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Abstract

This thesis examines the theory and pragmatic tensions and questions related to the cultural
institutions. It researches the needs in the art field of contemporary performing arts, and it is
engaged in the inquiry of other methodological approaches than the traditional one, which
would support the working processes and their development.

The thesis creates a dialogue between diverse theoretical positions from where the cultural
institution and the notion of the institution are observed, bringing forward the specificities of
the art field, but also emphasizing the context relevance and impact.

The theoretical approaches, data and information collected in this thesis should advance the
correlation between the theory and the practice in the governance or management of the
institutions in the field of culture.

Furthermore, it portrays and analyzes the efforts and contributions of the civil sector (the
independent cultural sector) in experimenting, thinking, and practicing the new governing
models in which culture is produced. It introduces arguments on the need of artistic driven
cultural policies, or advocacy actions aiming to enhance the policy changes in the region of
ex-Yugoslavia, the institutional paradigm, and the working conditions in the cultural field. It
brings forward the specificity of the contemporary performing arts (dance, performance, and
choreography), as a perspective of the marginalized art field that strives for basic support. It
elaborates what the notion of contemporary performing arts (dance, choreography, and
performance), which is considered as contemporary performative practice, comprehends by
this thesis.

Within the frameworks of reviewing the cultural institution, the theoretical frame of the
postmodern perspective of the organization theory is offered as the one that reconsiders the

organizational format of a cultural institution.



The thesis proposes an institution as a producer of sociality, or an agency for socio-political
transformations versus the institution solely as a producer of aesthetics.

Such theoretical structure is a proposal of a frame for analyzing and understanding both the
socio-political and the hegemonic cultural practices and art institutions, on the one hand, and
a new managerial perspective created through the deconstruction of the dominant managerial
models of institutions in the field of choreography, dance, and performance, or ballet and
theatre. This perspective offers the post-managerial paradigm in culture, and is related to
what has been suggested in the thesis as post-institution, co-institution, heterogenic
management, and self-organized systems. The method of forming such institution is
researched and recommended through participative governance, and rhizomatic governance
(organizational), related to the policy making approach of shared policies. Also, by proposing
this framework, the thesis aims to emphasize the perspective of governance of culture and
management in culture as a socially relevant and aware field that is not only driven as prior
from the market needs, but it is also reflecting the society and the context as prior. Therefore,
it aims to move forward the management of the cultural institution towards the field of
“common”, where a post-institution would be a relevant socio-political form that can be
governed by shared policy making, or through methods of participatory governance, or
managed through a “rhizome” methodology based on collaboration, shared leadership, co-
curating, and discussion, and strive for qualified understanding of culture and art as one of

the highest and most precious resources in the contexts.



AncTpakrt

OBa Te3a 06aBM ce TEOPUjOM Kao M MPAKTUYHUM TEH3MjaMa U MUTamkbUMa KOjU Ce OJHOCE Ha
KynTypHe wHCTHTYHHje. McTpaxkyje morpebe yMeTHHYKEe 00JacTH CaBpeMEHUX U3BOHauKuUX
YMETHOCTH U YCMEpEHa je Ka Tparamy 3a JApYradydjuM METOAOJIOMIKUM MPUCTYIIHUMa O OHOT
TPaJUIIMOHAIHOT, a KaKo OM Mojprkaia pagHe Mpolece U lbUXO0B Pa3Boj.

Tesza ocTBapyje aujasior u3mehy pa3mMUUTUX TEOPHJCKHUX TO3MIMjA U3 KOJUX CE MTOCMATPajy
KyJITypHa HHCTHTYIH]ja U T10jaM HHCTUTYIH]jE, HICTUIyhH crienn(UIHOCTH YMETHHUYKOT I10Jba,
aly ¥ U311Bajajyhu peieBaHTHOCT KOHTEKCTA M YUMHKA Y bEMY.

Teopujcku mpuCTyIH, MOAANH U HHPOPMAIIHje TPUKYIJBEHN Yy OKBUPY OBE Te3e Tpebaso ou
na yHanpene mehycoOHe omHOoce m3Mel)y Teopuje W Tpakce y BOhemYy WU yIpaBJbamby
WHCTUTYIjaMa y 00JIacTH KyJIType.

Jlasbe, OoHa TpHKa3yje ¥ aHAIM3Hpa HATOpPEe W JONPHUHOCE IUBHIITHOT CEKTOpa (HE3aBHCHOT
KYJITypHOT CEKTOpa) y eKCIIEPHMEHTHCAlky, IPOMUILbAKkY W MPAKTHKOBAKkY HOBHUX
yIpaBJbauKHX MOJIENA Y KOjuMa ce Tpou3Bou Kyntypa. OHa yBOIy apryMeHTe 3a KyJATypHe
MOJIUTHKE 3aCHOBaHE Ha moTpedamMa yMETHHKa WIIM 3aroBapadke akildje ca IHUJbeM Ja ce
MOJICTAKHY TPOMEHE jaBHUX MOJHUTHKA y PEruoHy OmBimie JyrociaBwje, MHCTUTYIIMOHATHE
napajgurmMe U pajHu yclioBU y obnacTu Kynatype. Takohe, nctuue crnenupuyHOCT N3BOHauKUX
ymMeTHOCTH (Tieca, mepdopmaHca W Kopeorpaduje) Kao TMEPCHeKTHBE MapTrUHAIM30BaHE
yMETHUYKE 00JlacTh Koja ce Oopu 3a 0asmuHy moapmiky. Tesa pa3Buja mojaM CaBpEMEHUX
n3Bohaukux ymetHoctu (Twiec, mepdopmanc W Kopeorpaduja) KOoju ce pa3marpa Kao
caBpeMeHa M3Be0eHa IpaKca.

VYHyTap pasmarpama 0 WHCTUTYIHjaMa KylIType, TOHyh)eH je TEOpHjCKHU OKBHUP 3aCHOBAH HA
TEOPHjU OpraHu3alldje MOCTMOJIEPHE OpHjEeHTalHje y3 MomMoh Kojer ce MOHOBO pa3Marpa

OpraHu3aroHu (popMaT HHCTUTYIIH]E KYJITYpE.



Tesza mpemiaxe pasymeBambe MHCTUTYLHjE KaO npoussohaua OpyuimeeHocmu, WA deeHma
coyuo-noaumuyke mpancgopmayuje HaCynpoT MHCTUTYLHU]E KaO MCKIBYUHUBO npouszgohaua
ecmemckoe.

OBakBa TeopHjcKa CTPYKTypa je MpeJIor HOBOT OKBHpA 33 aHAIM3Y U Pa3yMEBambe COIHO-
MOJINTUYKUX M XETeMOHUX KYJITYPHUX MPAKCH U YMETHUYKHUX WHCTUTYIU]a, Ca jeJHE CTpaHe,
Ka0 ¥ HOBE YIPaBJbayKe IEPCIEKTHBE CTBOPEHE KPO3 JACKOHCTPYKIH]Y JOMHHAHTHHUX
MEHAIEPCKUX MOJIela MHCTUTYIMja y obiacTu kopeorpaduje, tuieca u neppoManca HIU
Oanera u mo3opumra. OBa MEPCrEKTUBA HYAM MOCT-MEHAUEPCKY MapagurMy y KyiaTypH, U
OJTHOCH C€ Ha OHO IITO je Y TE3W MPEIJIOKEHO Kao IMOCT-HHCTUTYIH]ja, KO-WHCTUTYIIH]a,
XETEpPOreHO YIpaBjbakbeé W CaMO-OpPraHU30BaHM CHCTeMH. Meton Qopmupama TakBe
WHCTUTYIMjE j€ WCTPAKWMBAH M TMPEHOPYYCH KpO3 TNAPTUIUIATHBHO YIPaBIbAKE W
PU30MATCKO yIIpaBJbamke (OPraHU3alMOHO), @ Y BE3H Ca MPHUCTYIIOM Kpeupama KyJITypHHX
MOJIUTHKA Kao 3ajednuukux noaumuxa (shared policies). Takolhe, npeanaxxyhu oBakaB OKBHP,
Te3a TEXH JIa NCTAaKHE Pa3yMeBame YNpaBJbalba y KYJITYpH U MEHAIMEHTa y KYIATYPH Kao
JIPYIITBEHO pEJIeBAaHTHE M OJTrOBOPHE 0O0JIACTH KOja HHUJE€ MCKJbYYMBO BoleHa morpebama
TP)KUIITA, Beh MpOMHIIBA JIPYIITBEHH KOHTEKCT. [Ipema Tome, muJb je Ja ce yHampenu
MEHAMEHT KYJITYpPHHUX HHCTUTYIMja Ka TOJbY ,,3ajeIHHYKOr* (COmMmon), rae Ou moct-
WHCTHUTYIIMja OWJia pelieBaHTHA APYIITBEHO-TIONIUTHYKA (hopMa KOjOM C€ MOXKE YIpaBJbaTh
KpO3 3ajeIHMYKE TOJHWTUKE IyTeM MEeTOoJa NapTHIMIIATHBHOT YIpaBJbakba WIA KpO3
METOJOJIOTH]Y ,,pU30Ma’ 3aCHOBaHY Ha capaimbH, 3ajeIHHYKOM BONCTBY, KO-KypHUpamYy,
JTUCKyCHjaMa, TeXehu CTpyYHOM pa3yMeBamy KYJIType M YMETHOCTH Kao JeIHHX Of

HajBXHUJUX U HAjAparoleHUjuX pecypca y CBaKOM KOHTEKCTY.



1. Introduction

This thesis elaborates the core aspects through which contemporary performing arts
(performance, dance and choreography) institutions can be (re)formed. It encompasses the
perspective that an institutional model is possible as a context-driven model, and an
institution is, and can be, an agency for socio-political transformations, or a producer of
socialites. As an ‘agency’, a cultural institution involves processes, protocols, tactics,
strategies, and procedures specific to the program or content that is planned to be produced or
created, disseminated, and communicated with the public, the audience.

Through the review of the theories of institutions, the analysis of public policies and the
socio-political context, this thesis proposes a theoretical and methodological framework of
institution for performing arts, or contemporary performative practices (dance, performance,
and choreography), which will be referred to as performing arts in this thesis, since they are
viewed as such in the registers of the cultural policies.

The existing theories of institutions and cultural policies are researched and compared with
the aim of defining the relation of different viewpoints towards the already established notion
(performing arts), as well as with the aim of establishing common and new viewpoints — new
theory proposals and methodologies for institutions and cultural policy.

The institutions and the cultural policy should address the existing needs and, accordingly,
contribute to change the organisational and program practice. The recently developed
conditions and needs in the field of contemporary performing arts demand critical reflection,
adaptation, deconstruction of old and construction of new models, approaches, and theories
of the cultural institutions, in this case those that are working in the field of performing arts.
This process of research is influenced by the practices found in the independent cultural
sector, which incorporate the performing arts practices, their theoretical and practical
development, their interdisciplinary and multidisciplinary approach that forms a certain base

9



of knowledge (heterogeneous, nomadic) developed through different types of media (body,
texts, space, images). Such practices demand methodologicaly different governing
approaches and theoretical perspectives of institution development.

The combination of various types of knowledge requires transformation and critical
investigation of the methodological approaches, as well as analyses in the form of dialogue
and interaction that can bring forward new theories.

Previously researched theories on institutions are used as a basis for defining adequate
principles and models allowing (re)formation and sustainable (trans)formation of the
contemporary performing arts institutional realm. They are proposed as a basis in order to
address the needs in the field, to envisage the environment in which qualitative changes of the
organizational and program function of the existing institutions can be applied.

The focus is on the development of a methodological approach towards creating an
institutional model that should comprise performing practices dealing with the issue where
the central problem of the artistic practice and discourse is the problem of performing, or
production of new meaning of performing. The performing arts are researched through the
aspect of performance studies and other interdisciplinary theoretical approaches. Moreover,
performing art works dealing with the field of choreography as an extended practice,
addressing dance and performance from the perspective of different media, extending the
disciplinary boundaries of performing, incorporating the aspects of common, collaboration,
activism, and authorship. This perception allows for an interdisciplinary approach, involving
the practices found in the independent or freelance cultural sector, or micro socio-political
artistic processes and practices as a ground that shares values, introduces new formats of
reflection, collaboration, production, dissemination of art works, as well as economic

exchange.
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The institution is imagined, but also empirically accessed. It is imagined as an on-going and
never-finished process, but also as a tactic to re-establish the public space as a place for

critical reflection on society, or as an attribute to the cultural public sphere.

