





the relationship of practice, theory, and theoretical practice in the teaching process;

the relationship of vertical and horizontal organization of the school, that is, relations
of invariant, open, and transient pedagogical hierarchies with absence of any firm invariant
teaching hierarchy and authority;

the relationship of the artist’s profession as ‘autonomous profession’, as a ‘cluster of
open and changeable professions, and as ‘anti-profession’.

translated by: Nada Jacimovic
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2.1. Self-education at PAF (Performing Arts Forum)

collective authorship

PAF (Performing Arts Forum) is an organization built upon an offer of space without a
pre-existing normative or representative structure.

Theatre director and performer Jan Ritsema bought a former convent of large capacity
in St. Erme in France in 2005, and issued an open invitation to whomever in the performing
arts would be concerned in using it. Unlike the residency system that nowadays represents
acheap form of co-production by providing the artist with a room of her own and almost no
production budget, PAF depends exclusively on artists’ involvement: on their financing and
self-organization that ranges from moving house walls to organizing one’s research process.
Being thus an emergent self-regulating structure run by users that are at the same time its
developers and consumers, it offers only space and time so that inventing working conditions
for oneself in non-supervised and non-representative ways is not only possible but neces-
sary in order for anything to happen.

In the context of West European institutional market, PAF surfaces a need of performing
artists to reclaim and take charge of the part of their work that has been parented by vari-
ous institutional co-optations of critical, “experimental” and research based formats. It also
attests to the capacity of performing artists to surpass the culture of complaint and struc-
ture proactively the desire for expanding possibilities, interests and exchange of one’s own
working practice. Amidst a saturated infrastructure for performance production, a quest for
another “forum for producing knowledge in critical exchange”, “a tool-machine” in research-
ing methodology, “a place for temporary autonomy” is specific in so far as it motorizes artists
to take responsibility and cooperate in producing a space for in as much as themselves as
for others. Work thus expands to the production of space in activity and knowledge its users
invest, exchange and bring forth while not accumulating it to a representative function of a
public institution like theatre, museum, or cultural center.

Self-education at PAF offers the opportunity for a non-hierarchical, self- motorized
learning process. In contrast to other educational programmes based on instruction, Self-
education at PAF focuses on:

learning how to identify your own interests, and how to set up the means to develop your
own curriculum of study,

encountering other young professionals from different backgrounds, and

sharing your work with other artists, theoreticians and cultural practitioners in residence
at PAF.

Activities are structured in various formats determined by students, guests and other
PAF residents: presentations of work and feedback sessions, discussions and debates, film
screenings and lectures, classes and workshops. PAF provides a large amount of working
space, studios of various sizes, spaces for communal activities and a mediatheque. The
peaceful surroundings support full concentration on work. In a double structure of both self-
motorized, self-guided individual/group study, and intensive exchange with other artists,
students can expand their knowledge and learning process. The particular emphasis of the
research practice at PAF is on investigating artistic methodology, creating tools to design
working processes, and developing skills beyond those already established.
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Briefly, learning at PAF means engaging in a dialogue that may challenge your artistic
goals, methods, and visions of art in contemporary society.

First Self-education round at PAF is six months long (1 April - 30 September 2007) and
includes Summer University (10 days in July/August 2007) and students exchange period (21
May - 1June 2007).

Self-education at PAFisinitiated and run by Carla Bottiglieri, Elke Van Campenhout, Alice
Chauchat, Bojana Cveji¢, Annie Dorsen, DD Dorvillier, Thomas Greil, Sandra Iché, Mette Ing-
vartsen, Krddt Juurak, Florian Malzacher, Xavier Le Roy, Berno Odo Polzer, Marta Popivoda,
Nikolina Prista$, Sergej Prista$, Jan Ritsema, Petra Sabisch, Eszter Salamon, Ana Vujanovic.,

Despite the generous offer of so many qualified colleagues the first self-education round
brought only one participant, who learned a lot, who discovered other perspectives on mak-
ing, other perspectives of appreciating a performance and who changed artistically and per-
sonally fundamentally, as she told us ‘a school would never be able to generate’, but, who
had hard times too, being the only one. It is clear that it would be much better that at least 5
participants take part in this self-education program. The free peer-to-peer learning, which
is in normal schools an essential part of the education, is also more than necessary in the
self-education.

PAF continues to call for self-educators.

PAF | PerformingArtsForum Contact & Information:

Address:Jan Ritsema/ PAF 15, rue Haute F-02820 St Erme Qutre et Ramecourt, France
Web site: www.pa-f.net

E-mail: jritsema@gdt.nl, self-education@po-f.net

T/F +33323801846 | mobile: +32479910668
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4.2.Self-managed Educational System in Art

Marta Popivoda
with Bojan Djordjev, Ana Vilenica

name / title of the project:

Self-managed Educational Systemin Art; s-0-s-project
(Samoupravni Obrazovni Sistem u umetnosti: s-0-s-projekat)

where is your organization based?
Belgrade

when did your project start?
September 2006

describe your project:

Self-managed Educational System in Artis a research project on educational systems in
thefields of arts and humanities, initiated by TkH - center for performing arts theory and prac-
tice, from Belgrade, in 2006. It is organized in collaboration with Kontekst gallery, Belgrade.
According to the original Serbian title: Samoupravni Obrazovni Sistem u umetnosti, we are
using the acronym as a short title of the project in Serbian and English: s-0-s-project.

Key topics/concepts of the project are: artistic education, production and management
of knowledge, research, self-organization, self-education/learning, (workers) self-man-
agement, application of open source procedures in education, contemporary contexts of
knowledge production, and commodification of knowledge.

s-0-s-project is conceived as an open system of scientific-research, theoretical-prac-
tical public lessons, presentations, and textual production that implement the practices of
post-pedagogy in the fields of art theory, culture studies, cultural activism, and educational
methods. Its goalis to find and/or shape critical alternatives to the official educational insti-
tutions in the direction of self-education, especially as a collective practice.

s-0-s-group read and analysed several books and texts on education. Books that were
fundamental for our research are: The Ignorant School Master by Jacques-a Ranciered', Ap-
plied Grammatology by Gregory Ulmer?, and Deschooling Society by Ivan Illich®. These three
books as well as numerous texts that we have been analyzing during our research underwent
the following procedure:

individual reading of a text/book (or its appointed part)

group reading and discussing of a text/book from the project’s positions during the re-
search group meeting

taking the key notions from a text/book with a special focus on those that could be im-
plemented in the self-education methodology

production of the final diagram i.e. graphic-textual display of the relation and interac-
tion of the notions/concepts from a text/book and contemparary educational contexts; this
procedure represents specific contribution of the s-0-s-group with regard to the analyzed
material.

'Jacques Ranciere, The Ignorant Schoolmaster:
Five Lessons in Intellectual Emancipation, Stanford:

Stanford University Press, 1991.

2 Gregory Ulmer, Applied Grammatology:
Post(e)-Pedagogy from Jacques Derrida to Joseph
Beuys, Baltimore: Johns Hopkins University Press,
1985/1992.

3 lvan Ilich, Deschooling Society,
http://reactor-core.org/deschooling.html,

18.09.2007.



Qurintentionis not only to create separated diagrams, but to confront and re-read them
after a certain period of investigation. On the basis of such a principle we plan to develop
self-educating models.

For further information see; http://www.tkh-generator.net/spip.php?article80
description of your educational methods/approaches:

One of the s-0-s project’s points of departure was the decision to focus on creating the
specific self-education methodologies through the research-based work/process instead
of making research that would be spontaneous accomplishment of the self-educating act.
This decision was specially actuated by the fact that what we are dealing with collective
self-education, and it was a result of the project’s conceptualization phase and its departure
points that were reference-points in a researcher’s work all the time during the research.
These positions have been questioned, problematized, called up, complexified; they are
changing, disappearing...

In order to avoid the situation of acting within the borders of our own knowledge and
ideologies, through reading and discussing texts and books we regard being important for
the self-educationissue and education in general, we are trying to create models that would
potentially be broadly applied. i.e. the methodology of self-education as a collective act, the
methodology that would - in the manner of program code of the free software movement -
stay open for the further intervention, upgrading, distribution... With this methodology the
well-known and internalized situation of further execution of the institutionalized education
matrix would be avoided.

target group/scope of participants:

Students, post-graduate students, professionals from the fields of arts and humanities
names of persons in charge within the project:

Marta Popivoda, Bojan Djordjev

contacts

e-mail: tkh_centar@yahoo.com, kontekstgalerija@gmail.com
postal address: Kraljevica Marka No 4 (Magacin)

phone/fax: +381113286849

mobile: +381641200458; +38164 4200611

web site: www.tkh-generator.net
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2.3. Radical Education
http://radical.temp.si

Bojana Piskur

Radical Educationis along-term project by Moderna galerija in collaboration with many
collectives, groups, and institutions from local and international context - some of them are
also here today- covering a wide range of alternative and emancipatory methods in edu-
cation, arts, social and political activism for the purpose of new organizational, manage-
rial, collaborative configurations in production of knowledge and its relation to other social
spaces.

Itis a slow process based on trust. We strongly believe collective social movements are
incubators of new knowledge and that knowledge as such is a tool with which to intervene
and take an active partin our realities. Some of the questions that we are addressing through
this project are: What are the commonalities and differences between various methodolo-
gies and epistemologies of research, education and historicization in different socio cultural
contexts? And following Foucault - on what basis theory and knowledge can become pos-
sible; within what space of order knowledge is constituted? How can different aspects of
knowledge enrich the same object of study? What and how can we learn from each other?
How can we influence each other without hegemaony?

Education is at the same time also becoming one of the creative cultural practices and
this renewed interest in radical pedagogy has not only to do with questioning the status of
art as a commodity, of exhibition spaces as spaces of spectacles, of corporatisations of mu-
seums since these cancerns have been around for a while, but also with all sorts of issues
regarding the reinterpretation of histories, hierarchies of aesthetic values, different publics,
their participation, the authority of experience as well as the emancipatory role of the art-
ists and institution. Of course | am not talking about certain populist public sphere visions
neither about consumerist subject production here,

The main research points of our project are therefore critical reflections on various
relations between knowledge and power (on control of knowledge, of its legitimation, ex-
change, dissemination, co modification and instrumentalization) and ways of bypassing and
changing these. Knowledge is a manifestation of power but on the other hand also produces
subjectivities that will resist and change it; but first hegemonic production, reproduction,
representation, distribution of knowledge has to be challenged via cracking that very same
system / undermining the narrowing and demeaning process that pass under the name of
education/ with means of counter discourses, and keeping the autonomy of the subject in-
tact. Resistance is, as Suely Rolnik says, not in opposition to current reality in an alleged
parallel reality but its aim is now the principle that leads the destiny of creation. The process
of struggle should therefore not resultin a cloned territory but using instead the investments
of the Institution (of a museum, of a university, etc) and negotiating with it in order to keep
life as leading ethical principle and to prevent abstract space from taking over lived space.

Experimental University Rosario from Argentina developed the so-called “contact sur-
faces” with the State University but only with regards to reading/writing/intervention and
not to management. In the same way Radical Education is simultaneously within and outside
various institutional systems. The importance of this particular position lies in its possibility
forthe construction and support of “open spaces” or “spaces of encounter”. These are spac-
esof certain practices; counter models that decolonize orinterrupt certain methodologies of
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representations of space, which are dominate spaces in any society and which, as mentioned
embed ideology, power and knowledge.
Spaceisneveranunproblematicespecially since different socialgroups are placedinvery
distinct ways in relation to space-time; they can be collaborative, dialogical, antagonistical,
etc. According to Henry Lefebvre space is not only supported by social relations but is also
producing and produced by social relations. This interpretation of space is critical to recent
debates and narratives on relational aesthetics. Often a multicultural paradigm produces
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areactionary backlash; anindiscriminate and false tolerance and participation which leaves
everyane in its own place as Jorge Ribalta argues and such paradigm is politically useless,
because romanticized respect for differences prevents any real social change.

