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OBTINEREA AUTONOMIEI
ARTISTICE si POLITICE prin
ASIGURAREA unui SPATIU

Tntr-un sistem social in care proprietatea privat3
prevaleaza asupra interesului public, asigurarea
unui spatiu pentru activitati artistice devine o
problema majora pentru colectivele si grupurile ce
opereaza cu alti termeni decit cei neo-liberali.

Acesta editie a suplimentului este dedicata citorva initiative ce s-au soldat

cu infiintarea unor centre de arta si cultura autonome, fapt care pune in
evidenta un anumit mod de a actiona - printre care si squat-area - intreprins
in majoritatea tarilor Europene drept reactie la lipsa de spatii pentru foarte
multe colective nonprofit de creatie si de tineret.

Tot aici sint prezentate si alte practici, precum discutii purtate intre grupuri

ce sint in cdutarea spatiului si campanii de lobby pe linga autoritatile publice
locale. Formarea retelelor locale si internationale ce urmaresc preluarea unor
spatii industriale sau deldsate, cu scopul transformarii acestora in spatii auto-
nome de creatie si activism civic, deseori serveste drept o preconditie pentru
atingerea scopurilor propuse.

Cu toate ca in diferite contexte se actioneaza intr-un mod similar, motivul
stabilirii unor centre autonome difera de la Chicago la Harkov, in dependenta
de gradul de intelegere a rolului (in termeni politici) pe care acestea il vor juca
la nivel local sau national, precum si in dependenta de necesitatile scenei de
arta si cultura independente, ca si in functie de gradul lor de satisfacere, ce
urmeaza a fi asigurat de citre noul spatiu. Tn Moldova, scena de culturé si artd
independenta se afla abia in etapa auto-organizarii, insa avem speranta ca

proiectul

CHIOSC

ACQUIRING ARTISTIC and
POLITICAL AUTONOMY by
PROVIDING a SPACE to it

In a social system where private property takes pre-
cedence over public interest, the need to provide a
space for artistic activities becomes a major prob-
lem for collectives and groups operating outside the
frame provided by the neo-liberal politics.

This edition of the supplement is dedicated to several initiatives that resulted
in the creation of autonomous centers for arts and culture, which highlights a
particular way of acting, including squatting, present in most European coun-
tries in response to the lack of space for many creative and youth non-profit
associations.

Other practices are also presented here in discussions between groups in
search of a space, and in lobbying campaigns initiated against local authori-
ties. The formation of local and international networks aimed at overtaking
industrial and left over facilities in order to turn them into autonomous spac-
es for creativity and civic activism often serves as a prerequisite for achieving
the goals.

Although we act similarly in different contexts, the reason of establishing
autonomous centers is different from Chicago to Kharkov, depending on the
degree of understanding of the role (in political terms) that this will play
locally or nationally, as well as depending on the needs of independent art
and culture scene and the degree of satisfaction to that the new space will
provide. In Moldova, an independent art and cultural scene is only in a stage
of self-organization, but we hold hopes that similar proposals will soon be

propuneri similare cu cele ilustrate Tn supliment nu vor intirzia sa fie lansate. launched.
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OAMENII
ACTIONEAZA PEN-
TRU TRANSFOR-
MAREA SPATIULUI

Cum au preluat cetatenii organizati
spatiile in tranzitie (Croatia)

Urma capitalului in spatiu

Dinamica vietii, urmata, la un interval mic, de
dinamica constructiilor, s-au dovedit a fi mult
mai rapide decat dinamica planificarii (ur-
bane), cea care ar fi trebuit sa constientizeze

si sa includa o intreaga gama de strategii de
dezvoltare, printre care planificarea pentru
dezvoltarea sectorului public si a activitatilor
sociale, alaturi de cea a sectorului cultural, care
nu a fost suficient recunoscut de societate si a
fost ignorat atunci cand a avut loc repartizarea
spatiului. In timp ce dezvoltarea spatiala a altor
sectoare a crescut (prin investitii directe), cul-
tura a ramas in urma, ignorata de factorii de-
cizionali cu autoritate asupra spatiului urban.

Se stie cd politica actuald preia forme conceptuale si functionale
din marketing, afirma arhitectul si teoreticianul din Zagreb, Maroje
Mrduljas.,,Programele politice sunt definite in baza sondajelor de
opinie, iar republica sociald si idealurile de stanga, care ar fi trebuit
sa reprezinte interesele publice, au luat sfarsit anume din cauza
activitatii partidelor progresiste prin traditie””. In aceste conditii,
sfera publicului in politic, in sensul ei cel mai larg, se restrange din
ce in ce mai mult sau isi modifica forma. Consecintele acestor pro-
cese pot fi observate clar in transformadrile si constructiile urbane
pe care Saskia Sassen le descrie ca,urma capitalului in spatiu”

Nu cu mult timp in urma, istoria Croatiei aproape ca nu cunostea
cazuri in care orasul sa fi fost cdmpul unui mesaj direct (politic),
dar evenimentele recente, precum cel de la Cvietni trg (Piata

de flori) au demonstrat interesul tot mai mare fata de politica
spatiului in Croatia. Interventiile urbane devin unul dintre punc-
tele nevralgice, ce reflecta brutalitatea ordinii politice si economice
in contextul tranzitiei.

Scena culturald non-institutionalizata (independentd)

Pentru Croatia, in special pentru Zagrebul din ultimul timp, e
caracteristica o foarte buna dezvoltare a sectorului civil.,,Scena
ONG" si-a facut o aparitie mai intensa in spatiul postiugoslav in
timpul anilor ‘90 si a format o miscare de opozitie fatd de con-
ducerea predominant nationalista din republicile ex-iugoslave.
Totusi, initiativele civice din tarile de pe teritoriul fostei lugoslavii
nu sunt importate sau impuse de organizatiile internationale care
le-au sustinut in anii ‘90. Unii autori evidentiaza o serie de initiative
civice active in Croatia in anii‘80, care atrdgeau atentia asupra
unor probleme ecologice, feministe sau care tineau de drepturile
omului.

Scena culturald independenta? a inceput sd apara la inceputul
anilor ‘90, devenind tot mai relevanta odata cu trecerea timpului.
Cultura independentd exista in paralel cu cultura publica, oficiald,
sustinuta de stat, reprezentata de institutiile statului, o structura
mostenita din perioada socialista, care nu a trecut prin vreo trans-
formare semnificativa pentru a ajunge sa satisfaca cerintele unui
mediu politic, social, economic si tehnologic nou, schimbat.

Congstienti de insuficienta recunoastere de cétre establishment a
scenei independente si, in situatia in care fundatiile internationale
au inceput sd se retraga (in jurul anului 2000), protagonistii ei au

1 Maroje Mrdulja$, in eseul Politics of space (Politica spatiului),
JZivot umjetnosti”, revista de arte vizuale contemporane, nr.83, an XLII,
2008, p.45.

2 Ibid.

3 Utilizez aici termenul scena culturala independenta asa cum
e utilizat el in mod obisnuit, desi nu e pe deplin adecvat. Sector cultural
non-institutionalizat e un alt termen utilizat pentru a descrie acest
fenomen.

initiat practici colaborative si proiecte de constituire a unor
retele (networking). Odata cu formarea retelei Clubture, scena
culturala independenta si-a creat propriul cadru pentru colaborare
si luptd pentru corectarea sistemului, care i-ar favoriza dezvoltarea
stabila si de durata.

Crearea unor retele de ONG-uri in Croatia a inceput la finele anilor
‘90, cand primele proiecte de acest tip (precum proiectul Clubture)
au primit sustinerea Institutului pentru o Societate Deschisa din
Croatia. Cultura ca proces de schimb e o idee fundamentald in
jurul careia s-a creat reteaua. La baza ei std un model de coop-
erare, definit exact si schimbul de programe, fapt care o face in
primul rand o platforma pentru programe, singurul criteriu pentru
acceptarea unei organizatii in retea fiind activitatea ei in cadrul
programelor pe care le propune.

Tnspre anul 2003, reteaua a obtinut vizibilitate si activitatile ei au
ajuns prezente in sfera publica. in acelasi an, ea s-a implicat direct
n activitatea platformei POLICY_FORUM, un grup non-formal

de ONG-uri si indivizi care s-au adunat pentru a urmari, examina

si monitoriza politicile publice care afectau dezvoltarea culturii
independente la toate nivelurile, promovand schimbarea in cadrul
institutional din domeniu. In paralel cu dezvoltarea si consolidarea
scenei, a aparut nevoia de spatii care sa gazduiasca un nou tip

de culturd, deoarece institutiile existente nu-si dddeau seama de
necesitatea deschiderii suficiente pentru noile cerinte.

Zagrebul invizibil
Cei din Platform 9,81, un ONG fondat in jurul anului 2003 de un

grup de studenti la arhitectura care nu erau satisfacuti de viziunile
statice asupra arhitecturii si urbanismului oferite de Scoala de
Arhitecturd din Zagreb, au inceput sa creeze harti ale unor situri in-
dustriale abandonate, neglijate (fabrici, cdmine) din orasul Zagreb.
Ei au numit acest proiect Zagrebul invizibil - ghid pentru hoinari.
A fost conceput ca proiect cu durata de trei ani care sa exploreze
potentialul spatiilor urbane goale pentru un nou public si pentru
forme inovatoare de culturd, asigurand sustinere organizationala
initiativelor non-institutionalizate care doreau sa umple temporar
acele spatii.,Intai de toate, era nevoie s marcam spatiile goale si
programatic nedefinite ale orasului. Era interesant si sa observam
noi fenomene spatiale care au scapat definirii de catre arhitectii
profesionisti. Intr-un sens, acestea sunt spatiile invizibile ale Zagre-
bului, care au aparut in fostele zone industriale, intre structurile cu
un volum mare de trafic sau cele care au trecut printr-o schimbare
semnificativa din cauza proceselor de tranzitie (...). Aici vorbim
despre spatiile care trec repede din mand in mana si care vor fi,

in cele din urma, lasate intereselor private, iar potentialul lor va

fi pierdut. Suntem interesati sa cercetam potentialul utilizarii lor
publice intr-un mod viabil din punct de vedere economic™. Toate
spatiile marcate au fost incluse in Ghid, un fel de harta interactiva
a orasului, cu informatii despre cum se ajunge la ele si cum pot fi
ele utilizate temporar.

Operatiunea: Orasul (2005)

In primévara lui 2005, organizatiile din domeniul culturii inde-

4 Marko San¢anin intr-un interviu publicat pe
http://www.matica.hr/Vijenac/vijenac253.nsf/AllWebDocs/Osoba.

Fabrica Jedinstvo, Zagreb, Croatia, 2010, foto: http://www.upogoni.org

pendente si organizatiile de tineret au propus o serie de discutii
publice referitor la statutul si problemele acestor doua sectoare
semnificative. Dezbaterile au fost organizate intr-o perioada
preelectorala, pentru a obfine atentia meritata. Temele care
tineau de spatiu au fost in centrul discutiilor, acesta fiind identifi-
cat ca o premisa de baza pentru dezvoltarea productiei culturale.
Discutiile extinse urmdreau ajungerea la un acord si toate marile
partide politice, inclusiv actualul primar al orasului Zagreb,
au semnat o declaratie oficiala. in cadrul declaratiei, activistii
scenei independente si-au exprimat necesitatile si solicitdrile, dar
au propus si o serie intreaga de masuri de implementare.

Pe mdsura ce trecea timpul si nu se facea nimic din lucrurile
promise, protagonistii scenei culturale independente au continuat
in aceeasi linie, utilizand abordari diferite, orientate spre ridicarea
gradului de constiinta publicd in raport cu problema respectiva, in-
cepand un fel de,campanie de vizibilitate”. In septembrie 2005,
ei au organizat o manifestare culturala de 10 zile in incinta fostei
cladiri a fabricii Badel, din centrul orasului. Proiectul a fost numit
~Operatiunea Orasul”.,Scopul proiectului nostru este de a arata
publicului ca e corect sa-si ceard inapoi orasul, ca cetdtenii sunt
utilizatorii finali ai orasului si ca au dreptul sa-| utilizeze in mod
creativ”. Dupad organizatori, fabrica pdrdsita Badel era un loc ideal
pentru un centru cultural polivalent care sa gazduiasca un numar
mare de organizafii culturale si de tineret. Desi oficialii orasului

au apdrut la manifestare si au promis inca o datd sa solutioneze
problema spatiilor pentru cultura independenta, nu s-a intamplat
nimic nici de aceasta datd. Fabrica Badel a fost in curand inchiriatd
utilizatorilor comerciali. Totusi, lupta pentru spatii, provocata de
alte evenimente, a luat un curs diferit.

