelly Hayes and Mariame Kaba. “Hope is a Practice and a Discipline: Building
a Path to a Counterculture of Care!” Nonprofit Quarterly, February 19, 2024. Available at:
https://nonprofitquarterly.org/hope-is-a-practice-and-a-discipline-building-a-path-to-a-
counterculture-of-care/ [Accessed July 15, 2024].

12 Kimberly Croswell. “Collective Leadership: Relating Non-Hierarchically Through
Activist Art," paper presented at the American Political Science Association Meeting
Committee, Anarchism: Collective Life at Distance from the State panel, 3 August 2023.



OBO 0K M3MeLUTajy TEPEH CaBPEMEHE YMETHOCTU Ca U3NOoKDOe Kao
TPEHYTHOI CycpeTa, Ha Nosbe akTUBU3MA, aHraKOoBaHa M 3anoynHarba
AYropoYHMX KOHBep3aLMja.

Y CBOjUM UCTpamkmBarbMMa KONEKTUBUTETA U AyrOBEYHOCTH,
Hay4HuLUa Koja ce 6aBu cTyaujama 3ajegHuue Kumbepnun Kpoceen
noeHTndrKoBana je opa paKTopa Koju KonekTueMmMa 06e36ehyjy
[lyroBEYHOCT: Kao MPBO, OHA HarnallaBa BaXHOCT KOMAEHTUdHKaLMje,
Koja ce 3acHVBa Ha 3ajeJHUYKOM BPELHOBaHY HEXMjepapXmjCKUX
ofdHoca Koju omoryhaBajy pasnuunte obnuKe 3ajegHWYKOr BohcTBa.
Hao opyro, npumehyje na KonekTnBHa ayToHoMMWja daje ,cnoboay aa
ce nocTurHy gorosopv (Takohe NosHaTy M Kao jeAHOrNacHOCT), Kao M
otnop Hecnobogama, WTo ce AedUHULLIE Kao 3ajefHUYKa anTepHaTUBHA
ekoHomuja"'! Kpoceen cmaTtpa aa oBa ABa ¢paxktopa Mopajy aa ce
KOMOWHYjy Kako 61 ce omoryhuna ycnewuHa v AyrotpajHa KOneKkTMBHa
akumja. Moxemo ce 3anuTati a fiv Cy KONEKTUBK ONMUCaHK Y OBOM
ecejy, Koju nogpasymeBajy NPOMEH/bUBOCT W CTaNIHO AOroBaparbe
3ajeAHNYKOr BpeAHOBaHa HEXHjepapXmjCKMX OAHOCA Y PasniYUTUM
0651LMMa, PasBWUiM jedHy TaKBY jeQHOMIACHOCT W anTePHATUBHY
€KOHOMMy."?

Mpojekat Haga je aucumnavHa oKynvo je rpyny KyCTOCKWHba M YMETHUKA
KOjW [ienle peLueHOCT 3a CTBapareM CBETOBA Y KOjuMma BORCTBO He
HOCM LLapCKO PyX0, U Yy KojuMa ce He nielle Ha LapcKy Hapeaoy.

Hawa KonaeHTUdHKaLMja MMa 3ajeHUYKM LWib, @ TO je Aa ce MoKake
[a ce CTBapu Mory o6aBrbati U Ha Apyradumju HaumH, cnoboaHo K

y mefycobHom carnacjy (ogHocHo jeaHornacHo). Hawwu Hanopu aa
KpEeHeMO y npaBLy afTepHaTUBHE EKOHOMMW|E, EKOHOMM|E Koja ce
CYNpOTCTaB/ba KanuTalMCTUYKO] MPUYKU O MPOGUTY, aKymynaLmju 1
CMEKTaKNy yKR/by4yjy OHa Aena, YMETHUKE W YMETHUYKE NpaKce Koju ce
Hanase y ogpefeHMM H1WwamMa 1 OKONMHOCTUMA MCMOoZ, IMHKje pagapa,
anu Koju Takofe Ha NOBpPLUMHY M3HOCE Apyrayuvje BPEeAHOCTH: AeTbEHsE,
y3ajaMHOCT, TPaHCHALMOHaIHY CONUAAPHOCT, UHTEPCEKLMOHANHE

11 Kenn Xej3 n Mapujam Kaba. “Hope is a Practice and a Discipline: Building a
Path to a Counterculture of Care!” Nonprofit Quarterly, 19. ¢pebpyap 2024. [JocTynHo Ha:
https://nonprofitquarterly.org/hope-is-a-practice-and-a-discipline-building-a-path-to-a-
counterculture-of-care/. [MpuctynbeHo 15. jyna 2024].