1.1 Subject of the research

The subject of research in this thesis is related to the notion of the institution in culture, the
identification of methodological, theoretical, and policy potentials which will enable its
further exploration, study, and implementation in a specific socio-cultural, economic, and

political context.

The subject of the research is based on the analysis of different theoretical discourses,
incorporating sociology, the organization theory, critical theory, performance studies, and the
management theory. Furthermore, it also incorporates the analysis of the practices and
principles of work in the civil sector, or the independent sector in Macedonia and ex-

Yugoslavia, where most of the contemporary art development is situated.

Theories and field findings are used as “an analytical tool, a method of spatial and political
criticism and articulation that can be applied not only to the art world, but to spaces and

institutions in general” (Sheikh, 2006).

Such approach allows the redefinition of the contemporary performing art working processes,

as well as the institution as an art system through:

- Dialogue between public institutions and civil society artivists, or the independent

cultural sector;

11



New approaches, mechanisms, and strategies for the development of the performing
arts institutional model based on analyses of theoretical and scientific discourses, as

well as field findings;

Positioning of the performing art institution in the system of contemporary culture, its
transformation from an institution of traditional representation to an institution of

contemporary creation (or cultural and social agency);

Scientific and artistic research and analyses that will result in a new methodological
approach and theoretical development of the notion of cultural institution and its

application;

Insight into the changes in cultural policy, education, global relations, technological
development, knowledge—based society, and positioning the institution towards such

global and local changes;

Analysis of the strategic planning of performing arts for reformation of the traditional
organizational program-based concept of the institutions and the cultural policy based

on genre diversification.

The fields explored through this subject are converging different issues in arts and culture,

with an emphasis on theories of the system of art and culture in the contemporary society, but

also policies and politics as determinants of the possible development of the new theories and

model of the cultural institution (performing art).

The subject of this research encompasses the following components:

1. management of cultural institutions (organization theory, sociology, management

theory, critical theory);

12



2. interdisciplinary approach in the arts; micro-organizational models, their practices

(programming, collaboration, curating), strategies, and tactics;

3. cultural policy and socio-political development (contextualisation of performing

arts).

1.2 Research question

The research question is related to findings and analyses on the theory of institutions,
policies, actual conditions, and possible factors that influence the development of new models

of institutions for performing arts:

What are the theoretical and policy approaches which can address the needs of the
contemporary performing arts field and its potentials, and create a new managerial paradigm
and a new model of a contemporary performing art organization or an institution that can

enhance the qualitative development of the field?

Other questions which the main research question entails are:

How can theories be implemented in the existing socio-cultural and economic context
and the cultural system, or what is the methodological framework of their application

in the field?

- How a cultural system should respond to the needs of the cultural workers?

- What are the methodologies of support of the bottom-up cultural policy making that

supports the institutional reforms or formation of new models?

- To what extent is it possible to improve the organizational governance through new

managerial approaches?

13



The aim of the research question is to identify and establish new theories of institutions as a
context-based object of study, in which the contemporary performing art practice can be

entailed.

An additional aim of the research question is to define methods and techniques for structural
changes of the existing institutions or paradigms (for example, theatre and ballet), propose a
new approach towards the performing arts system, and propose a new model for the

performing art institution.

This methodological approach is systematic and researches different contextual (ex-
Yugoslavian) experiences in the contemporary performing arts, as well as European, related
to general policies, initiatives in reformation of institutions, and supporting mechanisms of

the field.

1.3 Goals and hypotheses

Hypothesis

The general hypothesis, which is the starting point of this doctoral thesis, is that a quality
model of an institution for contemporary (performing) arts is not possible without theoretical
and policy analyses, and research of context-related socio-political and cultural specifics, as

well as the needs of the art field, based on critical reflection and participative dialogue.

In order to test this general hypothesis, we have to underline few specific hypotheses:

- New theoretical models of the institutions are not possible without the development of

a new methodological frame of governance and policy making processes where all

14



stakeholders and beneficiaries are included - or the public (authorities, audience) and
the private or civil sectors (artists, cultural workers, activists) in the governing and

decision-making processes;

- New theories of institutions in culture and in performing arts have to be related to the
context, in order to form models based on inclusiveness and diversity, where social

ties are produced;

- New theories of models of institutions in culture need to concern the public space as a
place of breakthrough of creative pluralism and heterogeneity, or contemporary

creation and discontinuation of the traditional representation.

The hypothesis is based on the research of several case studies of regional and European
cultural institutions and initiatives for reformation of the institutions in culture, as well as on
theoretical discourses by different authors (M. Dragi¢evi¢ Sesi¢, S.Dragojevié, A. Vujanovié,
A. Jovicevi¢, G. Raunig, S. Milevska, T. Kaufmann, S. Sheikh, P. Gielen, J. McKenzie, M. Jo

Hatch, I. Lorey, R. Schechner, M. Carlson, and others).
Goals

The general goal of this thesis is to identify and establish new theories of institutions as a
context-based object of study, in which contemporary performing art practice can be

entailed.
The goals are as follows:

- To research the notion of institution and its application through analytical, descriptive,

project and program modelling, as well as scientific—theoretical and analytical tools;

15



- To research diverse methods of criticism and deconstruction of already established

theories

- To research methodologies of creation of new models of institutions for contemporary

performing arts;

- Todevelop ideas on new organizational models of institutions in culture;

- To develop new methodological approaches of governance for the creation of

institutional models;

- To present and support relevant policy making approaches that support the new

institutional paradigm.

1.4 Methodology of the research

An interdisciplinary approach is used as the most appropriate for analyses which take into
consideration the specificity of the performing arts and cultural institutions. It allows analyses
of the institution of performing arts through its relation to the contextual bases (historical,
theoretical, and practical) and the interrelationships and interdependencies with the “social

authorities” (market, politics, media, and other) by which it is defined.

The methodological frame is based on desk and field research:

1. The desk research combines:

a) Analysis of data collected through research of policy papers, policy reports, readers,
Internet findings, legislative acts, and other relevant resources. Qualitative methods of

interpretative research on contextual analysis and comparative analysis are used,;
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b) Theoretical research based on the study of theoretical discourses in cultural management,
cultural policy, analytical aesthetics, institutional theory of art, history of arts, sociology of
arts and culture, and sociology of organization. Identifying the key terms of the research and
using them into the elaboration of a methodological approach towards the forming of an

institution, adapting it to the field of cultural management of a performing art institution.

2. The field research combines different empirical methods such as:

a) Interviews with cultural workers in the independent sector in Macedonia and ex-
Yugoslavia in order to provide qualitative information on governance models in the civil

sector, or the independent cultural sector;

b) Participation in diverse initiatives for dance/choreography/performing arts spaces,

institutions (conferences, advocacy events, meetings, artistic projects);

c) case studies of initiatives dealing with the analysis of the institution in the field of
performing arts, as well as case studies of models of public-civil or public—private models of

institutions in Macedonia, ex-Yugoslavia, and Europe; and,

d) Observations of several actions and activities related to the advocating for changes of

institution or reflecting on the issue, in Belgium, Germany, and Holland.

3. Methods of analysis and interpretation:

- Theoretical analysis of theories on institution, organization theories, critical theories,

sociology in culture and management in arts and culture.

- Context and discourse analysis of policy and other relevant documents concerning the

performing arts development.

17



- Qualitative analysis of the principles, methods, formats, tactics, and strategies, as well as of
the micro—level organizations in the independent cultural sector in Macedonia and ex-

Yugoslavia.

4. Comparative analysis of theories and applied policies organized in thematic categories,
qualitative analysis of methodological approaches towards the formation of a new model of

institution.

1.5 Keywords

Cultural institutions, contemporary performing arts, independent cultural sector, post-
managerial paradigm in culture, post-institution, co-institution, participative governance,

rhizomatic (organizational) governance, shared policies, shared leadership, co-curating.

1.6 Theoretical framework

The subject of the research belongs to the humanities (history of art, performing arts,
performance studies) and the social sciences (cultural management, cultural policy, cultural
studies, sociology of art and culture, sociology of organization, organization theory, theory of

social institutions, contemporary socio-political theories).

The approach of the research is interdisciplinary, and applying the method of “piercing
through” (Pristas, Hrvatin and Kunst, 2007 cited in Dimitrov and Tanurovska-Kjulavkovski,
2017, p.28), which allows for a synthetic understanding of contemporary performing arts

institutions, and therefore, of the cultural policy whose character is interdisciplinary.
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Consequently, the research takes into consideration different fields such as cultural
management and cultural policy, sociology of art and culture, sociology of organization,

history of art, institutional critique, communication and curatorial studies.

Diverse theoretical views in diverse theoretical fields are reviewed in relation to: institution,
instituting and ideological framework in which institutions are accessed (Gielen, 2013; 2009;
Kangas and Vestheim, 2010; Hasitschka, Tschmuck and Zembylas, 2005), public space and
sphere (Vujanovi¢ and Cveji¢, 2012; Habermas, McGuigan, 1996) management, organization
theory and policies (Hatch and Cunliffe, 2006; Meadows, 2008; Varbanova, 2013; Klai¢,
2012; Copié, 2011; Katunari¢, 2005; Dragicevi¢ Sesi¢, 2005; 2006; 2018; Dragojevi¢, 2005;
Drezgié¢, 2018), institutional critique and critical theory (Mouffe, 2013; Milevska, 2007;
Montmann, 2007; Raunig, 2004; 2009; Althusser, 1970; Sheikh, 2011; Cornelius Castoriadis,
Kunst, 2017), theory of performing arts (Jovicevic and Vujanovi¢, 2006; Schechner, 2002;

Vujanovi¢ and Cveji¢, 2012), and many other.

Theories are used to reflect through the view that art is a social system that enables and
determines the art production, the meaning, art is a socially institutionalized practice, and has

to be interpreted through context analyses, to paraphrase Vujanovi¢ (2004, p.129).

Vital questions are answered through the proposed approach. These include: do democratic
post-transitional societies, such as Macedonia, have the preconditions, and how can these be
developed, to appropriate the cultural institutions to the needs of the context and the art
forms?; and, whether the theories and the model of performing art institutions as public
spaces can be the basis for enabling the development of heterogenic art forms, as well as their
larger socio-cultural penetration through relation and inclusion of other socio-cultural themes

and actions.
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Within the frameworks of reviewing the cultural institution, a theoretical frame is proposed of
the postmodern perspective of the organization theory (Hatch and Cunliffe, 2006) that
focuses on the deconstruction of the organizational texts, while destabilizing the managerial
ideologies and the modernist models of organizing and theorizing, revealing the marginalized
and oppressed views, supporting the reflexive and inclusive forms of theorizing and
organizing. This perspective considers dance, choreography, and performance as extended
performative practices or performance/performing arts, by offering the deconstruction of the
dominant managerial models of institutions in the field of choreography, dance, and
performance, or ballet and theatre, and offering a new managerial perspective. In addition, it
offers an opportunity to review these art practices through a new perspective which is not

conditioned in this case by the discipline or the tradition as starting fields of values.
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2. Institutional horizon — Imagining institutions

In this chapter, the author analyzes the difference between the traditional and the
contemporary cultural institutions, and the understanding of the term institution in different
contexts (theoretical, socio-political, and cultural). When thinking about the institution, we
need to balance its past, present, and future function, or relations. Hereby, the author also
addresses the dance art filed as a subsystem that belongs to diverse hierarchical policy
systems, which are defining its relations with the audience, within the field and other social
authorities. Conventions and classifications within the field or the system of art are codes of

communications with the audiences, as well as with the policy makers.

The proposed theoretical views on post-managerial paradigm and post-institution or co-
institution are reviewed with the remark that changes of the traditional codifications and
classifications which go along with the new modelling, need translation, or language
transformation within the system of management and in policies, in order to effectuate the

changes.

2.1 Traditional and contemporary cultural institutions

Cultural policy and cultural institutions cannot escape the strong mechanisms for change in
their environments. The continuous urge to change and adapt to new conditions causes
dynamics, instability, and permanence in the institutions. Within the last period, we are faced
with large debates on the institution reformations, which are spreading through theoretical
imagining to institutional critique, organization and institutional theory, management and

cultural policy studies.
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This is not new, but after the financial crises and geopolitical changes, it has become evident
that institutions in culture and art need to be reformed, or re-imagined. However, since the
1980s, traditional cultural institutions (the theatre, opera, library, ballet, museum) have been
criticized for being “conservative “iron cage” bureaucracies, self-protecting and non-creative
and immune against radical new ideas in artistic and cultural content, as well as management

and organisation” (Kangas and Vestheim, 2010).