Dreptul la oras (2006-2008)

Dezvoltarea si consecintele proiectului Operatiunea Orasul au adus
in cadrul scenei o noua dinamica, conducand la extinderea cam-
pului de lupta. In 2006, a fost lansat initiativa Pravo na grad (Drep-
tul la oras). Pe langa organizatiile culturale deja active, initiativa

a adus impreund si multi locuitori ai orasului, nesatisfacuti de
activitatea autoritatilor locale si de programele politice predomi-
nante. Dreptul la oras a stimulat si crearea de noi retele, intrand in
parteneriat cu cea mai mare organizatie de protectie a mediului

— Zelena akgjia (Actiunea verde) — si cu importanta organizatie
GONG, care a incurajat cetatenii sa ia parte activ la procesul politic.
In cadrul initiativei au fost intreprinse cateva actiuni, cu o aco-
perire mediatica puternica si cu un ecou public important. Cea mai
mare si mai de durata actiune a fost protestul continuu impotriva
construirii de apartamente si centre de afaceri de elitd in centrul
protejat al orasului; s-au strans peste 50.000 de semnaturi pentru
petitia,Opriti distrugerea Cvietni trg (Pietiei de flori) si a Orasului
dejos”.

Initiativa Pravo na grad (Dreptul la oras) a marcat puternic scena
culturala si cea a societatii civile din Zagreb-ul ultimilor ani si a
devenit un fel de campanie iconica, intrunind proteste publice
performative, aproape estetice (orchestrate de managerii cul-
turali), nesupunere civila si utilizarea asa-zisului,marketing social™
pentru producerea de evenimente si cucerirea spatiului mediatic.

5 Termen utilizat de Teodor Celakoski, unul dintre liderii
initiativei Pravo na grad, intr-un interviu publicat in ,Nevidljivi Zagreb”,
fanzin za arhitekturu, decembrie 2007.

PEOPLES ACTIONS
IN TRANSFORMA-
TION OF SPACE

How the organized citizens took over
the spaces in transition (Croatia)

The Mark of the Capital in Space

The dynamics of living, closely followed by
construction dynamics, has shown to be much
faster than the (urban) planning dynamics —
the one that should be aware and that should
contain a whole range of development strate-
gies, among which is the plan for the develop-
ment of public and social activities sector along
with culture sector that has not been recog-
nized enough by the society and that was ig-
nored when the repartition of space took place.
While spatial development of the other sectors
has been growing (by direct investments),
culture stayed behind them, being ignored by
those who have power to decide about the city
space.

It is generally known that the contemporary politics takes over
conceptual and functional forms from marketing, claims Zagreb
based architect and theorist Maroje Mrduljas. “Political programs
are defined according to public opinion research, while the social
republic and left winged idea that are supposed to present the
public interests have been finished off precisely through the
activity of parties that were progressive by their tradition.”" In
these conditions the sphere of the public in political, as well as

in its widest sense, is more and more shrinking or reshaping. The
consequences of those processes can be seen clearly in urban
transformations and construction that Saskia Sassen describes as
“the mark of the capital in space”?

Not so long ago, the newer Croatian history almost did not know
about the city as a field of direct (political) statement, but recent
events like the one with Cvjetni trg (Flower Square) have testi-

1 Maroje Mrduljas in the essay ,Politics of space®, Zivot um-
jetnosti, magazine for contemporary visual arts, p.45, no.83, year XLII,
2008.

2 Ibid.

fied the increasing interest for spatial politics in Croatia. Urban
interventions are becoming one of the important neuralgic points
reflecting the brutality of political and economic order in transi-
tional context.

The non-institutionalized (independent) cultural scene

What characterizes Croatia, especially Zagreb in the recent period,
is significantly developed civil sector. The “NGO scene” made its
stronger appearance in the post-Yugoslavian space during the
1990s and formed an oppositional movement to the prevailing
nationalist leaderships of the ex-Yugoslavian republics. However,
civic initiatives in the countries of ex Yugoslavia are not imported
or imposed by international organizations, which supported them
in the 1990s. Some authors point out towards the civic initiatives
active in Croatia in the 1980s, promoting ecological, feminist and
human rights issues.

Since beginning of the 1990s? the independent cultural scene
started to emerge becoming more and more relevant through
time. The independent culture exists in parallel with public, state
supported-official culture, represented by the state institutions,

a structure inherited from the Socialist period that did not go
through any significant transformation to meet the demands of

a new, changed political, social, economical and technological
environment.

Being conscious of insufficient recognition of the independent
scene by the establishment, and in situation when international
funds started to withdraw (around the year 2000), its protagonists
initiated collaborative practices and networking projects.
With the formation of the Clubture network, the independent
cultural scene created its own framework for collaboration and
fight for the correction of the system that would favor its stable
and sustainable development.

Networking of the NGO’s in Croatia started at the end of the
1990s, when the first projects of that type (such is Clubture
project) received support from the Open Society Institute-
Croatia. Culture as the process of exchange is a fundamental
idea around which the network is formed. In its base one finds
precisely defined model of cooperation and program exchange,
which makes it primarily a program platform, where the only
criteria for accepting some organization into the network is its
program activity.

By the year 2003 the Network gained visibility and presence of

its activities in public sphere. The same year they got directly in-
volved in the work of the platform POLICY_FORUM, a non-formal
group made of NGOs and individuals who gathered in order to
follow, examine, monitor public policies affecting development of
the independent culture on all levels, advocating changes in rel-
evant institutional framework. In parallel with the development
and strengthening of the scene, the need for spaces that would
host new type of culture emerged, since the existing institutions
did not recognize the need to open enough to the new demands.

3 Here | use the term independent cultural scene, as it is used
coloquially, although it is not fully adequate. Non-institutionalized cul-
tural sector is the other term used to describe the phenomenon.

Fabrica Jedinstvo, Zagreb, Croatia, 2010, foto: http://www.upogoni.org

The Invisible Zagreb

Platform 9,81 — an NGO founded around the year 2003 by a group
of students of architecture, that were not satisfied with static vi-
sions of architecture and urbanism offered by the School of Archi-
tecture in Zagreb, started to map abandoned, neglected industrial
or other sites (factories, shelters) in the city of Zagreb. They named
this project The Invisible Zagreb - The Squatters Guide. It was
conceived as a three year long project that explored the potentials
of deserted city spaces for new publics and innovative forms of
cultures, providing organizational support to non-institutionalized
initiatives willing to inhabit temporarily those spaces. “Before all,
we had a need to mark empty and programmatically undefined
spaces of the city. It was also interesting to observe new spatial
phenomenon that are left out of the architectural profession’s
definition. In a way, those are the invisible spaces of Zagreb, which
appeared in the former industrial zones, between the big traffic
infrastructures, or those that went through significant change

due to the transition processes (...) Here we talk about the spaces
that go from hand to hand quickly and will be left to the private
interests in the end, and then their potential will be lost. We are in-
terested in researching the potential of their public use that could
be economically sustainable. All the marked spaces were put into
the Guide, a sort of interactive city map, with information how to
reach them and how to use them temporarily.

Operation: The City (2005)

Throughout the spring of 2005, organizations of independent
culture along with youth organizations organized a series of public
discussions that were dealing with the status and problems of
these two significant sectors. The debates were organized in the
pre-elections time, to get the appropriate attention. The topics
related to the space were at the core of the discussions, as they
were identified as a basic precondition for development of cultural
production. These extensive discussions were aimed at a com-
mon agreement and all leading political parties, including the
current major of the city of Zagreb, signed a formal declara-
tion. Through this Declaration the independent scene activists
expressed their needs and demands, but also proposed a whole
range of measures for their implementation.

As the time was passing and none of what had been promised was
actually done, the independent cultural scene protagonists contin-
ued along the line, using different approaches pointed at raising
awareness of the public towards the existing problem, starting a
sort of “visibility campaign”. In September 2005, they organized
a 10-day cultural manifestation, in the premises of the old factory
“Badel”, in the city centre. The project was named “Operation:
City”.“The aim of our project is to show to the public that it has
the right to reclaim the city, that the citizens are the final users of
the city, and that they have the right to use it creatively”. Accord-
ing to the organizers, the abandoned factory “Badel” was an ideal
location for a polyvalent cultural centre that would host a large
number of cultural and youth organizations. Although the City
officials appeared at the manifestation and once again promised
the solution to problem of spaces for the independent culture,
nothing happened again. Badel factory was soon after rented to
the commercial users. However, the fight for the spaces, due to
some other events, took different course.

Right to the city (2006-2008)

The development and the consequences of the Operation: City
brought new dynamics into the scene, leading to an expansion

of the battlefield. In 2006 the initiative Pravo na grad (The Right
to the City) was launched. In addition to the organizations in the
cultural field that were already active, this initiative also brought
together many inhabitants of the city, who were not satisfied with
the work of the city authorities and the predominant political
programs. Right to the City also stimulated new networks, since
the initiative entered into a partnership with the largest environ-
mental protection organization — Zelena akcija (Green Action)

- and with the prominent organization GONG, which encouraged
citizens to actively take part in political processes. Several actions
were carried out within the framework of this initiative, which had
a strong presence in the media and resulted in a strong public
echo. The largest and longest lasting action has been the ongoing
protest against the building of exclusive flats and businesses in
the protected city center; over 50,000 signatures were collected
for the petition “End the Destruction of Cvjetni trg (Flower Square)
and the Lower City".

Pravo na grad / The Right to the city initiative strongly marked

the cultural and civil society scene, within the last few years in
Zagreb and became a sort of iconic campaign, connecting almost
aesthetic, performative public protests (orchestrated by cultural
managers), civil disobedience, and the use of so called “social

4 Marko Sancanin in an interview published at
http://www.matica.hr/Vijenac/vijenac253.nsf/AllWebDocs/Osoba




In consecintd, a aparut un mare interes public fata de initiativa, care a condus la un mare numar de
initiative in cartierele orasului si la consolidarea unui front de locuitori nemultumiti, care sa lupte
impotriva politicii oragului.

Centrul pentru culturd independenta si tineret (2008)

Comitetul de initiativa pentru crearea Centrului de cultura independenta a fost initiat in timpul
evenimentului de la fabrica Badel, din septembrie 2005, si era format din 13 membri, reprezentanti
ai organizatiilor ce activau in cele trei sectiuni implicate: culturd independents, cluburi non-profit
si sectorul tineret. Campania a continuat in noiembrie 2005 — cu un program intitulat,De ce fel de
institutii culturale avem nevoie?” — cand a fost prezentat modelul noului Centru. Ideea era ca
acest model sd fie supus initial discutiei publice, inainte de elaborarea variantei finale, ce urma sa
fie prezentatd, ca propunere oficiald, administratiei orasului. Conform modelului prezentat, Centrul
urma sa se bazeze pe patru principii:

1. Parteneriatul public-civil-social.

2. Parteneriatul sectoarelor culturii independente si tineretului.

3. Centrul ca sistem de spatii plurale.

4. Centrul ca sistem viabil, 0 baza pentru dezvoltarea sociala si economica a orasului.

Dupa trei ani de actiuni publice si negocieri intre municipalitate si reprezentanti scenei culturale
independente din Zagreb, in noiembrie 2008, Consiliul municipal Zagreb a adoptat Acordul privind
fondarea Centrului pentru culturd independents si tineret. In curand, a fost semnat un contract care
a condus la instituirea oficiala a Centrului, ca model de parteneriat public-civil.