Radical Education is not interested in representing various forms of art activism neither
in translation of otherness but in the very production of space, where cultural and social dif-
ferences can approach each other by way of meaningful analogies within the same territory
with otherwords - in producing a different kind of spatiality, a space of autonomywhich is not
given but is always negatiating with its other extreme - instrumentalization and institutional
management on the other hand. Subsequently this means that knowledge is also socially
constructed and activities connected to it are social processes. We believe it is not enough to
talk about accessibility (access to works of art, information, transmission of knowledge within
institutions) but about ways on how to actually open up a system. The broad question Radical
Education poses and at the same time its aim are - how can operationally closed systems
such as art and educational systems create openness and how do these openings - “outside
thoughts” manifest in praxis or more precisely: How CAN MUSEUM CONTRIBUTE TOWARDS CONSTRUCTION
OF VARIOUS PUBLIC SPACES FOR VARIOUS UNPREDICTABLE PUBLICS AND VICE VERSA VIA CULTURAL PRODUCTION, CRITICAL
ENGAGEMENT AND EMANCIPATORY DIMENSIONS OF CULTURAL EXPERIENCES.

Or, inthe words of DG - how to prolong the act of creation, which always passes through
aliberated line?
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2.4. I know what is good for you'
projecte3*:
an experience of self-education and self-construction in a secondary school

Marilé Fernandez
Francisco Rubio
Adolfo Serrano

LaFundici¢ is a cooperative dedicated to educative services and cultural production
formed by ateam that has been working in these fields since 1999, Therefore, LaFundicid is,
among other things, a way to regularize our situation as cultural workers, as well as a tool to
start and control projects that put into practice our concept on education.

Briefly, we understand education as a disciplinary means and a way to reproduce estab-
lished discourses that must be overcome by horizontal and transversal processes of knowl-
edge construction strengthening agency skills of everyone involved. This indisciplinarityis an
answer to our interest in re-thinking the ways and places where knowledge is produced and
distributed, and it is based on the analysis and awareness of the links between knowledge
and power.

We are interested in ‘art education’ since the subject is, almost in Spain, a sort of blinds-
pot within the official curriculum and educational policies. This situation allows us, who are
not teachers, to enter the classroom
and work freely. We seek for partner
schools interested, at some point, in
transforming theireducational prac-
tices, proposing them to participate
in our projects. Staging our propos-
als as artistic projects allows us, in
some degree, to avoid bureaucracy
and try to override or, at least per-
vert, school as an indoctrination and
treatment device. From a radical
perspective on education, school-
ing has been considered as a means
of social control and disciplinarity;
projecte3* focuses on the spatial
and temporal uses and dispositions,
the rituals and routines, through
which students’ and teachers’ bod-
ies incarnate (pre)determined and
very concrete power relations.

We proposed to participate in
projecte3* the Joanot Martorell
Secondary School in Esplugues de
Llobregat, actually located in the middle of a road junction, at the entrance to the city of
Barcelona, surrounded by waste grounds and a few buildings. This environment was about
to suffer a radical change since it was planned to build a mall and raise office and housing
buildings all around the school. Since we had a good knowledge of the current context of the
center, we found interesting to analyze together with the students that would participate in
projecte3* the way those radical town-planning changes will affect their school or not. Due
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'The Head Teacher of Joanot Martorell Secondary

School speaking to the students participating in

projecte3*




2Many community based (art) projects deal with
so called ‘excluded’ or ‘marginal collectives'.
Forsure, from a socio-cultural and so called
‘statistical’ point of view, most of the young
students that have participated in projecte3*
would have beenrated as ‘marginal’. We never use
this word or even think in those terms since doing
so constitutes the fist step to construct marginality
and exclusion, covering individuals with
stereotypes that usefully serve strategies

of domination.

3 P.F. Monlau, Elementos de higiene publica

o0 Arte de conservar la salud de los pueblos,
Madrid, 1871, 3rd ed, p. 171, as quoted on Julia
Varela & Fernando Alvarez-Uria, Arqueologia de

la escuela, La Piqueta, Madrid, 1991, p. 47.

4Jacques Ranciére, El maestro ignorante. Cinco
lecciones sobre emancipacidn intelectual,

Editorial Laertes, Barcelona, 2003, p. 15.

°Ibid.

to the fact that this urban planning had been highly contraversial and rejected by part of
the population, while supported by the town council, the Head Teacher of Joanot Martorell
forbade us explicitly to treat the topic. Our position wasn't, in any case, to start a propaganda
campaign against or for the planning, rather it seemed to us a good excuse to tackle the re-
lations between the school and its environment. School can be seen as a sort of ‘black box’
that obscures its internal operation where pedagogues and psychologists are the ‘techni-
cians’ commissioned for applying the ‘treatment’ students will receive and control the flow of
inputs and outputs that circulate through the institution. One of the main aims of projecte3*
is to open up the box and allow multiple flows in any direction, from the inside to the out-
side and vice versa, osmotic exchanges and collisions. In organizational terms, projecte3*
would be a collaborative work between a co-operative of artists and educators (LaFundicid),
ateam of architects (Catargsis and Santiago Cirugeda) and a public institution (Joanot Mar-
torell Secondary School); on the other side, the project also proposes to establish ways and
mechanisms to allow the school and the community? to mutually affect each other,

For children and young people, school has become a quarantine space until they reach
adulthoad. It is well known that childhood itself is a historically constructed institution, from
agender perspective there are not too many differences between the historical construction
of the ‘woman’ and the ‘child’. Defining children as weak and fragile beings allowed segre-
gating them from their social milieu in order to indoctrinate them depending on the needs
of the industry and the modern nation-states. Education, in the form of universal compul-
sory schooling, becomes a powerful biopolitical tool. Just an example, the Catalan hygienist
Pere-Felip Monlau wrote in 1871; “[...] the worker is poor so it is necessary to help him; the
worker is ignorant so it is urgent to indoctrinate and educate him; the worker has wicked
instincts, so there’s no other resort than moralize him if we want societies and states to be
in peace and harmony, healthy and prosperous.”? Those are very well known processes, but
closely witnessing how the lack of capabilities and power is internalized by students prompt-
ed by a hard work of undermining self-confidence and will, is still strikingly shocking; this
is not an abstract procedure, there are really specific regulations and legislations on what
studentsare allowed to do and decide or not, and they can not be seen otherwise than disad-
vantageous. We like to think in Charles Fourier, the French philosopher and utopian thinker,
who proposed the age of being four years old when people should be legally recognized as
adults.

Qur position in the classroom has not been that of the ‘teacher’, the one who explains
what the other can’t understand by its own means, in fact, as Jacques Ranciere says, “[...]
explaining something to someaone is, first of all, demonstrating him or her that he or she is
incapable of understanding it alone”,* and even mare “Inability is the fiction that structures
the explanatory conception of the world. The explainer needs the incapable and not back-
wards, it is he or she who constitutes the incapable as such. Before being the action of the
pedagogue, explicationis the myth of pedagogy, the parable of a world divided into ignorant
and wise natures, immature and mature kinds, incapable and capable, stupid and intelligent
ones.” In the Joanot Martorell Secondary School, students are divided into three classes:
A, B and C that ironically correspond to the lowest, medium and higher level of students;
‘surprisingly’, group A has the higher rate of immigrants. Here can be seen how the difference
of intelligences and knowledge is constructed and, even more, how this ranking relates to
social and cultural exclusions. Our experience shows how many of the sharpest and com-
promised participants in projecte3* belonged to the A group, therefore we can consider our
work as ‘educators’ has been successful since it has allowed and encouraged students to
use their whole potentialities. If we want to become emancipatory ‘teachers’, what must be
abolished is the illustrate paradigm that instills in the pupil the idea of his/her own inability,
in order to make him/her dependent on our assistance to illuminate the path from the mud
of ignorance to the heights of true knowledge. Far from that position, our role has been that
of a consultant and facilitator of information and learning, means designer and chairper-
son, while students assumed the role of socially engaged and active collaborators. The use
of web-based technologies and applications has been crucial for this network, although it
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wasn’'t an abjective of the project; rather, the use of the wiki site, instant messaging or e-mail
has arose in a spontaneous way as part of the daily life of youth, the sacial use of technology
appears as another huge gap between this and school life.

projecte3* proposes to carry out a research on the relation between spatial layouts
and power distribution together with the students in a way that tries to deactivate the hi-
erarchical relations between teachers and pupils, establishing a self-managed networked
team where students, artists, teachers, and architects can share their own background ina
collaborative, mutual and harizontal process of knowledge construction. ‘Knowledge con-
struction’ can be juxtaposed to the regular way students passively consume prefabricated
discourses at school. This point is highlighted but the reaction of the Head Teacher when,
while presenting the project to the School Council, we argued that students could contrib-
ute with their own knowledge to the project and, so to say, ‘teach’ their teachers; faced with
this proposal the Head Teacher answered visibly offended: “What could students teach to a
team of professionals with more than thirty years of experience in the education field?”5 The
anecdote clearly reveals the way knowledge is validated from above within the schooling
system, discrediting and silencing the voice of students. The scheme’ below shows the way
curriculum is ordinarily established and besides it is the model our project wanted to test.

Current model Proposed model
Planners Students - - - Collaborators
Curriculum Apply, davélopa tools
Centres Curriculum
Teaching Staff Research and ‘self-learning
space
Pupils

projecte3* proposes to materialize alternative self-managed learning processes
through new spatial configurations. In this sense, students in projecte3* had started re-
search projects focusing in subjects of their own personal interest that shift from popular
youth culture to macro-political issues; activities and routines during the spare time were
also studied as another way to establish connections between the school and its social mi-
lieu from the perspective of students. projecte3* proposes to try out alternative education
models, in this sense, students had been engaged in different kinds of self-managed learn-
ing processes and strategies:

Group lectures and buzz group: Both students and members of LaFundici¢ had brought
tothe classroom textual and audiovisual stuff with regard to several aspects of the schooling
system. The texts, songs and clips had been openly discussed in the classroom in a dialogi-
cal and informal way. Some of the specific topics that surfaced were: ‘distribution of chairs
and tables’, 'knowledge legitimated exclusively by the teacher’, ‘the surveillance system
they underwent, from space distribution to the rules that forbid them to stay in the carridors
or the siren that regulates entering the classroom’, ‘the prohibition of cellular phones and
mp3 players the classroom’, ‘the misrepresentation of their interests inside the school’, ‘an
imposed curriculum they are not interested in’.

Personal research projects: Research projects focused in subjects of their own personal
interest that shift from popular youth culture to macro-politicalissues such like: teenage TV
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5During the same meeting, the Head Teacher
specified that the new space would be under
close control of the staff, completely

disregarding our claims for autonomy.

’This scheme has been kindly handed over by
Antonio Collados from Aulabierta, a project with
similar goals and methodologies to projecte3*
started by students of the fine arts faculty in
Granada (Spain). For more information on
Aulabiertavisit http://aulabierta.info/ and
http://www.lafundicio.net/wordpress/?p=38
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8 lvan Illich, Deschooling Society, Marion Boyars

Publishers, London, 1974.

series, pop-rock bands, tuning, the agoge, couple relationships, squatting, the G8, pornog-
raphy and many more; this research, as well as the whole working process, news or other stuff
related to the project is being published on a wiki site (http://projecte3.pbwiki.com/). The
wiki site is also a starting point to integrate the project in a wider network of educative, social
and culturalinitiatives at local and global scale.

