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proiectul

NOT HERE

“nu este aici”

Proiectul ,nu este aici” a pus bazele colaborarii
dintre artistul invitat si curatorul Vladimir Us din
Chisinau, Jorgen Platzer si Johanna Karlin, profe-
sori de arte vizuale si un grup de elevi din Olands
Konstskola. Acesta s-a desfasurat intre 3 si 18 mai
2012, in cadrul proiectului artistic international Art
Line organizat de Muzeul de Arta Contemporana
din Kalmar, in parteneriat cu Olands Folkhégskola.
Invitatia a pornit de la colaborarile anterioare dintre
Kalmar Konstmuseum si cele doua organizatii inde-
pendente din Moldova: Asociatia Tinerilor Artisti
Oberliht, la care lucreaza Vladimir Us si Centrul de
Arta Contemporana din Chisinau, materializate prin
expozitia si simpozionul intitulate Chisinau Circum-
vention si care a avut un caracter de relationare,
aducand impreuna artisti si curatori din Suedia, Be-
larus, Georgia si Moldova.

ATELIERUL

Metodologia atelierului a fost elaborata partial in prealabil, printr-un schimb
de mesaje pe e-mail intre Vladimir Us si Johanna Karlin, prin care au fost dis-
cutate posibile zone de interes.

Atelierul a constat in mai multe sesiuni, printre care s-a numarat si exercitiul
de cartografiere a spatiului public, excursii si vizite pe teren, elaborarea
contributiilor individuale si pregitirea prezentirii finale. Intregul proces a fost
insotit de discutii Tn grup si procese de negociere, atat in cadrul grupului cat si
cu alti participanti in proiect, printre care fermieri locali si muncitorii straini.
Elevii au fost liberi sa asiste la intalniri si sa participe la activitatile din pro-
gram. Pana la finele proiectului, clasa s-a redus la un grup de 7 elevi care si-a

“not here”

The project “not here” has developed as a collabora-
tion between the invited artist and curator Vladimir
Us from Chisinau, Jorgen Platzer and Johanna Karlin,
teachers of visual arts and a group of students from
Olands Konstskola. It took place between 3-18 of may
2012 in the frame of the international art-project Art
Line organized by Kalmar Museum of Contemporary
Art in partnership with Olands Folkhégskola. The invi-
tation was based on a previous collaboration between
Kalmar Konstmuseum and the two independent art
organizations from Moldova: Oberliht - Young Artists
Association, where Vladimir Us is working, and the
Center for Contemporary Art in Chisinau that materi-
alized in an exhibition and symposium titled Chisinau
Circumvention and that had a strong networking char-
acter, connecting artists and curators from Sweden,
Belarus, Georgia and Moldova.

THE WORKSHOP

The methodology of the workshop was partially elaborated in advance,
through an email exchange between Vladimir Us and Johanna Karlin, during
which some potential fields of interest were discussed.

The workshop was composed from several sessions among which were the map-
ping of public space exercise, field trips and visits, elaboration of individual contri-
butions and preparation of the final presentation. The whole process was accom-
panied by group discussions and processes of negotiation, both within the group
and with other participants in the project, among them local farmers and the guest
workers. The students were free to attend the meetings and participate in the
planned activities. By the end of the project the class narrowed down to a group
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exprimat interesul de a continua sa lucreze pe subiectul propus si sa aduca
contributii individuale pentru instalatia finala.

CARTOGRAFIERE

Exercitiul de cartografiere a permis participantilor sa identifice diverse prob-
leme legate de spatiul public din proximitatea Olands Folkhégskola si din
Suedia in general. Cerinta a fost sa se aleaga un singur loc cu caracter pub-

lic in apropierea Scolii si care sa fie accesibil oricui. Plimbarea de o ora prin
toate locurile cartografiate a fost insotita de o scurta discutie care a permis
identificarea caracteristicilor fiecarui loc ales. Exercitiul a fost, mai degraba,

o invitatie lansata studentilor de a iesi Tnafara scolii si de a incepe sa lu-

creze de la contextul in care este situata scoala, astfel Tncat participantii sa
inteleagd mai bine cum este organizat spatiul in Olands. Un aspect important
al organizarii spatiale identificat in timpul plimbarii a fost lipsa de legaturi si
prezenta barierelor existente intre Scoala reprezentata de colectivul de profe-
sori si studenti si peisajul agricol inconjurator si fermierii care lucreaza campu-
rile, aceste doua grupuri incetand sa comunice intre ele cu multi ani in urma,
desi, atunci cand a fost infiintata, scoala oferea educatie copiilor fermierilor.
Ultimul dintre grupuri include si muncitori care provin din Polonia, Romania
si alte tari si care au inceput sa emigreze in cautare de munca acum doua
decenii si pe care i-am cunoscut personal cateva zile mai tarziu. Pana in acest
moment, s-a conturat nevoia unui spatiu public in care aceste doua grupuri,
cat si altele din sat, sa poata interactiona.

EXCURSII IN TEREN, VIZITE si INTERVIURI

Au fost organizate cateva vizite la fermieri si muncitorii straini de la fermele
din Olands. impreund cu studentii, in grupuri mici, am realizat interviuri cu
acestia, afland despre variile motive care i-au determinat sa calatoreasca
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“nu este aici / not here” - atelierul in desfasurare / workshop in progress
Olands - Kalmar, 2012, foto: Vladimir US

of 7 students that expressed their interest to continue working with the proposed
subject and to come up with individual contributions for the final installation.

MAPPING

The mapping exercise allowed the participants to identify various issues
related to public space around Olands Folkhégskola and in Sweden in gen-
eral. They were asked to choose one place with a public character around the
School and that is accessible to everyone. The one hour long walk through

all the mapped places was accompanied by a short discussion that allowed
revealing the character of each chosen place. The exercise was rather an
invitation launched to the students to leave the walls of the school and to
start working with the context where the school was situated, so that the
participants acquire a better understanding of how the space in Olands is be-
ing organized. One important aspect of spatial organization identified during
the walk was the lack of connections, the border, existing between the School
represented by the collective of teachers and students and the surrounding
agricultural landscape and farmers working in the fields, these two groups
ceasing to communicate many years ago, although, at its very beginning the
school was offering education to the farmer’s children. The latter group is
also including the guest workers from Poland, Romania and other countries
who started to migrate for work about two decades ago and whom we got to
know in person few days later. So far, the need for a public space that would
allow these 2 groups but also other people from the village to meet and inter-
act emerged.

FIELD TRIPS, VISITS and INTERVIEWS
Few visits were paid to the farmers and guest workers working on the farms
on Olands. Together with the students, in small groups, we carried out inter-

peste hotare n cautarea unui loc de munca si masura in care acestia
interactioneaza cu comunitatea locala.

O alta intentie a fost si aceea de a deschide o discutie cu fermierii locali
pentru a intelege care ar putea fi nevoile pe care le are comunitatea locala si
problemele cu care se confrunta in special in aceasta regiune, cat si masura
in care muncitorii strdini sunt sau nu sunt priviti ca membrii ai comunitatii
locale.

DISCUTII

Dupa cateva intalniri cu fermierii si muncitorii straini si dupa studiul indi-
vidual realizat de catre studenti, grupul s-a mai intrunit de cateva ori pentru
a discuta diversele aspecte ale spatiului public din perspectiva imprejurimilor
Skogsby pe Oland.

INSTALATIA

Urmatorul pas a constat in discutarea propunerilor individuale de lucrari ale
studentilor care trebuiau sa contribuie la instalatia finala. S-a convenit sa se
utilizeze rulotele disponibile, folosite adesea de catre muncitorii straini pe
camp, pentru a pune in evidenta subiectul cercetarii noastre, mobilitatea si
provizoratul sederii acestora in Suedia.

Rulotele ofera si un exemplu de utilizare eficienta a catorva dintre spatiile
publice existente pe insuld, printre care se afla si soselele. Scopul a fost
obtinerea unei vizualizari artistice a situatiei in care doua sau mai multe gru-
puri locuiesc unul langa celdlalt, an dupa an, in perioada verii si a culesului,
ceea ce a dus si la asocieri extinse catre globalizare si libera miscare a fortei
de munca. Au rezultat mai multe straturi de asocieri si interpretari care au dus
la si mai multe meditatii vizuale din partea grupului, dand nastere unor idei
despre amenintarea exotismului si a stereotipurilor.

ntregul proces a fost privit ca proces colectiv de cercetare care are ca rezultat
lucrarea finala elaborata colectiv.