12 Kumbepnu Kpocaen. “Collective Leadership: Relating Non-Hierarchically Through
Activist Art” Pag je npeacTassbeH Tokom naHena Komuterta 3a cactanke APSA (American
Political Science Association) nog Hazusom AHapxmsam: HONEKTUBHW HMUBOT Ha AMCTaHLM Of
npmase, 3. asrycta 2023. roguHe.

to those acts, artists and artistic practices that are in certain niches and
circumstances under the radar but also bring to the surface different
values: sharing, mutuality, transnational solidarities, intersectional ways
of being. The economy to come, may not be yet scalable but it can only
provide an alternative to the precariousness capitalist conditions if these
values are accentuated, learned and embraced.

What remains is precisely an invitation to learn the steps to this dance.
What Mariame Kaba taught us is to have the courage to be otherwise.
To build together differently. To hope. Hope, in a way that embraces
movement, discipline, and mutuality, presents us with the contours of
“counter imaginaries” and traces a myriad of emerging possibilities.
Making hope tangible. Annie Ernaux may worry that all images fade
away, that nothing remains, but what we hope you can take back home,
is not so much the mementos from this exhibition, but the feeling of
what is possible, the learned steps of a new dance, and the tunes of a
new economy.



HauMHe nocTojarba. EKoHoMMja Koja he mohun Moxaa jow yBeK Huje
MepsbMBa, aNiv jeCcTe jeiMHa Koja MOXe NpeaAcTaBbaTh anTepHaTUBY
NpeKapHWM yCnoBWMa KanuTannama YKOJIMKO Ce OBe BPEAHOCTH
Harnace, Hayye v npuxeaTe.

OHo wTo ocTaje jecTe ynpaso No31B Aa Ce HayyYe Kopalu OBOr nneca.
OHo wro Hac je Mapujam Haba Hayuuna jecte fAa Mmamo xpabpocTu

Aa 6ynemo apyraumjn. [la apyrayvje 3ajeaHuukun rpagmmo. a ce
Hagamo. Hapga, cxsaheHa Tako aa obyxBaTta NOKPeT, AUCLIMMIIUHY

M y3ajaMHOCT, yKasyje HaM Ha KOHTYpe ,KOHTpaMmMmarmHapHor” v Ha
MHoLWTBO MoryhHocTH y HacTaHKy. OBo je Haaa Koja je onunbuea. AHK
EpHo mompa 6puHe jep cBe cnvKke bneae v HULWTA He OCTaje, anv Mu ce
Hapgamo ga ca co6om HeheTe Kyhv NOHETH camo cyBeHMpe ca U3noobe,
Hero npe ceera ocehare MOryhHOCTH, Hay4YeHe HOBe MiieCHe KopaKke U
necMy HOBE EKOHOMMe.







TyMBare KyTH|e

AHa KHewenuh

Ha nutarse 60. OkTobapcKor canoHa ,LLTa octaje?” ogrosapamo
nHcnupucaHe cnoraHom Mapujam Habe ,Hapa je aucumnnuya”, Koju
HacTaje Yy, UICTUHA, ApYyravnjeM KOHTEKCTY 1 Apyrum nosoguma. Osge
ce OH, MehyTUM, Merba, KOMEHTapULLE, KPUTUKY]E W MpencnuTyje y
TEXHM Aa A06Mje NOKaNHO YnTarbe, B1No KPO3 0ArOBOP MK pPeaKuujy
Y pafoBMMa Halmx YMETHUKA M YMETHWLA, UK MaK Kpo3 aujanor v
KOMYHMKaLM]y ca pagoBuMa YyMETHWKA M YMETHULA KOju CTBapajy y
ApYyrMMm cpeguHama.