Peerlearning: In collaboration with Catargsis architects, students had developed a com-
plete study on their usage of space taking into account parameters such as surveillance,
study, freedom, opportunity, hate, fun/pleasure or prohibition, tracing a kind of psycho-ge-
ographical cartography of the school.

These analyses have been useful when designing a physical space where to put into
practice new forms of self-education tested during the personal research projects; the new
space, also designed in collaboration with Catargsis and the architect Santiago Cirugeda,
would be a self-managed space where students will carry out their research projects, a
meeting place -not only for students but for the whole community-, a place for debate and
discussion on education and, also, a place for leisure and spare time, not necessarily tied
to school timetables. The Cartesian distribution of tables and chairs oriented towards the
leading position of the teacher should be

replaced by a more flexible and undeter-
mined one that would allow students to
carry out different tasks simultaneously,
open access to information (not placed
in a segregated space; internet room or
library) and finally, a space that would
blur the border between the inside and
the outside.
projecte3* not only deals with self-
management of education and space, but
evenmore with self-construction of space
itself. Self-construction could be seen as
a mere symbolic gesture, but our experi-
ence shows us that, for the students, self-
constructioncanbe an effective tool - yet
costly - to reclaim and regain autonomy.
projecte3* is still a work in progress
in its very early stages, but during this
beginning it has come across serious ab-
stacles. In Spain, innovation has become
one target of educational policies since
education itself has been opened to a pseudo-market where schools might compete for the
‘best’ students. But, what kind of innovation are technocrats talking about? when innovation
implies a deep change at some point in the way school operates and ‘produces’ education,
when it deactivates school as a ‘treatment’ device - in terms of lvan Illich® - is strongly re-
jected by the bureaucratic apparatus, arguing pedagogical, curricular or disciplinary regula-
tions or ‘security issues’, a keystone of the contemporary educative system, that has turned
school architecture into an architecture of fear, surveillance and control.

In Western countries, knowledge, creativity and innovation as well, have been placed at
the heart of capitalism; those constituents of contemporary means of production are not ho-
mogeneously distributed among workers leading to new forms of social stratification where
the lowest layers are occupied by immigrants, women and the less favored heirs of the ‘old’
proletariat. Nowadays, school has the mission to ‘produce’ a huge amount of non-qualified
workers that will cover the need for non-qualified work on telemarketing, couriers, bars and
hotels, domestic and healthcare work... resembling that of the mass of workers that entered
the factories in the beginning of the 20" century. It should be noticed that many of the initia-
tives of self-education we've traced all over, had been carried out by higher education stu-
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dents that, at some point in their academic career, have the will to regain control over what
they learn and the way they learn it, encouraged by the mediocrity of their syllabus; even
more, a great number of these initiatives come from the arts sphere. If we consider, as Paolo
Virno suggests®, that cultural industries have been a test field for new forms of flexible life
and labour under the new conditions of Post-Fordist production, would it be a misconcep-
tion considering self-education as the test field for its training needs? This is not, of course,
acallto conservatism, on the contrary, we should become more aware and persistent on the
‘emancipatory’ aim of our projects; on the other hand, it also becomes peremptory, thinking
which response could be given, from aradical perspective on education, to those who incar-
nate the crisscross of power relations going through institutions and specifically, the school-
ing of which is discouraging, implies a loss of self-confidence and power and, ultimately, is a
means of instruction, social control and rank assignment,

ANNEXE I (story of a ‘poisoned candy’)

After five months of intensive work, the project experienced a sudden and positive turn:
the Saragossa’s City Council has handed over Santiago Cirugeda forty prefabricated homes,
part of a settlement that was to be scrapped. One of these homes of forty-two square me-
ters was going to be assigned to projecte3* for the construction of the future self-managed
educational space. The home consisted in three modules that could be easily transported
and assembled on site; the School Council, with the agreement of the Head Teacher, stu-
dents, parents and teachers representatives decided to place the home in the school’s play-
ground.

Inthe evening of May the 2", two lorries carrying the three modules arrived to the Joanot
Martorell Secondary School. Early in the maorning, the 50 tones crane that needed to pass the
modules over the walls began the unloading, students participating in projecte3* run out of
their classes and, just like ourselves, watched exited and expectantly the first maneuvers.

Around 2 p.m. the Secretary came gesturing for us to stop the operation. The School Di-
rective Board, overlooking the School Council resolution, had decided the modules couldn’t
be admitted because they were damaged and aesthetically not suitable. A sort of crisis cabi-
net was called for; during this meeting we confirmed what before we could just assume: the
‘embodiment’ of the project in an architectonic - yet precarious - object, drove the hierar-
chical power, incarnated in the figure of the Head Teacher, to radically abort the project. The
arguments expounded by the School Council outright revealed the fear of the unforesee-
able, a blemish for the established order: the prefabricated home was seen as a source of
infection that would attract collectives considered as undesirable and ‘dangerous’, in their
own words, ‘gypsies’, ‘Rumanians’, ‘prostitutes’, ‘junkies’ and ‘couples that would come to
fuck’ - if the latter can be seen as a ‘collective’. The prefabricated home was itself defined
as ‘a dangerous place’ that would become ‘conflictual’, was considered ‘tacky’, ‘dreadful’
and ‘inadequate for the students’. Even mare, when placed on the playground, the modules
‘would hide a part of it that would not be under control’.

With blatant disregard for the will of students, the project was canceled.

LaFundicig'®

ANNEXE Il

projecte3* has been carried out during the last six months at the Joanot Martorell sec-
ondary school in Esplugues de Llobregat (Barcelona, Spain) with the participation of 25
students and the collaboration of Catargsis and Santiago Cirugeda. Catargsis is a collec-
tive of architects that understand architecture as a technology. Like etiology, conductism
or ergonomy, sciences all very close to pedagogy, architecture is an instrument that histori-
cally, hasn’t had the obligation to be accountable for its aims and social goals, neither treats
‘power’ in an explicit way'. On the other side, Santiago Cirugeda® is also an architect that
employs legal voids in the search of urban situations that could foster new opportunities for
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citizens; his work is often based on ephemeral and prosthetic interventions, strategies of
occupation and recycling.

ANNEXE I

projecte3* started in an educational center of Baix Llobregat region, as an elective
course with two teaching hours per week. Started in the 2006/07 school year. The Head
Teacher supported the project because he saw how pupils were integrated and interested in
what they were doing.

The course implied the installation of a prefabricated module that pupils may tune in or-
der to program every sort of activities, both edu-
cative and recreational, for people of all ages. We
borrowed the prefabricated module from San-
tiago Cirugeda, who brought it from Zaragoza.
The Head Teacher, seeing the state of the module
wasn’'t good enough, refused to install it inside
the school, he argued pupils would get hurt and
he would be responsible for it. Since the Head
Teacher didn't allow us tainstallit inside, we were
forced toillegally locate it in aterrain besides the
school, property of the Education Department -
this terrain is really a waste ground, and in the fu-

ture it will be enclosed by a near construction on
the property of FIATC Corporation.

The module has been staying there for three
months, when someane from the Education De-
partment phoned to advise us that the mod-
ule should be maved away from the terrain in
less than five days. We went to ask the person
in charge for the FIATC construction to keep the
module until we found another location, he agreed but only until October the 31,

While FIATC has been keeping the prefabricated module, we've been trying to have a
meeting with the Youth and Citizenship Councilor of Esplugues City Council. As we didn’t get
any reply, we filled in an official request and now we’re waiting for an answer. If we don’t re-
ceive any response before October the 31, and then we have no place for the module, we'll
have no other choice but to squat the waste ground of the Educative Department.

Montse i Nuria Vallbona Torrent
(4t degree students at Joanot Martorell Secondary School)




2.5. East - Dance - Academy

Working notes by

Janez Jansa,

Bojana Kunst,

Aldo Milohnig,

and Goran Sergej Pristas

premices and concept

The great advantage of contemporary dance as one of the youngest art disciplines is its
permanent articulation and re-articulation. Although it is still struggling for its own institu-
tionalisation in most parts of the world, we may say that the greatest chance for dance is to
establishitself as a practice of permanent re-articulation rather than adiscipline. This would
be possible only if dance were understood as a cultural and mental paradigm, rather than a
mere gesthetic discipline.

Education in contemporary dance is still rarely found. If it does exist, it is mainly based
onthe master-student relationship, on the situation in which someane’s personal knowledge
is objectified in the moment of transfer to those who are exposed to the transfer of knowl-
edge. The objectification of personal knowledge is possible because of the authority of the
situation, which authorizes the master as the bearer of knowledge. This situation has rarely
beenreflected upon, since dance education has been established as an extension of general
education, constructed as an ideological apparatus of the state. Education in dance under-
stood as a discipline means to discipline a student, to prepare him/her for the reproduction
of the master-student matrix in the choreographer-performer situation. If general education
inschools trains us to become good citizens, dance schools train us to become good citizens
inthe profession of dance; to become an always and already stand-by working power,

The idea of the East - Dance - Academy is based on the fact that we can still rarely find
regular dance education in Eastern-European countries (the same holds for southern and
northern Europe). The knowledge of dance is fragmentarily imported via students who have
been educated in Western Europe or in the United States. Mostly, they are trained danc-
ers, who visit schools and workshops and import the acquired technical knowledge. Local
dancers are educated through the knowledge of a returnee or through workshops where the
knowledge of a western master is compressed in time and space. Therefore, everything we
know in dance is based on the institutionalised dance knowledge from the West. And dance
knowledge in the West is mainly institutionalised as the knowledge of the master.

The East - Dance - Academy should definitely have a completely different name, but for
the purposes of its initiation, its present title is sufficiently associative and provocative to
keep the debate sharp. Its potential program, structure, institutional frame ... they should be
based not on the compilation of the existing Western models, but on rewriting the European
dance history, which should include the specific dance history of Eastern Europe.

rewriting the history of european dance

An urgent issue in dance is to redefine the European dance history: to substitute it by
one that would not be determined by Western parameters or based on aesthetic evaluation.
That approach would be something that we might call political aesthetics (analogous to the
political economy).

Dance as an art form has always been considered an art form of democratic societies.
Thereis noother art form that would be so closely linked to contemporaneity (modern, post-



modern, contemporary) and freedom as dance is. Dance is an art form par excellence of the
first world, the democratic and free world.

Itis not surprising that the official histories of contemporary dance do not mention dance
in non-democratic sacieties. There is only folklore, ballet and the military parade — all of
them being forms typical of pre-democratic regimes.

Even in the second and third world countries, the history of dance as an art form is seen
entirely through the eyes of the West, If there is a dance history, it is the history of some stu-
dent of a great Western master, mostly Laban, Wigman, or Palucca.

The history of dance is not understood here as an institutional history with its developed
white areas and black spots, which comes very (suspiciously enough) close to the geopoliti-
cal mapping of the Western world. What interests us is precisely this ‘different history’, which
Derrida defines as the “history of paradoxical laws and non-dialectical discontinuities, a his-
tory of absolutely heterogeneous pockets, irreducible particularities, of unheard of and incal-
culable sexual differences...”" What one should do is to map the spaces and the articulation
of bodies differently, to disclose the histary of events and the affirmations of dance through
other forms. Such histary can reveal that the history of dance in the West has existed all the
time, but as the domain of material, bodily transition of genres and recognised forms.