Titlul instalatiei: ,nu este aici”, este un citat din unul dintre interviuri ,,... viata
mea nu este aici”. lerarhia spatiului public ar putea spune, de asemenea,

,Nu este aici” despre acest tip neobisnuit de cazare intr-unul din principalele
parcuri din oras si presupune implicatii mai profunde cu privire la gradul de
reglementare la care este supus spatiul din Kalmar.

Grupul ,nu este aici” este format din Vladimir Us, Jorgen Platzer, Johanna Kar-
lin, Carolina Andreasson, Jonathan Dewoon, Pavels Liepins-Hedstrém, Emma
Lindeldf, Kajsa Nylander, Jennifer Spangerud, Melanie Wiksell, aldturi de
fermierii si muncitorii strdini din Olands, fird a mai mentiona ceilalti studenti
care au fost interesati si au sprijinit proiectul.

views with them, learning about the different reasons that made them travel
abroad in search for work and the degree of interaction between them and
the local community.

Another intention was to open a discussion with the local farmers in order

to understand the needs that the local community could have and the issues
that they were dealing with particularly in this region, as well as the extend to
which the guest workers, as foreigners, were or were not perceived as mem-
bers of the local community.

DISCUSSIONS

After few encounters with the farmers and the guest workers and individual
research carried out by the students, the group met few more times in order
to discuss different aspects of public space by looking at the surroundings of
Skogsby on Oland.

INSTALLATION

Next step was to discuss the individual proposals of works by the students
that were supposed to contribute to the final installation. Everybody agreed
to make use of the existing caravans commonly used by guest workers work-
ing in the fields, in order to stress the topic of our research, the mobility and
temporality of their stay in Sweden. The caravan is also there as an example
of effective use of the few available public spaces, one of them being the
road. The task was to make an artistic visualization of the situation when two
or more groups are living beside each other year after year, during summer
and harvest period, which fact also led to wider associations concerning glo-
balisation and free movement of labour. Layers of associations and interpreta-
tions emerged, leading to more visual mediations from the group, stirring up
thoughts about the threat of exotism and stereotypes.

The whole process was considered to be a collective process of research that
would lead to final work collectively developed.

The title of the installation: “not here”, is a quote from one of the interviews
“.my life is not here”. The hierarchy of public space might also say “not here”
about this strange housing in one of the main city parks, and bears deeper
implications regarding the degree of regulations to which the public space in
Kalmar is subjected.

The “not here”-group consists of Vladimir Us, Jorgen Platzer, Johanna Karlin,
Carolina Andreasson, Jonathan Dewoon, Pavels Liepins-Hedstrém, Emma
Lindel6f, Kajsa Nylander, Jennifer Spdngerud, Melanie Wiksell along with the
local farmers and guest workers from Olands, not naming other students that
had interest and offered support.
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“inte har”

Projektet “inte har” har utvecklats som ett samarbete
mellan den inbjudne konstnaren och kuratorn Vladimir
Us fran Chisinau, Johanna Karlin och Jorgen Platzer,
ldrare i konst samt en grupp studenter fran Olands
Konstskola.

Det dgde rum mellan 3-18 maj 2012 inom ramen

for det internationella konst-projektet Art Line och
organiserades av Kalmar konstmuseum och Olands
Folkhogskola. Inbjudan byggde pa ett tidigare samar-
bete mellan Kalmar Konstmuseum och tva oberoende
konstorganisationer fran Moldavien: Oberliht - Young
Artists Association, dar Vladimir Us ar verksam och
Centrum for samtida konst i Chisinau. Ett samarbete
som resulterade i en utstallning och ett symposium
med titeln Chisinau Cirkumvention med en starkt nat-
verkande karaktar mellan konstnarer och curatorer
fran Sverige, Vitryssland, Georgien och Moldavien.

WORKSHOP

Metoden for projektet var delvis utarbetad i férvag, i en mailutvaxling mellan
Vladimir Us och Johanna Karlin, da tdnkbara intresseomraden diskuterades.
Workshopen bestod av flera sessioner med kartlaggning av det offentliga
rummet, studiebesok, utarbetande av enskilda insatser och forberedande av

den slutliga presentationen. Hela processen kantades av gruppdiskussioner
och férhandlingar, bade inom gruppen och med andra deltagare i projektet,
bland dem lokala lantbrukare och gastarbetare. Eleverna var fria att delta i
motena och den planerade verksamheten. Mot slutet av projektet aterstod en
grupp av 7 studerande som anmalt sitt intresse for att fortsatta arbetet och
komma med enskilda bidrag for den slutliga installationen.

KARTLAGGNING

Kartlaggningen gav deltagarna tillfalle att identifiera olika fragor om det
offentliga rummet runt Olands Folkhdgskola och i Sverige i allmanhet. De
ombads att valja en plats med offentlig karaktar i skolans narhet, tillganglig
for alla. En entimmes promenad genom de utvalda platserna atféljdes av en
kort diskussion kring karaktiren pa varje plats. Ovningen var ocksa iscensatt
med avsikten att de studerande skulle komma utanfor skolvaggarna och borja
arbeta med den lokala kontexten for att fa en battre forstaelse for omgivnin-
gens villkor. En viktig aspekt av de rumsliga férhallandena som kom upp under
promenaden var bristen pa forbindelser eller métesplatser. Gransen mellan
skolan med larare och elever och det omgivande odlingslandskapet med jord-
bruksarbetet pa falten ar skarp. Kommunikationen mellan dessa tva grupper
har kraftigt minskat under manga ar trots att skolan i bérjan av 1900-talet i
hog grad var inriktad pa utbildning av jordbrukets folk.

(Skolan har dock en grundlagd lokal betydelse med manga inbokningar av
olika grupper, féreningar och fritidsaktiviteter av mycket skiftande slag och ser
det som en viktig del i sitt uppdrag.)

Jordbruket inkluderar idag ocksa gastarbetare fran Polen, Rumanien och
andra lander som aterkommit under ungefar tva decennier. Framst syssel-
satta med barplockning.Vi larde kdnna ett antal av dem nagra dagar senare.
Avsaknaden av ett offentligt rum som skulle tilldta dessa 2 grupper och andra
manniskor fran byn att motas framstod som uppenbar.

EXKURSIONER, BESOK OCH INTERVJUER

Vi besokte nagra jordbrukare och gastarbetare pa 6landska gardar i narheten.
| mindre grupper genomférde vi intervjuer med dem. Gastarbetarna om
varfor de reser utomlands for att séka arbete och graden av interaktion mel-
lan dem och det lokala samhallet.

De lokala lantbrukarna fragade vi om bygdens behov av denna arbetskraft.
Aven fragan i vilken grad géstarbetarna uppfattas som medlemmar i det lokala
samhallet.

DISKUSSIONER

Efter ndgra moten med odlarna och gastarbetarna samt redovisning av indi-

viduella undersdkningar som utforts av studenterna traffades gruppen nagra
ganger for att diskutera olika aspekter av det offentliga rummet i Skogsby pa

Oland.

INSTALLATION

Nasta steg var att diskutera olika elevforslag till den slutliga installationen.

Vi kom 6verens om att anvanda oss av de husvagnar som vanligen anvands
av gastarbetare som arbetar pa falten, for att understryka undersokningens
inriktning och det temporara och rorliga i gastarbetarnas situation. Husvag-
nen ar ocksa ett exempel pa effektiv anvandning av det offentliga rummet,
inbegripet vagen. Om husvagnen rullar.. Uppgiften var att gora en bild av situ-
ationen med tva eller flera grupper som lever bredvid varandra ar efter ar, un-
der sommaren och skérdetiden. Kopplingen till globalisering och fri rorlighet
for arbetskraft ger vidare dimensioner. Risken att hamna i stereotyper och
exotiseringar i motet mellan kulturer diskuterades. Verkets kollektiva tillkom-
stprocess ledde till att vi ser gruppen som genensam upphovsman till verket.