Artists employed in these institutions are criticized for being more of ‘civil servants’ (service
providers according to the new law of public institutions in Macedonia) rather than creative
artists. Lifelong contracts support the aspect of historicity of the institutions and hinder
artistic renewal and development. Critical reflection goes in different directions, and the
general sublimation is that traditional institutions take a large portion of yearly budgets for
culture, maintaining a large machinery that does not produce new, exciting, educational
material; they are oriented towards a past and high standard routine that does not allow for
contemporaneity; they are supporting traditional values and are nation oriented and
centralized; their employees have lifelong contracts which produce inertia and hold back

artistic development.

Criticisms are coming from artistic and cultural circles, or from the freelance scene, the
independent sector which would also like to see the institutions with new “artistic
experiments, projects, short time contracts, less influence from trade unions, flexible
organisation, and a rapid labour turnover. (See Beckman and Menson, 2008; Nilsson, 2003;
Kirveennummi, 2003)” (Kangas and Vestheim, 2010). Criticisms are also coming from
neoliberal economists and management theorists who are promoting the institutions as more

independent from the state and turned towards the market.
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Kangas and Vestheim (2010) are of the opinion that what brings these two different groups —
aesthetically radical artists and neo-liberal economists — into an alliance and being against
traditional welfare state subsidised cultural institutions is that they share the belief in

autonomy and freedom from the state.

The entrepreneurial credo of free markets regulated by individual agents is not too far
from the classical liberal myth of the autonomous artist, operating in an autonomous
field of art, free from politics and money. [...] The liberal ideas of individual
independence and freedom of the late 18th and the early 19th century. (Kangas and

Vestheim, 2010)

However, such view is not oriented towards any specifics in a certain context, but is based on
a general perspective, also related to the welfare state subsidised institutions, and not to
institutions developed in other contexts, such as in ex-Yugoslavia and post-Yugoslavia

countries.

Notwithstanding, artists are not critical towards welfare state cultural institutions per se, but

are viewing the institutions as new modes of governing and functioning.

Multiculturalism, the economic importance of the cultural sector (cultural/creative/socio-
cultural industries), as well as the role of the cultural sector in the strategies of urban, city,
and other social developments and competiveness are topics in the focus of global policies
development. “New public management” techniques were developed over the 1980s to
address the changes in the public sector accounted for in a number of OECD* countries, and

associated with doctrines of public accountability and organizational best practices that are

! On 14 December 1960, 20 countries originally signed the Convention on the Organisation for Economic Co-

operation and Development. Since then, 15 countries have become members of the Organisation.
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penetrating into the public management field. This model was developed with the aim to
introduce a “business — like” model to public institutions, or to re-form the public institutions

with the models coming from the private sector.

“New public management” tactics and paradigms in the name of efficiency and
accountability have also challenged cultural institutions. Marketisation and privatisation have

been increasingly welcomed (Kangas and Vestheim, 2010).

The understanding of the term institution has to be distinguished —in the sense of cultural
policy making as an ‘institution’, i.e. as an organised pattern for establishing and
implementing public policy in the cultural field, and in the sense of traditional organisations
such as theatres, libraries, museums, and other, working and functioning as ‘institutions’.
Kangas and Vestheim (2010) see these two cases as related to the concept of ‘path
dependency’ in institutional theory, which will be explained in more detail in the subsequent

chapters.

Traditional institutions in culture are functioning according to the principle of excellence in a
particular activity, and are protecting the values in a specific field as they are
institutionalizing them. Values in the field are changing, and are based on paradigm

development supported by research, theoretical work, and aesthetical reflection.

Institutions develop their paradigm or a classification system that is related to the field in
development. | approach the field not as an imaginary, or abstract, but a pragmatically
understood environment represented through specifics such as venues, collaborations,
festivals, projects, theoretical platforms, workshops, researches, relations, comprehension,
reflection, and other. The field can only exist with its functional specific modes through

which the paradigm can be developed.
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The paradigm develops a system of relationships between the practices in the field
(traditional, new, or drama theatre, experimental, post-drama, physical, dance-theatre, and
other) which is hierarchically formed. Dance is a subsystem in diverse hierarchical policy
systems that define the hierarchical relations. For example, in Macedonia it falls under “stage
arts”, which also comprise theatre and music. Classifications or institutionalizations of values
are operating both internally and externally. These classifications are formal, and the
audience is communicated through them. The audience expect a certain artistic work to be
presented by a certain institution, but the institution is also formalizing protocols of behaviour
or implicit conventions by classification (for example, at the Philharmonic concert, or opera,
ballet, drama, theatre, the performance protocols of behaviour as implicit conventions are

separate from those in an experimental theatre, or space for contemporary dance/art).

Therefore, the institutions enable a certain experience of art in a(n) (un)familiar manner. The
challenge is in the experience of those arts that are questioning the familiar, or the known,
trying to change the art and social context, or the question is how to prescribe to this
experience? Davor Miskovi¢ (2015, p.9) discusses this issue, and gives the example of the
museum of contemporary art in the family of museums that continuously question historicity
and temporality, institute critical reflection of art, artistic conventions, art organizations,
society, societal conventions, systems of work, as well as distribution of work, wealth,

education, and other.

Institutionalizing subversion can be seen as a component to achieve equality, liberty,
fraternity, and so on. If such ideas are absorbed by the society, or create tendencies as such,
they might lose their social force. Davor Miskovi¢ (2015, p.10) provides an additional
example to this, comparing it with the Renaissance and the Baroque, and saying that the
Baroque absorbed many revolutionary ideas from the Renaissance, fascinating people with

the “stew” for decades, while not even intending at any time to socially address anything.
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Furthermore, corporations today absorb many ideas coming from the art world without the
intention to genuinely address societal issues. Miskovi¢ (2015, p.10) states that similar to the
Baroque, contemporary art museums absorb different revolutionary and subversive art,
social, cultural trends in the system, which is the dominant elite, generally separated from the

larger society, and therefore seen by the larger population as a non-functional whole.

Indeed, it is often seen as dysfunctional because most people in the arts are still expecting
order, classification, or conventions to which they can respond, and the museum of
contemporary art is (should be) reinventing the modes of presentation, reflecting on the
values, and therefore, on the conventions. Although the order in museums of contemporary
art certainly exists, most of the population does not recognize it, since it does not recognize

the conventions and values reflected in the work of the museum.

Museums of contemporary art are determined with the classification system of visual arts,
and not with divergent social practices. From the perspective of dance, or contemporary
dance and performing arts practices, we are facing the same problem of classification, and

therefore recognition and understanding.

The dance convention is regulated institutionally and, in a certain cultural paradigm, it
belongs to classical ballet and other dance expressions such as modern, contemporary and/or
experimental which are not recognizable since they are principally communicating with the

professional environment.

2.2 Institution making — past, present, language, imagining, self-instituting

Certain theoretical views on institutions as public spaces and their role in the public sphere

supported by a certain ideology of governing are established hereby. The starting point is the
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perspective that institutions are organizations established by people the goal of which should
be to proactively re-define and re-affirm the system of values they represent. They present
instituted values which are defining the public sphere. In this relation, an overview of the
public space and public sphere is provided below, in relation to the institutions with the

tradition, present policies, and the future.

2.2.1 Public sphere and governing ideology

As a social structure, the institution is a manifestation of a certain ideology, or in Foucault’s
conception, it is the material and the economic manifestation of ideology. When we talk
about institutions, we can talk about the art institution as a wider concept in this sense, or as a

specific institution of art and culture, always being a manifestation of power.

Ideologies are mostly created by centres of power, or the governing bodies in given
environments and states. And, more often, institutions are conducting preconceived policies,
or are operating in the formulated political realm. Therefore, the system of arts and culture is
facing subordination by the protocols invented by the centres of power, the governing or
economic bodies. To paraphrase Pascal Gielen (2013), the institution is primarily experienced
as an external reality, being regulated through a certain social authority, and as a singular
regime of values, or objectivity standing above individual manufacturability. The main
criticism in the art world is based on this perspective, and therefore on the question of
whether the role of the cultural and arts institutions is to be mediators of power, or the
opposite. Thinking of institutions through the critical theory, or the artistic perspective, is
often an imaginative process, which is confronted with context specifics, or an environment

that is rarely open to address the aspects foreseen by the professionals in the field of art and
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culture. Moreover, the dialogue between the policy and the theory, or visioning/imagination

is infrequent.

However, through this research, | will try to converge and envisage how this would be
possible, or try to provide empirical solutions or recommendations. Therefore, | will start
with the aspects of thinking institution based in critical theory and sociology, and give a view

of cultural institution studies and cultural policy studies.

In her text, “The Rise and Fall of New Institutionalism, Perspectives on a Possible Future”,
Nina Mdéntmann (2007) asks the vital questions from the perspective of this thesis: “What do
we actually expect from an art institution? What do we want an institution to stand for? What

desires does an institution in the art field produce?”.

Institutions are organizations established by people whose goal should be to proactively re-
define and re-affirm the system of values they represent, having in mind historicity, but not

holding back development because of the historical burdens.

An overview of the institution as a system of value created in the society is related to the
manifestation of certain ideology. Louis Althusser (1970) situates the cultural institutions,
fine arts, and literature in the state of an ideological apparatus. Classical Marxists were
treating the state as a more complex reality, as it was in the definition of the “Marxist theory
of the state”. They recognized this problem in practice and did not formulate it in theory, or
as Althusser (1970) explains, only Gramshi had the idea that the state cannot be presented
only through the state repressive apparatus but there are other institutions from “civil society”
such as the church, school, syndicates, and other. Still, he did not systematize his thoughts,
but Althusser (1970) further developed on them. He proposes that the state includes other
than the state repressive apparatus. In the Marxist theory, the State apparatus includes: the

government, the army, administration, police, courts, jails, and other, which he proposes to be
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called the State repressive apparatus. Here, repressive refers to the “functioning with
violence” — in the final extension. As he explains, this is because repression or administrative
repression does not have to emit or have a physical form. However, as a secondary element
they employ ideology as a way of functioning, and therefore, there is no clear repressive

apparatus.

On the other side is the state ideological apparatus, or as he explains, the form of specific and
specialized institutions. He proposes an empirical list of the following specific and
specialized institutions in the state ideological apparatus: religious, educational (including
public and private schools), family, legislative, political, syndicates or syndical, informational
(media- print, radio, and electronic), and cultural. Their function is determined by ideology as

primary tactic, and repression as secondary.

There is a multitude of state ideological apparatuses, and most of them are part of the public
sphere, but also the private. The difference between private and public is in the bourgeois
right to execute their “power” in certain domains. An area that is not into the public or the
private is the state that is a state of the government in power, or the governing class.
Althusser (1970) states that the importance is not in the belonging to the private or the public,

but it is in how they function or the way of functioning.

However, these theses do not see institutions only as public institutions in their system of
governing, but also as institutions that are producing the public, or the publicly relevant

content, or socially relevant instances.

In carrying out an institutional critique, Maja Ciri¢ (2012, p.85) provides an overview of the
art world as a public sphere? and builds the following standpoints: 1. It is not unique, it is

conflictual and represents a platform for different and oppositional subjects, politics and

2 Using Welchman’s standpoint.
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economies, and battle field®, where different ideological positions are fighting for power and
sovereignty 2. It is not an autonomous system, but it is regulated by the economy and politics,
and it is always in relation with other spheres, which is contrary to what Simon Sheikh
suggests, and that is the creation of the autonomous from others societal systems, to be

elaborated below.
The Public Sphere is a social and political concept. Ana Vujanovi¢ and Bojana Cveji¢ note:

We conceive of the public as a discursive sphere of society which consists of citizens’
speech, actions, and movements, the “words and deeds”, as Hannah Arendt would
have it, that can be considered articulations and expressions of ideology. In order to
operate politically, the public sphere needs, and hence seeks, public space. (Vujanovi¢

and Cveji¢, 2012, p.13)

The public space and the public sphere are two close, yet, divergent categories that Vujanovic¢
and Cveji¢ (2012) are proposing to be seen as separate concepts, since their implications are
not symmetrical. The public space is most often understood as a physical, spatial category,
while the public sphere as discursive. The public sphere needs a public space, however, the
public space is not always a space of the public sphere, since it can be touristic,
entertainment, leisure, and other. An important issue, according to them, in and around the
public is the degree of inclusivity. The public space has been going through crises not only
because it is privatized, but also because it has been seen as the crisis of representation in

representative democracy.