Crapa je 1 pobpo 3HaHa npuya aa je Ha aHy MaHpopuHe KyTHje octana
jedvHo Haja, 1 Aa ca CBMM 3710M, HeBosbaMa M 6onectMma camo oHa U3
He HUWje ycnena aa ua3netu. Hako ga MMCIMMO O HaaW Y BPEMEHY y KOMe
CMO OKPY¥EHW HEKUM ApYyrrMm box-oBuMa, cloud-oBrvMa M HaA30PHUM
CTPYKTypama, y 0oby ,uypersa” 1 pasbujarba KyTuja ca apyradvjum,
cacBvM NepouaHUM CaapHajMma, y epy noTpeca, para, HeM3BeCHOCTH

1 pesopujeHTMcaHocTh Hage? KaTkag ce YiHKM fa metadopa o Haau
3apobrbeHoj Ha AHY KyTWje AaHac 1 OBAE HUje CaCBUM OLpPHKMBA, MaKO
n3rnepa na je Kytvja v farbe OTBOPEHa, a MM OCTaBIbEHU Ha NPOMaju
HeHWX /eaks-0Ba M MHOTMX OPYrvX, HEPETKO OMACHMX U HEMPUjATHWUX
n3nyyeBrHa. Kako pasymemo Hagy, a Kako AUCLMMIIMHY U HKUXOBY Moryhy
Be3y AaHac? Jecmo nv oBAe BULLE WK Makbe oryrnany Ha Hagy? [a nu
HaMm je AMCLMINIIMHA MPCKa MK nak notpebHa? [oe ce 3aByye Ta Hapa
Kafd ce KyTuja YMHOXM, Kad fobuje Buwe yrnosa, howkosa v pyna, Kag,
nocTaHe HEBMAOJbMBA a CBEMPUCYTHA, Kaa, je yjeaHo v ManpopuHa KyTtuja,
M KyTHja 3a cmehe, U Mexyp-KyTHvja y Kojy ce 3aTBapamo Aa natumo, 1
perncTparop-KyTuja npenyHa nogataxa, U NakoBakbe-KyTuja 3a npoaajy
1 npoduT, Tj. KyTWja Koja nonpuma 6pojHe, a 3a Hac yBeK oTemxasajyhe
ynore v orpaHnyaBajyhe ¢opme.

Tumbling the Hox

Ana Knezevié¢

We answer the question of the 60th October Salon “What's left?”
inspired by the slogan from Mariame Kaba's Hope is a Discipline,

albeit created, truth be told, in other circumstances and with different
causes. It is here, changed, commented on, criticized and re-examined,
to discover a local interpretation, either through the responses and
reactions of our local artists, or through the dialogue and communication
with works created by artists in different environments.

It is an old and well-known story that at the bottom of Pandora’s Box
only hope remained; with all the evils, troubles and illnesses, it was

the only thing that had not managed to fly out. How can we conceive
hope in an era in which we are surrounded by other boxes, clouds and
surveillance structures, in times of “leaking” and breaking boxes with
different, quite perfidious content, in an era of crises, wars, uncertainty
and disorientation of hope? It sometimes feels as if the metaphor of
hope captured at the bottom of the box is not entirely viable here and
now, although it appears that the box is still open today, while we are left
in the path of its leaks and many other, often hazardous and unpleasant
excrements. How do we understand hope, discipline, or their potential
link today? Are we more or less immune to hope here? Do we detest,

or indeed crave discipline? Where may this hope be hiding once the
box is multiplied, when it gets more angles, corners and holes, when it
becomes invisible, yet ever-present, simultaneously Pandora’s Box and a
trash bin, a bubble-box we withdraw into to suffer, a file box full of data,
or a packing box that sells for profit, i.e. the box that assumes many,
aggravating and limiting, roles and formats.



ApyrvmM peunmMa, Kako M rae AaHac Aa TPawUMo Hady — Taj YydaH,
Bap/bMB, 3aBOAJbMB U MCTOBPEMeHO 6onaH 1 nanyhyjyhun ocehaj koju
Hehe na Hac nyctu, y oksvpuma ,6ene Kouke” (white cube), jow jeaHe
KOLKacTe KyTuje y KOjoj, KaKo je AaBHO 3anakeHo, HemMa cMexa, jena,
nvha, cnaBansa, Necme, nneca, Bohema sbybasu... Moxemo nun aa
pa3bunjeMo KOLLKY, Aa PaCKIOMMMO MK WyTHeMo KyTujy? OKTobapcKu
CaJloH HaKoH CBOjUx 59 M3aara BuLLE HUje Y MOTNYHOCTH AOCeaHa U
yncTo 6ena KouKa, NpeMaa Mma HeHe obpuce 1 enemMeHTe, Koju MoMAa
W npoBouMpajy Aa ce nutame ,LLTa octaje?” nocrasu, ynpaBo Kako 6m
ce npewrne rpaHuue ,6ene Kouke".