Titeln pa installationen “inte har”, &r ett citat fran en av intervjuerna “.. mitt
liv ar inte har”.Det offentliga rummets hierarki kan ocksa frammana ett “inte
har” om denna tempordara omplacering av enkla husvagnar till den vackra
stadsparken.
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“inte hdr” - gruppen bestdr av Vladimir Us, Johanna Karlin, Jérgen Platzer,
Carolina Andreasson, Jonathan Dewoon, Pavels Liepins-Hedstrém, Emma Lin-
deléf, Kajsa Nylander, Jennifer Spdngerud, Melanie Wiksell tillsammans med
lokala jordbrukare och gédstarbetare frén Oland , samt andra studerande som
visade intresse och hjdlpte till.
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“Bjornhovda 36"

Viorel Adrian Oana
Bjornhovdagatan 36
38635 Farjestaden
SWEDEN

Lucrarea consta dintr-o casuta postala cu numele lui Viorel, Adrian si Oana
imprimate pe ea. Viorel, Adrian si Oana sint gastarbeiteri romani care, in
fiecare an, petrec in jur de sase-sapte luni la munci sezoniere in Suedia, pe
insula Olands. Acolo ei muncesc in cimp, il pregatesc pentru semanat, il
afineaza, cultiva capsuni si praz, aduna recolta, iar cind e nevoie participad si la
alte munci agricole sau ajuta la gospodarie. Acceptind sa munceasca pentru o
platd mai mica, insa mult mai buna decit cea oferita In Romania pentru acelasi
tip de munca, ei asigura succesul economic al agriculturii suedeze.

Ca si multi alti muncitori (polonezi, slovaci) veniti in Suedia, Viorel, Adrian si
Oana se simt ca niste straini, dar nici nu-si doresc sa se stabileasca cu traiul
acolo. Doar unii din muncitorii sezonieri reusesc sa se integreze, sa invete
suedeza, sa-si faca prieteni si Tn cele din urma sa-si organizeze o gospodarie,
fie si sezoniera, in acel loc, iar acest lucru le poate lua zece, cincisprezece sau
mai multi ani. Majoritatea din ei trdiesc in locuinte adaptate sau in rulote, cite
doi sau patru intr-o camera, fara posibilitati reale de a-si amenaja un loc mai
confortabil, siin cele din urma ei toti se vad reveniti cu traiul in tara lor, unde-i
asteapta copiii, sotiile si prietenele.

Casuta postala cu o adresa postala adevarata, si cu numele Viorel, Adrian

si Oana imprimate pe ea a fost instalata in Farjestaden cu permisiunea lui
Jorgen Gottfridsson, proprietarul fermei unde Viorel, Adrian si Oana muncesc
deja citiva ani la rind, si are drept scop sa le ofere un punct de reper in Suedia,
coordonate noi unde ei ar putea fi gasiti sau contactati. Pe de o parte casuta
postala face referinta la un loc stabil si ar putea sa-i faca sa se simta mai bine,
incurajindu-i sa aproprieze spatiul unde-si petrec o jumatate din viata, sa-i
faca sa intuiasca o perspectiva si o finalitate in stilul de viata nomad, impus
de conditiile economice nefavorabile din localitatea lor natal3, si totodata

sa-i faca mai responsabili, inclusiv fata de problemele tipic suedeze. Pe de

“Bjornhovda 36"

Viorel Adrian Oana
Bjornhovdagatan 36
38635 Farjestaden
SWEDEN

The work consists in a post box with the names of Viorel, Adrian and Oana
printed on it. Viorel, Adrian and Oana are Romanian gastarbeiters who spend
every year six to seven seasonal work months in Sweden, on the Island
Olands. There, they work on the field, preparing it for sowing, they fallow it
and then cultivate strawberries, leek, harvest it and when needed participate

in other agricultural works or help in the farm. Accepting to work for a smaller

pay, still much better than what they would get in Romania for the same kind
of work, they guarantee the economic success of Swedish agriculture.

Just like many other workers (Polish, Slovakians) coming to Sweden, Viorel,
Adrian and Oana feel alien, but they neither want to settle there. Only some
of the seasonal workers manage to integrate, learn Swedish, make friend and
eventually get their own household, be it seasonal, in the place, and this can
take ten, fifteen or more years. Most of them live in adjusted lodgings or in
caravans, two or four in the same room, with no actual opportunities to set
for themselves a more comfortable place and, in the end, they return to their
lives in their own countries, where they are expected by their children, wives
and friends.

The post box with a real postal address and with the names Viorel, Adrian
and Oana printed on it was installed in Farjestaden with the permission of
Jorgen Gottfridsson, the owner of the farm where Viorel, Adrian and Oana
have been working already for several years and is an attempt to give them a
point of reference in Sweden, new coordinated where they can be found or
contacted. On the one hand, the post box relates to a steady place that might
make them feel better, encouraging them to appropriate the space where
they spend half of their lives and to make them get a better perspective and
an ending to their nomad life style, enforced on them by the unfavourable
economic conditions in their place of origin, and making them, at the same
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alta parte proiectul vrea sa dea vizibilitate muncitorilor sezonieri si conditiilor
precare in care acestia lucreaza, si sa atraga atentia comunitatii locale asupra
situatiei lor.

Va indemn sa scrieti lui Viorel, Adrian si Oanei. Pentru a-i contacta trimiteti-le
o scrisoare la urmatoarea adresa postala:

Viorel Adrian Oana
Bjornhovdagatan 36
38635 Farjestaden
SUEDIA

Vladimir US
Lucrarea “Bjornhovda 36” a fost realizatd in cadrului proiectului international

Art Line organizat de Muzeul de Artd Contemporand din Kalmar in parteneriat
cu Scoala Populard din Olands.
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time, feel more responsible, including towards typically Swedish issues. On
the other hand, the projects aims at providing visibility to seasonal workers
and their poor conditions of work and to attract the attention of local com-
munity on their situation.

| invite you to write to Viorel, Adrian and Oana. To contact them, you can
send them a letter at the following postal address:

Viorel Adrian Oana
Bjornhovdagatan 36
38635 Farjestaden
SWEDEN

Vladimir US
The work “Bjornhovda 36” was accomplished within the international project

Art Line organised by the Contemporary Arts Museum in Kalmar in partner-
ship with the Folk School in Olands.

—

Bjornhovda 36 (Viorel Adrian Oana, Bjérnhovdagatan 36, 38635 Férjestaden, SWEDEN) de Vladimir US, Olands 2012




CHIOSC/KIOSK @ SUPERMARKET 2011

Proiectul CHIOSC la
SUPERMARKET 2011

In perioada 18-20 februarie 2011 la Stockholm a
fost inaugurata a 5-a editie a Tirgului International
de Initiative Artistice SUPERMARKET. Alaturi de
proiectele unor colective de artisti din tarile Europei
de Nord au fost prezentate si citeva initiative inde-
pendente din Armenia, Ucraina, Romania, Turcia,
Republica Moldova si alte tari din regiune.

Asociatia Oberliht s-a prezentat cu proiectul CHIOSC — punct de informare cul-
tural / platformd publicd de particiare. Pentru a-l transporta in Suedia, am fost
nevoiti sa reducem proiectul la dimensiunea unei valize de calatorie de 20 Kg,
care a fost umpluta cu covrigi si conserve de mincat pe drum, sfecla rosie, fructe
uscate, patrunjel si alte ingridiente ce cresc pe la noi, pentru gatitul borsului si
compotului, reviste si publicatii, lucrari ale artistilor, fotocopii, bannere si alte lu-
cruri utile, toate acestea urmind s3 alcituiasca viitoarea instalatie la tirg. in locul
Apartamentului Deschis, astazi instalat in fata Directiei Cultura din Chisinau, la
Stockholm am prezentat un model al sau in miniatura, realizat in carton.

Odata expuse in Kulturhuset, acestea creau un spatiu ce Tncuraja interactiunea
intre artistii-curatorii veniti de la Chisinau alaturi de colegii lor de la Bucuresti si
Zagreb, si ceilalti participanti sau vizitatorii ai tirgului. Aici putea fi citita Revista

KIOSK project at
SUPERMARKET 2011

The 5th edition of the Stockholm Independent Art
Fair called SUPERMARKET was open between 18-
20 February 2011. Projects of art collectives from
Northern European countries were joined by some
independent initiatives from Armenia, Ukraine, Ro-
mania, Turkey, The Republic of Moldova and other
countries in the region.