What one should doistodetect and find those places, areas, and events where dance has
been piercing through. If we take the example of our close environment, then performances
by the conceptual group OHO and the Pupilija Ferkeverk collective of poets (both active in
Sloveniain the late 60’s), Kugla glumiste and Milana Bro$ (both active in Croatia in the 70’s)
were the places where dance was piercing through. Dance could not find its own institutional
status until the communist regime had started to decline (in the 80’s), but it was constantly
present and emerging in those fields that were the so-called fields of experiment — visual
arts, experimental music and theatre, performance art ... The critical interpretations of per-
formances by Pupilija Ferkeverk say that “they used elements of dance.” But actually it was
vice versa — it was dance that had found its way into their performance, however poetic this
may sound. To put it simply, the notion that dance did not exist in non-demaocratic societies
is a highly questionable thesis and the urgent thing to do is to redefine the history of dance.
Thiswould also shed a completely new light on the processes that have been going on in the
European dance over the last 10 years.

If we look at the work of the Croatian-based BADco., the Slovenian choreographer Nina
MesSko, Romanian Eduard Gabia, or the Estonian group United Dancers of Zuga — to men-
tion just a few — we can see that its origin lies in something that we may call dance piercing
through.

east

East is not only a geographical category, it is also a political notion, as well as a mental
structure.

There are, however, hidden histories of the East, histories that some researchers even
cansider impaossible (cf. Impossible Histories. Historical Avant-gardes, Neo-avant-gardes and
Post-avant-gardes in Yugoslavia, 1918 - 1991, edited by D. Djuri¢ and M. Suvakovi¢, MIT Press,
2003). In order to create the preconditions for these histories to become possible, there
should be evidence of a third history included in the canonic dance historiography. On the
other hand, many performances that were produced in Eastern-European countries in the
last few decades of the 20™ century incorporated not only material elements of dance but
- and that is even more important — a mental operation of “thinking-through-dance”, which
was not merely aesthetic, but also had important political implications. This fact of dance
piercing through other media and genres was also related to the status of art production
at that time and the lack of institutional background, supporting infrastructure, etc. In the
Eastern context, dance and performance arts were produced in rather poor material condi-
tions, in a spantaneous manner, and even on the edge of political or/and cultural incident,
Furthermore, performers were coming to the performing arts from different artistic contexts,
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i.e. literature, fine arts, art history and theory, etc. Usually they lacked any specific dance
education.

There are many vectors of research, which point to various directions. One of them might
be an analysis of the (cultural, political, economic...) context and mapping of dance produc-
tion that was geographically located in the East. Maore precisely, it should include not only
artistic production of performances, but also theoretical production, i.e. dance theory that
was (and still is) well developed and innovative in that part of Europe. Another vector of re-
search might be amore relational approach, comparing East and West as mental categories,
with their own patterns and presuppositions. In this context, it could be productive to work
with arange of notions that might be a good starting point for such theoretical operation. For
instance, the list of the so-called “7 sins” of the East as it was constructed in the framework of
the 7 Sins exhibition in Ljubljana (Museum of Modern Art, Ljubljana, Becember 2004 / Janu-
ary 2005). These “sins”, which are allegedly typical for Eastern Europe, would be collectivism,
utopianism, masochism, cynicism, laziness, non-professionalism and love of the West.

Rather than thinking in aesthetic terms, we are interested in “coming out” of the dance
habitus of the politically and ideologically dense societies of the East. Although there is noth-
ing essential about the East as such, there is at least a persistent idea of transitivity that was
always assigned to the former political regimes of the East in terms of transition from social-
ism to communism, then from fake communism to wild —capitalism, etc. This never-ending
flow/flood of transition(s) is in fact something like living in a constant trans, i.e. in a state
of art that is always in mation, in constant transformation, transition, and translation. Mo-
ments of transgression, of subversive singularities rather than massive oppositional cultural
practices, are at the same time chains of transitional moments with their intrinsic potential
totransform both space and time, to shift the co-ordinate system in which the artwork is pro-
duced. In other words, the specific quality of transition comes out of an intensive approach
tothe debate on the ‘transitional moment’ (here and now) rather than the transitional period
(understood as a massive time metaphor, in which one acts now and then), which demands a
reconnection of our optic and sonic links to the world we live in through a different approach
to the production of time. In the process of transition, of becaming the same, only more re-
distributed and actualized, one is always late, especially in comparison with the engaging
speed of capital. Mental sets that we call “dance” are trans-positions of thinking, which are
graspable in a metapharical, yet material (traceable) way.

dance

The problems that East - Dance - Academy is formulating are not relevant only for the
Eastern-European context. We do not think that there is anything essential about Eastern-
European Art, but this longing for essentialism produces an over-identification with the
Western imaginarium of the East. In fact, it seams that the problems we are dealing with are
becoming mare transparent once they are on the outside of thisimage, being a part of it, but
also athreshold to its sphere.

The dance piercing through is, therefore, not a phenomenon that we wish to pursue in
comparison with the disciplinary history of the Western dance. What we would like to do is to
isolate dance as a cultural category that still produces a sort of discomfort within the aes-
thetical disciplinary debate. And that is because dance is still predominantly perceived as or
accused of self-expressionism and romanticism, of freedom from all meaning.

This leads us to the necessity of exploring the cultural category (strategy) of dance as
a non-disciplinary form of expression, emerging from and piercing through other discipli-
nary forms of art, such as performance art, music, film, etc. Therefore, we will focus on the
reconstruction and archaeology of the emancipatory strategies of art production in Eastern
Europe, in which dance has pierced through and inscribed a lightness of thinking in favour of
joy, creativity, and improvisation.



unprofessionalism

“The unprofessional attitudes that have allegedly been characteristic of Eastern Europe
arereflectedinworksbyartistswho areinterested precisely inthe potential of such attitudes.
First, not being professionalmay imply asincere and “loving” (amateur) approach to acertain
field. Unprofessional and non-professional attitudes developed by artists and social groups
are directed not only against structured work procedures and established ways of relating,
but also against the marketplace. Such attitudes imply joy, improvisation, and creativity.
Additionally, it is possible for artists to enter numerous fields in which they are by no means
professionals and to work within, and with, these fields, offering new insights, approaches,
and perspectives as well as, sometimes, criticism.”

Quoted from the concept forthe 7 Sins exhibition, Modern Gallery in Ljubljana

The fact that the Eastern-European visual and performance artist is engaged in dance
and takes part in language inevitably leads to the discussion on the formative categories
of choreography and performance as metaphors in favour of thinking dance as a cultural
rather than merely an aesthetic category. It asks for re-approaching the expressive char-
acter of dance, but also, beyond the paradigm of self-expression, for redefining dance in
accordance with the philosophical concepts of “lightness” (Nietzsche, Badiou), Gelassenheit
(Heidegger), “weak thought” (Vattimo), “whatever” (quodlibet) (Agamben), etc.

The strategies of dance should be rethought in the light of emancipatory will, opening
up towards the material change, the passion for reality. There is a risk that those strategies
will remain ungraspable or non-objectifiable, but we should also think about the field of art
as asort of space generated by technicity, a discovery of practical methods of ordering and
structuring, which do not guarantee results, but nevertheless generate powerful effects,
products of social and cultural change (Elisabeth Grosz).

academy

It seems to us that today we should start thinking from the beginning and consider a ge-
neric model of production and exchange of knowledge in art, escaping the idea of acentrein
opposition to which periphery is configured, that we should open the highways of knowledge
between old and new institutions, those that still need to be defined.

There are several steps that need to be taken:

1. One should formulate a model in which the consumers define the type of knowledge
they wish to obtain (there are modified variants on the black market of knowledge);

2. The existing institutions for the production of knowledge should not be perceived as
competitive or opposed; instead, they should be integrated in the network of other institu-
tions and non-institutionalised subjects in the production of knowledge, which would erase
the difference between centre and periphery and introduce a new dynamism in the distribu-
tion and exchange of knowledge;

3. One should consider forms of knowledge production and transmission that exclude or
postpone the appropriation of knowledge by institutions, since forms of knowledge within
the network should remain a sort of public good.

Under the term of generic model, we mean a certain non-identitarian type of education,
which is again a tautology, since it screams out the fact that it is happening in art. Therefore,
it means running away from the representation of the state of things, but at the same time
running towards the edge of an abyss, where the situation can only be observed from behind.
In away, that is areflection of transformativity in art; learning how to look through and from
art rather than learning how to create art. Hereby, we are necessarily entering a paradox
where the ‘theatrocracy’ becomes rather interesting, though not as an identification with
the spectator’s gaze, but rather as the artist’s effort to learn how to become an observer by
looking from his or her own work and than backwards through it.
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future steps
0. Sending information about EDA by mid-June 2006

1. Research on the 3 concepts - East - Dance - Academy - understood as mental sets

- Maska, Frakcija, TkH - common issue on the 3 concepts in the fall 2007

- Archive of the case studies - Slovenia (Pupilija, OHO...), Croatia (Kugla, Milana Bros, T.
Gotovac...),

- Application for research grants

2. Establishing a network of researchers and education partners

- Maska (Ljubljana), CDU-ADU (Zagreb), Czech Theatre Institute (Prague), Kanuti Giildi
(Tallinn), TkH (Belgrade), Per Art (Novi Sad), National Dance Centre (Bucharest), Tanzquarti-
er (Vienna), Art Workshop Lazareti (Dubrovnik), Lokomotiva (Macedonia), International Fes-
tival (Stockholm) ...

3. Presentation and debates about the projects in cities with a dance scene, but with no
permanent professional education

- Zagreb, November 2006, Conference on EDA

- Vienna, Tanzquartier, January 2007

- Documenta publication on education, spring 2007

4. Pilot situations of the translation of knowledge (rehearsing methods of the translation
of knowledge)

- Translation of knowledge as production of knowledge

- Open dialogues on the dramaturgy of performance

- Demonstration of reconstructive approaches

5. International “Festival of knowtedge” - festival as a place of celebration of (exchange
of) knowledge

- Exchange of art practices, research methods, network experiences, protocols of knowl-
edge, dissemination strategies

- Synthesis of the first 4 points

(As of June 5th, Vienna, written by Emil Hrvatin, Bojana Kunst, Aldo Milohni¢, and Goran
Sergej Prista$ within the framework of the Education Acts project: Artistic positions on the
current debate on education

A project of Tanzquartier Wien in cooperation with the Faculty of Philosophy and Educa-
tional Science and the Institute of Theatre, Film- and Media Studies; University of Vienna)
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2.6. Highways of Knowledge
Center for Drama Art

Oliver Frlji¢

Within CDA there is a permanent activity dealing with education. Within the program Ac-
tion/Fraction, initiated in 1999, a series of lectures, presentations, video-projections, and
workshops were held, led by or in which various artists, artistic groups, and theoreticians
from the field of performance arts (Wax Factory, Ong Keng Seng, Jon McKenzie, Hooman
Sharifi, Boris Charmatz, Goat Island, Micheal Hardt, Thomas Lehmen, Michel Uytterhoeve...)
took part. Within the program Action/Fraction, international conferences Unclear/ Unsta-
ble/ Incomprehensible, Group Dynamic, and Politics of Virtuosity were also held (participants:
Baz Kershaw, Jackie Smart, Joachim Gerstmeier, Bojana Cveji¢, Goran Sergej Pristas, Bojana
Kunst, Petar Milat, Tomislav Medak, Lada Cale Feldman, Heike Roms, Marin Blazevi¢, Georg
Schoéltlhammer, Chris Mills, Matthew Goulish, Lin Hixson, lvana lvkovi¢, Hooman Sharifi, Emil
Hrvatin, Aldo Milohni¢, Susanne Winnacker, Marten Spangberg, Ric Allsopp, Alan Read,
David Williams, Dragan Zivadinov, Bojana Kunst, Neboja Jovanovi¢, Ana Yujanovi¢, Miran
Mohar, Charles Esche...). Together with Academy of Drama Art in Zagreb and Ghio University,
Athens, Ohio, CDA initiated Imaginary academy in Groznjan within which a series of work-
shops was also held.