3ato o npobnemuvmMa Hage U AUCLMIIIMHE W NPOLLeHU Aa Haja

MOX[a jecTe ANCLMIIIMHA, UMK 3anpaBo TO HU HajMarke HUje, OBAE
NpeacTaB/bEHN pafgoBu Mucre Gorycupajyhn ce Ha Buwwe Tema. Ha
AedUHMLM]Y M Hall caBpeMeHMW OOMMBIba] MOcna, Ha 6€CKOPUCHOCT
pajna, Te Ha Be3y paga W YMETHOCTH, Ha OHe Jbyae KOjW BULLE HEMAjy
Hape ga he cytpa 6uth 6orbe, Ha NOTeHUMjane Haje Kao rpaavBa CBake
nonuThyke 6opbe 1 pagmKanHe NPoOMeHe, Ha OTPeXHeHe Haae A030M
necuMMamMa, Ha Hagly Kao npusunervjy. He 6exe HW of Tora ga Hagy
[AOCJIOBHO NPUMeHe, Aa je nogene y 3ajefHWLM Y Kojoj *KuBe U page

1 ca HbOM, ia Ce NMOCBEeTe CaMOOPraHN30Baky M Jiedersy nocneauua
burnout-a v gpyrvx HycrnojaBa CaBpPeEMEHOr KWBOTa, Te Aa NpencnuTajy
MOryhHOCTHM 3ajeQHMLLTBA M3BaH rPaHuLLa KOMNETUTUBHOCTH, Y CBETY
YMETHOCTH, anun Uy CBETY yornuiTe.

McTtuHa je pa oBuM ,6ena KouKa” HUje cacBUM PacK/IONbeHa, a HU
HanywTeHa. OHa je n parbe Ty, Maga 6u ce morno pehu ga je M3bylieHa,
Mano uctymbaHa, Te aa cy y Te npouene AoAaTh HEKM eneMeHTH

Koje ,6ena KouKka” He MOXKe yBeK Oa NPeno3Ha, a HWje UM, Mo CBOjOj
BULLEELIEHW|CKO] HaBWLM, HW HaKnoeHa. To cy, ceakako, cropu(ju)

W OyroTpajHW NpoLecH paja U HacTaHKa yMETHUYKOr Aena U3BaH
NPOjEKTHE M TPHULLHE NOrMKe, MPOHaNa3aK YMETHUYKMX KBanMTeTa

y Npakcama Koje HUCY yTeMe/beHE UCKIbYYMBO YHYTap rpaHuua
YMETHUYKOI CUCTEMA, UCTULLAHE OHWX CTBapaiadyknx MMNynca Koju cy
ucnog pagapa yctarbeHor artworld-a, faBarbe NpegHOCTH caapHKajy

W NopyLM y 0QHOCY Ha NyKy ¢opMy, AeLleHTpanMsaumja, ympeasarse,
[0BOheHe BpeaHUX JbyAW ¥ pa3roBOp HaMeCTO TPaHCMopTa CKYMMUX
npeameTa y ranepumje, noceeheHo cTBapare OHora LTO MOXe Aa Ham
ocTaHe, PeBHOCHO M3beraBar-e NPOM3BOAHE OHOra LUTO MOXe caMo Aa
6yne, npohe v oge. M HapaBHO, NOKoja NpoBOKaLuja.

In other words, how and where can we locate hope today — this strange,
deceptive, seductive, yet simultaneously painful and maddening feeling
that won't let us be — within the white cube, yet another angular box
where, as it has long been noticed, there is no laughter, eating, drinking,
sleeping, singing, dancing, or making love... Can we break the cube,
unfold or kick the box? After 59 editions, the October Salon is no longer
an entirely consistent and spotless white cube, though it has its contours
and elements that perhaps provoke the asking of the question “What
remains?” just for the sake of transcending the white cube’s borders.
Therefore, the works of art presented here consider the problems

of hope and discipline and the assessment that hope perhaps is a
discipline, or maybe isn't, by focusing on many topics: the definition

and our contemporary perception of labour, the futility of work and the
relationship between labour and art, the people that no longer have hope
of a better tomorrow, the potential of hope as the substance of every
political struggle and radical change, the sobering up after high-hopes
with a dose of pessimism, as well as hope as a privilege. These artists
do not shy away from literally applying hope, sharing it in and with the
community where they live and work, dedicating themselves to self-
organisation and treating the consequences of burnout and other side
effects of modern life, while also considering the possibility of community
outside the context of competitiveness, in the realm of art, as well as in
the world in general.