The Association Oberliht was present with the project KIOSK (CHIOSC) — cultural
information point / public platform for participation. To transfer it to Sweden,

we had to reduce the project to the size of a 20 kg travel suitcase, which was
filled with pretzels and cans of food for the road, beetroot, dried fruit, parsley
and other local ingredients, to prepare the borsch and compote, magazines and
publications, works of artists, photocopies, banners and other useful things that
altogether were going to make up the future installation in the fair. Instead of the
Flat Space, now installed in front of the Chisinau Cultural Department, we pre-
sented in Stockholm a miniature model of it, made of cardboard.

Once displayed in Kulturhuset, they created a space that fostered networking
between the artists-curators coming from Chisinau and their colleagues from
Bucharest and Zagreb, and the rest of the participants or visitors in the fair. The

Bors pentru cultura / Borsch for culture, SUPERMARKET 2011, Kulturhuset, Stockholm, foto: Natasa BODORZIC

la PLIC si suplimentele editate de diverse initiative chisinduiene si bucurestene,
contributiile tiparite sub forma unor desene, carti postale, autocolante erau
distribuite gratuit si puteau fi luate acasa, tot aici, pe monitorul unui televizor
erau prezentate lucrarile video ce documenteaza actiunile unor artisti veniti in
rezidenta la Chisinau dar si lucrarile de pe DVD la PLIC. Pe unul din standuri, sub
forma unor mici anunturi, erau lipite apelurile de participare preluate de pe lista
informativa [oberlist]; tot acolo erau anuntate si evenimentele ce au loc in Mol-
dova, astfel reactivind Punctul de Informare Cultural, iar pe un alt perete atirnau
“la uscat” bannere cu referinta la evenimentele din 7 aprilie 2009, afisate ante-
rior in Vint, sub forma unui Protest.

n mijlocul spatiului era amplasatd o mas3, iar pe mas3 o plita electrica, un fund
de lemn si citeva cratite care reconstituiau pe perioada tirgului o bucatarie — aco-
lo zilnic se gatea bors si compot “pentru culturd”, iar alaturi, la masa, puteau sta
asezate citeva persoane pentru a minca din cele pregatite de noi — un mic restau-
rant improvizat. O portie de bors costa 40 Kr si de compot — 10 Kr. Banii adunati
din vinzari aveau sa mearga pentru tiparirea numerelor viitoare ale PLIC-ului.
Devenind satui ‘clientii’ treceau la limba engleza din suedeza, pentru a comunica
cu noi. Era un moment bun pentru a le prezenta proiectele de la Apartament
Deschis si activitatea scenei independente din Moldova. La masa faceam schimb
de informatii si tot acolo stabileam noi contacte si ne alegeam cu noi prieteni.

Formatul ales de noi valorifica si alte proprietati ale Apartamentului Deschis — 1l
activa ca pe o structurd mobila de prezentare si interactiune (acest lucru cores-
pundea intentiei autorului, Apartamentul fiind asamblat din placi de beton armat
prefabricate care puteau forma structuri modulare diferite). La rindul nostru, noi
am Tmprumutat unele elemente din Apartamentul de la Chisinau, cum ar fi funia
de uscat rufe, spatiul bucatariei imprimat pe podea sau peretele despartitor ce
gazduieste Punctul de Informare Cultural, si le-am reprodus in spatiul celei mai
mari Case de Cultura din Suedia, astfel incit ele sa devina functionale.

n aceste conditii, pe Iingd rolul de artisti si mediatori ai culturii independente din
Chisindu, ne-am asumat inca un rol — de bucatari de la un restaurant cu mincaruri
traditionale. Dupa exemplul moldovenilor care pleaca peste hotare in cautare

de lucru am incercat sa identificam si sa testam un model economic viabil in
contextul suedez — deci un restaurant ne oferea una din solutii. Acompaniat de
un meniu tipic pentru spatiul sovietic de cindva: bors si compot, cu influente
asiatice la nivel de ingridiente, aceasta antrepriza ne-a permis sa ne asiguram
zilnic cu mincare (in lipsa unor diurne, care oricum ar fi fost insuficiente datorita
preturilor exagerat de mari din Stockholm) si sa adunam niste bani pentru Revista
la PLIC — ceea ce in final s-a adeverit o afacere de succes!

Editia a 5-a a Tirgului Supermarket a atras multi amatori de artad contemporana,
dar si consumatori de bors si va
ramine in experienta noastra ca
un pas important facut pentru
depasirea conditiei marginale in
care se afla intregul sector cul-
tural din Republica Moldova si o
preconditie pentru dezvoltarea
unor proiecte de colaborare cu
alte tari, in viitor.

Au participat: Natasa
BODROZIC, Andreea TOMA,
Vadim TIGANAS, Vladimir US.
Au fost prezentate lucrari de lon
FISTICANU, Tonka MALEKOVIC,
Ghenadie POPESCU, Stefan
RUSU, Gruppo Tokmag (Andras
TABORI and Tamas BUDHA),
Zampa di Leone si ale altor
artisti.

Multumim organizatorilor
Supermarket 2011, Institutului
Suedez si Institutului Cultural
Romdn din Stockholm pentru
posibilitatea de a participa la
acest eveniment.

Vladimir US

CHIOSC / KIOSK, SUPERMARKET 2011, Kulturhuset, Stockholm, foto: Vladimir US
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POSTBOX (PLIC) Magazine and the inserts edited by various initiatives in Chi-
sinau or Bucharest could be read here, printed contributions such as drawings,
post cards or stickers were freely distributed, while a television screen ran the
video works documenting actions of artists who were in residence in Chisinau,

as well as works on the DVDs included in the POSTBOX Magazine. On one of the
stands we displayed, as small notices, the calls for participation taken from the
information list [oberlist]; it is also here that we announced events taking place
in Moldova, thus reactivating the Cultural Information Point, while on the other
wall were hanging “drying” banners reminding of the events on 7th of April 2009,
before included in Wind (Vint), as a Protest.

; S o i b o -~ m
Bors pentru cultura / Borsch for culture, SUPERMARKET 2011, Kulturhuset, Stockholm
foto: Natasa BODORZIC

In the middle of the space there was a table, and on the table an electric stove, a
chopping block and some pots that represented during the fair our kitchen — ev-
eryday we cooked borsch and compote “for culture”, and next to it, a few people
could sit at a table to have the food we prepared —a small improvised restaurant.
A bowl of borsch cost 40 Kr and the compote — 10 Kr. The money from the sales
was used to print the future issues of the POSTBOX Magazine. When they were
no longer hungry, our “customers” switched to English from Swedish to talk to
us. That was a good moment to tell them more about the projects at the Flat
Space and the activity of the independent groups in Moldova. At the table, we
exchanged information and made new contacts and friends.

The method we chose to get the most of other features of the Flat Space — hav-
ing it act as a mobile presentation and interaction structure (this met with the
intention of the author, as the Flat Space was made out of prefabricated concrete
slabs that can be used for various modular structures). In our turn, we borrowed
some elements in the Flat in Chisinau, such as the clothesline, the kitchen space
imprinted on the floor or the separating wall hosting the Cultural Information
Point and replicated them inside of the largest Cultural House in Sweden, so that
they are functional.

On this background, apart from artists and mediators of independent culture in
Chisinau, we also acted as cooks in a traditional food restaurant. Following the
example of Moldovans leaving abroad for works, we tried to identify and test

a sustainable economic model in the Swedish context — a restaurant therefore
was one of the solutions. Accompanied by a menu once typical for the soviet
space: borsch and compote, with ingredients of Asian influences, this enterprise
allowed us to provide our daily meals (without an allowance that wouldn’t have
been sufficient anyway for the high prices in Stockholm) and to collect some
money for the POSTBOX Magazine — which in the end turned out to be a success-
ful business!

The 5th edition of the Supermarket Fair attracted many contemporary art aficio-
nados, as well as borsch consumers and will stay with us as an important step
to take in overcoming the marginal condition of the entire cultural sector in the
Republic of Moldova and a prerequisite for the development of collaboration
projects with other countries in the future.

With the participation of: Natasa BODROZIC, Andreea TOMA, Vadim TIGANAS,
Vladimir US. Works presented were signed by lon FISTICANU, Tonka MALEKOVIC,
Ghenadie POPESCU, Stefan RUSU, Gruppo Tokmag (Andras TABORI and Tamds
BUDHA), Zampa di Leone and other artists.

Many thanks to the organisers of Supermarket 2011, The Swedish Institute
and The Romanian Cultural Institute in Stockholm for the opportunity to partici-

pate in this event.