In 2007 CDA continues with its educational program through the Highways of Knowledge
project but trying to reflect conditions of knowledge production and models in which this
production happen. Existing educational models on the local scene (institutional, but most
often also outer-institutional) include more or less modified variations in which there is a
clear and invariable division to producers, distributors, and consumers of knowledge. These
models include reflexive space in which conditions of production themselves would be con-
sidered. They are dominated by verificatory instance which determines what knowledge is,
which ways of its transfer are allowed, and when the transfer of knowledge was sufficient.

With the Highways of Knowledge project, CDA wants to instigate a broader consideration
of existing models of knowledge production. The aim is not to make an alternative model to
the existing ones, which work primarily on accumulation and hierarchization of knowledge,
but to see which way they can be included into a broader network of knowledge production
in which number of active subjects constantly rises dissolving thus the idea of centralized
knowledge production that includes and controls forms of distribution as well and potential
consumers.

In the context of broadened concept of knowledge production, this project will also deal
with specificities of art as knowledge production, as well as with the macro-economic di-
mension, which the prevailing market insufficiency of art tries to include into its logic. The
emphasis will be put on market condition in which general alternation between knowledge
and art is being established, as well as on the situation in which knowledge and art happen
in the same mode of production.

The Highways of Knowledge project will be realized through four segments.
1) This segment will include possibility for each and any individual participant within a

limited time (30 minutes) to have a chance to talk with experts from various fields (theatre
directors, dramaturges, choreographers, custodians, theoreticians, and others). During this
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time, through narrative form, they will gain certain transfer of knowledge, with the passibil-
ity to modify on-site the form of transfer itself, as well and types of knowledge transferred.
It is important to emphasize that the communication between expert and participant al-
ways happens in the form “one to one”. This segment will be realized in cooperation with the
project Blackmarket for Useful Knowledge and Non-Knowledge proponent of which is Mabile
Academy from Berlin. Topics to be treated are: dancers’ education, non-professionals in dis-
ciplines and educational dispositives.

2) Second segment includes cooperation with the program by Multimedia Institute £x-
changed Skill (Razmejena vjestina). During the CDA’s cooperation with this program within
the symposium Protocol: Systems and Records, when we tried to recognize which are opera-
tive qualities of informatics protocols in performing arts, it proved that precisely encounter
of experts from such different fields (performing arts and informatics programming) pro-
duces a new knowledge. Significant quality of the knowledge produced this way is that it is
not laden with the idea of verification, but is developing in applicable possibilities in which
each participant in his production finds himself. Together with the quality of knowledge it-
self, this segment wishes to put emphasize also on possible conditions for production of new
knowledge, to discursive differences and way in which their by-products can be included in a
broader economy of knowledge. Within the cooperation with the Exchange of Skills program
we will continue to deal with the topic of protocol, and will also start with topics: models of
deciding in different types of performance and (ir)reversibility in knowledge transfers.

3) Third segment will include international experts from different fields who will, unbur-
dened from the experience of existing educational models on the domestic scene, be put in
situation to teach participants the knowledge outside the field of their expertise. This way,
beside the knowledge production itself, we wish also to consider the meta-production in
which knowledge about knowledge production is produced. Idea is creation of situation in
which the concept of knowledge is constituted in different conditions, in the process, through
constant discursive moving and always new re-distributions of power. Triad producers-dis-
tributors-consumers of knowledge becomes thus unviable because its presuppositions are
annulled. Expert and participants are put before the task of dealing with invention of new,
faster, shorter-term, and more effective strategies for production and transfer of knowledge.
Topics: auto-cathalic interchange in knowledge production, surpluses and appropriation
and anything goes (and stops).

4) Fourth segment are dramaturgic trainings the CDA conducts in cooperation with its
partners from the region: TkH (Belgrade) and Maska (Ljubljana). Trainings are perceived as
opening dialogue about the process of emergence of works from the field of performing arts.
Team of dramaturges comes to a certain environment in which they are not active partici-
pants, unburdened from local dynamics, and attending rehearsals of projects still in their
developing phases. After that, a conversation with authors of the projects follows in which
presuppasitions and conditions in which the project emerged are discussed, as well as aims
and developing directions of the project.

End of each event, except the dramaturgic trainings, will include public presentation of
what was produced in each segment, after which public discussion with guests will follow
which will be thematized by dynamics of knowledge transfer in different (outer)institutional
frameworks.

Contributors of the project:

Florian Malzacher (dramaturge, Graz)

Gordan Karabogdan

Jan Ritsema (directar, Amsterdam)

Aleksandar Ili¢ (Professor at ALU, Zagreb)

Hannah Hurtzig (curator, Berlin)

Antonia Majaca (curator, Zagreb)

Bojana Cvejic (theoretician of performing arts, Belgrade/Brussels)
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Marcel Mars (media activist, Zagreb)

Marin Blazevic¢ (historian of theatre, Zagreb)

Rabih Mroué (director, Beirut/Paris)

Xavier Le Roy (molecular biologist, choreographer, dancer, Berlin)

Ana HuSman (video-artist, Zagreb)

Branko Brezovec (Professor at ADU, Zagreb)

Marjana Krajac (choreographer, Zagreb)

Stefan Kaegi (leader of the group Hygiena Heute, Switzerland/Germany)
Slaven Tolj (performer, leader of the ART workshop Lazareti, Dubrovnik)

Spaces: Studentski centar in Zagreb, gallery Miroslav Kraljevi¢, printing office Borba.

Project bearers: Goran Sergej Prista$ and Oliver Frlji¢

translated by: Nada Jacimovic
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2.7.Nomad Dance Academy

Dragana Alfirevig,
Dejan Srhoj et al.

symposium Inbox

dejan srhoj ton_d_a, guidoreim
show details 24 Sep 2007
hello everybody,

i was at bitef festival in belgrade last week and part of the festival was symposium on
self education. (also dragana and dalijo were there) in the public there were theoriticans and
practitioners like jan ritsema, bojana cvejic, ana vujanavic, katerina zakravsky and others. i
would like to share some remarks and observations they had after i presented nda.

they asked two things. first, why do we callit balkan educational program. ‘balkan is con-
struct, it is an age of post-identityt therefore idea of balkan can not not exist anyomore,
balkan evokes so many emotions...’

then dr.suvakovic said ‘you need to construct a new idea of balkan, not just mention it
and let the observer without anything’

the other thing they asked was what do we mean by creating a unigue dance scene. why
unique, why a scene when we are all so different...?

ritsema said; i don’t have problems with balkan, just don’t become elitistic, let anyone
interested to know of what you are doing or be a part of it’

so, i found out that balkan is a good term to provoke, to play with, but we need to work on
it. also utopian idea about balkan scene is great, but what is the model of a scene in society
of individuals?

best, dejan

p.s this mail is send to nda group and guido

tamara TALA ton_d_a
show details 24 Sep 2007
hi,

this symposium sounds great!

| agree that balkan is good term - all reasons Dejan mentioned.

I see idea about BALCAN DANCE SCENE exactly about our differences working
and exchanging together, that makes it “unique”, cooperating and developing our region -
that helps all of us to develop individually... regionally...

thatis art all about, sharing all...developing...experiencing...discovering...

kiss Tamara
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Bojana Mladenovic ton_d_a, guidoreim
show details 25Sep 2007

hello dears,
a few thoughts on (pro)posed questions:

i tend to think that we are using the term balkan already in very loose way and i think our
main utilization of it is strategic in my opinion.

loose way means that we (who established BDN) are defining which countries are balkan
and which not. and we are making choices ad hoc- for this moment in time (regardless how
many actual years it will last) and without claiming that this is only possible balkan. there
are as many balkans as arganizations and people that want to name it like that (well this is
quite post-identity statement). anyway my point is that we are not claiming any universal
truth - nor we are establishing something that has aim to impose itself as right, proper or
only good (by stating this we are positioning us as peaceful entity that tends to operate in
this world in good and collaborative manner with any other entity: country, region, group of
artists, individual artist, project etc.)

second: strategic positioning has (hopefully) two impacts:

on happenings inside what we call balkan

on what (what we call) balkan can bring into larger picture (e.g. into construct called
europe)

above mentioned impacts can be reached through “seducing” potential financial sup-
port from within our construct and from outside of it’s “borders”, basically because the aim
is to create conditions for standing on equal grounds (with those that we don’t consider bal-
kans for this occasion)...

whatifind important in searching the answer to what do we mean by “unique”, is our clear
positioning ourselves as group of artists that are aware and able to constructively and criti-
cally (re) think our very position. by that i mean that we are aware that contemporary dance
is (another construct) western product. that until now what was most often done in balkans
is taking for granted and often non-critically implementing styles, forms, ideologies that had
their natural birth (by) somewhere else.

what we are trying to do now is for the first time entering into the DIALOGUE with contem-
porary dance practices rather than as until now, being TOLD.

and as for becoming elite it is a good question do we/when is the moment to open it up
to artists regardless belonging geo-politically to any proposed area, but elite is quite big
word.

i think that in this moment NDA is an art-educational project but it is also in a way social
(in sense of social system). in our pro(su)posed balkans the element of no structural support
for development of contemporary dance is the fact that creates this area being more clearly
distinguished from european (non balkan) area where it is structurally, institutionally, finan-
cially organized already in last few decades.

so thisis the fight for providing people in this area with the (infra)structure thatis neces-
sary and that is responding to urgency for its existence.

this is our beginning position and first steps. i am looking fwd to a near future moment
when the NDA program will be opened to just anyone. that moment is not yet now[ here | talk
about the beneficiaries - students of the program - the exchange on all other levels and
openness is already happening].

kisses to all,
bojana
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Von: guido

Datum: 26. September 2007
An: dejan srhoj

Betreff: Re: symposium

dear dean,

what does that mean: don‘t become elitistic

and after representing NDA today in the danceweb meeting today, | just have the idea
that you and | are presenting two total different stories about one hope on two places in the
world an all our listeners are hearing even mare individual stories. words are funny and there
is space in-between our thoughts - always.

guido

p.s.:maybe | have to explain the need of uniqueness better. its not better or outstanding,
itis meantin terms of ,different”, very simple like your left hand to your right one or one oak-
tree and one birch tree. they are so different and beautiful if the are what they are and don‘t
want to be something else.

Am 27.09.2007
schrieb dejan srhoj:

dear guido,

when ritsema said program should not become elitistic, i said that we are not able to
move 100 people around the region, and he said something like ,of course not, just make sure
that what you do also others can approach or get to know.' that's it. i think all of us

engaged inndawant it to be an open project, but of course we still need to clarify openin
what way, how to structure this ,openness’ within the project and so on.

remark to personal stories on the project: yes, maybe we presented the project in differ-
ent ways or maybe the listeners were very different. do you think that a project needs one
and the same story?

best

dejan

From: dejan srhoj

To: bojana

Sent: Monday, October1,2007
Subject: balkan

ciao bojana,

znaci, sajedne strane mi konstruiramo ideju balkana zbog strateske pozicije. a sa druge
strane mi stvarno stvaramo balkansku scenu, kao nesto razlicito od zapadne scene. i tek
scena moze da postane partner u dialogu sa zapadom.

aliidalje se pitam sta stvara scenu? ako to nije ista estetika, niti ista filozofska, teoretska
pitanja na koja odgovaramo, onda su to slicni uslovi rada, slicni politicka i kulturna realnost i
istorija i zajednicki projekat konstruiranja nove realnosti.

sta mislis?

pozdrav

dejan



Re: balkan...