It is true that with these efforts, the cube has not been fully unfolded,
but it is not deserted either. It is still there, though one could say that it
has been somewhat punctured, a bit crumbled, and the emerging cracks
have had some elements inserted, that the white cube cannot always
identify, and is not, from the force of a decades-long habit, very much
fond of. These are certainly slow(er) and long processes of work and art
creation, outside project and market logic; artistic qualities in practices
that are not entirely founded within the art system’s borders, highlighting
creative impulses under the radar of the established art world, favouring
content and message over mere form, decentralisation, networking,
putting worthy people in conversation rather than transporting expensive
objects to galleries, dedicatedly creating what may remain, diligently
avoiding the production of what can merely exist, pass and be gone.
And, of course, with a hint of provocation here and there.



Crora oBaj neo 60. OKTOGapCKOr canoHa Hyau U3NOoKOY Y pUTMy
Tymbara 1 ByLuera KyTuje — KyThje cxaheHe Kao ,6ene Kouke” unu
,naKoBarba n3nombeHnx Gopmara” (HApPOUYMTO OHUX BUjeHaANHUX) U
KyTuje cxBaheHe Kao MeTadope peanHOCTH Y KOjoj je Herge 3aTypeHa
Haga, M y Kojoj ce Tpara 3a HeHOM MO3ULMJOM M NpobremaTm3aLMjom y
caBpemMeHoM TpeHyTKy. OBe peyun cy n1McaHe TOKOM NPUMNPEMHOr paaa,
Te CTaJIHWX, HEYMOPHKX M HEM30CTaBHMX Pa3roBopa M pacrnpasa ca
YMETHULIMMA, rpyrnamMa 1 KOJIEKTUBKMMA KOjU Cy 360r CKIOHOCTH Aa ce

y CBOM Jocafallkem pagy A0THUYY CIMYHMX MUTaka U TeMa No3BaHu

Aa ce 6aBe HaAOM Kao AucumniMHOM. M3 nepcneKkTrBe MllYeKnBarba
came edemepHe noctaske Hapa je gucumMnnmnHa, a 3anpaBo HEHUX
MaHe UK BULLE BUATBMBMX, 3aCUIYPHO AYrOTPajHUIUX U yTULLAJHW]UX
ucxona, Hapam ce (!) aa he ce ynpaeo y TUM NpopesnmMa KyTuje U3 Kojux
oapeheHn pagosu, capasre 1 NOCTYNLUM U3Nase U3 OKBUPA ,CMaKkoBaHe
nanomx6e” 1 npoHanase MeCcTo M Ha4YMH 3a CBOj AasbM, MOCTCAIOHCKH
}MBOT YBUAETU OArOBOPU Ha MUTaksa Wwra Ham (npe)ocTaje yHyTap u
M3BaH OKBMpa ,0ene KoLKe”, U WTa YUHUTU JaHac M OBAEe Ca Ha[oM U
AUCLMIMNIIMHOM, W HonxoBuM (He)Moryhum nosesHuuama.

Therefore, this section of the 60th October Salon offers an exhibition in
the rhythm of crumbling and puncturing the box — the box perceived as a
white cube, for “packing exhibition formats” (especially biennials) and the
box as a metaphor for the reality that has its hope misplaced, where one
is in pursuit of its position and conception in the current moment.

These words have been written during the preparation work and
constant, tireless discussions with the artists, groups and collectives
who, due to their inclination to address similar issues and subjects in
their work thus far, have been invited to deal with hope as a discipline.
From this perspective of waiting for the ephemeral exhibition of Hope is
a Discipline itself, but bracing for its more or less visible, but certainly
long-lasting and influential outcomes, | hope (!) that these very cracks

in the box and the resulting works, cooperative efforts and processes
that transcend the framework of a “packed exhibition” and find space
and modes for their further, post-Salon life, will potentially answer the
questions of what remains within and outside of the limits of the white
box, and what to do here and now with hope and discipline, and their
(im)possible mutual links.