Vladimir US
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CHIOSC/KIOSK @ INexactly THIS 2012

CHIOSC: Bucatarie-Cantina,
propunere de proiect (2012)

Mobilul din spatele prezentarii CHIOSC de la ,,INex-
actly THIS”, in 2012, ar fi trebuit sa fie o structura
hibrida care sa imbine o bucatarie si o cantina.
Punctul de plecare al proiectului Bucataria-Cantindg
a fost o mica unitate arhitecturala care se numeste
Apartament Deschis si care intrupeaza o copie
functionala a unui apartament socialist, cu scopul de
a expune public spatiul privat al unui apartament si
de a chestiona standardele fostei societati socialiste.

Instalarea Apartamentului Deschis la festival a avut intentia de a expune
mobilierul de bucatarie Tncastrat al unui apartament socialist, utilizat, in mod
obisnuit, pentru depozitarea alimentelor, a echipamentului pentru gatit, a
veselei, farfuriilor si a meselor zilnice la masa din bucatarie. Unitatea mobila,
cu un design semnat de Stefan RUSU, s-ar fi putut transforma cu usurinta
intr-o cantina temporara pentru muncitori, extinzandu-si zona de servire

si consumare a meselor in timpul prezentarilor, proiectiilor si dezbaterilor.
Astfel, o bucatarie de familie tipic multifunctionala la scara mica (care are la
baza modelul original STROICOM din URSS-ul anilor ‘30) este actualizata in
diverse scopuri, adresate unui numar mare de oameni, prin extinderea zonei
de primire.

Curatorii CHIOSC, Vladimir US si
Stefan RUSU: ,Ideea din spatele con-

KIOSK: the Kitchen-Canteen
project proposal (2012)

The engine behind the KIOSK presentation at “IN-
exactly THIS” in Amsterdam should have been a
hybrid structure that combined a kitchen and a can-
teen. The departure point for the Kitchen-Canteen
project was a small architectural unit called Flat
Space which embodies a functional replica of a so-
cialist apartment that aims to publicly display the
private space of a flat and question the standards of
the former socialist society.

Flat Space’s instalment at the festival would showcase the build-in kitchen
furniture of a socialist flat normally used for the storage of food, cooking
equipment, tableware, dishes and the daily diners at the kitchen table. The
mobile unit, designed by Stefan RUSU, could have easily been transformed
into a temporary workers canteen extending its area for serving food, eat-
ing, during the presentations, screenings and debates. In this way the typical
multifunctional, small-scale family kitchen (based on the original ‘30s (USSR)
design of STROICOM) is upgraded for multiple purposes to a large number of
people by expending its hosting area.
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Bucétarie-Cantina / The Kitchen-Canteen de Stefan RUSU, schita tehnica (propunere de proiect p-tru festivalul INexactly THIS, Amsterdam, 2012)




discurs public prin gazduirea artistilor, a lucratorilor din sfera culturii si a unui
public mai larg, imbinand gatitul cu dezbaterea, in timp ce consumam mese
cu preparare simpla, creand astfel o comunitate temporara angajata prin arta.

Pentru noi, daca tinem cont de contextul marilor miscari de emigrare si de
faptul ca, pentru multe persoane din lume, Europa a devenit o destinatie
atragatoare, acest proces de introducere a bucatariei traditionale a capatat
noi semnificatii sociale si politice. Comunitatile de migranti sunt active si se
auto-organizeaza, capatind o voce mai puternica regional, de fiecare data
cand se deschide un nou local. Acestia Tsi creeaza premizele pentru participa-
rea la viata politica a noului stat.

Avand in vedere cele de mai sus, prin prepararea si servirea meselor la
bucdtdria-cantind am vrea sa raspundem uneia din nevoile de baza, cu care
multi oameni se confrunta in continuare astazi — insuficienta alimentelor. Pe
de alta parte, intentia noastra este aceea de a construi o comunitate si de

a gasi sustinere pentru ideile noastre. Daca avem in vedere comunitatile de
migranti care trebuie sa se adapteze la noile conditii de viata si noile contexte
culturale, am prefera sa de concentram asupra provocarilor carora comuni-
tatea internationala de lucratori culturali trebuie sa le faca fata, incurajati, de
asemenea, de participarea la , Kunstvlaai: Festival of Independents”.

Sunteti invitati cu totii sa veniti la o portie de bors si un pahar de compot in
timp ce urmariti filme sau lucrari video, ori ascultati postul national moldove-
nesc de radio, ori cititi Revista la PLIC, sa aflati despre transformarile urbane
sau schimbarile politice si sociale din societatile post-sovietice intrind in Apar-
tament Deschis, sau pur si simplu sa stati de vorba cu noi pentru a afla mai
multe despre proiectele noastre.”

Apartamentul Deschis este un proiect curatoriat de Vladimir US, cu design
semnat de Stefan RUSU
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KIOSK curator Vladimir US and Stefan RUSU: “The idea behind the concept of
reusing the kitchen as a prototype is not only related to its compact size origi-
nated in the ‘30s (the period of rigid economic conditions that were imposed
by the new economic standards of the society in development), but also for
its use in the USSR of the ‘70-‘80s as an intimate space for debates and en-
gaged dissident discourse that was exiled from the public sphere during that
harsh political climate.

Therefore extending the kitchen into a canteen nowadays allows us to gener-
ate a public discourse by hosting artists, cultural workers and a more general
public and combining cooking with a debate while consuming simply pre-
pared food and create a temporary community engaged through art.

For us, taking into consideration the context of large emigration movements
and the fact that for many people around the world Europe became an attrac-
tive destination, this process of introducing a traditional cuisine has got a new
social and political significance. The migrant communities are active to get
self-organized and receive a stronger voice locally every time a new establish-
ment is opened. They create their own premises for participation in the politi-
cal life of their new country.

Having this in the background, by cooking and serving food at kitchen-canteen
we would like to respond to one of the basic needs that many people still
have to face today — that of not having enough food. On the other hand our
intention is also to build a community and find support for our ideas. If com-
pared to the migrating communities that have to adapt to new living circum-
stances and cultural contexts, we would rather like to focus on the challenges
that the international cultural workers community is facing today, also en-
couraged by our participation in the ‘Kunstvlaai: Festival of Independents’.

Everybody is invited to come to eat borsch, drink compote, watch films and
videos, listen to National Moldovan radio, read POSTBOX magazine, learn
about urban changes and the political and social transformations of the post-
soviet societies while entering Flat Space, or just join us for a conversation
and learn more about our projects.”

Flat Space is a project curated by Viladimir US and designed by Stefan RUSU
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spatiu p-tru initiative independente

Cand lipsa peretilor
ilumineaza calea spre arta

Daca Hefaistos s-ar fi pomenit intr-o alta epoca,
bantuita de crize financiare, cand prin absurd, ar
pierde dreptul la utilizarea vulcanilor sai pe post

de atelier de creatie, oare ar mai fi putut fauri
exceptionalele sale opere? Ar fi fost el mai putin Zeu?
S-ar fi mutat oare in mijlocul oamenilor, impartind cu
acestia produsele maiestriei sale?

Intrebarea mea ar pdrea o banald analogie pentru unii: dovad3 a unei posibile
fixatii In adolescentina preocupare pentru mitologia greaca. Poate avea insd o
oarecare relevanta n cazul cand firul ideilor decojite se impleteste in jurul nevoii
de spatiu pentru initiativele artistice independente.

n prezent, exist3 tendinta ca artistii si coboare tot mai mult din Olimpul edificiilor
somptuoase, institutionalizate, de unde publicul larg era obisnuit sa mearga din
Paste Tn Craciun pentru a-si primi portia de ,artd” - spre spatii atipice, mai departe
de ingerintele din partea institutiilor guvernamentale, dar mai aproape de spec-
tator si viata sa rutiniera. Initiativele artistice care se nasc in spatii ,,noi”, poarta
inevitabil amprenta spatiului detinut (sau Tnchiriat). Astfel, forma si continutul
activitatii artistice sunt modelate in permanenta pentru a incapea in acel spatiu
fizic/virtual sau pentru a-l umple cdt mai armonios.

Pentru multi dintre artisti spatiul este o conditie absolut necesara activitatii lor,
fiind o platforma de comunicare care uneste oameni cu interese comune. Atat
spatiul fizic, cat si cel virtual este o baza esentiala si o necesitate pentru cercetare,
pentru producerea si comunicarea programelor artistice, dar mai ales pentru dez-
voltarea si faza de implementare a proiectelor artistice.

