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KOJIEKTUBHE ITPAKCE U
OOTOI'PA®HUJA V PETUOHY



The Fotodokumenti Project was initiated in 2010
by NFC Filmart (PoZega) with the idea to promote
contemporary photographic practices and open up
a wider discursive space for exploring photography
as a complex social phenomenon and medium

of artistic expression. One of the goals of this
initiative is to stimulate the professional public to
engage in continuous and comprehensive critical,
problem and phenomenological research in and
evaluation of the very dynamic contemporary
photographic production in our country and the
region. Within the Artget Gallery programme
concept for 2017, Fotodokumenti deals with

the phenomenon of collectivism on the regional
photographic scene and the analysis of the
strategies and causes of non-institutional aspects
of collectivity and initiatives in this field. The pilot
project and exhibition Collective Practices and
Photography in the Region and the accompanying
discursive programme (presentations and
discussions) will present relevant actors in

the area of collective photographic production,
publishing, various initiatives in education,
protection and archiving of photographic heritage,
colonies, festivals and other ways of affirmation
of contemporary photographic expression on the
territory of the former Yugoslavia.

Hw ®oto, Hukona Tacuh / Ni Foto, Nikola Tasi¢, 2017.




Jaka BabHuk / Jaka Babnik, 2017.

HM3a expana, Munuua Jlarruesnh / Behind the Screen, Milica Lapéevié, 2015.

IMpojexat PotliogokymeHilil, UHULIMPaH

je 2010. roguHe y opranusaumju HOL]
Punmapr (Ioxera), ca npejom na

adupmuile caBpeMeHe poTorpadeke mpakce
W OTBOPW 1IUPU INCKYP3WBHW TIPOCTOP 3a
UCTpaXkuBame poTorpaduje Kao KOMIIeKCHOT
IPYWITBEHOT peHoMeHa U Meanja YMEeTHUHKOT
u3paXkaBatba. JeflaH ofj LMibeBa oBe
UHUUUjatliuge jecre aHMMUpPare CTPyYHe
jaBHOCTU 3a BaB/bEbE KOHTUHYPaHUM 1
cBeoBYXBaTHUM KPUTUHKUM, TIPOBNEMCKUM

W $EeHOMEHOTIOLIKUM UCTpaXkKUBarbUMa U
BpeHOBatUMa Bpo AUHaMuU4He foMahe

W pernoHanHe caBpeMeHe doTtorpadcke
npoaykuuje. V oxkeupy niporpama l'anepuje
Aptret y 2017, ropuHu, PolliogokymeHu

ce 6aBe PEHOMEHOM KONEXTUBU3MA Y

OKBWUpY pervoHanHe dororpadceke cleHe,

Kao WU aHanu3oM cTpaTeruja u y3poka rojase
BaHWHCTUTYLIMOHANIHUX BUJ10Ba KONIEKTUBUTETA
W MHULIMjaTUBa Ha OBOM Tiomby. Kpos munot
TipojexaT u u3nox6by KoaexitiugHe tipakce

u ¢otuoipaduja y peTuoHy w riparehun
OWUCKYP3WUBHU TTpOrpam (rpeseHTaluje u
pasrosope) 6uhe TpeAcTaBLeHW peneBaHTHI
aKTepu Y NOMeHY KonekTusHe oTorpadcke
TpoAyKlMje, U3[aBallTBa, PasNUHUTUX
WHULIMjATMUBA Ha TIObY eflyKaluje, 3alUTUTE U
apxuBupawa ¢otorpadckor Hacneba, xonoHuje,
decTvBanu v Apyru BUOOBK adupMaluje
caBpeMeHor poTorpadckor uspasa Ha rpocTopy
buBlLe Jyrocnaeuje.




KOJIEKTUBHU3AM V CABPEMEHO] ®OTOI'PA®HJHU

KonexTuBusam y yMETHOCTU U APYTUM KpeaTUBHUM
obnactuma Huje HoB dpeHomeH. HampoTus, oH natupa op
TIpe BUle XWbaZa FouHa, off BpeMeHa Kajla yMeTHUKa
HUCY YBEK TOLITOBANMN Kao HeKOra K0 HOCW OTPOMHY
cumbonuyky BpeaHocT. ¥ cpenroBekoBHoj EBpori, Ha
TIPUMED, YMETHULIU CY CMaTPaHW 3a 0BUUHE 3aHaTAnje;
mebyTum, opyLibuHe Koje cy nobujanu o cBojux
TIOKPOBUTETbA HECTO cy Buie CyBUILe 3aMalliHE U CIIOXKEHE
na 6 MX MOITN CaMU U3BPLINTHU, TTa Cy OCHWUBANU
paagvoHule, yopyKerba 1 uexose. lITaBuiie, KOHLETT
YMETHUKa KOju UMa TIOTTTYHY ci060/ly U3pakaBaiba,