..JALUTO ce
MOPOMO MOAMWTH
BAALLITERINY

EMuama EnwitajH

OHpa Kapa je NpaBo Ha NPUCTOjaH HMMBOT OAYy3€TO, Kaja Cy CpyLueHa
O4YeKMBarba, Kaaa MOEHTUTET M HOBEYHOCT B1Bajy YrPOKEHWU UK
YKpageHu, 1 HajonacHuje, Kaaa HacykaHu 6e3 BU3uWje He BUOMMO Kyaa
Aarbe, Mcnpea HacTynu 6esHahe. Ako cmo Takohe u 0buyHK cBeaoLmM
HaguMparba OKOTHOCTM Koje Cy niogHo Tne 3a 6e3Hahe, ga nv camo 1o
npuxBaTMmMo 6€3 rnaca, UimM UCNPYHMMO PYKy M MOKyLamMo Aa BUAMMO,
yyjemo 1 ga npyxumo geo cebe y Bepu ga ce y oBoj BpCTH caoceharsa
Hanasu HyKneyc Hallue /byACKOCTU?

Hapa he ce, napagokcanHo, nojaButk yHyTap osor Hemoryher 6e3HaRa.
Mnak, oHa ce yecTo maHudecTyje Kao HEeMOhHM HapaTuB yTexe y
KOHTEKCTY Heycrexa 3a KOju CMO, KaKo HaM roBOpe, UCKIbYYMBU WU jeAMHU
KPMBLM, 3aTO LLITO HA 0Baj M/ OHAaj HAYMH HUCMO 3aBPEAETN HUBOT U
HMuBbere. Y 0BOj TaM1, MK ce MoMMOo BpuwTehn? — 1 oBa MonuTBa

je ynyheHna Bory, nnu 6oroevma, Kao cunm Koja Hac Mckopuwhaea,
oAny4yje o Haloj CyAOMHN U YMHK Aa ByaemMO HENOKPEeTHU 1 obampnn —
CWIM Koja je HeyxBaT/bMBa, ryBa 1 ceeMoryha. Y oBuM TpeHyuuma, Hawa
MyKa (ogHOCHO McTpyeHa pyKa) fonupe Ao Hawe 6pahe u cecTapa,
cycena, 3ajegHuLe, 6UNo Kora Ko CyCpeTHe Hall npeknukyhu nornes.
YKONMKO ce M3 HEMOMUYHOCTHU MOKPEHEMO U HAYMHUMO MaKap jefaH

*

PedepeHua Ha Metn CMUT U HbeH CTHx ,3aluTo ce Mopamo MonWTH BpuwTehn?” na
necwme ,Mnewem 6ocorora” (“Dancing Barefoot”) kojy cy Ajsan Kpon u Metn Cmut Hanvcanm
3a anbym Wave 6eHpa The Patti Smith Group.

“Why must
we gray
screaming?'”

Emilia Epstajn

When rights to live a decent life have been seized, when expectations
have collapsed, when identity or humanity have been jeopardised or sto-
len, and most critically when stranded visionless we see no way forward,
initially, hopelessness takes over. If, also, we are mere witnesses to the
rise of circumstances that are a breeding ground for hopelessness, do
we remain silently accepting, or do we reach out, try to see, hear, and
give of ourselves, believing that within this compassion lies the nucleus
of our humanity?

Paradoxically, hope emerges within the contours of this impossible hope-
lessness. Yet, it often manifests as a powerless narrative of consolation
in the light of a failure that is our own, we are told, because we have in
some way or another not lived up to being worthy of life and living. In this
darkness, we pray screaming? — and this prayer is directed to a God, or
the gods, as the power that exploits, decides our fate, renders us mo-
tionless and numb — a power elusive, deaf, and omnipresent. In these
moments, our g(r)asps reach out to our brethren and sistren, neighbours,
community, anyone who will meet our imploring eye.

*

In reference to Patti Smith's verse “Why must we pray screaming?” from “Dancing
Barefoot”, written by Ivan Kral and Patti Smith for the Patti Smith Group’s 1979 album Wave.



KOpaK Ka opyroj CTpaHu HaJe, Koja HWje HanpoCTO eMoLMja, HUTH
6e3ymMHa NO3WTUBHOCT, AOCTUrHYheMo Moaen Haze Koja je — Kako cy
TO HegaBHo pedopmynucane Henu Xejc u Mapujam Kaba — ,peHomeH
onbaumBarba HeE3aMHTEPECOBAHOCTH" KOjU ,3axTeBa Hamop Kako 6u
mMorao fda ce passuja”’. OBaj Hanop HWje Npon3BosbaH, Beh cTpaTeLLKy,
na je TaKo y nNuTamy AMCLMINMHA KOja Ce Mopa peasnim3oBaTh, O4HOCHO
npaKkTUKOBaTH y ,MpocToprma Hage!"