They also say that the public sector (to which public institutions belong) belongs to the notion

of the state rather than the public. Cultural and arts institutions should be such public spaces.

¥ Referring to the term of sociologist Pierre Bourdieu and artist Hans Haacke.
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In the past decades, or since the 80s, European traditional institutions, as we know them, are
in crises since the production of the public has been reduced due to the prioritization of
privatization through neoliberal capitalism. Such reductions are more evident in the
transitional societies. Furthermore, with the expansion of the privatization of public spaces,
the public content, or the “words and deeds” are disappearing. According to Vujanovi¢ and
Cveji¢ (2012), the crises of the public sphere and public space are not only associated to this,

but they are also more broadly seen as crises of representation in representative democracy.

Cultural institutions’ crises are pointing to crises of the public in general, of the public

opinion and democracy through which it is regulated.

In the first chapter of their book Public Sphere by Performance, Vujanovi¢ and Cveji¢ (2012)
go through different readings of the “Public sphere”, comparing views by Walter Lippmann,
John Dewey, Bruno Latour, Hanna Arendt, and others. They talk about Lippmann’s lack of
faith in a democratic system and its reliance on the mistaken conception of the public as

conceived by the democratic theory —

as a social agency made up of well-informed, continuously interested, “sovereign, and
omnipotent citizens” — exists merely as an illusion, myth, abstraction, and, inevitably,
a phantom. [...] he regards the citizen of his time as a private person generally neither
educated, nor interested in taking part in public affairs, which are managed and
governed “at distant centres, from behind the scenes, by unnamed powers. (Vujanovic¢

and Cveji¢, 2012, pp.13-14)

He proposes a differentiation between actors (insiders) and bystanders (outsiders), trying to
unmask the public as an abstraction which modern democracies count on. He also identifies

the “spectators” or the “publicum” as subjects constituting the public in 1920s in the
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American democratic society. He believes that citizens are passive, and are delegating their

activities to the experts

since they are incapable or grasping all details operative on the public scene, either because
they have no time or because the details are not transparently available or shared, and since
they are ill equipped, lacking in the knowledge and skills required for acting in public

(Vujanovi¢ and Cveji¢, 2012, p.14).

What they are also pointing out is Lippmann’s view that citizens mobilize only occasionally,
in moments of crises, and that is to support or to oppose the actors who govern. On the other
hand, Dewey provides a more optimistic view compared to Lippmann, and does not lose faith
in democracy, seeing the people in the public as the “Great community”. He is proposing a
reconsideration of the model of local community (family, neighbours) based on the social
idea of democracy, which he distinguishes from the political system of democracy. He sees
“individualism” as the main obstacle to communitarians in a democracy, as the ideology of

the system of administration. Vujanovi¢ and Cveji¢ (2012, p.16) add:

There are differences that manifest themselves in diverse attachments that an
individual entertains, but Dewey advocates the belief that these differences can be
integrated by means of common interests and goals, which are social and beyond

individual or private interest.

They further add that the German sociologist and philosopher, Jiirgen Habermas, sees the

public sphere in the 18™ century Europe:

as a third instance that mediates between society and state. Since being excluded from
decision-making in the absolutist and monarchist states of that time, private

individuals started to develop the practice of “public use of one’s reason” [...] — first
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in the domain of literary matters and later on in regard to political affairs as well -
from which the liberal public sphere gradually arose. This public sphere, which
supposedly achieves consensus on the grounds of (better) argument, is a modern
social institution whose function is to guarantee society as a sphere of private
autonomy and uphold the restriction of public (feudal, state) authority to only a few
functions. What is specifically different about Habermas’s conception in comparison
with Dewey’s, or even more so, Latour’s, is that Habermas envisages the liberal
public sphere as a public body that transmits the needs of bourgeois society to the

state. (Vujanovic and Cvejic, 2012, p.17)

From the perspective of cultural policy studies, Jim McGuigan (1996) suggests that the
concept of the public sphere needs to be revised and adapted to the changing conditions, to
provoke a critical debate through the prism of cultural policy that he is treating as an object of
praxis, an object of theoretical interpretation, and of public debate. In his book, Culture and
the Public Sphere, he is relating the public sphere discourse with diverse opinions. However,
he starts and develops much of them in relation to Habermas. He states that for a critical
social theory of communications and culture, ‘the public sphere’ and the operations of
rational-critical debate are most famously conceptualised and analysed by Habermas, and are
therefore, of focal concern. Habermas’s work is generally concerned with “how we make
sense in public, especially how we negotiate our differences with one another and decide

upon common purposes” (Holub, 1991cited in McGuigan, 1996, p.21).

McGuigan (1996) gives the example of the use of the term ‘public sphere’ in Britain that
became part of the academic debate over public service broadcasting, and that Nicholas
Garnham (1983 and 1990) used to defend the ideal of the public service broadcasting. He
debates over the differences of the public sphere and sector, and its regulative matters that are

influencing the way it works. “Without provision for public accountability and control, and
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without some attempt to foster alternatives to an overbearing state and untrammelled market
forces, the prospects for democratic debate and cultural experiment would be curtailed and,

indeed, imperilled” (McGuigan, 1996, p.23).

Distinguishing the public sphere from the state, building a critical debate to and with the
community to which the public accountability is directly related, enables us to take a position
from which we can discern public institutions from the state or an authority regulated
institutions, and position them as organizations that institute the common goals and interests

of a certain community, presenting a social idea of democracy.

Cultural institutions are public bodies, spaces that are regulating certain political and
economic relations through their management structure, and supporting or opposing a certain
ideology by producing societal values. Therefore, the management structure of the institution
can be seen as a spine that regulates the relations, values, and the ideology, playing an
important role in the positioning of the cultural institution as one that institutes new principles
of work, production, and development of the art form - as a body that stands for the needs of
the art field and the “community of practice”, or a regulatory body of the politics in power.
Hence, the management system plays an important role in the process of instituting or
formulating a certain position in which the art or cultural dimension is created. Management
structure and regulations in culture and art should be autonomously positioned in relation to
other institutions in the society, and should demand for their own authentic position and
possibility to create a specific system that would refer to the needs of the field or the art

world.

What should shape the institution is the art world that changes and reshapes. George Dickie is
one of the institutional theorists of art who developed his understanding of art as a broad

social institution taking further on Danto’s thesis that the decisions of certain people and
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organizations — artists, then museums and connoisseurs — render objects into art. For him, this
thesis already indicates the institutional nature of art, and in his early writings he claims that
the artwork is defined by a status conferred upon a certain artefact by people acting on behalf

of the art world (Dickie, 1974, p.34 in Vujanovi¢, 2004).

2.2.2 Governing the horizon of institutions through the past and the present

Simon Sheikh (2011) speaks about the theory of Cornelius Castoriadis that the society is an
imaginary institution, an imaginary ensemble of institutions, practices, beliefs, and truths that
we all subscribe to, and thus, constantly (re)produce. He also suggests that what holds society
together is the institution, or as he refers to it “the institution of a society as a whole”, where
the word institution is understood as norms, values, language tools, procedures and methods
of dealing with things and doing things, and the individuals themselves in a general and

particular type and form given to them by the society considered.

“Changes in the social imaginaries are emerging through establishment of other imaginaries

without predetermination, through practices and will that establish another way of instituting”

(Sheikh, 2011, p.16).

He addresses the past, or the historicity, and suggests a radical break with the past in terms of
language and symbolization, and thus, the ways of doing. The creation of a new language
requires an articulation of what should be said, or not to say the same with new words, but to
say new things, to create a language with which to say things. In explaining the Castroriadis

theory, he also suggests that these societies are autonomous, or:
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those whose members are self—instituted. In contrast, the members of heteronomous
societies attribute their imaginary order to something outside, to some extra—social
authority, such as God, tradition, progress, or historical necessity, or also, we could
argue today, democracy as a fundamental and historically inevitable category.

(Sheikh, 2011, p.17)

He also brings forward Castoriadis’s point that the enormous amount of people in our
societies is in fact heteronomous, since they judge on the basis of the convention and public
opinion. Public opinion is created by the media which are regulated through the neoliberal
ideology, or the ideology of the ruling party in power. Therefore, institutions, or the society
as an institution is perceived as an external reality, or a regime of values constituted by the

social authorities instead through self-instituting.

Sheikh (2011) makes this distinction concluding that it is the basis on which the making and
working of a cultural institution is constituted. Does the institution adhere to the logic and
demands of the state and governmentality, or does it seek another path? Does the institution

self-institute, or does it attribute to the outside power and regulations?

The power of the system upon which a certain society is built, especially the heteronomous
people that support this system, which does not allow its change is not to be neglected, but
contested. The society members that self-institute are the ones that can obtain the new
institution path, but how to oppose an establishment supported by the majority, or how to
negotiate (if possible) with the social authorities. The processes of how good practices from
the innovative processes, projects, platforms, movements can be instituted, or the methods by
which to institute them, represent a challenge. Namely, how can we behave if we are caught

up between artistic autonomy, radical and critical thinking and heteronomity of the state and
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its neoliberal demands? Where (if possible) can this self-instituting action or heterotopic*

space (in Foucault’s terms) be built and if so, how can it be instituted as part of the society?

Sheikh (2011) adds that it is in the changing of how we institute, of how subjectivity and

imagination can be instituted in a different way.

Any institution and its ways of institution should not be seen as unitary but as
dispersed- its modes of addresses need to be uniform, but different in scale and
grammar. The late Danish writer Dan Turell had a principle of dividing his works into
“overground” and “underground” publications, not only to indicate the difference
between self-published manuscripts and more widely-distributed books from
publishing houses, but also to point to different formats of experimentation and
articulation. Perhaps such a distinction within the institutional production may be
more productive to imagine than the traditional distinction between mainstream and
alternative, between culture and counter culture [...] In other words, institution-
making should be described in terms of its outlook, its scope — its horizon. (Sheikh,

2011, p.19)

Cultural institutions can present diverse formats of articulating their content, and therefore,
not unitary, but various systems. The contemporary cultural institution in performing arts can

3

also be, in Dan Turell’s words, “overground” or “underground”, so that it can address
different formats of articulation and experimentation, and therefore, a different management

structure as support. The homogenisation of the modelling of the institution has to be

* Concept by French philosopher Michel Foucault describing spaces which are functioning in non- hegemonic
conditions. Foucault (1967): “[...] real places — places that do exist and that are formed in the very founding of
society — which are something like counter-sites, a kind of effectively enacted utopia in which the real sites, all
the other real sites that can be found within the culture, are simultaneously represented, contested, and inverted”

(“Of Other Spaces, Heterotopias®).
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rejected, and heterogeneity in institution making has to be proposed as a post-institutional

modeling and governing.

Heterogenic management and modeling can be based on the theoretical dimensions that
support the possibility of an underground or self-instituting system of cultural institution, or
moreover, collaborative- horizontal - models that would not adhere to the market and the
governmentality logic, but would propose a new managerial logic (also as post-institutional)
that would support the experimental and counter culture articulation. In this relation, here, 1
would also introduce a post-institutional model as a “co-institution”, or as a term where “co”
stands for collaborative, commons, coexisting, and so on, that would be overviewed and

presented in the subsequent chapters.

Gielen (2009) explains post — institution through the biennale example, as a periodic and
event—based character that makes it possible to work with temporary contracts, bringing the
key observation through labour sociology “which in today’s art world is rather romantically
translated into an uncritical cultivation of a nomadic existence within constantly moving
networks” (p.8). He does explain that such Deleuzian flirting with the term of post-institution
(more as the preferred jargon of the art world) significantly suppresses the value of the
classical art institution. The boom of the biennale offers little room for historicity, does not
generate time for thorough research, and often ignores the locality, which are characteristics
that a museum does not stand for. The museum is being transformed in the past years, having
an increase of temporary exhibitions, decrease of research into and attention to the collection,
explaining it as an effect of the biennale virus, displaying the post-institutional

characteristics, or becoming a Post-Fordian enterprise (Gielen, 2009, p.9).

He further addresses this friction between the post-institution and the classical modern art

institution as schizophrenia, proposing that a good idea in the contemporary art world (or
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still, a new idea) is to balance the rigidity with the infinite variability and diversity demanded

by the neoliberal network system.