Prin aceasta decizie, a fost stabilit un nou tip de institutie, cu o conducere participativa,
administrata de numeroasele organizatii implicate. Va fi creat un colectiv care sa administreze
spatiile din cadrul Centrului, dar puterea de decizie le va reveni utilizatorilor. Utilizatorii sunt, in
principiu, organizatiile unite in Alianta pentru Centru si vor fi capabili sd utilizeze locatiile ca poligon
pentru programele lor. Cu alte cuvinte, luarea deciziilor nu va fi in mainile unei singure persoane

— directorul centrului, cum se intdmpla de obicei in institutiile publice. In cazul Centrului pentru
culturd independenta a fost infiintat un Consiliu de programe. Toate organizatiile care vor utiliza
spatiile Centrului vor putea intra in Alianta pentru Centru si vor putea participa la luarea deciziilor.

Astdzi, Centrul utilizeaza doar doua spatii, cel de-al treilea nefiind mdcar legalizat ca propri-

etate a orasului si neexistand semne ca va fi transmis prea curand culturii independente. Totusi,
protagonistii scenei non-institutionalizate continua sa promoveze, sd facd lobby si sa creeze retele
internationale. Ei sunt recunoscuti ca una dintre fortele motrice ale productiei culturale din oras.
Desi au fost criticate sub multe aspecte, realizarile din ultimul timp ale scenei nu pot fi negate.
Urmadtorul pas e reactia adecvata la provocarea propriei institutionalizari.

text de Natasa BODROZIC (Zagreb, Croatia)
traducere: Alex COSMESCU

marketing™ for producing events and conquering media space. Consequently, great public interest
in the initiative emerged, which has lead to a large number of city district initiatives and disgrun-
tled residents joining together in the fight against city politics.

Center for Independent Culture and Youth (2008)

The initiative board for establishment of the Independent Culture Centre was founded during

the Badel factory event, in September 2005, and it consisted of 13 members’ representatives of
organizations that stand for three sectors involved: independent culture, non profit clubs and the
youth sector. The campaign continued in November 2005, within the program entitled “What kind
of cultural institutions do we need?” when the model of the new Centre was presented. The

idea was to put the proposal of the model on public discussion before making its final version that
would be addressed to City Administration as a formal proposal. According to the presented model,
the Centre is supposed to be based on four principles:

1. Public-civil-social partnership

2. Partnership of sectors of independent culture and youth

3. Centre as a poli-location system of spaces

4. Centre as a sustainable system, a base of social and economical development of the city

After three years of public actions and negotiations between the City and representatives of Zagreb
independent cultural scene, in November 2008, Zagreb City Assembly adopted the Agreement on
the Founding of the Centre for Independent Culture and Youth. Soon after, a contract was signed
that led to the formal establishment of the Centre as a model of a public-civil partnership.

By this decision, a new type of the institution was established whose running would be participa-
tive; it would be administrated by numerous organization involved. The establishment would be
created, which will administrate the locations within the Centre, but the users will be the ones who
will have the power of programming and decision-making. Users are basically organizations joint

in the Alliance for Centre, and they will be able to use the locations as a polygon for their programs.
In the other words, the decision-making will not be in the hands of a single person - the director

of the Centre, as it usually happens in public institutions. In the case of the Centre for independent
culture, a program council was defined. All the organizations who will be using the locations within
the Centre will be able to enter Alliance for Centre, and will be able to participate in a decision mak-
ing process.

Today, The Centre is using only two locations, the third one is not even legalized as a City property
and there are no signs that it will be soon handed to the independent culture. However, the non-
institutionalized scene protagonists still continue with the advocacy, lobbing and networking inter-
nationally, and are recognized as one of the driving forces of the City cultural production. Although
criticized in many aspects, the achievements of the scene in the last period cannot be denied. The
next step is to meet the challenges of its own institutionalization.

Natasa BODROZIC (Zagreb, Croatia)

5 The term used by Teodor Celakoski, one of the leaders of Pravo na grad initiative, in an interview
published in Nevidljivi Zagreb, fanzin za arhitekturu, December 2007.

Fabrica de Ulei, Zagreb, Croatia, 2010, foto: Vladimir US

SOSka:
problema supravietuirii

Galeria-laborator SOSka a fost deschisa in octombrie 2005 de un
grup de tineri artisti ca rezultat al aproprierii unei foste case de locuit
din centrul orasului Harkov. Casa cu un etaj, ascunsa printre blocuri,
seamana cu o constructie de tara ce a apdrut din greseala in oras.
Casa si terenul verde al curtii apartin unei importante companii de
constructii, ce a achizitionat teritoriul de la fostii locatari. Cu toate
acestea, firma nu se grabeste sa inceapa constructia nici astazi — proi-
ectul credrii complexului comercial a fost suspendat din motive necu-
noscute. Primii doi ani de activitate culturald intensa in SOSka au avut
loc, de fapt, ilegal; astfel teritoriul strain abandonat a fost transformat
intr-un centru de arta contemporana. Ulterior, cand artistii au fost
nevoiti sa achite chiria, evenimentele au inceput sa aiba loc mai putin
frecvent.

Primele expozitii in SOSka erau exercitii experimentale ale unor tineri artisti si aveau prioritati non-
profit si un caracter agresiv al expunerii. Nikolai Rodnii si Anna Kriventova, in calitate de curatori, au
promovat intentionat teme social-politice tabu. Expozitiile dedicate subiectelor precum porno-
grafia, sdrdcia, alegerile prezidentiale ieseau din sfera solutionarii unor probleme estetice si au
constituit de fiecare data un precedent al gestului social. Aceasta practicd nu era caracteristica artei
contemporane din Ucraina la mijlocul anilor 2000, constituind astfel o inovatie. in localitatea Har-
kov exista cateva institufii artistice prestigioase: muzeul de artd, care serveste drept depozit pentru
arta clasicad si galeria orasului, ce este utilizata in calitate de salon. Academia de Arte si Design din
Harkov ignora atat procesele artistice contemporane, cét si istoria artei contemporane. In aceasta
situatie, singurul principiu rezonabil a fost cel ales de cdtre tinerii artisti — DIY (do it yourself) - sia
devenit instructiunea de baza pentru activitatea grupului. Aparitia SOSka umple vidul de interes
fatd de arta contemporand din provincie, devenind astfel un punct de focalizare in estul Ucrainei.
Laboratorul a devenit un centru al dezvoltarii artistilor, inlocuindu-le acestora institutiile inexistente
si realizand functii comunicative si expozitionale.

Formal, structura si functiile galeriei SOSka seamdna in mare cu,squat-urile” din Moscova sfarsitului
anilor ‘80 si inceputul anilor '90.,Squat-ul” de pe strada Furman, ,Rezervatia de pe bulevardul Petro-
vski” si,squat-ul” de pe strada Treohprudnii combinau de asemeni functiile de atelier-laborator si
spatiu pentru reprezentari. In acelasi timp, la inceputul anilor ‘90, un fenomen similar se observ si
la Kiev.,,Comuna din Paris”, casa in care lucrau artistii, asa numitului, ,Noului Val” al transavangar-
dei ucrainene. Exemplu este galeria-laborator ,Up/Down” mostenita de SOSka in Harkov si care a
existat din anul 1993 pand in 1997. Activitatea acestui loc era legata de scoala fotografiei sociale
din Harkov, de numele lui Boris Mihailov si Serghei Bratkov. in 2009, Mihailov, care de mult timp

Galeria-laborator SOSka, Harkov, Ucraina, 2009, foto: Vladimir US

SOSka:
BOMNPOC BbKNBaHNA

fanepesa-nabopatopua SOSKa 6bi1a OTKpbITa B 0KTAGPe 2005 roaa
rpynnon Monoapix XyLOXKHKOB B pe3y/bTaTe camo3axBaTta OblBLLEro
XKUNOro AoMa B LieHTpe XapbkoBa. OQHO3TaXKHbIN JOM, CMPATAHHbIN
BO ABOPAX MHOr0O3TaXkekK, HaNnoMnHaeT epeBEHCKYI0 MOCTPONKY,
OyaTo no owwnbke nonasLuyio B ropod. lom, BMecTe € 3eN€HbIM
Yy4YacTKOM ABOPA, NPUHAZNEXUT KPYMHON CTPOUTENbHOW Kopriopauuu,
KynuBLLEN TeppuTOpPUIO y ObIBLUMX XMnbLoB. OfgHako prpma He
CMeLwWnT HauYMHaTb CTPOWKY AaXke CerofHs, - MPOeKT CO34aHuA
TOProBOro KoMmnekca Obin NPUOCTAaHOBNEH MO HEM3BECTHLIM
npuynHam. NepBble ABa rofa HaCbILLEHHON KYNIbTYPHOW KU3HU B
SOSke npoucxogunu, No CyTH, HE3aKOHHO, MpeBpaLLasd NyCTYOLWYH0
UYXKYI0 TEPPUTOPUIO B LEHTP COBPEMEHHOIO UCKYCCTBA. 3aTeMm,

Korga XyAoXHMKaM NPULWAOCh NAaTUTb apeHay, CoobITuA CTanu
MPONCXOAUTb pexe.

MepBble BbicTaBKM B SOSKe Obinv SKCNePUMEHTaNbHBIMU YNPAXKHEHUAMU MOMOAbIX XyA0XKHNKOB,
MMEBLLUMI HEKOMMEPYECKre MPYOPUTETbI 1 arpeCCUBHBIN XapaKTep BblCKa3biBaHWA. Hukonai
PuaHbin n AHHa KprBeHL0Ba, BbINMOMTHABLUME POJib KypaTOPOB, HAMEPEHHO NponaraHaMpoBanv
TabynpoBaHHY COLMANbLHO-MONNTUYECKYIO TEMATHKY. BbICTaBKM, NOCBALLEHHbIE TEMaM
nopHorpadun, 6eaHocTH, Bbibopam npe3naeHTa, BbIXOAWN 32 PAMKIW PeLLEHNA ICTETUYECKIX
npobnem, Kaxablii pa3 ABNAACb NpeLeaeHTOM CoLManbHOro xecTa. lMNogobHan npakTuka bbina
HeTUNMYHA AN1A YKPaUHCKOro COBPeMeHHOro NcKyccTBa cepeuHbl 2000-X, UTO NOCAYKUN0
MHHOBaLMell. B nokauum XapbKoBa CyLLeCTBYeT HECKOSIbKO aBTOPUTETHbIX XY[A0XKeCTBEHHbIX
VHCTUTYLN — 3TO Xy[0XKECTBEHHDbIV My3eil, BbINOHAIOLNIA POJib XPaHWMLLA KNAacCMyecKkoro
MCKYCCTBA M TOPOACKanA rafepes, ynogobnawLanca canoHy. XapbkoBckasa Akagemus fu3aliHa u
NCKYCCTB UTHOPUPYET KaK akTyalnbHble MPOLeCChl, Tak U NCTOPUIO COBPEMEHHOTO NCKYCCTBa. B 3Ton
CUTYaLMN eQUHCTBEHHDbIN BO3MOXHbIA MPUHLMM, N36paHHbIA MonoabiMu XynoxHukamu — DIY (do
it yourself) ctan ocHoBononaratLwmm pykoBoacTBom fencTeuii. MoasneHne SOSKM 3anonHuno
coboli BaKyyM MHTepeca K COBPeMEHHOMY UCKYCCTBY B MPOBUHLIMM, CTaB TOYKOM ero GOoKyCUpPOBKY
Ha BOCTOKe YKpauHbl. JTabopaTtopusa ctana 6a3on Ana pasBuTuA XyA0KHUKOB, 3aMEHVB UM
HeCyLLeCTBYHOLLME UHCTATYLIW, BbINMOAHAA KOMMYHUKALUOHHbIE 11 3KCMO3ULMOHHbIE GYHKLMN.