OkynibareM YMeTHWKa, yMETHULIA U KONEKTMBA Yy OKBMPY NpojekTa Haga
Jje ANCLMMIMHA NPOHOCK Ce Mac O MHOMMM HWBOTMMA JO0TaKHY TUM
MohK, Koju BpuLITe anu ux ce He Yyje. Cen hemo Ha nyTy pasymeBarba,
caocehara, y3ajaMHOCTU UK 3ajeAHUYKOr UCKYCTBa OUTKU Y MPUMLK
[a Ce OCBPHEMO Ha HoMX. YMETHULM U YMETHULLE CYy MMaCHOrOBOPHULIM
OBWX Aylla U KOPUCTE Ce CPeacTBUMA AUCKYP3MBHE MpaKce Koja y
dOKycy MMajy npoLece M aKTMBHOCTH Aerbetba MCKYyCTBa CTBaparba
Hage. OBK paoBM CTBOPEHM Cy y CapafhK ca nojeAnHLMMa CBeAEeHUM
Ha ApYyLWTBEHY MapriHy, O4HOCHO NPOrHaHWM y MapriHann3oBaHe
rpyne, nv roBope o tiMa, M 6aBe Ce MMBOTUMA OHWUX KOJU CYy 4ECTO
M3MOKEHW HajCypOBUjUM acnekTuma Mohu. OBK yMETHULM M yMETHULLE
TaKo CTBapajy v 3ay3aasajy Hagy Aa 61 HaBesnM OHe Ha NPBUM JIMHWjaMa
A2 apTUKYMWLLY CBOje BU3MWje O HEKUM APYrMM COMCTBUMA, LUITO 3a HoKX
4yecTo NpencTaB/ba jeAMHW HAuYMH Aa AoKMBe MOh AenoBarba CBOjCTBEHY
JbYA,CKOCTH.

OHo wTo ocTaje jecTe oBa AecTtabunuayjyha n 6yHTOBHa apxuBa y
HacTajamby, Koja cnasbyje 3ua0Be ranepuje 1 Myseja v Ky/ba U3BaH
HMXOBKMX MpocTOpa.

1 Kenu Xej3 1 Mapujam Kaba, “Hope is a Practice and a Discipline: Building a Path
to a Counterculture of Care!” Nonprofit Quarterly, 19. pebpyap 2024. [locTynHo Ha:
https://nonprofitquarterly.org/hope-is-a-practice-and-a-discipline-building-a-path-to-a-
counterculture-of-care/ [Mpuctynsero: 15. jyna 2024].

If from stillness we move, take but one step towards hope's reverse side
as neither a simple emotion nor a mindless positivity, we reach a model
of hope that — as Kelly Hayes and Mariam Kaba have recently reconsid-
ered — is an “indifference-rejecting phenomenon,’ that “demands effort in
order to thrive.” This effort is not arbitrary, but strategic and hence it is a
discipline that needs to be enacted and practiced in “spaces of hope."

The gathering of artists and collectives around Hope is a Discipline
diffuses the many lives that are touched by power, screaming but un-
heard. These lives are ones we may all touch upon at some point along
the lines of understanding, compassion, mutuality or shared experience.
The artists are the interlocutors for these souls and use the instruments
of discursive practices that focus on the process and acts of sharing the
experience of generating hope. Works are created with and about peo-
ple reduced and castigated into marginalised groups, framing the lives of
those who are often at the bitterest end of power’s reach. These artists
thus generate and harness hope to recruit those on the front lines to
articulate their visions of some-other-selves as the only means to experi-
ence the agency inherent in being human.

What's left is this disruptive and rebellious archive-in-the-making, burn-
ing the walls and disrupting the space of the gallery and the museum.

1 Kelly Hayes and Mariam Kaba. “Hope is a Practice and a Discipline: Building
a Path to a Counterculture of Care!” February 19, 2024, Nonprofit Quarterly. Available at:
https://nonprofitquarterly.org/hope-is-a-practice-and-a-discipline-building-a-path-to-a-
counterculture-of-care/ [Accessed: July 15, 2024].