Bojana Mladenovic
Monday, October 1, 2007
To.dejan srhoj

dragi dejane,

da probam ovako (btw, uzimaj uvek moje reci kao glasno razmisljanje i uvek zamisli znake
pitanja umesto tacaka na mojim recenicama):

paitascena je konstrukt koji mi pravimo. ona u svojoj hererogenosti moze samo da raste
i da se razivija. ja bih licno bilo protiv ikakve homogenizacije, izjednacavanja, upeglavanja.
takodje ne bih nam dala za pravo da unapred odredimo ideolosku poziciju kao kriterijum za
pripadanje/ nepripadanje sceni.

ono sto mislim da je vazno jeste upravo ta trka sa zapadom koja nas je do sada (iz kultu-
roloskih, ideoloskih, infrastrukturalnih, etc. razloga) ostavljala par koraka iza njih, da sada
ta trka postane paralelna uz cak povremeno trcanje po istoj liniji a povremeno jedni pored
drugih. tako da “ispred” i “iza” postaju irelevantni. da se uvek nudi nesto kao pitanje/problem
i kao nesto sto otvara prostor za “drugog” da udje u dijalog (te da iz dijaloga i jedan i drugi
izadju promenjeni, novi).

ali ne neminovno da smo razliciti, kao i ne neminovno da sma isti - jer vec jesmoi jedno i
drugo te nema potrebe to potencirati.

mislim da je jos jedna kljucna rec: potrebno (necessary). mi treba da radimo ono sto je
necessary in this world in this time. samo tako ce se “granice” polako brisati i “mi” (ma ko
god mibili - jaili ti licno, ili slovenacka scena, ili jedna hrvatska kompanija, ili ova nasa mala
druzba (sane malim ambicijoma doduse), ili amerikaili...) postajemo relevantan, neophodan
“igrac” sa svim ostalima “mi”. samim tim mi i mi pocinjemo da cinimo “nas” nema vise “njih”,

uh sad se upetljah vise nego sto je neophodno. ali u svakom slucaju: sto otvorenije, sto
raznovrsnije, sto razlicitije (na ‘sceni”) uz pronalazenje modela komunikacije i nikada odba-
civanjailizatvaranja. sve sto se ponudi kao problem, trebatretirati kao poziv na pronalazenje
ne neminovno resenjavec postavljanja novog pitanja (nazovimo ga novim problemom)- tako
se cini mi se raste i ne upada u letargiju i zatvoreni krug “identiteta” kao jednog jedinog i
moguceg. flux, motion, growth, support, dialogue. no judgementalism and closed ideologi-
cal circles.

ps. nisam sigurna da bih se slozila da tek “scena” moze da udje u dijalog sa “zapa-
dom”. to bi znacilo da scena treba da se farmira (sa jasnim identitetom) pa tek onda... ali
ko je taj ko ce da kaze ok, sada smo formirani, sada mozemo u dijalog? takodje, upravo je to
prablem(pozitivan) sto scena nije homogena te nema Jedan glas.

mislim da “scena” jeste problematican termin. ali mozemo da ga se drzimo za sada kao
termina kaji nas pozicionira spram zapada (nasi “slicni uslovi rada, slicni politicka i kulturna
realnost i istorija i zajednicki projekat konstruiranja nove realnosti”) ali i kao termin koji ot-
vara platformu za nase medjusobno, u okviru ‘scene’, promisljanje potreba, pozicija, neo-
phodnostiisl...

ajd pa pisi dalje!

ljub
b
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dragana alfirevic to Bojana, dejan, tamara, guidoreim
show details 10 Oct 2007

dears

we got this invitation to write a text about the nda for tkh (walking theory) special issue
on self-education.

as dejan presented nda at the symposium, and we received some feed back, about ‘bal-
kan’ towhich thenyou reacted, i thought it would be interesting to publish your emails in tkh,
together with a short presentation of nda.

i think that this kind of personal reflection can say more than some possible presentation
only, and itis also important aspect of nda...

let me know (soon) what do you think.

yours

dragana

nomad dance academy

Balkan Dance Network is a regional platform for contemporary dance. Contemporary
dance artists, managers and pedagogues from Bulgaria, Serbia, Slovenia, Macedonia and
Croatiainitiated it during Balkan Express meeting in March 2005. They agreed to meet again
and after meeting in Sofia from 1-3 July 2005 the aims of Balkan Dance Network were stat-
ed:

Promoting contemporary dance in the Balkans

Fostering already existing and creating new links

Enabling better education in contemporary dance as essential for competitive produc-
tions

Gathering information, exchanging ideas and knowledge

Strengthening local dance scene in each country

Nomad Dance Academy is a common initiative of six regional partner organizations with
the aim to promote, educate and collaborate in the area of contemporary dance and related
arts.

Since the beginning of this initiative, March 2005, NDA is developing in four parallel lines
of activities:

education

artistic collaboration

information exchange

cultural policy transformation

Core activity of Nomad Dance Academy is the educational program, which gathers po-
tentials and coordinates resources on local and regional levels.

In addition to this, there are a number of local activities and side activities, which are
complementary to the main course of the Project, and together with it create a comman
strategy of developing local scenes.

Partners of NDA are:
Tanzelarija Bosnia-Herzegovina www.tanzelarija.org
Brain Store Project and Dance BG, Bulgaria www.brainstoreproject.com,
www.dancebg.org
Tala Dance Center, Croatia www.tala.hr
Fico Balet, Slovenia - www.ficobalet.org
Lokomotiva, Macedonia www.lokomotiva.org.mk
and STATION Service for Contemporary Dance, Serbia www.dancestation.org



Nomad Dance Academy gives the opportunity to each of the partners to strengthen the
local dance community and contribute to enrichment on the regional level by participating
in conceiving, organization and evaluation of the Project.

NDA partners create programs and events that meet the needs of young dancers and
performers who are in the process of affirmation and professionalization.

The period March 2005 - May 2006 was the introduction period, to recognize the part-
ners and define the context, strengthen own potentials and rethink the needs of the local
and regional dance structures.

FromJune 2006 toSeptember2007 Nomad Dance Academy Pilot Project was launched.
In this period, partners will create NDA program, work on creating a functional model of re-
gional collaboration, and open the Project as a platform for new possible forms of artistic
collaboration.

Activities of Pilot Project NDA (September 2006 - September 2007):
Working visits of NDA partners within the Region
International conference “Professional status of contemporary dance in the Region” in Bel-
grade, December 2006
Pedagogues exchange among the six countries
Experts’ meetings
Advisory Board and Artistic Board meetings
Two plenary meetings
Web site design + update
Newsletter launch

contact and information:

Dragana Alfirevic
dalfirevic@dancestation.org
www.balkandancenetwork.org



2.8. The Pirates of Malac®©a

Vladimir Jeri¢ Vlidi
<intro: (self)education? why bother? >

Is this another palemic about the power of networks, and a set of useful tips how to
use it in the field of self-education? If you're curious enough to read it, decide for yourself.
Some things | learned because | wanted to, and went after them, and on a lot of things | just
bumped at, surfing the internet takes you places... In my system the things live happily to-
gether. lam as curious as ever. Curiosity is what brought me here at the first place, and is one
of the names by which | call this mysterious motor fueled by desire which drives me around. If
self-education is the topic we speak about now, then the curiosity appears as the very valid
subject in the debate. If curiosity is the desire to desire, the mother of all desires, | have to
admit that my curiosity is served better and better, as each day the menu of desires is being
enriched by more offerings...

< until the end of knowledge >

What evolution did for our brains (some would argue that even the state of revolution
was reached at one point), it failed to do for our bodies, yet. If we follow the progress of de-
velopment of humans, it is a steep, logarithmic curve emerging to depict what is happening
with the brain, and much more mild and painfully linear graph to display the evolution of the
baody. This “schism” is beginning to produce more and more of a pain - and nobody today is
genuinely delighted with the promises that starting tomorrow science will bring this kind of
logarithmic development to the body. For you and me it will be too late. Today we know what
our brains could do if the body would allow it - but there is just not enough time. About the
perceived slowness and calmness of yesterday we think as of a “blessed unawareness” of the
potential of our thinking machines, and a consequence of the lack of the accumulated and
systematized knowledge and the means to spread it horizontally over the society. Biology
sucks, knowledge “hurts”. Who can be satisfied now, knowing about the existence of all the
flavors and depths of knowledge, and suspecting there is much more, even silently hoping
that the end of knowledge could be reached for the cost of some more circadian cycles in-
vested, maybe just a few more then our body would allow?

If all the narratives could end at ane point, and become building blocks for mega-struc-
tures aware of its completion, entities able to reflect upon their own history but when out-
side of it, if we talk about reaching the full volume of the history of art, for example, if we
could contemplate where the full awareness starts and where histories end, how tempting
is the ultimate possibility of reaching the end of all the strategical narratives and all the
knowledge? The curiosity is unbearable, and we just want to be there when it happens. Very
selfish, indeed. The temptation to step behind the end of everything, to be outside of all the
timelines of history, is amplified even more by not having the paossibility to be anything maore
than speculative about it - this is not that case in which the process of observing changes the
existing realm of knowledge, but the other case in which what we want to observe is not there
yet, although we are sure that it is going to materialize itself very soon.
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Why allthe pain? The moment we create the illusion that we can compress the time left to
the anticipated end, fueled by the speeding up of communication and outsourcing of mem-
ory and all the technology-serving-to-improve-biology is the moment in which it appears
that we will know it all, reach the end of it, whereby “becoming” is not a state between cycles
but a permanent state frozen as the object of timeless reflection. We know where this desire
iscoming from- in the contemporary society we are well aware that we do not just learn what
to desire, but how to desire, as well. But where the desires will lead us we cannot be sure,
as it seems that desires are clustered - when one is perceived fulfilled, a set of new desires
arises and haunts us even more. So maybe it is not a pain we feel for the ultimate desire to
be fulfilled and out of awareness that we ourselves could not reach it - it may be a pain not
to experience the state without pain, when all desires will be obsolete. A flat line, to say. A
calm sea.

Will the desire get stronger as our bodies start to advance faster, and when the end of
knowledge will appear to be even closer? Will post-humans, Al’s, nanotechnology improved
cyborgs or nechumans scream of unbearable pain of desire? What we know is that we learn
about desires, and we constantly learn more. What we don’t know is how it will look like af-
ter the end of knowledge, when there will be no more words. What we should know is that
we can't count on “nature” or whatever they call it to ease the pain. A remedy should be a
homeopathic one - if we created desire and accepted to become one, then we can guide
ourselves to, if and, what we desire. Can we?

< wikipedia and pocket calculators >

The teachers used to say in my elementary school, justifying the ban on pocket calcula-
tors, that “our brains get lazy” as the consequence of using “tools”. | guess that was the first
stupid excuse they could think of. There was mentioning of “not being able to understand
the problemif its solution is automated”, or something similar. This other claim gave at least
some grounds to argue without feeling humiliated for even considering the argumentation,
while this “not-lazy brain” they envisioned, the one busy with crunching the same numbers
and equations over and over again, is the brain | would like to encounter only in sci-fi stories.
Does our understanding of the process get deeper each time we go through it? I'm not so
sure about that. Of course, you will master the mechanics of the process the more you are
going throughit, but for genuine understanding you need to develop the process beyond the
mere repetitive tasks of re-justifying its basic principles (only one answer is correct, all the
others are not. why? because. asimple experience.). You need to build it, in both the abstract
and material sense, to the point where the process itself is sophisticated enough that it can
interfere with you and provide its own history as the basis for reflection and understanding
of the process. How could | ever understand mathematics if | will repeat the exercise in how
logarithms and integrals are calculated, over and over again? The process should become
the subject. By offering the external points of reference, the traditional approach leads to
either understanding the processes through the fixed singular and eternal view carved in
stone (literally - remember Moses?), or through the imposed mindset of yesterday as the
unguestioned expertise. Looks like the best way not to ever really understand anything. Un-
less | believe that the process could create and contain all the necessary reference points to
reflect and understand itself, | cannot truly believe that one process could genuinely replace
the previous process, not without using the old references to build and understand the new
notions, without viewing the new as the offspring of the old, where the old is embedded in
the new... To me, not believing in the creation which cannot create its understanding of itself
leads right back to Moses.