My proposal of post-institution does not go in the post-fordian direction, or in the direction of
the Biennale example provided by Gielen, but on the contrary, in the direction of a model that
would balance the post-fordian institutional outbreak and the classical modern institution.
This would allow incorporating the underground or the self-instituting system in Sheikh’s
terms as a position from where preserving the past through fiction and reality will be a

strategic step forward.

It would also require the production of another language, model, or governing based on a

collaborative- horizontal system, or a self-organized system of “co-institution”.

2.3 The language of the (post)institution

Proposing a model of post-intuition as a co-institution, or as one of the possible models of the
heterogenic management and modeling, demands thinking about the language and the way
we communicate the different formats that we produce within the system as self-institute
subjects, as one of the steps towards building the new path of the institution. | use format as a
term, being aware that it might be read as a term used in economy management, but, in fact, |
am trying to use it as a term that describes a working mode or “a way of rendering certain
tactics through forms”.> The new formats proposed to be considered here, in their content and
through their language, have to be communicated and addressed to the politics of
bureaucracy, or as Sheikh (2011) refers to it, the politics of administration, to make them

visible, and not only imaginary. This approach can be one of the tactics towards new

® Suvakovié (2010) in Anti-Jargon, Method, format, strategy, tactics, practice, procedure, protocol, platform and

other exam questions for the professor http://www.antijargon.tkh-generator.net/2010/06/09/suvakovicen
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instituting, or towards constituting new models of institution. In other words, it is a proactive
approach in the production of policy papers and their communication to the decision makers,
which can mostly be seen in other domains and rarely as a practice in the think-thank

approach in the field of culture, or rather very small advocacy activities on national levels.

Producing a language system, not as an act of speech, but as a system to be included into the
politics in order to address the modelling of post-institutions has to be performed. As

Suvakovi¢ would state:

According to Saussure, we distinguish language and speech. Language implies a
language system; speech implies individual speech acts in the frameworks of that
language system. When I say “napolju je hladno” (it is cold outside), you know that I
am speaking Serbian, but if I say, “it’s a could” you know that I am speaking a bad
and clumsy English. What does that mean? It means that every language has those
two levels, the system level and the statement level. No mother in the world has
taught her child to speak by perching it on her lap, with an orthography and grammar
book, and saying: “Look, kiddo, there are seven cases in our language”. No, she leads

him through speech towards inclusion in the system. (Suvakovi¢, 2010)

Practically, this would also mean a system of reference to a certain terminology. This will
also be reviewed in subsequent sections, through examples of formats through which we
render certain tactics or produce content that has a different meaning in the cultural and art

context, but is mostly used for other purposes, including, for example, laboratory, workshop,

® Here | refer to the countries in the ex-Yugoslavia region, where there is a rare or small amount of advocacy
activities, or any actions of think-thank organizations related to the issues of culture in the Balkans. Policy
recommendations in culture are mostly formulated by the cultural workers as researches, and addressed in
professional language, not articulated as a language of administration that is practiced as part of the think-thank

groups.
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even discussion, debate, and other. Such terms have their implication in the context in which

they are used.

In the postmodern organization theory, the theory of Ferdinand de Saussure, or the theory of
language has implications on understanding how organizations are studied and managed.
According to him, the language is a system of signs having two parts: the signifier and the
signified, whose relationship is arbitrary, since there is no natural or necessary relationship
between them, or between the word and a concept. He suggests that the use of language and
other signs to make meaning is community specific, and that particular communities have
their own systems, and a certain word performs a different meaning depending on whether it
is addressing business, culture, government, and other. He talks about a community specific
language, or use of words and signs, which, as an idea of communities of meanings, was
related to Ludwig Wittgenstein’s notion of language games, which discusses how words have
different meanings in relation to the rules in the specific communities. In relation to the
organization theory, Mary Jo Hatch (2006) explains that language games’ promote different
ideas about what is true, or the way in which organizations can be described and explained.
She suggests that “Learning how language games work and how to move comfortably
between them will serve you well when working in cross-functional teams, or across other

boundaries created by the communities to which you belong” (Hatch, 2006, pp.48-49).

Working on the adaptation of the language and the terms used in the sphere of arts and
culture to the normative acts through which the cultural institutions are regulated, is an aspect
that has to be directly addressed. A short practical example of this is the use of (new) fields,
or professions within institutions through systematization. For instance, the cultural policy in

Macedonia does not identify a performer, or a contemporary dancer, or a choreographer in

" In his work Philosophical Investigations, Ludwig Wittgenstein uses language games to argument that words

are defined by how they are used.
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the domain of contemporary dance. Or, accordingly, it does not identify production, a project
manager in culture, or a theoretician, or a dramaturge, as professions in the cultural institution
in Macedonia are limited to a certain institutional format through which the meaning is

defined.

These occupations are not mentioned in any catalogue of professions (01/21/2015) of the
Ministry of Information Society and Administration of Macedonia, or in the National
Classification of Occupations (08.2015) of the State Statistical Office of Macedonia, acts

through which a certain profession and its function in the institutional paradigm are defined.

The problem of language is beyond these examples. It might need hermeneutics as procedure
and interpretation. However, practically diverse meanings and understandings of the language
use and terms are more evident when it comes to content or programing. There is also friction
between the classical or the traditional understanding of art, cultural goods and production
processes in different communities of practice. If one would like to realize a complex form of
a program, or an event in Macedonia that would include diverse formats of displaying art and
cultural content, it would not be possible to identify it through policy instruments such as the
“open call for programs” of the Ministry of Culture. These instruments are based on policy
acts, which do not recognize generative forms, but only traditional mono-formats such as a
festival, an exhibition, a concert, or other. This is just a scratch of an example that is
practically opting to describe the friction between the “communities of practice” (the policy
making system or the normative and artistic/cultural community) which evaluate cultural
goods, their symbolic and material meaning, their displaying and distribution through the
logic of law and policy. Here, the problem is how the public sphere is conveyed, or if the

artistic community participates or not in the policy matters.
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Moreover, understanding and language (in its broader meaning) are related to the cultural
goods that are seen as symbolic entities which convey and represent a variety of meanings
and values in different contexts. Being a cultural good presupposes existence in a public
sphere or communities of practice, to which their perception as symbolic or material entities

is related.

Cultural goods, which are to be perceived as symbolic and material entities, are subject to

various forms of valuation and evaluation.

The generation of meaning as well as the process of perception and comprehension
are social actions that are based on the cultural techniques of coding, decoding, and
interpreting. The cultural techniques and the goods’ practical uses are inherent to a
community of practice. Cultural affairs are always public because they are necessarily
related to symbolic meanings that are based on common identities and shared sets of
social rules. On the other hand, the access to cultural goods and services cannot
always be assumed, because of a lack of know-how. The tension between socio-
cultural inclusion and exclusion is an inevitable characteristic of cultural

communities. (Hasitschka, Tschmuck and Zembylas, 2005, p.150)

Cultural goods as symbolic entities are thus related to the social actions of interpreting, or
translating the meanings in the perception, or reception map. They have to be supported in
order to shrink the socio-cultural exclusion among and with certain cultural and professional

communities.
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2.4 Imagining the future of the (post)institution through the past, the present, and the

future

In her text The Institutionalisation, Precarity and the Rhythm of Work, Bojana Kunst (2017)
reflects on imagination as a perplexing condition of every institution, but also a condition that
brings people together: “it is also a reason why institutions, when established, try to erase
their irrational, misty, impossible core and build monuments to themselves in the form of
solid spaces, rules of behaviour and protocols, and archival possessions of the past”. She
adds: “Because of this foggy imagination in their core, the institutions rationalise their own
progress and growth and relate it to the causality of history, they try to systematically control

the temporal rhythms in which the future is produced” (Kunst, 2017).

She questions the possibility to practice processes of institutionalisation inside such
paradoxical knot: “here the practice of institutionalisation continuously needs phantasmic

imagination and dedication to the impossible, to actually make something possible” (Kunst,

2017).

As immensely productive for the process of thinking about artistic institutions (but also
institutions in general) she proposes bringing two processes together — performative action

(acting as if) and poetic capacity of invention (imagining as if not yet).

Sheikh (2011), on the other hand, suggests imagination and production of a new horizon, a

new view, a new world:

[...] In other words, if the horizon is that which establishes a world- view, this is
always a specific one that makes others not only invisible but even impossible.
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Having inherited the apparent endgame of liberal democracy and its adjacent politics
of administration, it is an urgent task to attempt to go beyond resignation or empty
critique and to insist that it is still possible to imagine another world. If another world
Is possible, how is it visible, not only in terms of realism but also the imaginary, and

how it can be constituted as a horizon? [...]. (Sheikh, 2011, p.20)

An institution or an institutional production must imagine a public in order to produce it, and
to produce the world around it, a horizon. He questions the satisfaction of the institution or
the modes in which we are presenting and practicing arts and culture, saying that if we are
satisfied with the world we have now, we should continue to make exhibitions and works as
always, and repeat the formats and circulations. On the other hand, if we are not satisfied
with the society, the world, or the art world in broader geopolitical terms, we need to rethink
the other subjectivities and imaginaries And, we have to be not only resistant or insurgent,

but also instituent, he suggests (Sheikh, 2011, p.20).

Thinking in the present about the future must consider the conditions in which institutions
are. Thinking about institutions in the present must also incorporate the “paradoxical
conditionality of the institutions, the conditionality that we have to take into consideration
especially in the present moment, characterised by institutional distrust on one side and
institutional failure on the other (both actually coming from all political spectrums)”
(Athanasiou, 2015 cited in Kunst, 2017). Athanasiou (2015 cited in Kunst, 2017) suggests
that processes of institutionalisation or institutional engagement are possible in the

persistence between fiction and reality.

The persistence between fiction and reality is possible if we deal with historicity through the
present, or incorporate the past through the present perspective. The institution represents

historical consciences, or within its ideological frame, it incorporates historicity — and
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‘institutions remember or forget’ (Douglas, 1989 cited in Gielen, 2009, p.42). This is the
logic that institutions such as museums or theatres are presented with or are living by, which
does not have to be the logic of every institution of art. It leads to a heritage function of the

institution or its responsibility towards what will be remembered or forgotten.

The production of historicity is a much criticized role, since such a role holds institutions
back in promoting innovations, or provokes tensions between innovation and conservation,
which is also related to inertia (Gielen, 2009, p.43). According to Gielen (2009), such a
characteristic of the institution is featured at a meso-sociological level, at which curators
(nomadic) or the biennale struggle against the institution (museum) as a societal

phenomenon, or as an institution in a constant friction between the past and the present.

By providing the example of the biennale and curators (referring to them as nomadic, or not
being a part of a certain institution, but presenting the post-Fordian or post-institutional
frame), Gielen (2013) might be suggesting that the programming/curating methodology
directly affects the institutional logic. He opens the question - is it a role of the institution to
remember the history that is not encountered with contemporaneity? The institution should
include the contemporaneity as a counter point to what has been done or produced in the
history. The contemporaneity is “the other” to the history, as much as the history is “the
other” to the contemporary art. This possible mirroring would enable critical reflection, and

not only a diachronic, but also a synchronic trajectory to the art development.

The post-institutional model can be argued through contesting the institutional distrust and
failure related to the political ideology in which institutions have performed their actions,
bringing two processes together as Kunst (2017) suggests — performative action (acting as if)

and poetic capacity of invention (imagining as if not yet). However, this cannot be
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empirically tested as a managerial format, but it can be viewed as tactics through which

institutionalisation can be performed.

The tactics of imagining and self-instituting, the performative action (acting as if) and the
poetic capacity of invention (imagining as if not yet) can be viewed as tactics of the post-
institution, where culture will also perform its public role. These tactics, as well as others (to
be), should be part of the system where new tools, tactics, norms, values, procedures, and

methods will deal with things, and do things.

Such tactics, which are producing a new horizon, are carried out in small or (still) not visible
projects, festivals, workshops, platforms, collectives, networks that by being and doing are
changing and shifting the paradigm from a heteronymous to a self-instituting position, from

which the new world is not only imagined, but also executed.

The new steps towards - what to be done- can be found there. And, they are (to be): the
heterogenic managerial approach should produce modes which are diverse and dispersed in
scale, language, and content, symbolic and addressing the specific contextual needs, or

working on the self-instituting.