KOju TIpUKasyje U TIpe/iCTaB/ba CBOje YHYTPALHE TEXHbe,
HacTao je penaTMBHO KacHO, y APYToj TIONOBUHU 19. Bexa,
Kajia Cy CnvKapu W LpTa4v TIpecTanu Aa ce TakmMuue ca
HOBUM TEXHOTIOrMjaMa, oHoCHO doTorpadujoM a KacHuje
1 dUNMoM, y peanucTUUKOM TpuKasuBary ceeta. Ctora
NUYHa UOeonoruja, yHyTpalltbu TIOPUBK W eMoLIMje ayTopa
TIOCTajy 3ajeAHNYKa KapaKTePUCTUKa YMETHUYKUX ena,
KOja HarylTajy CBOjy TPafWULMOHaNHY Y7oTy TIpUKa3uBara
WAEOo0lIKN U PENUIno3Ho oapeheHnx nKoHorpadcinx
MoTMBa. M3 Tora cy mpousallnu MoTIyHO HOBW 06MuLmn
KOTIEKTUBHUX TIPAKCW; YMETHULIU W KYNITYPHU PaZiHULIN
dopMupajy rpyrie, TokpeTe U MHCTUTYLIWje. OBakBu
06NULK YOpYXUBatba CY ce YMHOXWUNW y foba LiBeTatba
aBaHrapJHUX TIOKPeTa, Kajl Cy TIPOrpecuBHU YMETHULIN
WCKPeHOo BEpOBan Y TIojaBy HOBOT U0BEKa 33 HOBO fl06a.

Anw y MoniepHo BpeMe KOJleKTUBHe TIpakce cy rocTane

W EKNIEKTUHKWje U PasHOBpCHWje. Bullie je pasnuuntx
areHau W pasnora 360r Kojux cy yMETHULIU YAPYXUIn
CHare u paje 3ajefHo, 4ecTo MOTIyHo opycTrajyhv on
TojeAuHaYHOr ayTOpPCTBa Y KOPUCT KonekTusa. [Topen
3ajegHnuKe popmMe W HauMHa U3padkaBarba UK W1eonoLiKe
areHjie Koju rpeacTaBrbajy ToKpeTauky cuiy 3a
¢dopMuparse rpyTa, TocToje U CACBUM TPAKTUUHW Pasnosun
3a yjenurbasatbe oA ogpebeHuM 6peHaoM; OHO ce MoXKe
3aCHUBATU TIPOCTO Ha aMUHUCTPAaTUBHUM YCTI0BUMa,
YCTI0BUMa TIPOWU3BOZFE WIWM Ha MHPACTPYKTYPH,
Hapo4uTO Y cCpeiuHaMa I7e jaBHO GUHaHCUpatrbe n/vummn
TIOZpLLIKA TPUBATHOL CEKTOPA 33 YMETHOCT W KYNTYpy
HWUCY [I0BOJbHO U CUCTEMATUHHO OPraHU30BaHu, Wiu rae
jeqHOCTaBHO TIOCTOjU TIPEBUILIE KOHKYPEHLIUje — TIPOCTOpU
W MHCTUTYLIKje Koje Tiokpehy yMeTHULIW CY IupeKTHa
TIOCTIeULIA TAKBUX CUTyauuja. Mehytum, y3 cee vewrhy
KONeKTUBU3aLUjy YMETHUKA TIOjaBWUIO Ce joll jeqHOo
3Hau4ajHo TMTame. ¥ rmepuoay BUCOKOT MOLOEPHU3MA Ha
3amnagy, KynT MHAWBWAYATHOCTU Y CTBaparby YMEeTHOCTH
je, uarnena, 6Uo Ha BPXYHLIY, T CY KONEKTUBHE TIpakKce
cMaTpaHe cKopo 3a cybeepausHe. Fluxus je nobap npumep
BeoMa nabase rpyre YMeTHUKA KOju Cy ycrenu aa ayboko
TIpoApMajy yCriocTaB/beHe KOHBEHLIMje Y CBeTY YMETHOCTU
CaMUM CBOjUM TIPOTUBILEHREM UHAWMBWUAYANIHOM ayTOPCTBY
1 onbujareM fa cTBapajy yMeTHUYKa fena; yMecTo

TOra cy ce oKpeHynu edpemepHuM axiujama. [ltaBuiie,

y epu XnafHor paTa KoneKTUBU3aM ce [0XKUBIbaBao Kao

CcUMBO7N COLMjanMCTUHKOr UHTEPHALIMOHANWU3Ma KOoju je
610 TIOTTIYHO AeMoHu30BaH y CjenurbeHum JipxxasaMa