Totusi, nu putem absolutiza conditia necesitatii spatiului pentru desfasurarea
activitatilor artistice, pentru ca este relationata de cativa factori specifici, pre-
cum tipul de organizatie/ grup (daca e un grup neformalizat, acesta poate sa-si
desfasoare cu usurinta activitatea in diverse institutii-gazda: biblioteci, muzee,
teatre, etc.), tipul de public-tinta sau natura proiectului desfasurat (daca proi-
ectul vizeaza, de exemplu, organizarea unor dezbateri, reprezentarea fizica nu
este vitald, pe cand pentru expozitii si proiectii de arte vizuale de multe ori spatiul
confera artistilor un plus de siguranta si securitate pentru lucrarile lor).

intr-adevdr, a detine un spatiu fizic, stabil si confortabil este mult mai comod si
dezirabil. Tnsd o mare parte dintre artisti desfisoara totusi activititi ce nu necesita
spatiu. n absenta suportului financiar, in situatii de crizd economica, cand, pur

si simplu, artistii nu isi permit un spatiu, ingeniozitatea le faciliteaza adaptarea la

Dan PERJOVSCHI, desen, ARThotel, 2009, foto: Vladimir US

When missing walls
lit the way to art

Had Hephaestus lived in a different age, haunted by
financial crises, when let us assume the absurdity that
he losses the right to use his volcanoes for his stu-
dio, would he have been able to craft his outstanding
works? Would he have been a lesser God? Would he
have moved among people, sharing with them the
outcome of his mastery?

My question might seem a commonplace analogy to some: an indication of a pos-
sible fixation with the teen interest for Greek mythology. But it might have some
relevance when the line of scaled ideas interweaves with the need for a space for
independent artistic initiatives.

At present, there is a tendency for artists to gradually descend from the Olympus
of luxurious institutionalised facilities where the wide audience was used to go
once in a blue moon to get their “art” dose —and go to unusual spaces, beyond
interferences from governmental institutions, but closer to the viewer and his
routinary life. Artist initiatives that emerge in “new” spaces are inevitably marked
by the owned (or rented) space. Thus, the shape and content of the artistic activ-
ity are constantly shaped to fit in that actual / virtual space or to fill it in the most
harmonious way possible.

To many artists, space is a fundamental prerequisite or their activity, and a com-
munication platform bringing together people with same interests. Both the actual
and the virtual space are an essential base and a necessity for research, for the
production and communication of artistic programmes, but especially for the de-
velopment and implementation phase of artistic projects.

However, we cannot idealise the space necessity condition for the execution of
artistic activities, because it is related to some specific factors, such as the type of
organisation / group (when it is an unformalised group, it can easily carry on its
activity in various host-institutions: libraries, museum, theatres, etc.), the type of
target audience and the nature of the executed project (when, for example, the
project aims at organising debates, the actual representation is not vital, while
when organising exhibitions and visual arts screening, the space often gives the
artists a plus in the safety and security of their works).

It is true that owing a physical, constant and comfortable space is much more
comfortable and worth having. But a large number of artists are, however, running
activities that do not require a space. With the missing financial support, in a situa-
tion of economic crisis, when artists simply cannot afford a space, ingenuity facili-
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Posibilitatea Orasului, 2009, foto: Vladimir US




imperativele prezentului trait. Din carente se naste un plus de originalitate, arta
rabufnind in cele mai neasteptate locuri neocupate din imediata noastra ap-
ropiere; in subsoluri; in aer liber: in parcuri sau chiar in plina strada, conturandu-
se forme cat mai dinamice. Acest tip nou de arta, arta comunitara, nu mai e doar
,ars gratia artis”, ci poate raspunde nevoilor unui segment de populatie din raza
spatiului artistic. Fiind puternic dependente de contextul local (social, politic,
urban) sau de organizatia-gazda, proiectele artistice imbraca continuturi ce nu mai
pot fi relevate decat prin forme specifice.

De multe ori, in mod paradoxal, spatiul existent este insasi motivatia de a crea si
a-l umple cu creatie. E un fel de constrangere de a folosi la maxim beneficiile ofer-
ite de acesta si de a dezvolta cat mai multe proiecte. Restrictia, care deranjeaza
totusi unii artisti vizeaza nevoia de pliere a activitatilor desfasurate la configuratia
spatiului. Daca unele organizatii au, de exemplu, un mic oficiu, acestea pot sa orga-
nizeze mai multe workshop-uri, nu insa si spectacole de tip performance sau alte
activitati ce le-ar fi placut sa fie derulate.

Caracteristicile fizice ale spatiului: localizare, marime, arhitectura, dar si cele care
tin de atmosfera si specificul local impregneaza forma si continutul proiectului
artistic la care se lucreaza. Consecintele pot fi sesizate in anvergura proiectului,
in elementele interactive ale activitatii artistice, in sfera relatiilor publice si a
popularitatii acestuia, dar pe de alta parte, in programul desfasurat cu publicul.

Existenta unui spatiu stabil, tipic (de reguld, institutionalizat) faciliteaza intoc-
mirea unui program regulat, care va aduce un public restrans, dar fidel. Spatii
specifice atrag o audienta specifica, determinand grupul tinta al programelor
artistice. Activitatile artistice desfasurate in spatii neobisnuite trezeste un fel de
scepticism si rezerva in randul publicului larg. Tns3 artistii ,castigd” prin adaptarea
programului in functie de public, ceea ce intareste legatura dintre artist si specta-
tor si Tngusteaza sau sterge barierele dintre ei. Multe proiecte artistice actuale
aceasta si urmaresc: patrunderea in diferite alte spatii, unde de cele mai multe ori,
arta nu are acces sau este privita cu rezerva si spirit practic: ,,daca nu ne ajuta sa
supravietuim, la ce e buna arta?”. lata insa ca artistii creeaza un fel de sinergie in-
tre arta si public, educandu-I si oferindu-i uneori solutii de supravietuire prin arta.

Alti artisti, mai mucaliti, s-au obisnuit sa savureze restrictiile spatiului lor, mai ales
daca acesta este propria garsoniera, care le permite adaptarea programului in ex-
clusivitate publicului. Acest tip de spatiu impune cu necesitate schimbarea formei
si continutului spectacolelor. Institutia traditionala a teatrului este personalizata

si reinterpretata, teatrul de apartament reusind sa genereze mai multi ,operatori
culturali” si prin urmare, mai multe impulsuri spre a crea lucrari originale, potrivite
pentru spatiul domestic.

Si daca totusi punem punctul pe ,,i”, intreband daca se pot desfasura activitati
artistice fara un spatiu, nu m-as avanta sa caut un raspuns dihotomic, de tipul da
sau nu. Aceasta n primul rand pentru ca suntem pe terenul artei, al inovatiei si
diversitatii, iar Tn al doilea rand, pentru ca am reduce mult din semnificatiile proce-
sului artistic. Da, se poate crea si in afara spatiului la care au acces artistii, pentru a
conferi activitatilor artistice mai mult dinamism, originalitate si pentru a utiliza arta
ca si instrument activ in sprijinul comunitatii. Pentru a depasi restrictiile spatiului
se prefera Tnsa o combinare a proiectelor in propriul spatiu, pentru a pastra un
anumit public interesat, dar si in afara spatiului propriu, in locuri noi, unde se
poate cuprinde un public cat mai larg si eventual, se poate contribui la educarea
acestuia.

Pana la urma, daca e sa reluam intrebarea (retoricad) de la inceput, Hefaistos ar

fi ramas zeu si fara vulcanii sdi, artistii nu sunt mai putin artisti daca activeaza in
afara spatiilor institutionalizate. Lipsa peretilor unui edificiu nu il face mai putin
atractiv pentru initiativele artistice. Dimpotriva, artistii actuali invata zi de zi sa
coloreze infirmitatile si lipsurile unui prezent gri pe alocuri, iar impulsurile cre-
ative le vin din problemele oamenilor de langa ei. Cu toate acestea, lipsa peretilor
lumineaza calea spre arta contemporana, acolo unde cararile sunt nebatatorite sau
unde sunt ratacite, cand exista totusi un vulcan real sau virtual, unde sa se produca
explozia artistica si de unde arta sa se poata prelinge Th mintea publicului.