2.5 Modelling the institution through visioning

As a science, among other issues, sociology studies structural formats or institutions through
which the society and the life of the groups and the individuals in it are organized. It
generally interprets the institution in two directions: one is as concrete organizations of
people, things, infrastructure, and other (for example, for the institutions in art these would be
theatres, galleries, museums, art centres, and so on, populated with people and art works), and

on the other side it is extended in a system of values, protocols, norms considered as relevant
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in the society (singular regime of values presenting ideological (state driven) norms, for
example in a certain context where the institution is situated and driven by the political
ideology of the state, even if it does not support it, it is affected by it) operating behind the
institution. The art institution does not only imply location in physical format, but also praxes
and discourses that recognize and consume something defined, perceived, or recognized as
art, as well as principles supporting it. The institution of art is not only a formally organized
space for production, distribution, and reception of art, but it also represents cultural, artistic,

and social values and principles that support it.

According to Bruce Cohen et al. (1990) a social institution is a permanently organised
system for patterns of accepted behaviour and action to satisfy a societal need.
Jonathan Turner (1997, p. 6) says that it is “a complex of positions, roles, norms and
values lodged in particular types of social structures and organising relatively stable
patterns of human activity with respect to fundamental problems in producing life-
sustaining resources, in reproducing individuals, and in sustaining viable societal

structures within a given environment. (Kangas and Vestheim, 2010)

On the other hand:

North (1990) defines institutions as “the humanly devised constraints that structure
human interactions. They are made up of formal constraints (rules, laws,
constitutions), informal constrains (norms of behaviour, convention, and self-imposed
codes of conduct), and their enforcement characteristics”. In North’s theory, formal
rules are created by the polity, whereas informal norms are “part of the heritage that
we call culture”. Institutions, he says, are “the rules of the game. (Alesina and

Giuliano, 2014, p.6)
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We need to make a distinction of social forms which constitute elements of institution but are
not institutions, such as rituals, social norms, social roles, happenings, and other. Some
scientists are thinking of institutions as concrete forms, or closer to organizations (Osterberg,
1977 cited in Kangas and Vestheim, 2010) that are opposite to general arrangements such as
family, marriage, religion, and other referred to as “societal formations” (Osterberg and

Engelstad, 1995 cited in Kangas and Vestheim, 2010). Another distinction should be of:

social forms that are more complex and encompassing concepts like for example for
example cultures or societies. In any culture (in the anthropological sense of the
concept) or society institutions are constitutive elements. In conclusion we may say
that institutions are social forms “in the middle” — they are more complex and
encompassing than for example norms and rituals, but less complex and

encompassing than societies or cultures. (Kangas and Vestheim, 2010)

In the field of cultural studies, institutions are seen as blocks through which the social and
political life is developed, and the institutional frame defines goals and shapes the means
through which cultural interests and/or public interests in culture are determined (Zuvela,

2015, p.33).

As public spaces, institutions own a certain power that is both internal and external; however,
their power is paradoxical, according to Athena Athanasiou, (2015 cited in Kunst, 2017). The
paradox lies in the relation to the people, or the human beings, towards whom the institution
has an obligation. On the one hand, the institution needs to sustain human beings, while, on
the other hand, at the same time it can also be violent, it can destroy human beings, according
to Athanasiou, (2015 cited in Kunst, 2017). She explains the complex relation of the
institutions with the human beings and the precarity, or how “they can support us but also

take us down by the constitutional violence which intrinsically belongs to every process of
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institutionalisation” (Athanasiou, 2015 cited in Kunst, 2017). The constitutional or the
conventional obligations that the institution has increase the precarity of the people in the

institution, and also limit their autonomy in creation.

What Kunst finds crucial is:

to always think about institutions through the specific temporal perspective: even if
they are spatially bound, related to houses, shelters, domains, abodes, constructions
and platforms, they should not be approached as facts, something which is given and
completed, but only as potential processes, space of the institution appears because of

the particular temporal constellation of forces. (Kunst, 2017)

Kunst (2017) suggests that institutionalisation is a never finished process, completed, but it
has to operate between “performing the institution and resisting the very process of
institutionalisation”. Or, the institution can never be constituted, or referring to Athanasiou,
(2015 cited in Kunst, 2017) - “we have to act in the process of institutionalisation as it would
be possible, but at the same time, we also have to be always aware of what do we lose if we

2

win”.

Such a condition in a specific “political crack” in the political non-democratic context
(corruptive, clientelistic system, or certain political crises), where nothing is permanent and is
already temporary, or is always in-between such as Macedonia, is a contest. In political crises
where institutions are derogated and are non-functional, the pragmatic aim -to develop
functional institutions, or to stabilise institutions, is a prior. Such process of (re)constitution,
forwarded towards the stabilization of the social system through institutional functionality
can be interpreted as a constitutional violence that might stop the potentiality of instituting, as

proposed by Kunst (2017).
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What | gather, is that critical observation and imagination of the institution as a potentiality
has to be protected with the political norms and organizational modes in order to enable a

constant re-constitution of the institution.

Constitutional violence, as referred to by Kunst (2017), can uphold two dialectical stands in
practice. On the one hand, the constitution of an institution enables certain cultural workers’
and artists’ unemployment to be regulated, and enables them to have basic working
conditions, which is not the situation with the freelancers. On the other hand, norms and laws
are structuring their working time and capacity in the precarity manner. An example of this is
seen in the new laws regulating the working conditions of the artists in the public institutions

through a position of service providers.

However, the epitome of precarity is the position of an artist or a cultural worker in the

independent sector (especially in Balkan countries), not in the institutions.

On the other hand, institutions in Western Europe are facing populist and nationalistic
cultural “reformations‘ erasing the public institutions, which, from the perspective of Bojana
Kunst (2017), show how problematic the idea of the progressive institution is. This idea puts
the institutions under pressure to produce and provide evidence of their “social and political*
values, to fight the pressures coming from financial cuts and cultural reforms, and thus, turn
themselves into good and obedient cultural agents. In such pressure, the constitutional

violence and the precariaty become inevitable.

Furthermore, the immense disparity in economics plays a crucial role when discussing
institutions, and this is directly related to the politics of economics and their influence in the
institutional work, as well as the working conditions, programming, and other aspects

constituting the institution in art.
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Kunst (2017) suggests a radical shift in the temporal dimension of production, fighting the
project logic, but allowing a multiplicity of proposals and imagination through which modes
of work and thought are enabled, supported, and also sustained. She believes that the
institutionalisation attempts should open a poetic process that is not an invention, but a

specific form, visibility of production, and a form in which people can live together.

The institution, she suggests, has to be conditional, not a fact, or an achieved, finished act, but

“a complex rhythmical loop between acting as if and imagining that which is not yet” (Kunst,

2017).

The proposal of the poetical invention to contest the shifts of the global political changes is a
possibility of visioning and not a practical implementation of an institution as such, since the
work of the institutions is always conditioned with financial mechanisms, or subsidiary
politics of the party in power, or the decision makers. Here, practice, as a central concept in
social sciences that refers to the structural and institutional framework of actions, as well as
to the informal aspects of action, is not overviewed. Namely, such proposal by Kunst has to
be extended through the organizational, management theory or cultural policy studies, in

order to be articulated as reality.

To model an institution is to realize that vulnerability is larger if there are no economic
politics to support the idea. Furthermore, modelling is also and always related to policy
matters, or engagement of certain social authorities. 1 am not saying this to contradict Kunst,
on the contrary, | support the ideological frame in which she operates, and | agree on the
theoretical level. | suggest that the institution is where the reality of the context is
implemented and/or contested. Therefore, when we think of the reformation of the
institutions, we need to think through applying critical theory, but we need to relate it to the

theories that include the operational realm. Institutions are organizational entities, forms of
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exchange and implicit conventions, as also argued by Werner Hasitschka, Peter Tschmuck
and Tasos Zembylas (2005, p.7)®. Therefore, the ‘complex rhythmical loop between acting as
if and imagining that which is not yet’ has to contest and communicate different political,

economic, and social influences.

Starting from the point that institutions are not historical constructs, Hasitschka, Tschmuck
and Zembylas (2005) argue that their development has to be reconstructed. They say that in
the wake of the establishment of a civil society in the 18th century, art and culture
(production, distribution, and reception) became less controlled by the clerical institutions
and increasingly imbued with meaning by markets and politics. Several social authorities and
institutions have since exercised an influence on the formation of the cultural institutions'
sphere (Zembylas, 1997 in Hasitschka, Tschmuck and Zembylas, 2005), and these social

authorities include:

a) the legal system and cultural politics; b) the culture markets; c) the conditions of
professionalism and production (education, technology, mentalities); d) media, art
criticism, modes, public discourse on cultural affairs; e) institutions (such as
museums, theatres, concert halls) that display, mediate, and convey an
understanding of cultural goods and services. The influence of social authorities
varies, and there is no hierarchical ranking based on the institutional function on
the basis of which the interrelationships and interdependencies are formed. They

also argue that the institutions are delivering the cultural goods, which is not a

® Werner Hasitschka, Peter Tschmuck and Tasos Zembylas (2005, p.7), argue that “institutions should not be
exclusively identified with organizational entities (for example theatres, galleries, publishing-houses, music
labels, etc.), but also with explicit rules (e.g. - legal norms, established professions)”, which is similar to the
examples before, but here they add the “forms of exchange (markets, social prestige), as well as with implicit

conventions (behavioural patterns such as social roles) that form and stabilize professional practices”.
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linear process, and this process is contingent (or, accidental, fleeting, and

manoeuvrable). (Zembylas, 1997 in Hasitschka, Tschmuck and Zembylas, 2005)

In relation to social authorities, Pascal Gielen (2009) states that all art organizations are part
of the art institution, but major institutions occupy the main part of it, and are expected to
take the role, or to be the “guardian” or “facilitator” of values and practices, in other words,
to be part of the social authorities. The accepted idea in sociology is that cultural practices
have to keep in step with a powerful societal hierarchisation of values and norms (Gielen,
2009, p.42), which dominates and creates the influence that social authorities are distributing,
or norming. Gielen (2013, p.14) also talks about the institutions as “verticalisation machines”
which not only generate the imaginary height, but also a historical depth, a foundation to
stand on. The reason is that they are always co-nstitutions, which spring from the community,

a Latin ‘con’ or ‘com’ (Gielen 2013, 14).

Hasitschka, Tschmuck and Zembylas (2005) describe the approach towards cultural
institutions from the perspective of their work Cultural Institutions Studies °, which follows
an institutional approach that differs from most of the functionalistic concepts within social
and political sciences. They believe “that institutions do not only regulate social actions, but
that they are also formed by social actions” Hasitschka, Tschmuck and Zembylas (2005, p.7).
Their approach considers “that the social field of action, which constitutes institutions, is only
a part of social practices in general. As Wittgenstein contends, institutions structure social

action but they do not determine it” (Hasitschka, Tschmuck and Zembylas, 2005, p.7).

® “Cultural Institutions Studies” (a translation of the German term “Kulturbetriebslehre™) which has recently
been developed at the Institute of Culture Management and Culture Studies of the University of Music and
Performing Arts Vienna. Cultural Institutions Studies synthesizes a cultural, sociological and an economic

approach to cultural goods and services” (Hasitschka, Tschmuck and Zembylas, 2005, p.1).
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What is problematic in their standpoint from my perspective is that they reduce cultural
goods to market needs, or to simplify, they approach the institutions through the market logic
as a prior perspective. They underestimate the power of the needs of a certain community of
practice. They consider institutional functions in order to understand their social
interrelationships and interdependencies, and view the influences of social authorities which
also vary. They do not establish hierarchical ranking, and consider all authorities and
institutions as polymorphic bodies, not reducing them to a fixed system or a formula. From
such perspective, they draw two conclusions: “first, the formation of cultural goods is not a
linear causal process, and second, this process is contingent (i.e. accidental, fleeting, and
manoeuvrable)” (Hasitschka, Tschmuck and Zembylas, 2005, p.8). Viewing that contingency

does not deny power-relations, they define that:

In a metaphorical sense institutions inevitably operate as gatekeepers to organizational
structures and social fields in order to generate a surplus value, to create scarcity, and
to transfer cultural goods into commodities. Cultural institutions, therefore, administer
the scarcity of cultural goods by excluding some artifacts and practices from further
production, marketing, and reception and by including others. (Hasitschka, Tschmuck

and Zembylas, 2005, pp.8-9)

By defining an institution only through the social authorities’ interrelations and
interdependencies, they are excluding the power of the cultural communities, or the
communities of practice such as artists, cultural workers, and others who are directly
involved into the modelling or the instituting of practices. Their interrelations with other

social authorities or the power of the self-instituting cannot be underestimated.