MopmanbHo, ycTponcTBo v dyHKUmy ranepen SOSKa BO MHOroM HanoMrHaKT MOCKOBCKIE CKBOTDI
KoHua 1980-x — Hauana 1990-x. CkBoT Ha DypmaHom nepeyrke, «3anoBeHVK Ha [eTpoBCKOM
6ynbBape», 1 CKBOT B TpexnpyaHOM Nepeyske TakxKe coyeTanu B cebe GyHKLUM MacTepCKO-
nabopatopum 1 MmecTa Anda penpeseHTaunmn. OqHOBpeMeHHO B Hauane 90-x nogobHoe ABneHne
Habnogaetca B Kuese. «[lapuxckasa KOMMyHa» — oM, rae paboTanu XyooXHUKM Tak Ha3blBaeMon
HoBOW BOMHbI, YKPauHCKOro
TpaHcaBaHrapga. lpumep,
HacnefoBaHHbI SOSKon B XapbKoBe
- ranepes-naboparopus «Up/Downy,
cyuiectsoBasLiad ¢ 1993-ro no 1997-
1 rod. AKTVBHOCTb 3TOr0 MecTa 6bina
CBA3aHa C XapbKOBCKO LIKOSIOW
coumanbHoi doTtorpadpuu, umeHamu
bopuca Muxannosa n Cepren
bpatkoBa. B 2009 rogy Muxaiinos,
[ABHO MOKMHYBLWNIN XapbKOB 1
XunBywuin B bepnnHe, npountan
nexuuto no npurnawexmio SOSKu.




Galeria-laborator SOSka, Harkov, Ucraina, 2009, foto: SOSka

Lectie a lui Boris MIHAILOV din curtea galeriei-laborator SOSka, Harkov, Ucraina, 2009, foto: SOSka

parasise orasul Harkov pentru a se stabili la Berlin, a sustinut o prelegere la invitatia SOSka.

Treptat, proiectul de spatiu alternativ a dezvoltat o comunicare mai ampla, fapt ce a condus la o
serie de proiecte comune cu grupurile de tineri R.E.P. (P.3.11., Kiev), Totem (Herson), cu David Ter-
Oganian si Alexandra Galkina (Moscova), cu Vladimir Logutov (Samara).

In cadrul laboratorului, ale cirui principii de baza constituiau lucrul in echipa si auto-organizarea,
se observa tendinta pentru expresia artisticd de grup. In scurt timp, formarea autorului colectiv a
dus la aparitia unui grup constant, care a inceput sa creeze atat proiecte artistice, cat si proiecte
curatoriale in afara incintei laboratorului. SOSka a iesit din spatiul ruinat si a inceput sa colaboreze
cu institutii din afard. Un proiect curatorial foarte important, ce a avut influentd asupra contextului
cultural ucrainean, a fost expozitia ,Istoria noud” desfasurata la muzeul de arta din Harkov in 2009.
Interventia artei contemporane in muzeul traditional s-a produs prin lucrdrile artistilor din unele
tdri ale Europei de Est. Initiativa a fost respinsa de cdtre directorul muzeului ucrainean, care ocupa
aceasta functie inca din perioada sovietica. Reactia fata de acest precedent a venit chiar si de la
Ministerul culturii.

In expozitie au fost incluse atat lucrdri cunoscute, cét si proiecte ale studentilor de la Academia de
Arte din Harkov, efectuate ca lucrdri de laborator pentru expozitie. Aceasta a fost rezultatul unor
regulate reuniuni-discutii tinute de grupul SOSka cu studentii in 2008-2009. In scurt timp, in 2009,
participantii la reuniuni au inaugurat propriul spatiu, numit Galeria U Rozy". Noua platforma era
amplasatd intr-un garaj cu doua etaje. Vechea cladire a existat si inaintea revolutiei socialiste din
1917 si servea drept grajd. Putem spune cd autoinstruirea studentilor urmeaza experienta grupului
SOSka, ce are drept obiectiv dezvoltarea situatiei culturale, inclusiv prin intermediul principiului
DIY.

In spatiul post-sovietic bipolaritatea pietei de arta contemporana si a institutiilor-arhive de stat
accentueaza problema deficitului spatiilor nonprofit. Spatiul platformei, necesare pentru dez-
voltarea artei este permanent liber, investind astfel pe fiecare participant la procesele culturale cu
responsabilitatea pentru transformari. In aceasta situatie, practica auto-organizarii, a actiunilor
comune, aproprierea spatiilor nefunctionale este o necesitate sanatoasa pentru cei cdrora le pasa
de cultura contemporana.

text de Mykola RIDNYI (Harkov, Ucraina)
traducere: Vadim VASILIU

Galeria ,U Rozy” (,La Roza”), Harkov, Ucraina, 2009, foto: SOSka

lMocTeneHHO anbTepHaTMBHbIN project space Hanaawn 6onee WNPOKY0 KOMMYHUKALMIO, YTO
NPUBENO K pALY COBMECTHbIX NPOeKTOB ¢ MonoabiMu rpynnamm P.3.M1. (Kues), Totem (XepcoH),

Hasupom Tep-OraHbAaHoM 1 AnekcaHgpon fankuHon (Mocksa), Bnagumupom Jlorytobim (Camapa).

Ha 6a3e nabopatopuu, OCHOBHbIMM NPUHLMNAMMK KOTOPOW ObINN KONEKTUBU3M U
CaMoOpraHn3aLms, MPOMNCXO4UII0 CTPEMIIEHME K FPYNNOBbIM XYA0XKeCTBEHHbIM BbICKa3blBaHUAM.
Bckope dopmupoBaHme KONNEKTUBHOrO aBTOpa NPKBENO K NOABIEHUIO PETYAAPHON rpynmbl,
CTaBLUEN OCYLLeCTBAATb KaK Xy[A0XKeCTBEHHbIe, TaK U KypaTopCKMe NPOeKTbl BHE MOCTOAHHbIX
cTeH. SOSKa BblLwsia 3a Npefesibl PyMHUPOBAHHOIO NOMELLEHNA, HAYaB COTPYAHNYATb C APYrUMiA
VNHCTUTYLMAMU. BaXKHbIM KypaTOPCKMM NPOEKTOM Fpynmbl, OKa3aBLUMM BIIUAHWE Ha BeCb
YKPaUHCKMI KYNbTYPHbI KOHTEKCT, Oblfa BbiCTaBKa «<HOBas CTOpusA», OCYLLECTBNEHHAA B
XapbKOBCKOM XyfoxKecTBeHHOM My3ee B 2009 roay. IHTepBeHLMA COBPEMEHHOro NCKYCCTBa

B TPAAULMOHHbIV My3el coCToANa 13 paboT XyA0XKHUKOB pa3HbIx CTpaH BoctouHoii EBponbl.
MHnumaTtrea 6bina 0TBEprHyTa AUPEKTOPOM YKpPaMHCKOro My3es. paboTatoLelt Tam eLyé ¢
COBETCKUX BpeMéEH. BbicTaBKka 6bina opuumanbHO 3aKpbiTa, UTO CMPOBOLIMPOBANO akTUBHbIE
anckyccum o pedopmauuax B KynbtypHom cdepe. Peakuma Ha npelefeHT NocTynuna gaxe co
CTOpOHbI MHUCTEPCTBA KY/bTYPbI.

B 3Kcno3numio Obiny BKIIOYEHDI KaK YXKe 13BeCTHble paboTbl, Tak U NPOEKTbl CTYAEHTOB MECTHOIO
XypoxecTtBeHHoro BY3a, BbinonHeHHble Kak nabopatopHas paboTa i BbICTaBKU. IT0 6binl
pe3ynbTaT perynsapHbIX BCTPeY-06CyKaeHui, NpoBoanMbIx rpynnoi SOSka co ctyaeHTamm B 2008-
2009 ropax. Bckope, B 2009 rogy yuyacTH/KaMm BCTpeY 6bli1o OTKPbITO COOCTBEHHOE NPOCTPAHCTRO,
nonyumBluee Ha3BaHue «[aneped «Y Po3bi». HoBaA nnowagka pasmectniach B AByX3TaXKHOM
rapaxe. Ctapas nocTporiKa CyLlecTBoBana ewwé Ao coynannctmyeckon pesontouynn 1917 roga n
CnyXumna KoHtowHen. MOXHO CKasaTb, UTO NoAatoLiee HafeXKabl, Camoobpa3zoBaHue Hacneayet
onbiTy SOSKK, 3aHMMAACb Pa3BUTUEM KyNbTYPHOW cuTyaummn nyTém toro e DIY.

B nocTcoBeTcKoii NOKaLmu, 61NoNAPHOCTb PbiHKa COBPEMEHHOTO UCKYCCTBA 1 roCyapCTBEHHbIX
VHCTUTYLMN-apXMBOB, 060CTPAET BONPOC feduuuta HOH-NPOodUTHBIX MPOCTPaHCTB. MecTo
Heobxoumor nnatGopmbl AN1F Pa3BUTUA NCKYCCTBA NePMaHEHTHO MyCTyeT, Hagenas
OTBETCTBEHHOCTbIO 3a NPe0bPa30BaHNA KaXKOro N3 YUaCTHUKOB Ky/bTYPHbIX MPOLIECCOB.

B 31O CMTYyaumm NpakTkn COMOOPraHn3aLnm, KONEKTUBHBIX AeCTBUI, anponpuraLmum
HepyHKLMOHANbHbIX MOMeLLEeHWNIi ABNAETCA 300POBON HEOOXOLUMOCTbIO [J15 TEX, KOMY HE
6e3pasnnMyHa coBpemMeHHas KynbTypa.

Hukonait PUAHbIN (Xapbkos, YkpanHa)

Klaus SCHAFLER, WUK

Interviu realizat de Natasa BODROZIC si Vladimir US
APATAMENT-ul DESCHIS, Chisinau, 30 mai 2010

WUK, Werkstdtten — und Kulturhaus este un centru cultural cu o
suprafata de 12000 de metri pdtrati, aflat in orasul Viena, Austria. Pe
situl oficial, WUK-ul se autodefineste drept un loc aflat la intersectia
practicilor artistice, al muncii si implicdrii politice, WUK oferd un spatiu
cultural unde oricine poate contempla, discuta si explora. Cindva uzina
de locomotive, apoi resedinta pentru ,Technological Trades Museum”
(,Muzeul Tehnologiilor de Comert”), cladirea a fost squat-ata de catre
activistii asociatiei WUK in 1981. Recunoasterea oficiala este urmata si
de primul subsidiu din partea administratiei orasului Viena.

WUK-ul a aparut intr-o perioada in care ideea spatiilor culturale deschise a fost regindita drept
alternativa ,templelor muzelor” (mai mult sau mai putin) inchise ermetic. Conceptul lor de cultura
era ¢d aceasta nu poate fi separata de interesele sociale, in contrast cu instrainarea de care dédeau
dovada institutiile culturale ale timpului, continutul, forma si comunicarea trebuiau sd fie bazate pe
viata reald.

in prezent, programul centrului este orientat catre patru directii de baza: spatiu pentru improvizatii,
teatru pentru copii, 130 de grupuri culturale si de initiativd, proiecte educationale si de instruire.
Totusi, timpurile s-au schimbat si, conform unor actori culturali activi in cadrul WUK-ului, centrul
este pus in fata unor provocari.

Despre WUK, istoria lui si (problemelor legate de adaptarea la) noile circumstante ce se formeaza
odata cu venirea unor timpuri noi am discutat cu Klaus SCHAFLER, artist cu resedinta in Viena si
unul dintre coordonatorii departamentului artelor vizuale ale WUK-ului - Kunsthalle Exnergasse.
Klaus SCHAFLER a participat la seminarul ,Arta, Cercetare in sfera Publicd”, organizat de Centrul
pentru Arta Contemporana [KSA:K] la Chisinau.

*

Oberliht: Ai putea sa ne spui cite ceva despre activitdtile tale in cadrul WUK-ului, de exemplu,
despre Kunsthalle Exnergasse?

Klaus SCHAFLER: WUK-ul este creat din citeva departamente, iar unul dintre ele este Kunsthalle
Exnergasse, un spatiu artistic, nonprofit, de 400 de metri patrati. in echipa care conduce acest
spatiu suntem trei persoane. Rolul meu este organizarea expozitiilor, lecturilor, fac cite ceva legat
de media si sunt curator pentru proiecte mici. Sunt angajat aici cu jumdtate de normd; avem un

Klaus SCHAFLER, WUK

Interview realized by Natasa BODROZIC & Vladimir US
FLAT SPACE, Chisinau, May 30, 2010

The WUK, Werkstdtten — und Kulturhaus is a 12000 square-meters
cultural center located in the city of Vienna, Austria. Self-defined as a
place at the intersection of artistic practice, labor, and political engage-
ment, WUK offers a cultural space where one can contemplate, discuss,
and explore, according to the official web site. The former locomotive
factory, then a home to the “Technological Trades Museum’, was squat-
ted in 1981 by activists from the previously established WUK associa-
tion. Official recognition is followed by the first subsidy from the City
of Vienna.