Cristina BRINZA

Acest text e fundamentat pe rdspunsurile oferite la chestionarul realizat pentru
Suplimentul Oberliht / Revista la PLIC. Multumim pentru colaborare: Klaus Schafler
(Kunsthalle Exnergasse, Austria), Baldzs Kovdcs (Moiré Kulturdlis Egyesiilet, Ungar-
ia), Milan Vracar (Association Kulturanova, Serbia), Mykola Ridnyi (SOSka group,
Ucraina), Nini Palavandishvili (GeoAIR, Georgia), Daniel Tucker (AREA Chicago,
SUA), Rael Artel (curator independent de artd contemporand, stabilit in pddurile
din Estonia), Szilvia Nagy (M.ICA, Ungaria), Jean-Lorin Sterian (teatrul lorgean,
Romdnia), Alexandru Corduneanu (Grupul Civic pentru Patrimoniu si Dezvoltare,
Republica Moldova).

tates their adjustment to the imperatives of the times we live in. Deficiencies give
rise to added originality, art flares up in the most surprising unoccupied spaces in
our proximity; in basements; in the open space: parks or simply the street, loom-
ing in the most dynamic shapes. This new genre of art, community art, isn’t any
longer mere “ars gratia artis”, as it may meet the needs of a population group in
the neighbourhood of the artistic space. As they are deeply dependant on the
local context (social, political, urban) or on the host organisation, artistic projects
bear contents that can only be relevant in specific shapes.

Very often, paradoxically, the existent space is in itself a motivation to create and
be filled with creation. It is a sort of constraint of using at maximum the benefits it
provides and to develop as many projects as possible. The restriction, however up-
setting to some of the artists, concerns the need to adapt the activities ran to the
configuration of the space. If some organisations have, for example, a small office,
they can organise several workshops, but not performance events or other types
of activities that they would have liked to run.

The physical characteristics of the space: localisation, size, architecture, as well as
those related to the atmosphere and the local specifics impregnates the shape and
content of the artistic projects carried out. The outcome can be seen in the ampli-
tude of the project, in the interactive elements of the artistic activity, in the sphere
of public relations and its popularity and, on the other hand in the programme
carried out with the public.

The existence of a constant, typical space (most often, institutionalised) facilitates
the drawing up of a regular programme that will attract a narrow, but loyal pub-
lic. Specific spaces attract specific audiences, determining the target group of the
artistic programmes. Artistic activities ran in unusual spaces raises a sort of scepti-
cism and reluctance with the wide audience. But artists “benefit” from adjusting
the programme depending on the audience, which strengthens the connection
between the artist and the viewer and narrows or removes altogether the barriers
between them. This is the aim of many actual artistic projects: penetration of vari-
ous spaces, where art has most often no access or is regarded with reluctance and
practical spirit: “unless it helps one’s survival, what good is it for?” But here’s how
artists create a sort of synergy between art and public, educating it and sometimes
providing solutions for survival through art.

Other artists, somewhat more waggish, are used to enjoying the restriction of
their spaces, especially if that is their own one room flat, which allows for an
adjustment of an exclusive programme for the audience. Such a space requires

as a necessity the changing of the shape and content of the performances. The
traditional theatre institution is personalised and reinterpreted, apartment theatre
managing to generate more “cultural operators” and therefore more drives to-
wards creating original works, suited for a domestic space.

And if we were to cross the t’s and dot the i’s, in asking whether artistic activi-
ties can be conducted or not without a space, | wouldn’t dare for a dichotomist
answer in the range of yes and no. Mainly because we’re discussing art, innova-
tion and diversity, and secondly because that would mean a large reduction of the
significations involved in the artistic process. Yes, creation is possible outside the
space that artists have access to, in order to endow artistic activities with more
dynamism, originality and to employ art as an active tool in supporting the com-
munity. In order to overcome the limitations of the space, it is however preferable
to combine projects in the self owned space, so as to maintain the interest of the
audience, as well as outside the self owned space, in new places, to fit the widest
audience possible and, possibly, to contribute to its education.
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ARThotel, 2009, foto: Vladimir US

After all, if we were to repeat the (rhetorical) question in the beginning, would
Hephaestus have remained a God without his volcanoes, artists are no lesser
artists when activating outside institutionalised spaces. The missing walls of a
building do not make it less attractive for artistic initiatives. To the contrary, artists
nowadays learn everyday to fill with colour the imperfections and shortcomings
of a present that is sometimes grey, and creative drives are given by the problems
that people next to them are faced with. However, missing walls lit the way to
contemporary art, where paths are not thread or where they are lost, when there
is still a real or virtual volcano to foster artistic flares and where art may seep into
the mind of the audience.

Cristina BRINZA

This text is based on answers given to the questionnaire submitted by the Oberliht
Supplement / POSTBOX Magazine. Acknowledgements to: Klaus Schafler (Kunst-
halle Exnergasse, Austria), Baldzs Kovdcs (Moiré Kulturdlis Egyesiilet, Hungary),
Milan Vracar (Association Kulturanova, Serbia), Mykola Ridnyi (SOSka group,
Ukraine), Nini Palavandishvili (GeoAIR, Georgia), Daniel Tucker (AREA Chicago,
USA), Rael Artel (Independent curator of contemporary art, based in the forests

of Estonia), Szilvia Nagy (M.ICA, Hungary), Jean-Lorin Sterian (lorgean theatre,
Romania), Alexandru Corduneanu (Civic Group for Heritage and Development, The
Republic of Moldova).

chestionar / questionnaire (2012)

pentru Suplimentul Oberliht / Revista la PLIC
http://plic09.wordpress.com/2011/12/13/nevoia-de-spatiu

n scopul evaludrii nevoii de spatiu necesar organizatiilor independente si
initiativelor artistice active astazi si a gradului in care spatiile alese determina
/ influenteaza caracterul proiectelor artistice, va rugam sa raspundeti la una
sau mai multe intrebari (dintre cele care se potrivesc mai bine activitatii
Dumneavoastra).

1. Tn ce mé&sur3 aveti nevoie de un spatiu pentru desfasurarea activitatii
Dumneavoastra?

2. 1n ce mod un spatiu existent (sau la care aveti acces), determind forma sau
continutul proiectului/programului artistic la care lucrati?

3. Cum va ajuta un spatiu la dezvoltarea unui program cu publicul?

4. Credeti ca ar fi posibil sa va desfasurati activitatea in afara spatiului pe care
il detineti in prezent sau la care aveti acces?

for Oberliht Supplement / POSTBOX magazine
http://plic09.wordpress.com/2011/12/13/nevoia-de-spatiu

In order to evaluate the need for space for artistic initiatives and independent
organizations active today, and the way in which chosen spaces and locations
determine or influence the character of the artistic projects, we kindly ask
you to answer one or more questions that best fit your activity.

1. To what extent do you need a space for developing your activities?

2. In which way an existing space (or one to which you have access) deter-
mines the form or the content of the artistic project / program on that you
are working on?

3. How does the space help you to develop a program with the public?

4. Do you think it would be possible to develop your work outside the space
that you currently own or have access to?
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ARThotel in reparatie, 2009, foto: Vladimir US
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We do need, very much. But there is a new thing
going on in Novi Sad. Check http://drustvenicen-
tar.org First real squat in Serbia!

Of course it does. Before this initiative we had
good office in the centre, where we could do

some workshops also, but not theatre perfor-
mances and other things we are interested in.

Better offer in programs creates wider audience,
of course.

Sure we do. We've been creating in many differ-
ent spaces so far.

Milan Vracar
Association Kulturanova, Novi Sad, Serbia

While | was the most interested in exhibition
making, | did run the project room (2004-2008).
| have to admit, | enjoyed running a space a lot,
but then the crises came and the financial sup-
port was cut. At the moment | am running differ-
ent projects which does not need physical space
(Public Preparation) or which take place in col-
laboration with art institions that already have
showing venues (Festival of Contemporary Art
ART IST KUKU NU UT in Tartu, Estonia) or which
happen by invitation in different contemporary
art venues in Eastern Europe (Your Periphery

Is My Center). So, at the moment, my office is

in my country house where | also live, having a
space is not crucial for me any more.