W opyrae Ha 3amany. C apyre cTpaHe, y (TpBoj U OpyToj)
Jyrocnaewju, pasnosu 3a KonexTuBHe akluje yMeTHUKa U
MUCIUMALIR, Koje Cy TIoYene fa ce U3BoJe joll y ABaNecTUM
W TPUECETUM rOiUHAMA TTPOLIJIOT BeKa (KOHCTPYKTUBUCTU
y TpeTy u 3eHUTUCTU ¥ Beorpaay) u y esneceTuM u
ceflaMIeceTUM (pasHU TIOKPETU HOBE aBaHrappe), nexe y
KOMBUHALIMjW BPTO CTTELIMGUUHMX [PYLITBEHO-TIONUTUUKUX
W KYITYPHUX TTojaBa. AXO Cy ce TaKTUKe Y TTpeApaTHOM
TIepuofly YINaBHOM OKpeTase TTPOTUB TIONUTUHKKX,
OPYLITBEHUX W KYNTYPHUX KOHBEHLWj, Y TIOCTIEPATHOM
Tiepuoay UecTo ce Tpuberapa ycBajary Mofena 3BaHuyYHe
TIONIUTUKe, TTO3HATOT Kao CaMoyTIpaBibatbe, U HeroBoM
KOMBWHOBamY C UigjaMa UHTEPHALMOHANU3MA U
nubepanusma.

V caBpemenoj dortorpaduju Ha TepuTopUju buBLLe
Jyrocnaeuje, y mepuoply HakoH HEHOT pacmiaaa, Mory ce
Hahu Bp/io ocobeHe TAKTUKE KONMEKTUBU3MA, KOje UecTo
ofpakapajy TIONUTUYKe, KYNTYPHe U eKOHOMCKe Tiofiefle
Ha OBOM TIOAPYHjY Y TIOCTIeAHWUX BaZiECET TIeT roguHa. ¥
JaHallllbe BpeME YMETHWULIW KOjW KOpUCTE 06jeKTUB Kao
CPencTBO U3paXkaBatba 0GUUHO He TIOWITY]Y YCTOCTaBbeHe
TIPUHLIUTIE MHCTUTYLIMOHANIHE capafibe, pasBujeHe
Y OrPOMHUM MpekaMa GoTo-KMHO KnyHoBa, TONUKO
KONWKo pedepuury Ha Mozene ogpeheHux yTULajHUX
WHTEPAUCLIMITIMHAPDHUX YMETHWYKUX IPyTia Kao 1To
cy Exat 51 w3 3arpe6a (1950-1956) wnu FV112/15 u3
JbybrbaHe (1981-1990); mehyTuUM, OHU Cy Te Mofiene
TIPUNAroAuIv CrieMUYHOj IPYLITBEHO], KYNITYPHO) U
E€KOHOMCKO]j CTBAPHOCTW HOBOT f06a, 6e3 063upa Kako
je HasuBamo - AeMoxpaTuja unu TpaHsuumja. Jawne,
TaKTUKe Cy BeOMa Pa3sHONMKE; HEKU YMETHULIM KOPUCTE
KOTIeKTUBU3aM Kao modus operandi Ha HUBOY TIPOjeKTa
rhe je cBaka capafiba TponiasHa U TIpUBpeMeHa jep ce
3a CBaKW HOBW TIOAYXBaT 6upajy HOBW capapHuum (Peter
Rauch, [1aBop Kowuxyiumh); HEKWM YMETHWULIW YnHe
KOXepeHTHWje IpyTie Koje AYyTropoYHUje, UNK Yak CTanHo,
pane 3ajenHo (MapuH w Pywr, Kamepanec, Belgrade
Raw, Hu ®oro, M3a expaHa); U3 HEKWUX rPyTia YMETHUKA W1
cTBapanala mocTereHo he ce Pa3BUTU UHCTUTYLIWje unja
je ynora na omoryhe y3ajaMHy MOAPLIKY 3a CTBapatbe
WK 13 YCTIOCTaBe MHGPACTPYKTYPY 33 OpPraHn30Bame
jaBHUX porabaja, efyKaTMBHUX M U3AABAYKUX TNaThopMu
unu dpectnsana (Fotopub, Rostfrei Publishing, Opran
Buna, Ypen 3a dororpadujy, Llentap 3a dpotorpadmjy). Ha
0Baj Ha4WH, ¥ HEOCTATKY UHCTUTYLIMOHATIHOT OKBUPA,
caBpemMeHu ¢oTorpadm ca 3anagHor bankaHa 4mjv panoeu
HacTajy u AucTpubyupajy ce MPBEHCTBEHO Y YMETHUUKOM
KOHTEKCTY MOTY Aa Zlenyjy XKWUBO U BU6paHTHO, MaKo
caMmo Ha 1onyrpodecuoHanHoM HUBOY. MynTUTACKUHT,
¢dparMeHTalLmja MHTEPeCca U JUCKOHTUHYUTET YMETHUYKE
TIPOZIYKLINje HUCY YeCTO HYyXKHO HeraTUBHe TiojaBe.