The WUK appeared in a specific moment when the idea of the open culture houses was rethought as
an alternative to the (more or less) hermetically sealed “temples of muses”. Their concept of culture
was seen as inseparable from the social interest and, in opposition to the alienation of cultural insti-
tutions of the time, the content as well as the design and communication was to be based on real life.
Today, WUK is home to four main program areas: performance space, children’s theatre, 130 inde-
pendent cultural groups and initiatives, and educational and advisory projects. However, the times
have changed and according to some cultural protagonists active within the WUK, the center is
facing many challenges today.

About WUK, its history and (its problems related to its adaptation to) the new circumstances com-
ing with the new times, we spoke to Klaus SCHAFLER, Vienna based artist and one of the coordina-
tors within one the WUK's visual arts department — Kunsthalle Exnergasse. Klaus SCHAFLER was in
Chisinau taking part in the ,Art, Research in the Public Sphere” seminar organized by the Contem-
porary Art Center in Chisinau [KSA:K].

*

Oberliht: Could you tell us a bit about your activities within WUK, i.e. Kunsthalle Exnergasse?
Klaus SCHAFLER: WUK consists of several departments, one of which is Kunsthalle Exnergasse,

a non-profit art space of 400 square meters. We are a small team of three people running the
space. My role is organizing shows, lectures, doing some media work, curating small projects. | am
employed part time there; we have a director and two part time employees. Every year Kunsthalle
Exnergasse launches an international open call for exhibition projects, offering a budget of 1500
euros per project and full technical support for the realization of the exhibition.

WUK, foto: http://www.wuk.at




director si doi angajati cu jumatate de norma. in fiecare an, Kunsthalle Exnergasse lanseaza un apel
international pentru expozitii, flecare proiect primeste finantare de 1500 de euro si suport tehnic
pentru realizarea expozitiei.

Oberliht: De unde a inceput totul, de unde apare initiativa WUK? Cum s-a intimplat transfor-
marea dintr-o uzina de locomotive intr-un centru cultural? De unde a apdrut necesitatea pentru
un centru cultural deschis?

K. S.: Cu doi ani inainte de WUK, aveam o alta cladire squat-ata in Viena, numita Arena, mai mult un
squat de tip punk, cit despre WUK, mereu s-a considerat ca a fost squat-at de, sa zicem, intelectuali
(profesori, activisti sociali, artisti). Asadar, s-a intimplat la inceputul anilor 80. Tn acele timpuri, in
Austria existau grupuri de oameni in cautare de spatii pentru a-si realiza ideile utopice, un pic mai
tirziu decit in Germania sau Franta (in Austria, lucrurile mereu se intimpla un pic mai tirziu). Primarul
Vienei din acel moment, un social democrat, era de la bun inceput sustinator al WUK-ului. El a
sustinut ideea centrelor sociale si culturale, poate si din motivul cd a dorit sd nu trezeascd potentiale
critici... Unicul contract semnat vreodata cu municipalitatea a fost cel legat de problemele cu infra-
structura WUK-ului (clddirea fiind una veche), administratia orasului a acceptat sd rezolve problema,
sa finanteze lucrarile de reparatie etc. Squat-area WUK-ului nu a fost insotita de prea multe proteste,
totul s-a intimplat destul de calm. Oamenii se adunau in jurul centrului, scriau un fel de Manifest,
text despre ce ar trebui sa facd WUK, foarte deschisi, indrazneti, in spiritul vremii. S-au adunat si au
inceput sd discute despre cum vor conduce WUK-ul, cum sa dirijeze grupurile autonome din cadrul
WUK-ului. Interesele erau foarte diferite, 200 de persoane care strigau, un soi de democratie directa,
apoi au decis sa aleagd conducerea si toti membrii asociatiei au putut vota.

Oberliht: Conform prezentarii de pe situl WUK-ului, acesta se autodefineste drept un loc la
rintersectia practicilor artistice, muncii si implicarii politice”. Ideea pare destul de captivanta si
utopicd, dar cum functioneaza aceasta in practicd, daca functioneaza?

K. S.:Tn prezent, WUK-ul are 500 de membri. Unele voci din cadrul asociatiei ar dori s& promoveze
mai mult membrii noi, dar sunt si grupuri care au stat la fondarea WUK si acestia nu vor sa-si piarda
pozitiile (desi, initial ei luptau anume pentru o platforma deschisa, unde se poate intimpla orice) si
astazi acestor grupuri le este fricd, intr-un fel sau altul, de idei noi. Daca discuti cu aceste persoane
despre spatiul dat, iti vor spune: Este spatiul MEU", dar, de fapt, spatiul este al municipalitatii, pina la
urma, e un fel de paradox. Problema e ca la inceput lucrurile nu au fost definite, nu s-au facut regu-
lamente (nu s-au incheiat contracte) referitoare la cine foloseste spatiul, cit timp poate sta acolo, iar
acum toate aceste aspecte au devenit un pic problematice...

Oberliht: Care este relatia dintre WUK si scena artei contemporane? Functioneaza acest spatiu
ca unul cultural deschis si, mai ales, deschis noilor generatii de artisti, spre exemplu?

K.S.: De fapt, daca un grup de artisti vine la WUK si cere un spatiu pentru lucru, este foarte dificil.
Existd un Spatiul pentru Proiecte, dar sunt si niste persoane care il administreaza (un grup ce face
parte din WUK), acestia incearca sa dea in chirie spatiul respectiv. De obicei, este ocupat pentru
citeva luni inainte, asa ca spatiile cu adevarat deschise lipsesc. Mai sunt si alte spatii, dar, deoarece
acum zece ani WUK-ul a avut probleme financiare, s-a decis cd asociatia trebuie sa aiba un venit.
Spre exemplu, sala pentru concerte a fost inchiriata pentru diferite evenimente. Astfel, aceasta

sala de concerte devine un spatiu pentru evenimentele de masa. E o metoda de a atrage atentia
presei asupra WUK-ului, mereu vine lume acolo. In WUK exista un amestec de concepte, ceva intre
autonomie, anarhie si spectacol. Dacd intri in curtea WUK-ului dimineata, o sa ramii cu impresia unei
anarhii, seara insd la WUK se adund multa lume sic... Aceasta este realitatea, dar e foarte diferitd de
ideile expuse in manifestul WUK-ului acum 20 de ani. Pe [inga toate acestea, in cadrul WUK-ului sunt
130 de grupuri, respectiv 130 de opinii si concepte diferite (de la muncitori cu copii pina la pension-
ari, activisti politici si sociali etc.).

Oberliht: Care sunt sursele de finantare ale WUK-ului, in ce relatii se afla cu autoritdtile
orasului?

K. S.: WUK-ul este finantat, in mare parte — 80%, sa zicem —, prin subsidiile din partea municipalitatii
vieneze, Ministerul Culturii oferda cam 10% pentru proiecte, iar restul banilor se aduna din vinzarea
biletelor, sponsorizare si activitati comerciale. Initial, WUK-ul a semnat doar contractul de intretinere
a cladirii pe termen de un an, iar acum doi ani a fost introdusa o finantare pe termen de trei ani
(pentru fiecare institutie culturala din Viena). Acesti bani sunt utilizati pentru cheltuieli de baza.
Problema e cd banii sunt inghetati. Costurile cresc, iar finantarea ramine aceeasi, astfel WUK-ul este
pus in situatia de a cauta noi metode prin care sa atraga fonduri (apeluri internationale, proiecte
europene). Departamentul pentru dezvoltare din cadrul WUK-ului incearca sa dezvolte proiecte noi.
Unul dintre acestea este piata de produse ecologice, care se tine in fiecare vineri la WUK, organizata
in colaborare cu fermele ecologice dintr-o zona rurala si care are un caracter social, deoarece per-
soanele care si-au pierdut locul de munca din cauza alcoolismului, pot gasi de lucru aici. Proiectul

a fost creat ca rezultat al unei cercetari, iar din punctul meu de vedere, este 0 metoda bund de a
obtine fonduri suplimentare si rdmine in contact cu societatea.

Oberliht: Care sunt, in prezent, cele mai mari probleme sau provocdri pentru WUK?

K.S.: Existd o tendintd ca bugetele pentru cultura sa scada. Orasul si ministerul au din ce in ce mai
putini bani pentru institutii. De asemenea, exista si o competitie: noile centre culturale. Problema e
ca WUK-ul este o structura veche, iar multi ar spune ca WUK-ul este chiar un factor politic, si nu un
producator de culturd interesant. Un alt aspect este ne-deschiderea cdtre generatiile tinere. Daca as
fi tinar, probabil as dori sa infiintez ceva nou, intrucit WUK nu este destul de deschis. Complexul este
enorm... Unii din interior au venit cu ideea de a ocupa WUK-ul, de a schimba ceva, de a-l re-gindi si
aincepe din nou, dar aceste idei nu au fost utilizate si nici aplicate de asociatie. Chiar si propunerile
de restructurare, de dezvoltare a unui WUK Contemporan, venite de la anumite grupuri, au fost
folosite pentru a atrage ceva fonduri, orasul a fost fascinat de idee si a sustinut-o financiar, banii au
fost colectati, dar utilizati in alte scopuri. Aceasta este realitatea. WUK e, intr-un fel, pasiv...

Oberliht: Ludnd in considerare aparitia numeroaselor centre culturale de acest in asa numi-

tul spatiu postsocialist, ai putea sd ne dai citeva sfaturi utile bazate pe experienta pe care ai
acumulat-o in cadrul WUK-ului? Ce ar trebui sd evite centrele culturale nou create? Ce lectie ar
trebui sa invatdm de la WUK? Cum se poate promova implicarea?

K. S.: Trebuie sa musti mina care te hraneste (efectul politic). Aici WUK-ul a schiopatat. Centrul si-a
pierdut pozitia de factor politic important. Cind au loc discutii publice in Viena, nu mai este invitat
nimeni din partea WUK-ului ca institutie, acesta si-a pierdut cumva vocea politica.

As recomanda de asemenea crearea unui soi de STATUT TEMPORAR FIX, pe baza de contract, un
regulament de folosire a spatiului, iar oamenii care lucreaza acolo nu trebuie sa ramina in acel spatiu

Oberliht: How did it all start, the WUK initiative? How did it transform from the abandoned lo-
comotive factory to the cultural center? Where from this need for the open culture center came
from?

K.S.: Two years Before WUK, we had another squat in Vienna - called Arena, more punk squat, but it
was always said that WUK was squatted by, lets say, more intellectual people (teachers, social activ-
ists, artists). So it happened at the beginning of the 1980s. In those time in Austria there was social
groups searching for spaces to establish their utopian ideas, little later than in Germany or France (in
Austria things always happen a bit later).

The mayor of Vienna at the time, social democrat, was a supporter of WUK, from the beginning. He
supported the idea of social and cultural center, maybe also for the reason to keep the potential
critics quiet... The only contract ever signed with the Municipality was related to the troubles with
infrastructure of the WUK (since it is an old building) which the city accepted to handle, to finance
reparations etc. So, the squatting of WUK did not include big riots, it was quite quiet... The people
gathered around the WUK wrote a sort of Manifesto, the text about what the WUK should stand for,
very open minded, corresponding with the spirit of that time. They organized and started discuss-
ing how will they govern WUK, how to manage autonomous groups within the WUK. There were
very different interests, 200 people at first, shouting, a sort of direct democracy way, and then they
decided to elect the board and all members of the WUK have the voice.

Oberliht: According to the WUK web site presentation, it is self defined as the place at the
»intersection of artistic practice, labor and political engagement’. This seems quite utopian and
exciting idea, but how does it work in practice today, if it functions at all?