The project series “Your Periphery Is My Center”
is totally dependent on hosting institution — the
project attempts to reflect the situation and
specific cultural/political/social/urban situation.
Also the ART IST KUKU NU UT is designed as a
response to local situation being rather context-
specific project. For me, form and content are
very much related, even more, they are inte-
grated into each other.

In “Your Periphery Is My Center” project, | am
always in the close contact with hosting space
and team. As | told, | dont have a particular
space now to operate in, so | dont have really
the answer to the question.

Sure, this is what | am doing right now. If you
wanna know how it works, just invite the next
step of “Your Periphery Is My Center” into your
space!

Rael Artel
Independent curator of contemporary art, based
in the forests of Estonia

As much as possible. The minimum is 2-3
months, maximum is generally 3 years.

It should be a public or abandoned place, which
nobody wants to use.

Indirectly. We organize underground events, so
the good infrastructure is not so important.

Yes!
Baldzs, Kovdcs

Moiré Kulturdlis Egyestilet, Pecs, Hungary
http://kbalazs.periszkopradio.hu

OLANDS FOLKHOGSKOLA
[oberlist]

cultura tinerilor, arta

Generally speaking, i do not need much space in
the phase of activities development, but since
almost all my/GeoAIR projects are related to
some specific space/construction/building i need
space for their implementation. Sure, one can
only arrange discussions around a topic, without
physical representation in the space, but since
we work with visual artists, and since images still
have more visibility, for certain occasions it is
more suitable to “occupy” a space.

Once i have obtained an access to space, it does
not determine the content of the project, but

it can definitely determine the form. In case of
public space it is difficult to provide security for
video installations, photography etc. on the long
term, thus it already shapes the form, event be-
comes more singular, more activist, as an event
it can be recurring, but never the same.

Specific space attracts specific audience, choice
of the space to some extent determines the
target group. | choose concrete spaces not only
to discuss concrete issues related to spaces, but
also to address concrete target groups, but again
it does not have to cut back the broader public.
Specifically for artistic projects, it is not easy to
work with public in Georgia, people are not used
to art in public space, especially if the spaces are
more problematic, abandoned. It requires more
discussions and explanations with the public
then institutionalized art spaces, which are more
or less visited by art adjusted audience. | see

the communication with the public as reciprocal
process, not only i bring some information to
them, but is has also quite relevant impact on
project development how public contributes to
it.

| do not own any space, especially if we talk
about public space physical or virtual. And i
think one can gain an access to any space be it in
Georgia or outside. It just requires some time for
research and communication.

Nini Palavandishvili
GeoAIR, Tbilisi, Georgia

http://www.areachicago.org/b/grid-city/toward-
city-wide-movement-making-center/

Daniel Tucker
AREA Chicago, Chicago, USA
http://areachicago.org

Space for developing artistic activities is abso-
lutely necessary condition. First of all space is
a platform for communication which can unite
different people with common interests.

The space of gallery-laboratory SOSka was com-
bine two types of functioning. From one side it
was a laboratory that provided a possibility for
discussions and exchange of ideas between dif-
ferent artists. Laboratory factions also connected
with a practical experiment when the space was
using as a studio. In post-soviet art education,
which is very conservative, both of these func-
tions are excluded from studying process. From
other side space of SOSka was also a space for
representation and interaction with public throw
exhibitions and music concerts.

si politici culturale

One the main goal of the space was creation

of a point of culture concentration. Different
factors and features of local context contributed
to implementation of this plan. Artist-run-space
was a unique example of activity in situation

of deficit of non-profit institutions for contem-
porary art. Regular and intense program has
created a range of interested public.

The space is needed anyway but SOSka group
trying to combine inside and outside work.
Street also can be used as laboratory space.
With different actions and interventions in
public space we used appropriated as a working
area. But quite often artistic intervention works
not directly but through documentation / fixa-
tion made for art spaces. The difference is laying
in the question about developing and influence
on public. Space with good program and strat-
egy can educate public but not immediately. It
takes time.

Mykola Ridnyi
SOSka group, Kharkov, Ukraine

Desi sediul este in propria garsonierd, lorgean
theatre e un spatiu pe care il pun la dispozitie
artistilor care doresc sa sustina reprezentatii. Cu
o singura, exceptie am evitat sa ma produc ca
artist in propriul spatiu. Datoritd lorgean theatre
am devenit in timp un asa zis “manager cultural”
si nu pentru cd inainte organizam evenimente

si aveam nevoie de un loc. E un proiect care s-a
nascut oarecum intimplator si s-a dezvoltat de

la sine.

7n cazul lorgean theatre, schimbarea formei si a
continutului spectacolelor este esentiala, pentru
ca asta isi propune: transpunerea activitatilor
performative n spatiul privat si locuit, institutia
teatrului fiind reinterpretata si personalizata.
Pentru viitor Tmi doresc ca artistii sa scrie si

sa reprezinte spectacole gindite direct pentru
spatiul domestic.

Fiind un spatiu foarte mic si prietenos (o
garsonierd) oamenii se socializeaza cu usurinta
intre ei, intr-o masura mult mai mare ca in
spatiile traditionale. Spectacolele sint concepute
si in acest scop, de creare si intarire a legaturilor
intre spectatori (si artisti).

Tn 2011 am organizat un festival de teatru timp
de o lund intr-un autobuz. incepind cu 2012,
lorgean theatre va prezenta spectacole ih mai
multe case, oferind astfel, posibilitatea fiecarui
proprietar de apartament - organizator sa devina
un “operator cultural”.

Jean-Lorin Sterian
lorgean theatre, Bucuresti, Romania
http://lorgeantheatre.wordpress.com

Having access to - and working with - physical
and virtual space is an essential basis and need
for research, development, production and com-
munication of artistic processes and programs.

The qualities of available space in terms of loca-
tion, size, architecture, atmosphere and

artistic/political context determine content and
form of work and projects a lot, especially seen
in public sphere relations, possible visibility, size

youth culture, arts
and cultural policies

and interactive elements of work.

It is possible to communicate a certain address
or location where the work can be seen and
reflected.

And many more reasons...

Yes, but this depends on the kind of work and
public you have in mind.

Klaus Schafler
Kunsthalle Exnergasse, Vienna, Austria
http://www.kunsthalleexnergasse.wuk.at

At M.ICA with the range of different sites and
situations and with the countless forms of me-
dia, we encourage broader audiences to partici-
pate in our projects. It is crucial for us to create
synergy between art and the public: our practice
includes organizing public art projects, screen-
ings, talks and educational events, publishing,
and building the Video Art Archive. M.ICA has
two exhibition sites with different exhibition
outlines: one exhibition site for emerging artists,
residency exhibitions and gallery talks; and one
site for video workshops and video art exhibi-
tions, screenings. These two sites has a smaller
regular audience. To be able to reach out, and
get the broader public involved, we run “an-
tenna” projects too, like the regular public art
program in September with connecting guided
tours, but also organizing exhibitions, interven-
tions and various projects in the changing urban
environment, on squares, in shop-windows and
in flats. | think the regular places, like the exhibi-
tion spaces giving a good base for the regular
events, but | feel the necessity to be present in
the urban environment too. | find it important to
develop site-specific projects in new places, and
offer participation to a broader audience.

Szilvia Nagy
M.ICA, Institute of Contemporary Art, Miskolc,
Hungary

Spatiile pentru desfdsurarea activitatii unui grup
neformalizat sunt necesare in masura in care
sunt utilate si dotate pentru a face mai eficienta
informarea si dezbaterile asupra problemelor in
discutie. Acestea pot fi spatiile oricarei institutii
publice, bibliotecd, muzeu, teatru, etc.

Deoarece Grupul nu are o planificare stricta
dependenta de problematica la zi si atitudinea
membrilor sdi, spatiile in care ne intrunim nu
influenteaza, decat intr-o mica masura, forma si
continutul dezbaterii.

Tn principiu, un spatiu este favorabil desfasurarii
unui program cu publicul. Pentru Grup, insa,
acestea sunt, de obicei, spatiile unor agentii

de presa (pentru cazul conferintele de presa)
sau ale unor spatii inchiriate (pentru cazul
conferintelor, simpozioanelor etc.).

n acest sens, Grupul Civic pentru Patrimoniu si
Dezvoltare poate sa-si desfdsoare activitatea in
spatiile institutiilor publice existente.

Alexandru Corduneanu,
Grupul Civic pentru Patrimoniu si Dezvoltare,
Chisindu, Moldova

IKalmar konstmuseum
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