They see the social authorities through normative, regulation forms, which are morphing the

institutions where they act as a filter that enables or disables the economic and cultural
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exploitation of artefacts and services, and create or prevent public visibility, according to

them.

Taking into consideration the phenomenon of the scarcity of the market, they argue that
cultural goods are not scarce per se, but if they are perceived as not freely disposable, scarcity
emerges. The focus on market scarcity or its constitutive exchange function enables them to
interpret cultural goods through their economic function, or argue that if cultural goods and
services are perceived as scarce, they become commodities. What they offer is the market
point of view that can derive the cultural goods to be in the form of commaodities, regardless
of their statement that then the symbolic function of cultural goods does not vanish. The

function of the commodities loses its symbolic function, or its aura in the words of Benjamin.

They propose that the symbolic and the economic functions of cultural goods co-exist and
should be analysed simultaneously, but the view or the perspective of the analysis determines
the hierarchical level, or whether we employ the critical theory of a perspective or the market

reality to what we adapt.

Here, | also consider approaches towards instituting, or do we employ a bottom-up or a top-
bottom modelling approach. Hasitschka, Tschmuck and Zembylas (2005) give priority to
social authorities (as top-bottom) valuations of cultural goods, rather than to the specific
community of practice, such as the independent cultural scene, or the civil sector, or

professionals practicing in the specific field.

The practice of the specific community of practice (groups of cultural and art workers in the
civil society) is oriented towards an approach that is bottom—top/up, regardless of the fact that
they are constantly facing the most rigid forms of top-bottom creation mechanisms. Such

approach is formulated through the needs which are produced through the sociality of human
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coexistence, or the co-existence of this certain community. Specific examples of such actions

will be discussed in a subsequent chapter.

Within the process of modelling, or visioning the institutional format, apart from considering
the needs or the visioning of a certain community of practice, we also have to analyse the
regulatory factors, or what is mostly described as the “social authorities” that do affect the
reality in which an institution would emerge. However, | underline, such positions are not
only taken as available, but also as a possible trait, trying to minimize it through critical

reflection when approaching the visioning, or the modelling of a new institution.

As discussed above, heteronomity and historicity in instituting are holding back the
institution from being re-invented. According to Gielen (2009), other factors are involved on
a meso-sociological level as factors that hold back the innovation of the institution, and these
are: fixed working hours, rigid differentiation between function units (artistic staff,
educational department, public relations, maintenance, and management). This is a
systematisation represented through the policy and nurtured as such. As regulatory factors,
these factors do not provide the “open space” where the innovations can happen. Moreover,
they cannot be articulated into some ideas or projects since they are restrictive. They are
restricted through the frame they give and the protocols through which they are executed.
These fordists regulative factors are opposing the post-fordian requirements of flexibility
within the globally operating art world. The flexible working hours, the shift of the working
positions, the mobility of staff, are on the other hand post-fordist factors that hold the
immateriality in the working conditions, and are emphasizing the precarious position of the

worker, but still, they are factors that the artistic world is aiming for.
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2.6 Post-institution and post-managerial paradigm

As a term, post-institution can be observed differently from diverse perspectives. Gielen
(2009) observes it from the point of view of the labor sociology that the immateriality in the
working conditions is a factor that displays the hallmark of the post-institution (using the
Delusian term to point out the jargonization of the same), such as the biennale. He also adds
that even the museum, as the last example of the modernist, or rather the fordist example of
institution, “is displaying post-institutional characteristics, for it too has become a Post-

Fordian Enterprise*“(Gielen, 2009, p.44).

He points that a post-fordian institution is a post-institution which, in its own capacities,

describes all post-fordian characteristics.

On the other hand, Vesna Copi¢ (2011, p.27) talks about the post-institution as a step forward
from the paternalistic institution into modern organization. In this context, she defines
modernization as holding three important aspects: political preferences, theoretical concepts,
and feasibility and acceptability. These factors are the ones that are restricting the
modernisation of the cultural sector, pointing out the theoretical concepts for the public

sector’s reformation such as:

New Public Management, based on market philosophy where funding is following
targets, outputs, relationships are regulated through contracts, customers are in the
heart of operation, there is a change of legal status towards greater autonomy, and the

competition principle is applied through tendering and bidding. (Copi¢, 2011, p.28)

She is stating that this concept should be taken with great caution.
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The above mentioned concept of New Public Management is emphasizing the neoliberal
ideology that stresses the market value, where the role of the managers, programmers in
culture, or the professions managing the programs and structures in arts and culture, gets new
highlighted values, or characteristics. This concept also emphasizes the verticality, and
restricts even more the possibility to have the “open space” for innovations, rather than the
organizational systems and formats of regulations or the immateriality of the working
conditions. Moreover, such concepts are highlighting the fixed positions and communication
of verticality that is the aspect of subordination and hierarchical positioning of the worker,
which in cultural and art formations are not welcomed and not valued as positive, since they
are producing circumstances that are not supporting the creation, but the generation of profit
as a principal value that art should produce. Looking at it through the prism of the
organization theory, such approach can be understood as a modernistic stand that gives the
attention to one centre and reduces the complexity, creating a paradigm which favours
rational structures, rules, and procedures as standardized and fixed, which will deliver desired
outcomes and produce routines in the processes. It might seem that such policy can indicate a
production of formats (organizations, structures, and governing models) that are inducing the
stability of an institution, but such stability is not a concept related situation. Instead, its
foundations are laid into the material support of the concept which can be independently
formed. These policy implications are not motivated by the cultural concepts, but by the
economic ones.

Copié¢ (2011) also adds that the modernisation of the public sector has to be motivated by a
cultural rationale, and not by an economic one, and therefore, it has to based on the
reaffirmation of the public value of culture, which according to her, means pursuing the better

organization of culture as a public good.
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If the cultural mission used to be threatened by subordination to political ideologies,
now it is subordinated to managers. While managers aim for financial stability, artists
and other professionals aim for artistic enrichment. Managerial techniques, skills, and
methods should not be considered the substance but only in service of the substance.
Modernization should therefore reflect a post-managerial paradigm. (Copi¢, 2011,
p.28)

A post-managerial paradigm, according to Copi¢, is found in the question - how to increase

managerial discretion and authority without losing sight of the cultural mission? Or, in other

words, how to be in a position that would strive for a substance and deliverance of new

artistic expressions?

In the bases of the theories and logic of New Public Management driven by the political
ideology based in the neoliberal concept, lays the creation of the post-institution paradigm —
market above all, which positions the manager as a substance, and not in the service of a
substance. Reformation of culture and art as public goods is only possible through a shift of
the political ideology, or cultural reformation can be enabled by the reaffirmation of values
that will enable the repositioning of the roles in which content and substance are created. In
the concept of neoliberalism, the manager is an instrument for realisation of the profit and
verification of the outputs and income. The suggested post-managerial paradigm by Copié¢ can
be possible, or it is possible in a context where neoliberal procedures and actions are
challenged, namely, the artistic contexts where the different values are promoted, and
therefore, enable different professional positioning.

Copi¢ (2011, p.28) also talks about the “four fundamental principles of institutional
organization that, on the one hand, suffocate managerial discretion and, on the other, enable
the perception of public institutions as a legal obligation of the state in contrast to NGOs with

no structural funding”.
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First is the principle of hierarchy, where the public authorities are in the role of
principal and the cultural institution in the role of agent. This is not a relationship
between two equal contracting parties, because public authorities have founders’ rights
and therefore power over the institution. The second is the rule of law. Discretion is
reduced to a minimum, replaced by the paraphernalia of laws and instructions,
budgetary appropriations, and regulations. The third is the principle of political
neutrality. Bureaucratic ethics are based on the belief that public servants follow the
public interest. There is a presumption that selfish opportunistic behaviour or political
partiality will be excluded and that the guarantee of political neutrality lies within a
centralized system of public servants. The last one is the principle of accountability,
within which a public institution is treated as a so-called indirect spending unit in the
public budget. The essence of traditional budgeting, i.e. a line item budgeting that is
input-oriented, is control if the funds are spent as planned, while the evaluation of
accomplishments is neglected. (Copi¢, 2011, p.28)
The above cited principles are depicting the centralization of the political system, or the
system of centralization that cannot allow modernization in the words of Copi¢, the
reformation of the public institution, or the shift of the post—institution into a post-managerial
paradigm. The reformation of the public institution is only possible in the democratic society
where the values and tools of democracy are developed, or where the social, economic, and
cultural conditions will enable the free and equal practice of political self-determination, or
more precisely, where direct democracy, and not representative democracy is in power,
enabling the new decision models to arise.
In this aspect, new models of institutions that can be seen in the past period such as hybrid
institution, common governing, collaborative model of governing, model of extended

collaboration, new public culture, public spaces - public sphere models, and other can
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challenge not only the economy driven models of governing, but also the traditional models
of institutions, and become new examples of the post-institution in the post-managerial
paradigm.

Copi¢ opens a position to re-think the principles as non-restrictive, or as principles that can
create new meaning and a new post-institutional paradigm. Insisting on producing new
principles should be a policy practice, or theorising their possible impact on the development
of new models should be a tactic for change of the institutional paradigm.

The principle of hierarchy can become a principle of shared ownership if public institutions
are formed as bodies initiated by the government and stake-holders. Here, the public
authorities will be in the role of a partner supporting the bottom-up needs represented through
the co-founder of the institution (association, organization, or other representing the users and
stakeholders in the field). Founders will present a public partnership that will re-affirm the
public value of culture, which is possible if the political ideology of the system supports the
concept.

The rule of law needs participatory methodology and should be related to the policy
regulation through which it will always be reflected. Laws in culture are not negotiated
through policy instruments, and are not challenged by certain field findings. Laws should be
redefined by the users, checked through the policy measures. New instruments and
mechanisms of support should be constantly evaluated and reformed.

The policy should always be negotiated by the stakeholders and the users, those participating
in the creation of culture as a public good. Involving the participatory methods (or usership)
will allow the equalization of the positions and minimisation of the power of the centre, or the
central position of the manager that is delegated through the centre. The manager position
should be delegated by the decision communicated between the public authorities and the

stakeholders.
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The principle of political neutrality should be shifted to proactive participation, or through a
shift of the bureaucratic ethics. The public interest is always changing, and therefore, it has to
be reflected by proactive participation of the bureaucratic systems. There is no political
neutrality, there is just opportunistic behaviour, or as Foucault says, there are technologies of
normalization and control through which social relations take shape, provoking critical
thought as independent of ideological or utopian models. The shifts and changes are possible
through critical reflection where public servants are not neutralizators, but participators. | am
aware that in the context of ex-Yugoslavia this seems as a utopian proposal, but insisting on
the shift of the role of public servants should be present, visible, and defined as such.

The principle of accountability is to be shifted to the principle of quality, or shifting the
paradigm that culture should be economized into reaffirmation of public good through culture,
and evaluation of quality. Seeing culture as an indirect spending unit is part of the neoliberal
ideology prioritizing measurements in profit, rather than in public goods such as education,
socialization, development of critical thought, innovation, and other, which are directly
investing in the social development that is an equally important merit in the society.

If the political ideology, or moreover, the system in which the political power is organized in
one society is not a democracy system, modernization of the public art institution is merely
impossible. Mikhail Bakhtin, through the notion of chronotopy, explains that time and space,
as dimensions, are treated as symmetrical and absolutely interdependent. Time and space
constitute the observation grid by means of which cultural products relate to the cultural
context within which they are produced, as well as perceived (Gielen, 2009, p.96).

The mentioned model(s) of post-institution, where through the term we are acknowledging
new aspects of governance such as participative, sociocracy, and deliberative democracy, are
going to be explained in the subsequent chapter(s). Governance is a synonym for public

management, and governance can also be seen as organizational governance. Therefore, here,
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we comprehend three ways of governance/governing: 1. a public management (council, or
decision making bodies), 2. governing structures (bodies within the public institutions), and 3.

organizational governance.