K.S.:Today there is 500 WUK members. There are voices inside WUK that want to open more to the
new members, but there are groups of WUK people who were there from the beginning, and who
somehow want to keep their positions within WUK (although at the beginning they were fighting
exactly for the open platform where everything can happen), and today they are, kind of, afraid of
the new ideas. If you discuss with these people about the space they would say: Its MY space, but
it is effectively the Municipality space, so it is sort of a paradox. The problem is that at the begin-
ning they did not define things, they did no regulations (did not make contracts) about how to use
spaces, how long can you stay there and today all this is somehow problematic...

Oberliht: What is WUK'’s relation to the contemporary art scene? Does it function as an open
cultural space, open to the new generation of artists, for example?

K.S.: In reality, if a group of artist come and asks the place to work in WUK; it is totally difficult. There
is just one space called Project Space, but there are people who run it (group, part of the WUK)

and they try to rent it. It is occupied few months in advance, so that really open spaces are miss-
ing somehow. There are other spaces but since WUK had some financial problems ten years ago,

it was decided that WUK needs to earn money. For example the big concert hall has been rented
for all sorts for concerts. So this concert hall becomes more the place for the mainstream events. It
gets a lot of media attention to WUK, permanently people are coming etc. So in WUK you have mix
of concepts, somewhere between autonomy, anarchy and spectacle. If you come in the courtyard
in the morning you get the feeling of anarchy, but in the evening, for example, WUK is full of chic
people... Itis a reality, of course, but it is very different than WUK manifesto ideas 20 years ago.
Besides there are 130 groups in WUK today and there are 130 different concepts and opinions (from
working with kids to pensioners, political and social activists etc.)

Oberliht: What are the WUK's sources of financing, what is its relation to the City authorities?
K.S.: WUK is mainly financed by the subsidies from the Vienna municipality, maybe around 80% lets
say, then around 10 % comes from Ministry of culture and it is mostly project related, and the rest is
the income from ticket sales, and a little bit of sponsorship and marketing activities.

At first WUK got the contract (subsidies) just in relation with maintaining of the building on a

yearly basis, and around 2 years ago, a 3 years based financing was introduced (for every cultural
institution in Vienna). This money goes mostly for the basic costs. The problem is that this money is
frozen. The costs are exploding but the money remains the same, so that WUK is, in a way, pushed
to find new ways of making money (international calls, European projects...) The WUK development
department is trying to develop new projects. One of the newly developed projects is related to the
organic market organized every Friday in WUK,; in collaboration with organic farms in a countryside
and is socially engaged as people who lost their jobs for the reasons of alcoholism got the job there.
The project was created after a significant research and | find it as one of the nice ways to get extra
funds and being connected to community issues...

Oberliht: What are the biggest problems or challenges for WUK today?

K.S.: There is a tendency that culture budgets go down. The city as well as ministry has less and less
money to give to the institutions. There is also a new competition, new culture centers. The problem
is that the WUK is an old structure and many people would say that WUK is more a political factor,
not really interesting cultural producer.

The other thing is this non-openness to young generations. If | were young | would probably try to
establish something new, as WUK is not really open enough.

It's a huge complex...There were some ideas from the insiders to occupy WUK, to change something,
re-think the WUK, start from the beginning, but all these attempts were not used nor applied by the
WUK. Even these proposals for restructuration, for developing so called Contemporary WUK, coming
from certain groups, were used to get some more money for WUK, the city was fond of the idea and
supported it financially, the money was given but it was not used for this purpose, it was spent for
other costs. It is a reality. WUK is somehow passive...

Oberliht: Considering the proliferation of the Cultural centers of this sort especially in so called
post-socialist space, could you give us some useful advice based on your WUK experience? What
should the newly established cultural centers avoid? What to use as a useful lesson from the
WUK? How to promote inclusivity?

K.S.: You have to byte the hand, which feeds you (political effect). This is what WUK lost a little bit.
The WUK lost its position as relevant political factor. When there are some public discussions in
Vienna, no one from WUK as institution is invited. WUK lost its political voice somehow.

I would also recommend is sort of FIXED TEMPORARY STATUS, contract based, the regulation of the
usage of spaces, also people who work there should not stay there forever. There should not be a
fixed idea of the space from the part of their users. It is important to have good equipped spaces,
short term contracts, it has to be community based, to have international and local community sup-
port), have contacts and contain certain atmosphere. Too much structure from the beginning is not
good as well. International networking is extremely important. There is an example of the Center

pentru totdeauna. Cei care folosesc spatiul nu trebuie sa-si creeze o idee fixa despre acest loc. E
important sd ai spatii bine echipate, contracte de scurta duratd, sd existe orientare cdtre comuni-
tate, sustinere internationala si din partea comunitatii locale, sa ai contracte si atmosfera deosebita.
Pentru inceput, nu e bine sa creezi o structura prea riguroasa. Comunicarea la nivel international
este de asemenea foarte importantd. Un exemplu bun este centrul din Niirnberg, Germania care

a fost squat-at in anii '70. Cind autoritatile orasului au incercat sa-l inchida, a aparut o sustinere
internationald enormd, pur si simplu nu au reusit sd inchida centrul. Poate o idee de viitor ar fi
gestionarea spatiilor mici. Ideea de durabilitate ar putea fi indeplinita mai usor in acest mod. De
asemenea, centrele mici incurajeaza o mai mare deschidere, ca rezultat al structurii mai,usoare”;
s-ar putea evita astfel (supra)institutionalizarea.

traducere: Irina CHIRICA

Nota:

» Un squat este o cladire abandonatd sau nelocuita, ocupata de persoane care trdiesc in ea fara permisiunea proprietarului.
» In afara caselor ocupate de cei fara locuinte, squat-urile pot fi,ateliere” ale tinerilor artisti, care traiesc si lucreaza la comun.
(http://www.romanialibera.ro/actualitate/fapt-divers/case-hippie-pentru-tinerii-artisti-93862.html)

Changing Climate, expozitie in KEX, 2009, foto: KEX

from Nurnberg, Germany, which was squatted in the 1970s. When the City tried to close it, the
huge international support appeared, and they simply couldn’t close it.

Maybe the future is in managing smaller spaces. Like this the idea of sustainability would be easier
to handle. Also, it somehow encourages certain openness due to the ,lighter” structure, they could
avoid (over)institutionalization.

Undisciplined, expozitie in KEX, 2009
foto: Susi JIRKUFF pentru KEX

Centru comunitar pentruo
noua comunitate

In urma cu cinci ani, cadnd am sprijinit crearea AREA Chicago (o
publicatie si o serie de evenimente legate de arta, cercetare, educatie
si activism, toate desfasurandu-se in orasul Chicago), lumea ma tot
intreba: Care este publicul tau? lar eu raspundeam ca publicul noastru
este 0 comunitate de oameni care inca nu se cunosc unul pe celalalt,
dar care totusi formeaza o comunitate. Lumea nu prea intelegea: cum
se poate sa ai 0 comunitate fara a-i cunoaste pe ceilalti membri ai aces-
teia? Si tocmai aceasta a devenit o parte a sarcinii noastre de la inceput
cu privire la AREA, anume sa cream un mijloc prin care acesti oameni
sa se poata intalni intre ei. Dupa cum spune Mia Henry de la Chicago
Freedom School: “Trebuie sa redefinim «comunitatea».” Acest concept
nu mai poate fi folosit doar pentru cartiere izolate, daca acest centru isi
propune sa acopere Chicago pe de-a intregul.

Acesti oameni erau activisti care lucrau pe probleme similare sau inrudite, in parti diferite ale
orasului dar care nu s-au intalnit niciodatd, erau artisti care initiau programe extracurriculare
pentru copiii din cartierele lor si care se inspirau unul de la altul dar nu interactionau pentru cd se
aflau in concurentd pentru obtinerea acelorasi fonduri, sau mai erau organizatii care aveau aproape
aceleasi misiuni, dar care erau atat de strans afiliate unui grup rasial, incat nu vroiau sa vada ce
aveau in comun tocmai pentru ca lucrurile care le separau erau atat de evidente. Sunt multe motive
pentru care activistii culturali si politici din orasul nostru erau dispersati si divizati: geografia, sau
concurenta, sau diferentele culturale, rasiale sau etnice... aceiasi factori care fragmenteaza restul
societatii in afara domeniilor artei si politicii.

Pentru AREA, nu am putut incepe sa rezolvdm aceste provocdri majore fdrd a crea mai intdi un mi-
jloc (in cazul nostru a fost un ziar) pentru ca aceste sectoare diferite ale Stangii politice si culturale
locale sd poata interactiona si intra in contact unul cu celalalt. Cinci ani mai tarziu, am dat deja
posibilitatea de exprimare pentru sute de voci ale unor grupuri sau indivizi din Chicago care au
descris cu propriile cuvinte proiectele la care lucrau, orasul in care locuiau si pentru care luptau si
unde vroiau sd se vada pe ei si orasul lor pe viitor. Acum ne aflam in sfarsit in pozitia de a avansa de
la aceasta retea libera pe care am constituit-o la comunitatea pe care doream s-o vedem de la bun
inceput. Acest proces a cerut rabdare, planificare si disponibilitatea de a face greseli si de a experi-
menta in mers. A fost nevoie sa gdsim constant cdi de a merge dincolo de nivelul nostru obisnuit de

Community Center for a new
Community

Five years ago, when | helped start AREA Chicago (a publication and
event series about art, research, education and activism alll occuring in
the city of Chicago) people would ask: Who is your audience? | would
reply, that our audience is a community of people who do not yet
know one another but are still a community. People were confused,
how is it possible to have a community, but not to know the other
members of the community? And this became part of our initial task
with AREA, to create a device for these people to see each other. As
Mia Henry of the Chicago Freedom School states “...We must redefine
“community."This term can no longer apply only to isolated neighbor-
hoods if this center is to serve all of Chicago.”

These people were activists working on similar or related issues in two different parts of town who
had never met, they were artists who were starting after-school programs for kids in their neigh-
borhoods that were inspired by each other but did not interact because they were competiting for
the same funding, or organiztions which had near identical missions but were so alligned with one
racial group that they did not want to see what they had in common, because what made them
different was so visible. There are many reasons why cultural and political activists in our city were
fragmented and divided: geography, or competition, or cultural, racial or ethnic differences...the
same factors which fragement the rest of society outside of the fields of art and politics.

For AREA we could not start resolving these huge challenges without first creating a device (in our
case it was a newspaper) for these different sectors of the local political and cultural Left to interact
and see one another. Five years later, we have featured the voices of hundreds of groups and
individuals from throughout Chicago, speaking in their own voices about they work they do, the
city they live in and fight for, and where they want to see themselves and their city in the future.
Now we are in a position to finally start moving from this loose network we have established, to the
community we wanted to see from the start. This process has taken patience, planning, and willing-
ness to make mistakes and experiment along the way. It has required us to always think about
ways to move beyond our comfort level, to something that was different than what we already had.
Because truthfully, the many groups and organizations that make culture and politics in the city

are wonderful, but in their current states they are not powerful, coherent, or committed enough to
really change the city’s direction from a profit-seeking machine, to a people-centered one.
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disponibilitate pentru a face ceva diferit de ceea ce deja aveam. Pentru cd, sincer vorbind, numero-
asele grupuri si organizatii care fac cultura si politica in acest oras sunt minunate, insa in stadiul in
care se afla ele acum nu sunt nici puternice, nici coerente, nici dedicate suficient pentru a schimba
directia orasului si a-l transforma dintr-o maginarie ce urmareste profitul intr-un oras centrat pe
oameni.

In procesul de elaborare si sprijinire a proiectelor noastre de la AREA, o tema s-a impus cu
predilectie in articole si dezbateri: Chicago este un oras imens care are o bogatad cultura de

cartier, insd in centrul orasului nu exista nimic care sa poata sprijini toate eforturile noastre de a
facilita crearea unei retele la nivelul intregului oras si crearea unei comunitati. Folosind reteaua
diversificata pe care AREA a creat-o de-a lungul anilor, responsabilul AREA cu coordonarea oameni-
lor (,People COREdinator”), Robin Hewlett, si eu am pus intrebarea urmatoare mai multor organiza-
tori, instructori si artisti: De ce are nevoie orasul Chicago de un nou centru cultural comunitar care sd
faciliteze crearea unei retele la nivelul intregului oras si a unei miscari si comunitdti? Unde vd imaginati
cd ar putea fiamplasat acest centru si care sunt unele din lucrurile care s-ar putea desfdsura acolo?