So, we better go back to the more interesting story of pocket calculators and the “lazy
brain” explanation the teachers offered - do they claim that “Wikipediais the questionable
source” now? From the aspect or “expertise”? Or, in the traditional academic manner, do they
claimthatitis impossible to quote Wikipediabecause the source changes (surprisingly many
people do not understand or use the “history” tab)? Talking about the schism of human biol-
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ogy and the growing dichotomy between the brain and the body, the advancements in using
our brains are indisputable. But it is not about how many things we can store, or squeeze in
the brain - it was always about how we interpret the correlation between the things we know.
Obviously, the more we know, the potential number of possible correlations and interpreta-
tions will rise exponentially. This is where lies what | consider knowledge - in performing
the connections between the things we know - not in reproducing data as a mere playback.
The process of education should be understood as analyzing (correlating), not staring data.
Similar to archive, brains are not a simple storage and retrieval system. At this point I'll make
the expected “brain-computer” analogy - throw things at me and yell “geek go away” - BTW
that’s why they called me to write this - but | am yet to be convinced that there is a bet-
ter example (and | agree, computers are so not sexy, yet). The analogy goes as always: the
process of thought is a software, operating with the data stored in the memory (two basic
kinds: hard disk for large volume storage to be retrieved from RAM - random access memory
- forimmediate manipulation). And there is ane more component to fill the memory, the one
which more and more fills our computer RAM, and often much mare than our static hard disk
does - the network. Let’s imagine that cables and wireless signals which fuel our computer
memory to provide the software with data to be interpreted are not much different from our
eyes and ears filling our brain memory for performing the immediate analysis and contem-
plation by the brain software. Let’s be aware that the advancement of the brain, however fast
itis, haven't led to the point where we can store terabytes of data and are able to manipulate
it simultaneously. And let’s doubt the “storage” cancept altogether in favour of “cannecting
outside the single line” or “joining the dots” approach. Add a network component, as both
source or storage, and as a social momentum. So how much things like Wikipedia can amplify
your ability to contemplate, connect, differentiate, think? Most of the brain’s hard disk could
be free for associating, or computing, not for storage and performing the basic interpreta-
tions. Or at least the RAM part could be fed by much more data to manipulate and process
from the network than from its own starage, even if the brain would be the size of... Well, you
know what I mean. If it would be much bigger. The results could be either recycled in RAM for
another cycle of manipulations, or stored in the brain-as-hard-disk for later usage. But why
not store it in a network? Could we outsource the storage altogether to the network, and use
our local hardware and software in full capacity in order to perform computing better and
faster? Can we network the brains, both in intermediate and immediate way? I'm not sure
if that's possible today. But is not taking this offer we ourselves created, wherever it leads,
impossible? Can a 5-year-old refuse to grow further? Usually not, the growth just happens...
So we should refuse to discuss Wikipedia or brain implants or whatever on the grounds of a
“yes vs. no” debate, and focus ourselves to understand and advance those processes the
bestwe can. And to keep in mind (both in networked and “local” one) that the most important
guestions are not the ones of speed, or “stability”, or perceived quality, but the questions of
ownership, control and utility. What they said about pocket calculators, “lazy brain”? Right.
We should work on it. As we came a long way fram being banned of using pocket calculator
to being ordered to become one.

< futureis the hostage, what is the ransom? >

We need to have our “imaginary futures” in order to survive, as much as we need the air
and water and other toxic waste. Some of the futures are exclusively ours and ours alone,
but still have to be derived from the envisioned networks of futures of other people. So who
abducted the future, who collects the ransom?

And what is really shifting in the networked environment? Do we witness a creation of
totally new or at least a radically different class and economical/political madels? And if we
do, how much of that, if any, leaks back to the “other side”, the traditional world, or how some
gamers callit, “the meat space”? What we can say for sure now, and regarding the notion of
self-education, it is that this is different. Quite different.

The old capitalismrequired astate-run educational system, through which it could chan-
nel human resource profiles and produce the flavours of laborers according to its estimated
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development. State used the system to produce what it estimated as necessary far its own
maintenance and growth. It is usually understood as the one of the elements of welfare state
capitalism.

History went its way, then “suddenly” there was no time or space for capitalism to spread
further by using “the traditional means”. Like with all viruses and supersimple, thus very
adoptable and redundant entities, the state of non-reproduction or stagnation means ex-
tinction. After another cycle was completed, the biggest and most widespread so far, the
“natural” resources were pretty exhausted already, those “other resources” started to com-
plain too much and to constantly try to raise their costs of reproduction and maintenance,
the markets either not able to pay the price requested or oversaturated by offers... This was
immediately followed by the emerging of “cultural industries” concept, and introducing first
the service economy, and then its subdivisions like attention economy and experience econ-
omy, to supplement and replace traditional production economy. A mutation of the system
showing the ability for very fast and vigorous response through adaptation. The old things
like Ford are replaced (well, depends on where geopolitically you are - they actually moved
- went to China) by new things like Google, and it seemed that the capital will have another
happy circle of its marathon run. But we had a dotcom crash instead of fireworks for the
new Millennia; a few months ago the global networking of banks and loans nearly collapsed,
allegedly because of the serious fault in one of its nodes; things became to resemble the
networks they were built upon, and the traditional notion of “stability” had to adopt to the
permanent state of “crisis management”. Networks don’t behave in a linear way. The world
became “unstable” place.

What was happening in the late 20th century looked like a tectonic change on the calm
landscape of the cycles of investment - development- return of investment. The sheer speed
of development of networks of this and that, succession of the curves and average-based
economical thearies by power laws of netwarks, and the state of instability inherent to our
new life in, well, networks again - all that was at the same time a consequence and a cause
for new forms of social relations to arise, something we could describe as the open-source
capitalism. It appears that capitalism slightly “mispronounced” the new words it freshly ap-
propriated, as it has that particular habit, and that it originally meant to say it wants to be
called the “outsourced capitalism” now. Whatever the term, to you and me it will materialize
as the one and the same - in the form of DIY capitalism.

As the result we got the form of education we have now, in post-welfare state, the one in
which thereis notime forintermediaries, like the state or private owned institutions in charge
of producing adequate labor, to act and to interfere with the process. In this post-welfare
state, like the most of the other things, the education is being increasingly outsourced to the
very subject of educational trainings, the workforce, the people. Traditional big systems, the
factories for producing skills and knowledge, can’'t do much but to abserve the changes in of-
ferand demand and totry tointerpretit the best they can. The demand was clear - new world
of networks needs constant and frequent software and hardware updates, in all aspects of
life and work, and no 4 or 8 or 12 years of training will produce a working entity capable of
catching up with the world at 5th or 9th or 13th year and to just be utilized from there; to use
the words of Jiang Zemin, describing what the orientation of the world will be:

“A learning society in which all the people will learn or even pursue life-long education
will emerge to boost their all-round development.”

This also meant that traditional models of education, viewed as capacity building, which
allowed for some exclusive time for getting introduced with certain practices and then ex-
ploiting the models established over entire generations, couldn’t even be applied to the dif-
ferent and constantly shifting surroundings. Obviously, existing mechanisms of institution-
alized education were, in political sense, social order and class control tools developed a
long time ago, envisioned within the much slower cycles of social, mostly communicational
evolution. New tools were needed, and fast.

Self-education was no longer a practice of the underprivileged or a choice of peculiar

“

taste which couldn’t be satisfied with institutional “a la carte” educational programmes -
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it became a constitutive element of what we call “the world”, and the way that it works. A
contemporary laborer, a “human resource”, is now outsourced with this task of maintaining
and updating him/herself, There is nobody out there who will do it for you. You are allowed
to choose what you consume, in all ways - and it is you whao bears the responsibility for the
“wrong” choice. Because you “lead the way”. You are even encouraged to propose - it is now
a long time ago when directing committees or management boards were imperataors. They
are curators now, whose job is observing and listening the netwarks, and whose task is to
spot and invest into propositions which will contribute (or by way of critique improve) the
given narrative. You can think of it as the network router exposed to a constant heavy traffic
with most of the ports permanently closed. A large filter, if you like.

The development of the visions of development is transferred from the boards to the
very workforce that will carry them out. Curators of the concept of “cultural industries” are
there to complete the illusion that our vision of the future may be considered, if we propose
it the right way. Some propositions win, we could see it happen, right? So everybody’s got a
“chance”? But if we imagine aworld from the eye of this curator as a constant flux of keywords
depicting visions and propositions, and if we imagine the curator as a network filter with a
defined algorithm that admits just certain words through (the curators are also curated, by
the same tool of investment), what happens if suddenly not a single keyword is right, not one
proposition fits the narrative? Or when possible singularity happens, and all the words disap-
pear? By outsourcing itself to its resources, the capital plays the most edgy game ever. And
it knows it - it was not that the stakes were so high that the temptation couldn’t be resisted.
0K, maybe it was, up to a certain degree. But much more it is that apparently it was the only
way for another cycle to be opened. Stagnation equals death, and that’s one rule that you
cannot change without changing the game itself.

And let’s not forget that, exactly because of how the world of today works, taking part in
the process of constant self-education in utilitarian sense, however (in)voluntary it may be,
carries the risk of being appropriated and becoming a contributing part to the system. Each
of usis asmallenterprise now, resembling all the elements and processes of the system, and
taking responsibility for all the steps in building our market value.

(Self-)education is the ultimate investment, and becoming the part of productive net-
work the ultimate goal. Conflicts of interests between investor, management and labor you
need to solve withinyourself. If the “underprivileged” of yesterday decided to learn “the ways
of the world” in order to “adjust” to today, then it can be interpreted as “the victim became
the collaborator”. To collaborate in what? Inits own process of utilization, or exploitation?

< welfare starts @100 Mbps >

Sometime ago when slobodnakultura.org was emerging it was because we discovered
that we have asignificant part of our lives in common: we spent a lot of our time warking, pro-
ducing, articulating, and communicating whatever we do through digital networks. A signifi-
cant part of our individual social structures was already based entirely on the infrastructure
of digital networks, and entering another network was a common, casual, “natural” move.

me: hey, hi, haven’t saw you @irc far a while

geek4life: right, | was busy with some stuff

geek4life: there is this project | do, we want to make a device to distribute files in public
spaces

me: internet thing?

geek4life: no, local. offline. something like a digital kiosk...

me: hmm I’'m curious

geek4life: | can put you on the list if you like

me; yes yes ofcourse

But by default, it implies something else we had to have in comman; as the time went by,
increasingly dominant part of our personal and social culture was actually formed and for-
mulated within and through the network environment, and as a consequence of it. It wasn’t
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just “switching” to a new “set of tools” - this emerging world formed us as we formed and
navigated it (evergreen by McLuhan and The Machines, of course).

Curiously, although there is no dispute about self-education being the practice insepa-
rable from navigating networked space and culture, its political, especially economical at-
tributes, which were pretty much defined before recent compulsory utilization of self-edu-
cation, became questioned and challenged.