Muxa LlonHep



COLLECTIVISM IN CONTEMPORARY PHOTOGRAPHY

Collectivism in art and other branches of creativity is not
a new phenomenon. On the contrary, it dates thousands
of years back in history, to the periods when being an
artist wasn't always a respected role with huge symbolic
value. In the medieval Europe, for instance, artists were
seen merely as craftsmen; however, the commissions
they received from their patrons were often too grandiose
and complex to be executed individually, so they

formed workshops, associations and guilds. Moreover,
the concept of an artist with a complete freedom of
expression, who depicts and reflects his or her inner
aspirations, was developed relatively late, in the second
half of the 19" century, when painters and drawers
ceased to compete with new technologies, namely
photography and later film, in realistic representation

of the world. Therefore, personal ideology, intimate

urge and emotion have become common features of
artworks, abandoning their traditional role of depicting
ideologically and religiously determined iconographic
motifs. In doing so, completely new forms of collective
practices emerged among artists and cultural workers
who formed groups, movements and institutions. These
principles proliferated in the period of flourishing avant-
garde movements when progressive-thinking artists
genuinely believed in an advent of a new man for new
times.

But in the modern era collective practices also became
more eclectic and diverse. There are number of different
agendas and reasons why artists have joined forces to
work together, often entirely giving up their individual
authorship in favour of the collective. Beside common
formal, expressive or ideological agenda as a driving
force behind converging into groups, there are also

very practical reasons to unify under a certain brand; it
could be based on a mere administrative, production-
based or infrastructural terms, particularly in places
where public funding and/or private support for arts and
culture isn't sufficient and systematically organised, or
where there is simply too much competition - artists’
run spaces and institutions are the direct consequence
of such situations. But there is another significant issue
accompanying increasingly common collectivisation of
artists. In the period of high modernism in the West,
cult of individuality in art making seemed to be on its
peak and therefore collective practices were perceived
as almost subversive. Fluxus is a good example of a
very loose group of artists that managed to profoundly
shake the well-established conventions within the
world of art, simply by its reluctance towards individual
authorship and by its refusal to produce pieces, turning
instead to ephemeral actions. Furthermore, in the Cold
War era collectivism was perceived as a symptom of
socialist internationalism which was utterly demonised
in the US and elsewhere in the West. In (the first and

the second) Yugoslavia, on the other hand, reasons for
collective actions of artists and thinkers, dating back
to the 1920s and 1930s with Constructivists in Trieste
and Zenitists in Belgrade and continuing in the 1960s
and 1970s with different neo-avant-garde movements,
lay in a combination of very distinctive socio-political
and cultural occurrences. If the tactics during the pre-
war era were turned mostly against political, social
and cultural conventions, the after-war period often
resorted to appropriation of models of official policy,
known as self-management, combined with the ideas of
internationalism and liberalism.

In contemporary photography on the territory of
former Yugoslavia, in the period after its break up, very
distinctive tactics of collectivism can be found, often
reflecting the political, cultural and economic divisions
in this region in the past twenty five years. Nowadays
lens-based artists commonly don't follow established
principles of institutional collaboration as it has been
developed within the huge networks of Camera Clubs,
as much as they refer to models of certain influential
interdisciplinary artistic groups such as Exat 51 from
Zagreb, (1950-1956) or FV112/15 from Ljubljana (1981-
1990); however, they adapted these models to specific
social, cultural and economic reality of the new era,
whatever one may call it - democracy or transition.
The tactics are therefore very diverse; some artists use
collectivism as modus operandi on a rather project level
where each collaboration is temporary and ephemeral, as
for each new venture different collaborators are chosen
(Peter Rauch, Davor Konjikusi¢); some artists form more
coherent groups that work together on a more long-term
or even permanent basis (Marin & Rust, Kamerades,
Belgrade Raw, Ni Foto, Behind the Screen); some groups
of artists and creators would gradually grow into
institutions whose role is to enable mutual production
support for artists or to establish infrastructure for
organising public events, educational and publishing
platforms, or festivals (Fotopub, Rostfrei Publishing,
Organ Vida, Ured za fotografiju, Centar za fotografiju).
In this way, in the absence of institutional framework,
contemporary photographers from Western Balkans
whose works are created and distributed primarily
for/in artistic context are able to function vividly and
vibrantly though only on half-professional level. In
many cases, multitasking, fragmentation of interests and
discontinuity of artistic production are not necessarily
negative features.

Miha Colner
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