Mai jos sunt fragmente din cateva raspunsuri:

. MIA HENRY: Orasul are nevoie de un spatiu fizic care sd functioneze ca sediu politic pentru activistii de
toate vdrstele care doresc sd impdrtdseascd si sd testeze idei noi, sa creeze retele si sa se formeze ca lideri ai diferi-
telor miscari. Acest loc trebuie sa functioneze efectiv in sensul propriei eliberdri de practici opresive si s fie dedicat
desfasurdrii continue a unor programe ca mijloc de a asigura o instruire sustinutd pentru tineri si pentru cei dedicati
dreptatii sociale. Eu imi inchipui o clddire cu totul accesibild si foarte modernd undeva in zona South Loop, cu acces
usor la toate liniile de tren importante. Noi, cei de la Chicago Freedom School, suntem hotdrati sé contribuim ca
acest lucru sd devina o realitate.

. KRISTEN COX: Imi imaginez un spatiu asemdndtor unei sdli de Texas Ballroom, cu spatiile de lucru aflate
la etaj, o bucdtdrie comund pentru gdtit, pereti pentru expus lucrdri de artd, si un spatiu deschis si flexibil care se
poate schimba in functie de necesitdti (film / proiectie video, spectacol, dezbateri, intdlniri ale comunitatii, etc.).
Cladirea ar trebui sa fie intr-un loc central (imi vine in minte Green Line El) si accesibil si persoanelor in scaune cu
rotile. Grupurile ar putea pldti o cotizatie accesibild pentru a lucra in / ocupa spatiul in timpul sdptdmanii, iar apoi
s-ar putea reuni pentru o masa si intdlnire lunard pentru a ajuta la inchegarea comunitatii. Donatiile si sumele
stranse din vdnzarea de bilete la activitdti de seard si de weekend ar putea fi folosite pentru amortizarea costurilor,
astfel facand spatiul accesibil spre utilizare si de cdtre comunitatea mai largd, interesatd de dreptatea sociald. Fie
ele mari sau mici. Nivelul lor poate varia.

. ERIC TRIANTAFILLOU: Ideea unui centru cultural pentru intregul oras este fantasticd! Cand am aflat cd
AREA urma sd pdrdseascd spatiul ocupat in Rockwell am fost ingrijorat cd aceasta avea sd insemne cd pe viitor

va functiona ca o organizatie descentralizatd, bazatd pe Internet. Un spatiu fizic — un loc de reunire, de intdlnire

cu vechi si noi prieteni, unde sd te vezi si sd interactionezi cu celdlalt, unde sd produci lucruri si cunoastere, unde
organizarea s meargd dincolo de diviziunile sociale si culturale - este vital pentru sprijinirea si sporirea constiintei
si actiunii colective. Pentru o taxd anume, spatiul ar putea oferi mijloace si resurse. S-ar putea tine cursuri - de la
realizarea de printuri si teorie politicd la Capoeira si tesdtorie. Se pot desfdsura activitdti - de la expozitii de artd

si spectacole la prezentdiri si ateliere. Cei care folosesc spatiul ar trebui sa-si poatd pdstra autonomia in timp ce se
folosesc de practicile colective ale centrului, si cred cd chiar asa va fi. Un fel de spatiu verde ar fiideal — un acoperis
verde sau o gradind verticala? Accesibilitate: cu cat spatiul este mai accesibil tranzitului public, cu atdt mai bine,
insd trebuie sd fie accesibil din punct de vedere cultural si acelor cetdteni ai orasului Chicago care ar putea vedea

Ce stim noi despre trecutul nostru si ce cerem noi de la viitorul nostru!, seminar la Mess Hall organizat de Lets Remake The World (http://www.letsremake.info), 2008, foto: Daniel TUCKER

In the process of creating and sustaining our work with AREA, one theme has continuously come
up in people’s writing and in conversations: Chicago is a huge city that has rich neighborhood
culture but there is nothing in the center of the city which can support all of our work and facilitate
city-wide networking and community building. Using the diverse network that AREA has created
over the years, AREA “People COREdinator” Robin Hewlett, and | posed this question to a number
of organizers, educators, and artists: Why does Chicago need a new community cultural center that
will facilitate city-wide networking and community—and movement—>building? Where would you
imagine this place being located, and what are some things that might happen there?

Excerpts from the responses are below:

. MIA HENRY: This city needs a physical space that serves as a political home for activists of all ages who
want to exchange and test new ideas, create networks, and grow as leaders in movement-building. This place
should be actively working to free itself from oppressive practices and committed to ongoing public programming
as a way to provide continuous education to youth and adults committed to social justice. | envision a fully acces-
sible, state-of-the-art facility located somewhere in the South Loop area, with easy access to all the major train
lines. We at Chicago Freedom School are committed to helping this become a reality.

KRISTEN COX: imagine a space reminiscent of the Texas Ballroom with loft sections for work spaces, a
communal kitchen for cooking, walls for showing art, and a malleable open space that could change depending on
function (film/video screening, performance, discussion, community meeting, etc). The space should be in a central
location (Green Line El comes to mind) and wheelchair accessible. Groups could pay an affordable membership fee
to work/occupy the space during weekday hours, and then convene for a community-building meal and gathering
once a month. Donations or tickets could be sold for evening and weekend activities to help offset costs, making the
space open for use by the larger social justice community. Large or small. The scale could vary

ERIC TRIANTAFILLOU: The idea for a citywide cultural center is fantastic! When | learned that AREA
was leaving the space on Rockwell, | was worried this meant its future was as a de-centralized, internet-based
organization. A physical space — a place to gather, to meet old and new friends, to see and interact with each
other, to produce things and knowledge, to organize across social and cultural divisions — is vital for sustaining
and increasing collective reflection and action. For a nominal fee, the space could provide facilities and resources.
Classes could be offered — from printmaking and political theory to Capoeira and sewing. Activities could take
place — from art exhibitions and performances to presentations and workshops. Those who use the space should
be able to maintain their autonomy while engaging the center’s collective practices, as they will. Some sort of green
space would be great — a green roof or a vertical garden? Accessibility: the more accessible the space is to public
transit the better, but it must also be culturally accessible to the spectrum of Chicagoans who might see the space
as “their” space. A bigger space would mean the center could expand to meet new needs as it grows. But remember
that if a future space is set up as a 501c3 organization, this will limit the types of political activities that can be done
on the premises.

HARISHI PATEL: There is something wrong in our society and culture when many activists feel that they
have only three realistic options for survival in this globalized capitalistic structure: academia, non-governmental-
organization jobs, or business start-ups. We demand more options for our brothers and sisters. We need a culture
and philosophy of Resistance that raises our consciousness to inform our political visions and to prevent the
oppressed from becoming the oppressor. The cultural center can be another option that is neither a not-for-profit
entity nor a for-profit entity, but a lifestyle — a home where political becomes personal. We want a space where
an issue- or community-based organizer can engage with the academics who write about it; where self-care is
essential; where relationships make up the foundation; where young ones are allowed to make their own mistakes;

spatiul drept spatiul ,lor” Un spatiu mai mare ar insemna cd acest centru se poate extinde pentru a-si acoperi
necesitdtile, pe mdsurd ce se dezvoltd. Dar nu uitati cd in cazul in care un spatiu este creat ca organizatie 501c3,
aceasta va limita tipurile de activitati politice care se pot desfdsura in cadrul lui.

. HARISHI PATEL: Ceva nu este in reguld in societatea si cultura noastra cand numerosi activisti cred cd au
numai trei optiuni reale pentru a supravietui in aceastd structurd capitalistd globalizatd: carierd academicd, servicii
in organizatii non-guvernamentale sau punerea pe picioare a unei afaceri. Vrem mai multe optiuni pentru fratii si
surorile noastre. Avem nevoie de o culturd si filozofie de Rezistentd care sd ne sporeascd gradul de constientizare

si sd ne educe viziunile politice, astfel incdt sd prevenim oprimatii s devind la randul lor oprimatori. Un centru
cultural poate fi o altd optiune care nu este nici o organizatie non-profit, nici organizatie pe profit, ci un stil de viatd
— 0 casd unde politica sd devind ceva personal. Vrem un spatiu in care un organizator pe anumite probleme sau din
partea anumitor comunitdti sd interactioneze cu oamenii din mediile academice care scriu despre ele; un spatiu

in care propria protectie este esentiald; in care relatiile constituie fundamentul; in care cei tineri au voie sd facd
propriile lor greseli; in care stilul de viatd sd fie mai simplu, comun si mai putin solicitant; in care partidele cu dogme
politice sd nu aibd ce cduta, ci indivizii sd fie iubiti indiferent de partid; in care toate aspectele diferite ale miscdrii sd
se estompeze. Vrem un spatiu in care sd ne putem aduna pentru a visa si a crea un om mai uman.

. DANIEL TUCKER: Vidd un spatiu in centru sau in zona West Loop care este accesibil prin transportul
public si care poate profita de sistemele de sosele si sistemele de transport cu autobuzul si trenul care sunt legate
de centrul orasului. Acesta nu ar fi precum centrele comunitare din sanul cartierelor pe care le cunoastem si iubim
cu totii, ci ar oferi un acces usor si interactiunea zilnicd de care avem cu totii nevoie. Acesta ar fi un adevdrat nucleu
de activitate destinat sd creeze si s sprijine interactiuni la nivelul intregului oras. Acolo s-ar putea organiza ample
adundri, de la cine lunare la intalniri la nivel de oras. S-ar putea organiza si expozitii si retrospective ale miscdrilor
sociale si culturale ale orasului Chicago, iar seara s-ar putea tine cursuri pe discipline diverse, de la teorie politicd

la organizare comunitard. Adultii si-ar extinde orizonturile cot la cot cu cei tineri si toatd lumea ar putea sd se
redefineascd complet, pe ei si potentialul lor. Acesta ar putea fi un loc in care sd ne filtrdm ideile impreund.

AREA va continua cu tratarea problematicii acestei intrebari in viitoarea noastra publicatie intitulata
Jnfrastructuri si Institutii.” Aici vom expune intrebarea: Ce infrastructuri si institutii din trecut trebuie
sd readucem in discutie, ce institutii si infrastructuri din prezent trebuie mentinute sau regdndite si cum
putem crea sau cum credm deja altele noi pentru a ne sprijini eforturile?

Pentru mai multe rdspunsuri la aceste intrebari, vizitati http://areachicago.org/

text de Daniel TUCKER (Chicago, SUA)

traducere: Matei PREDESCU

Daniel Tucker a editat AREA Chicago in perioada 2005-2010 si este recentul co-autor al unei carti de
interviuri cu fermieri activisti de pe tot cuprinsul Statelor Unite, intitulatd Farm Together Now.
Pentru mai multe detalii, vizitati miscprojects.com

where the lifestyle is simpler, communal, and less-consuming; where dogmatic political parties have no place but
individuals are loved regardless; where all the different aspects of the movement can be blurred. We want a space
where we can come together to dream and to create a more humane human being.

DANIEL TUCKER: | can see a downtown or West Loop space which is accessible via public transportation
and takes advantage of our city’s loop-centric highways, buses, and trains. This wouldn’t be like the neighborhood-
based community centers we all know and love, offering ease of access and the daily interaction that we all need.
This would be a true hub of activity designed to bring together and foster the intersections of work and energy from
across the city. Large assemblies would occur there, ranging from monthly dinners to citywide meetings. Exhibits
and archives on Chicago’s social and cultural movement history would occur alongside night classes on various
subjects ranging from political theory to community organizing. Adults would expand their horizons alongside
youth, and all people would be able to fully actualize themselves and their potential. This would be a place to refine
our ideas together.