A set of policies and regulations of ownership and ways of usage and behaviour were
introduced, mirroring the practices of institutional education, which again relied on the tra-
ditionally dominant economical systems.

me: new underworld justin

me: masterpiece.

me: want rapidshare?

geekd4life: torrent halfway already, thanks anyway :-)

If we now established that slobodnakultura.org, by its very topic of interest of dealing
with (digital) netwarks is inherently dealing with and exploring the practice of self-educa-
tion, it is of little surprise that in the first period of our acting we were dedicated to the issue
of ownership over what is legally defined as “intellectual property” today, and is more and
more referred to as “the content”.

According to the “cultural industries” logic, all what we do in the network surroundings is
defined as a “content exchange”. The “caontent” part is supposed to reduce whatever is out
there or in here to describable and predictable packages of commodified goods, while the
“exchange” part should reduce a complex set of relations into the numbers game of the fu-
ture economy (when definitely all the factories move to China). It is all fine. And has nothing
to do with self-education, expect when it tries to inhibit or appropriate it.

The attempttoclaimnetworked societies, along theirinherent element of self-education,
asthe “cantinuation of traditional cultural policies but using other means of communication”
(much as in that “the war as the continuation of politics/diplomacy by OTHER means”) was
pretty lame. No traditional “business model” or the set of “cultural policies” could just mock
itsway through, by appropriating the fresh terms of today and simply claiming itis “new” now.
QOrarewe wrong? Appropriation and hide-and-seek techniqgues performed by the system are
ever more sophisticated, so there is a possibility that we are already Own3d.

Anatherthing we are interested in is how we accumulate, store/keep and distribute/con-
tribute to the pool of mutual knowledge and experiences. There is a lot of discussion about
archives nowadays, and about if archives should be available for everybody and anybody, or
not. We, like the most of the people who actually contributed, believe they should; but it is
important to keep in mind that archives are not just a simple storage and retrieval systems,
and that there is much more than the ownership on the archives that we should discuss. As a
matter of fact, we are very close to joining the claim that this debate is over&out (see http://
www.piratbyran.org/walpurgis) and to move on. For the time being, we are still getting ready
to present what we filtered from the “ownership debate”; in the light of compulsory self-
education, it is the picture of the ultimate injustice. We are outsourced with the task to cater
for our own education in order to have the basic means of survival. And then we have to pay
for it before we get any chance to use it; the only way to do it is to enter debts at the begin-
ning of the process. Our small personal enterprises need to symbolically perform joining the
network by voluntary subscribing to be a subject of it.

And this is not how the networks work. This is also the reason why the structures build on
that premise just do not align with the new foundation of the world, rooted in networks. To put
it the other way, the structures which have already collapsed at the stage of blueprint.

Now, a short break for disclaimer: | am not an economist. I do not understand the details
of mathematics of, for example, this:

http://www.strategy-business.com/press/article/21232?pg=all&tid=230

but, aswe said before, | can understand the principle and what it means. | can even utilize
it if | want to, and apply on different layers of work and life. If | am the entrepreneur in the
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“music business”, thisis a compulsory position. | do not research on business maodels, nordo |
propose one; what | propose is not to ever be stuck in a non-dynamic and autistic one model
of anything. Obviously it will be so-not-working after a certain period of time. Why can we
strive to comprehend the quantum physics and accept the definitions of universe as almost
timeless and ever-expanding endlessness, and yet cannot dare to envision the succession
of amere institution of economic relations by a different institution, claiming that question-
ing this sacial construct endangers the very foundation of what we call “the world”? Beyond
me.

Recent research on, for example, Brazilian techno-brega scene or Nigerian movie in-
dustry, shows that the concept of “creative industries” can be built without the repressive
apparatus to enforce the “legislation” copied and pasted over and over again from the 19th
century experience of production and distribution of physical objects. This

http://icommons.org/articles/from-social-to-legal-commons-the-spectrum-of-com-
mons-based-business-models

http://research.yale.edu/isp/a2k/wiki/index.php/The_Political_Economy_of_A2K_
Panel

http.//www.openbusiness.cc/2005/09/26/tecno-brega

http.//www.openbusiness.cc/2006/09/06/tecnobrega-shows-off-an-open-busi-
ness-model

http://icommons.org/articles/a-message-from-nollywood-just-do-it

...or the groundwork theoretical AND practical work by Sweden'’s Piratbyran...

http.//www.piratbyran.org/index.php?view=articles&id=114

..embodied in practice through this great service...

http://thepiratebay.org

..are all the parts of this diverse approach towards the same problem. And it seems that
as the outcome there will not be just one model, one answer, one solution to copy and paste
anywhere anytime, not a blanket or umbrella system, but rather a set of experience-driven
micro-strategies, drawing a lot from the specific geopolitical and historical circumstances.
After all, creativecommons.org, copycan.org, kopimi.se or piratpartiet.se/international/
english, numerous initiatives, movements, conferences, and summits, each in its own man-
ner, are shaping (and exchanging in the process) the forms of collaboration and exchange of
today. And those are some visible concepts to shape the communication and economy of to-
morrow. The until recently dominant traditional model could not even take into the account
such a scope of change. Even if the “change” is nothing more than admitting how practice
works taday. And just imagine the possibilities of tomorrow, and the development of what
they do @ www.smartpox.com to, for example, Bruce Sterling’s spimes (http://en.wikipedia.
org/wiki/Spime), with most of the world’s surface being a touchscreen...

< pirates of malacca (the pain of intellectual property squeezed between cognitive
capitalism and experience and attention economy additionally complicated by the puz-
zling mathematics of networks) >

Without ever slipping from our mind what Edward Bernays did in engineering the public
consent, we should also pay the utmaost attention on how we relate to media. The new and
the old, media is this one field in which the succession of ideas will be performed. And about
ownership on what is networked, we have nothing to add.

But maybe to return to what they call “piracy”, once again. According to all the new me-
mes of non-representative democracy, horizontal networks and all, and all the old memes of
democracy and the voice of the people, let’s hear what real real pirates have to say:

from Malacca Strait Pirates

By Peter Gwin

As agreed, Jhonny Batam appeared the next day on a backstreet near a row of butch-
er shops. Animal blood ran in the gutters beneath the stifling odors of fresh meat. Jhonny,
a handsome, bearish man in his 50s, wore an immaculate white sports shirt and pressed
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slacks, his wavy black hair perfectly coiffed. A fake gold Rolex dangled around his wrist, and
he might have passed as a golf pro if not far the tattoos inscribed on his knuckles.

In a nearby restaurant, he said he knew John Palembang, whom he called a low-level
seaman. The coffee shop grapevine had laughed at news of the Nepline Delimafiasco. “Ama-
teurs,” Jhonny scoffed. He began to describe his own career, how he had piloted tugboats
and a ferry before taking the helm of a small cargo vessel. In time, he built a network of
friends amang sailors and harbor workers. Along the way he took side jobs, smuggling un-
taxed garlic, cigarettes, electronics, and drugs. In the 1980s, he relocated to Hong Kang to
work for Chinese crime syndicates. There his repertoire broadened to include making large
cargoes “disappear.”

(...) I pressed him on how his team was able to board ships undetected. “We use magic,”
he said. “We cast a spell to make the crew stay asleep. We can be invisible, bulletproof.” He
pointed to his head. “It's a power that you learn.” Then how did you get shot, | asked. “They
fired twice,” he said. “I resisted the first bullet but wasn’t strong enough for the second.”

Later that night at an outdoor café, Jhonny and | loitered over a few beers, and he re-
vealed that he believed in mathematics, not magic. He borrowed a pen and on a napkin
demonstrated how he could reduce my telephone number, or any seven-digit figure, to the
number eight using a series of equations. “It looks like magic,” he said. “But it is mathemat-
ics.” Numbers, he said, always had fascinated him. As a boy he’d memorized several of these
numeric parlor tricks and later taught himself algebra and geometry. At sea he'd come to
trust numbers far maore than superstitions. They told him how far he traveled, when to turn,
how much fuel his ship needed, how hard the wind blew. Numbers were predictable, account-
able, reliable—qualities that were hard to come by in Jhonny’s world.

He continued to doodle on the napkin and asked if I'd heard of the golden mean, which he
described as a ratio discovered by Greek mathematicians that represents perfect balance.
Riau seamen had their own golden mean, he said, which measured the tipping point between
working within the bounds of the law versus working illegally. As long as this Malaccan ver-
sion of the golden mean favored robbing ships, there would be pirates in the strait.

http://magma.nationalgeographic.com/ngm/2007-10/malacca-strait-pirates/pi-
rates-text-p6.html

© 2007 National Geographic Society

Can it be more clear that what is called “the piracy” is the consequence, and not the
cause? A mere “legal” framework, not touching at all the essence of what is trying to de-
scribe, and nothing but a PR stunt? Although, quite a successful one... And isn’'t the way
Jhonny Batam self-educated himself similar to the way he and his friends got self-organized
in redistributing the enormous wealth flowing through the neighbourhood, when left outside
of any institutional framewaork to cater for their needs? And | have the impression that they
know exactly what they are doing, and why they are doing what they do. And | think | know
why they think that they don’t need to excuse to anybody. And | am sure a lot of you would do
the same. | wish you a calm sea everybody.

All the best,
vlidi.
<vladimir.jeric@slobodnakultura.org>
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2.9. <illegal_cinema>

Marta Popivoda

name / title of the project:
<illegal_cinemas (original title in Serbian is <ilegalni_bioskop>)

where is your organization based?
Belgrade

when did your project start?
June 2007.

describe your project:

<illegal_cinemas is conceived as an open (self-) educational project of exchange and
contextualization of the auteur, documentary, activist, queer, anarchist, censored and other
marginalized and in the local
context hardly accessible films.
The project is open to everyone
interested to propose films, with
obligation to speak about them,
to open up discussion, or to in-
vite guests - wherewith we are
trying to erase the boundaries
between the editor (curator)
and audience and to perform a
long-term process of self-edu-
cation. During its realization the
project is constantly develop-
ing and expanding its original
framework, generating differ-
ent program-lines and trying to
explore new mades of facilitting
art and culture as a space for
diverse knowledge production.
Compared to similar projects in
Europe, such as Pirate Cinema
Berlin and Copenhagen, which
mostly deal with expanding the
subject of copyrights, <illegal_
cinemas is especially interested
in addressing the local cultural context. So, in this project, “illegal” means producing a space
for contents, procedures and modes that are removed from local cultural production and
distribution.

As we consider continuity and regularity crucial for sustaining an influence on a context,
the projectis being realized every Sunday at the same time (6 p.m.), without any break during
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the year. The project is taking place in the new venue hosting the independent scene in Bel-
grade(MagacinuKraljevicaMarka),andisorganized by TkH-center (www.tkh-generator.net),
in collaboration with the platform of the Belgrade Independent Scene Druga scena (Other
Scene) (www.drugascena.net).

description of your educational methods/approaches (in few sentences):

The mostimportant and influential approachesin the project is collapsing the distinction
between an editor (curator) and audience, and opening the public space for new procedures
and/or content, different from those existing in art institutions. We are thereby trying to sup-
portanddevelop the culture of free public speech and violate exclusiveness of the competent
speech and its compartmentalization. As a tool for exchanging information, statements and
program-making we use the free software mailing list (ilegalni_bioskop@tkh-generator.net).

target group/scope of participants:

The project is very open to different social and cultural groups. Participants are mostly

actors from the independent cultural and artistic scene, but this is not a rule. Our target
group includes: students, artists, cultural workers, activists, filmophils, LGBTIQ population,
theorists and many others. The border between participants and visitors is not strict.

names of persons in charge within the project:
Marta Popivoda

contacts:

e-mail: marta.popivoda@tkh-generator.net, ilegalni_bioskop@tkh-generator.net
postal address: Kraljevica Marka No 4 (Magacin)

phone/fax: +381113286849

mobile: +38164 1200458

web site: www.tkh-generator.net