AREA is continuing to pursue this question through our upcoming publication entitled “Infrastruc-
tures and Institutions.” Here we will explore the question: What infrastructures and institutions from
the past do we need to remember, what institutions and infrastructures from the present do we need to
maintain or rethink and how can we or are we critically creating the new ones to support our work?
See more responses to these questions at http://areachicago.org/

text by Daniel TUCKER (Chicago, USA)

Daniel Tucker edited AREA Chicago from 2005-2010 and recently co-authored a book of interviews
with activist farmers from all over the USA entitled Farm Together Now.

Find out more at miscprojects.com

Moara Rosie — ultima strigare

Vremurile noastre sint ostile conservarii patrimoniului cultural, astfel
scriam cu mai bine de 3 ani, iar lucrurile nu s-au schimbat radical de
atunci. Intr-o stare deplorabila, in pragul prabusirii este una din ul-
timele relicve ale patrimoniului industrial al orasului Chisinau — Moara
Rosie'.

Ce avem azi din ceea ce numim in topografia urbana edificiul Moara Rosie, aflata pe strada cu
acelasi nume, din,orasul de jos"?? O constructie care cindva ,hrdnea” o parte a locuitorilor orasului,
fiind dotata cu o tehnologie foarte fara ferestre, fara usi, incinsa de jur imprejur cu chingi metalice,
ca sd nu se prabuseasca, si ale carei goluri sunt umplute cu pietre si bolovani, ca sa i se confere o
stabilitate mai mare. Este o constructie cu grad maxim de risc, cu zidurile crenelate pe alocuri, fara
acoperis, si doar datorita planseurilor (subrede si ele) dintre niveluri, agentii naturali si umezeala
nu afecteaza letal si definitiv fundamentul si fundatia cladirii. Pe vremuri, ea era,spijinita” de niste
constructii-anexa, fapt care ii conferea o soliditate sporitd. Acestea din urma dispdrand treptat, ca
urmare a sistematizarii sitului din jur, au lasat Moara Rosie intr-o stare deplorabila, neajutorata

si subreda...chiar dacd de-abia dupa aceste inldturari am capatat aspectul initial al constructiei.
Pana acum vreo 3 decenii se mai conservau in interior si utilajele originale, de fabricatie germang,
precum si mobilierul specific unei astfel de arhitecturi cu functie industrial-utilitara.

De-a lungul ultimilor ani, sa recunoastem, comunitati disparate si persoane s-au interesat de
soarta acestui monument, dar contextul politic, precum si presiunile pietei imobiliare, avide de a
acapara terenuri in zona veche a urbei, au ldsat aceasta constructie departe de posibilitatile de a

fi restaurat si propus unui circuit turistic conform cu vremurile actuale. Desi declarat «<Monument
de arhitecturd», Moara Rosie are o existentd incerta, iar problematica restaurarii ei este cefoasd, si
de-a dreptul imprevizibila.

Urmadrind pe parcurs evolutia discutiilor din perioada amintita, se pot desprinde citeva piste prob-
lematice:

a. Tn cazul (fericit) in care monumentul va fi reabilitat, acesta trebuie si devina un sediu
pentru activitdti educativ-culturale, spre a atrage in jurul sdu o dinamica lucrativa care sd justifice
investitiile facute in infrastructurd, reamenajare, utilare;

b. Un proiect de restaurare nu se poate materializa fara un parteneriat complex si concret:
public / privat, astfel incit ambele sfere implicate sd aiba de profitat de pe urma acestei colaborari;
C. 0 analiza foarte amanuntitd a cadrului legal, si a riscurilor legate de investitii, poate pro-

pune un caiet de sarcini cu masuri concrete si rapide pentru inceperea unei « interventii de urgenta
», care ar stopa prabugsirea monumentului;

d. Opinia publicd, si mai ales ONG-urile existente in sfera de protectie a patrimoniului,
precum si cele cu activitati culturale independente, trebuie sa pledeze pe linga forurile oficiale

1 Din surse istorico-documentare se stie ca moara a fost construita de negutatorul Abram Leven-
zon, si doar caramida netencuita a apareiajului a facut ca numele ei sa fie purtat dupa culoarea acesteia...
2 Sintagma este incetatenita inca de pe la finele celui de-al XIX-lea veac, artera principala a

orasului — astazi cu numele Bd. Stefan cel Mare si Sfint — fiind chiar ,meridianul” care imparte orasul in
doua parti oarecum echivalente: ,partea de sus”, de la Cimitirul Central si Turnul de Apa (str.Alexe Matee-
vici), pina la ,meridian”, iar ,partea de jos”, de la ,meridian” pina la girla Bicului (str. Albisoara).

Moara Rosie - last call

Ours are hostile times to the preservation of the cultural patrimony.
This is what | was writing some more than three years ago, and things
haven't improved radically since. Deplorable and on the brink of col-
lapse is how we would describe one of the last relics of the industrial
patrimony in the city of Chisinau — Moara Rosie (The Red Mill)'.

What can we see today of what we call in urban topography the edifice of Moara Rosie, located on
the street bearing the same name, from the “lower town"??

A building that once “fed” a portion of the city inhabitants and fitted with an awkward technology,
one with no windows, no doors, surrounded all around by metallic straps so as to prevent it from
collapsing and the holes of which were filled with rocks and boulders to give it some extra stabil-
ity. It is a building ranking highest in terms of hazard, with its walls showing crenels from place

to place, with no roof and with only the floors (frail as well) between the levels of the buildings
preventing the elements and moisture from totally and definitively affecting the foundation and
base of the building. In times past, it used to be “supported” by some annex-buildings, which gave
it increased stability. But these gradually disappeared, result of the systematization of the sur-
rounding site, leaving Moara Rosie in a despicable, helpless and shaky state... even if only after
these removals did the construction recover its initial aspect. Up until three years ago some original
equipment was still there, German-make, as well as the furniture specific to such an architecture
with industrial-utilitarian function.

Throughout the years, let’s face it, various communities and persons showed interest in relation to
this monument, but the political context, as well as the pressure of the real-estate market, hungry
for terrains in the old side of the city, left the building deprived of the possibilities of being restored
and proposed for a tourist circuit according to present days. Although declared an “Architectural
monument’, Moara Rosie has an uncertain future and the topic of its restoration is blurry and
downright unpredictable.

Following the course of evolution of the discussions in the referred period, some problematic leads
can be identified:

a. In the (fortunate) case that the monument is rehabilitated, it is to become a headquarters
for educational-cultural activities, in order to attract a lucrative dynamics that in turn may justify
the investments made in infrastructure, refitting and equipment;

b. A restoration project cannot take shape without a complex and concrete partnership:
public / private, so that both parties involved can profit pursuant to this collaboration;
C. A thorough analysis of the legal framework and of the risks related to the investments

may result in the proposition of a tender book containing concrete and immediate measures for
initiating an “emergency intervention’, which would prevent the monument from collapsing;

1 From historical-documentary sources we learn that the mill was built by tradesman Abram Leven-
zon, and only the exposed brickwork led to the current name, due to the color...
2 The expression is due to the fact that in the late 19th century the main street of the town - cur-

rently Stefan cel Mare si Sfant Boulevard — was actually like a meridian, splitting the town in two somewhat
equivalent sides: “the upper town” from the Central Cemetery and Water Tower (Alexe Mateevici Str.) to the
meridian, and the “lower town” all the way to Bicului river (Albisoara Str.)
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competente, sa ia masuri de urgentare a unei « interventii de urgenta », actiune obligatorie in cazul
acestui monument;

e. Experienta indelungata, avuta in tarile scandinave, si occidentale, poate functiona ca un
ghid pentru posibila conversie a monumentului industrial. Dar aceasta nu se va putea realiza decit
prin demontarea intregii constructii, si apoi, rezidirea acesteia dupa releveele existente, si poate
chiar prin refolosirea materialului de constructie original, aflat in acest moment in situ (caramida,
componente din lemn, structuri metalice etc.)

Istoricul si teoreticianul arhitecturii loan Augustin, intrebat de mine despre posibilitatile reabilitarii
Morii Rosii mi-a rdspuns urmatoarele: “Cred cd o solutie negociata, in care se reconstruieste
prezenta obiectului, intreaga sau partiala, dupd introducerea de parcaje si cu completare pana la
limita de permisivitate urbana a regulamentelor (ca sa ofere argumente dezvoltatorului), este cea
mai bund. Daca se forteaza pdstrarea ei ca atare, ea va disparea prin furtisaguri, prin coruptie, prin
eludarea sau ocolirea legii. Cultura conversiei nu a prins radacini nici in Romania si, ma tem, nu o va
face nici in MD, pentru ca exista un deficit de saturare cu “istoricitate” la nivelul perceptiei medii. in
Anglia e cool sa convertesti cladiri cdt mai vechi la utilizari cdt mai noi si mai neconformiste (de alt-
fel, acest concept de radicalitate reiese din chiar termenul de conversie, exista cutremurul religios,
pe care il ai cand iti schimbi credinta)”.

Un oras precum e Chisinaul, care a avut de patimit foarte serios in timpul celui de-al doilea razboi
mondial, precum si in perioada sistematizarilor din anii'60, nu isi mai poate permite sa aiba atitudi-
ni selective si evazive in problematica conservarii patrimoniului construit al orasului. Moara Rogie
si Moara cu aburi® - sunt singurele mostre de civilizatie urbana, ramase de la finalul secolului al
XIX-lea. Cea din urma are o soarta mai bund, a fost elegant restaurata si conditionatd, si pusd la
dispozitia unor beneficiari.

Care este insa situatia astazi? Mass-media locald tace, Ministerul Culturii s-a spalat pe miini, cedind
imobilul unei persoane particulare, iar ONG-urile specializate par neputincioase (sau pur si simplu,
sunt imune?). Dar numai unindu-ne fortele (logistice, intelectuale, finaciare) putem salva ceea ce
inca poate fi salva. Totusi, recutul nu este doar poezie, iar arhiva nu e doar patetica...

text de Vladimir BULAT, Mai, 2010

3 Se afla de asemenea in ,partea de jos” a orasului, pe strada Sipotelor nr. 2.

d. The public eye and especially the NGOs present in the area of patrimony protection as
well as those with independent cultural activities must plead with the competent official bodies
for taking emergency measures in view of an “emergency intervention”, an obligatory action in the
case of this monument;

e. The extensive experience accumulated in Scandinavian and western countries may work
as a guide for the possible conversion of the industrial monument. But such cannot be undertaken
except by dismounting the entire construction and then rebuilding it following existing designs
and maybe even with the use of the original building material, currently situated in situ (bricks,
wooden components, metallic structures, etc.)

The architecture historian and theorist loan Augustin, asked by me about the possibilities to
rehabilitate Moara Rosie, answered the following: “l think that a negotiated solution, according

to which the presence of the object is rebuilt totally or partially, after the introduction of parking lots
and with completion to the maximum acceptable limit of urban regulations (so as to count as argu-
ments for the entrepreneur), would be the best. If they insist on preserving it as such, it will vanish
on account of thefts, corruption, breaking or bending the law. The culture of conversion did not
catch on in Romania and, | fear, neither will it here in Moldova, because there is a deficit of satura-
tion with “historicity” when it comes to the common public perception. In England it's cool to con-
vert buildings as old as possible to meet new and non-conformist uses (otherwise, this radical shift
is suggested by the concept itself, as we also have a religious tremor when we change confession).”

A city like Chisinau, one which was terribly affected during the Second World War, as well as during
the period of the systematization of the 60s, can no longer afford to have selective and evasive
attitudes regarding the issue of preserving the existing patrimony of the city. Moara Rosie and
Moara cu Aburi® (The Steam Mill) - are the only two samples of urban civilization remaining from
the late 19th century. The latter enjoyed a better fate as it was elegantly restored and refitted and
made available to its beneficiaries.

But what is the situation today? The local media is silent, the Ministry of Culture is turning its head
away, leaving the building in the hands of private individuals and the specialized NGOs seem
powerless (or are they simply immune to the problem?). But only by joining our forces (logistical,
intellectual, financial) can we save whatever there is still to be saved. And still, the past is not all
poetry, and the archives are more than just pathetic...

text by Vladimir BULAT, May, 2010
translation: Matei PREDESCU

3 Also to be found in the lower side of the town, on no. 2 Sipotelor Str.
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