2.7 Methodology and tactic towards modelling of new institutions — Internalisation of

the critigue and practices or a parallel agency of change

Nina Mdntmann (2007) recognizes “new institutionalism” in the new intentions of the art
community “to create “an active space” that is “part community center, part laboratory and
part academy”. She explains that she uses the term that Jonas Ekeberg, a curator who edited
the publication “New Institutionalism”, brought in the title “New Institutionalism™°, defining
this subject as an:
attempt to redefine the contemporary art institution [...] ready to let go, not only of the
limited discourse of the work of art as a mere object, but also of the whole institutional
framework that went with it”, stating that it was “far from peripheral, but rather
central, even crucial, to the contemporary art scene. (Montmann, 2007)
She also gives this example to underline that there are representative examples of institutions
that have internalized the institutional critique as formulated by artists in the 70s and the 90s
who helped to develop an auto-critique that is put forward by the curators. During this time,
curators were playing an important role in the change of the institutional structure and
function. From the mid and late 90s, curators are having a critical role towards globalized

corporate institutionalism, as well as towards the consumerist audience.

1 This publication was edited as part of the activities “of the Rooseum in Malmd, which — under the
directorship of Charles Esche and later Lene Crone Jensen — was one of the model institutions of this new

experimental and multi-functional approach to curating” (Mdntmann, 2007).
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The global changes in the 2000s and after, have influenced changes in these institutions
followed by cut-downs of budgets that affected many institutions. Some were closed, and
curators were displaced from others, as Montmann (2007) says “have been put in their place
like insubordinate teenagers”. Smaller institutions were mostly suffering in this situation, or
as Montmann (2007) explains, only institutions that internalized and employed criticism and
experimental programming were subject to cut-downs, closing or adaptations to the
neoliberal economy. On the contrary, large sized - branded art institutions did not suffer any
severe changes, but they adapted their way of working, adapting their structures and
programming towards the market demands, or sponsors and politicians (for example, the
Guggenheim).
This situation brings forward the question of new institutionalism again. Montmann (2007)
argues through several examples and agrees with the artist Gardar Eide Einarsson, who states,
“It is a classical democratic problem, whether one should engage in order to change, or simply
ignore in order to establish something else on the outside (the classical and in my view false
distinction between alternative and oppositional)”.
In her text, Institutions as Sites, Chantal Mouffe (2013) suggests that tactics proposed to act
in a parallel system do not correspond to the newly formed situation of corporative
institutionalism, but proactive changes need to be made in the structural frame, within the
institution. She underlines:
To believe that existing institutions cannot become the terrain of contestation is to
ignore the tensions that always exist within the given configuration of forces and the
possibility of acting for subverting their form of articulation. Contrary to this strategy
of “withdrawal from institutions”, the strategy I want to advocate is a strategy of
“engagement with institutions”. This strategy is informed by a theoretical approach

that brings to the fore the discursive character of the social, and reveals how it is

65



through a multiplicity of discursive practices that “our world” is constructed, a
construction that is always the result of a particular hegemony. (Mouffe, 2013, p.66)
Another challenge is also suggested by Isabell Lorey (2013), where she provides an overview
of the Occupy Movement as processes where new institutional practices are experimented.
These practices bring forward the solution of another way of community, or are stimulating
and encouraging a new way of living and communicating. Therefore, they are bringing new
values and attitudes to be used as principles of working and living together. These processes
are executed through a horizontal structure that slows down the decisions and communication,
but brings new governing practices. However, Lorey (2013) proposes a verticalisation of
these processes as a possible new way of instituting good practices, or changing the structures
of the institutions.
On the other hand, through institutional critique, Milevska (2007) suggests a dialogical
critique as a more appropriate model of institutional critique in terms of positive agency of
action, instead of internalized institutional critique. She points out that:
The internalisation of institutional critique is a two way street:-on the one hand
institutions very quickly internalise the critique aimed and addressed to them: by
appropriating the same vocabulary as their critics and by superficially incorporating
the new structures, the criticised institutions become stronger although still continuing
working under the same rules as before. An institution constructs itself only after
being interpolated by a relevant critical opposition.
- on the other hand critics themselves internalise institutional power by repeating their
own criticism time and again, which then starts to rule their own activities, and thus
they become gate-keepers and agents of a negation that is a different kind of power by
using similar methods under the pretext of protection from the powerful institutions.

(Milevska, 2007)
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She arguments this with some examples from the 90s and the appearance of Soros Centres of
Contemporary arts as a confrontation to the monopolized state governed institutions. In fact,
many of these new initiatives or the critical counterparts were closely collaborating with the
institutions, and she sees this as a threat of an even more centralised monopoly of power. In
my understanding, she says that the internalisation of all critical power will strengthen even
more the hegemony of the institution and will not allow diversity of opinion or criticality. She
argues that such politics affects the art scene, since they pulled in all counter referents, and
therefore, there will not be any counter referent to the institution that would offer an
alternative to the other artists and institutions.
However, she also gives an overview of the new (post 2000) and relevant collaborations of
several initiatives in the field of contemporary visual arts in the region: Kuda in Novi Sad,
p74 in Ljubljana, WHW in Zagreb, Remont in Belgrade, as well as in Skopje: the Press to
Exit project space, Tocka Cultural Centre, CK, and other projects. She considers them as
examples of new programming, and production of art projects:
that deal with institutional critique in a more positive and visionary way. Instead of
critiquing, complaining or nagging, the new generation of artists and artivists, with the
support of many different funding sources and foreign institutions, became aware that
their committed art activities are perhaps the most productive institutional critique that
may ultimately lead towards self-parrhesia. (Milevska, 2007)
Whether these organizations (Macedonian based) have succeeded to sustain these processes
and how, I will discuss in subsequent sections, in the analysis of the organizations as self-
organized temporary zones of critical reflections, related to the proposition by Mdntmann
(2007) in reference to the Western Europen context: “transgressive institutions that question

and break with the current developments of privatization and simultaneously orient
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themselves towards other disciplines and areas besides the corporative business of globalized
capitalism”.
| take this quotation as comparative analysis with the regional practices and institutional
development in the Western societies. Montmann (2007) relates such changes with the
institutional development in the Western Society, and she suggests that:
what institutions in western countries need to do is precisely to reduce the number of
structures and standards, and disengage spaces from too many codes and contexts. [...]
This conceivable critical institution could, for example, take on the form of an
internationally operating “organized network”, which strengthens various smaller,
independent institutions and activities — be they alternative, artist-run, or research-
based — and could also set up temporary platforms within bigger institutions.
(Moéntmann, 2007).
Montmann (2007) also proposes an agency of action instead of an internalized critique, as
organized network, still proposing a link with the institutions, referring to it as a temporary
platform that can be seen as common projects, or collaborative actions, which would enable
the internalisation of some actions.
Such examples can also be seen in the civil society in the ex-Yugoslavia region. These
organized entities can be formal or non-formal networks, platforms or projects whose
strategies also include the temporary platforms with bigger institutions, or some formats of
common activities. There are several examples of agencies of action that are new approaches
towards institutional modelling based on the reformation of decision making models, such as
the developed model of public — civil partnership of Pogon Croatia as the first example
followed by different attempts of such modelling in other cities in Croatia, as well as other

countries — Macedonia and Serbia.
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What can also be detected here as another approach from the management perspective, is the
reformation of the governing structure that enables more flexibility in the decision making
and decentralized politics. Such model is bottom—up and serves the levels of sub-systems, or
self-organized entities. This approach needs normative and policy adaptation, direct
administration participation, and internalisation of the critique, as well as the principles,
tactics, and procedures. The model will be overviewed in subsequent chapters, however, it
depends on the normative and legislative system at the local and national level.

Méntmann (2008) proposes a new institution model in her lecture'?, by giving the example of
what Alessio Antoniolli says is an ideal art institution for him, an institution that is not
institution, or to paraphrase Kunst, an institution that is never constituted. Namely, an
institution that would dismantle its political and strategic functions and be active outside of
the governmental influence, working on destabilisation and stabilisation of the institution as a

perpetual mode.

! Nina Méntmann, Kako pripadati svojoj umjetnickoj instituciji, lecture, Wednesday, 12.11.2008. at 19.00, G-
MK | Galerija Miroslav Kraljevi¢, Subi¢eva 29.
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3. Organizing institutional imagination or organizing the (post)institutional

paradigm

This Chapter first provides the comparative analyses of institution and organization. It
introduces the perspectives of the organization theory (the sociological and the management
theory), and also the aspects of instituting, a system theory observation of self-organzation, as
well as a review of its function in the field. It proposes a systematic overview of general
models, or hereby referred to as the standard model and the collaborative model, or the map
of development of diverse theatre institutions in the West and the South East. The author
takes reference to these models arguing that these were the paradigm bases on which different
new dance institutions or production houses supporting dance were established in Western

Europe.

3.1 Organization and institution

To simplify the perspectives, an institution may be distinguished from an organization by
defining institutions as structures regulated by the social authorities, and organization as a
group of people formed in order to achieve certain shared goals of individuals. There are both
similarities and differences that might be identified between an organization and an
institution.

First of all, it is important to discuss what an organization or an institution represents.
According to general findings, institutions have to represent a certain ideology, or democratic
values, or address certain functions and needs, while an organization is a social grouping
established by a group of people who share the same values, needs, and so on. Therefore, it
can be said that an institution’s scope of function bears a larger societal goal, while an

organization’s scope of function is smaller.
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What distinguishes an organization from an institution is the way of instituting, or how they
are formed, and also, how open and inclusive they are. Another distinction is their public role,
not in terms of the implications of the national political agenda, but whether they are
autonomous, “public spaces”, where social ties are created, and which have a role in the
creation of the public sphere understood as a collection of attributes contributing to the
formation of the public discourse.

An organization, as a structure, specifically in culture, should also have a role in the creation
of a certain sphere, which is the public sphere in culture. If not, it can be an organization
related to tourism, entertainment, leisure, or other.

It is necessary to analyse the distinction between an organization and an institution. Although
these two terms are often used synonymously, they are divergent. This is to be contested since
their functions have changed over time. However, it is necessary to approach this relation
through theoretical perspectives.

Within the theories of economics, there are three different standpoints on how such relation is
viewed: 1. The inclusion view 2. The distinction view (given by Douglass North), and 3. The
assimilation view (given by John R. Commons). The first one, as the most frequent view, sees
organizations as subgroups of institution; the second one sees them as interactive, but two
clearly different categories, and the third “argues that organizations and institutions represent
two facets of one and the same phenomenon” (Chavance, 2012, p.27). The third one, or the
assimilation view, has been commented in the organizational theory of institutions developed
by John Commons.*?

Another theory that works on the internality of the institution is the Organization theory,

which has been established as a social science since 1960. The theory is developed through

2 The theory was developed in three important books: Legal Foundations of Capitalism (first published in
1924), Institutional Economics (first published in 1934), and The Economics of Collective Action (first
published posthumously in 1950) by John R. Commons (Chavance, 2012, pp.27-28).
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inductive modes (interpretative epistemology, establishing theory from practice), and
deductive modes (positivist epistemology, testing theory against practice) (Hatch and
Cunliffe, 2006, p.13). This theory includes both institution and organization, and establishes a
pre-historic approach that has contributed to the development of the organization theory,
which Mary Jo Hatch divides on two levels. This division serves as the formative
conceptualisation of the organization theory, and the representatives’ ideas served as
references on which the organization theory perspectives were developed:

- one is sociological, focused on reshaping the organization and its formal roles in the
society, as well as the influences of industrialization on work/labour, and its impact
on workers (with its representatives: Emile Durkheim, Max Weber, and Karl Marx),
and

- the other is the management theory addressing the practical problems of managers
working in the private and the public sector (representatives: Frederic Taylor, Henry
Fayol, Mary Parker Follett, Luther Gullick, and others). The representing figures were
executives or management consultants focused on the practical problems faced by the
managers of the public and the private sector.

Many organization theorists regard the American sociologist Philip Selznick as the
grandfather of the institutional theory. He based his theory on the observation that
organizations adapt not only to the strivings of their internal groups, but also to the external
values of the society. Elaborating on this idea, “the American sociologists Paul DiMaggio and
Woody Powell argued that ‘organizations compete not just for resources and customers, but
for political power and institutional legitimacy, for social as well as economic fitness’” (Hatch
and Cunliffe, 2006, p.86).

In this regard, Jo Hatch (Hatch and Cunliffe, 2006, p.86) distinguishes two directions by

which she explains the demands of the environments over the organizations: one is technical,
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economic, and physical demands to produce and exchange goods and services in a market or a
quasi-market, and the other is social, cultural, legal, and political demands to play a certain
role in society. The recognition of the external influence on organizations is a contribution of
the institutional theory, and neo-institutionalists move beyond mere recognition of social and
cultural foundations of the institutions to describe the processes by which practices and
organizations become institutions. W. Richard Scott “defined institutionalization as ‘the
process by which actions are repeated and given similar meaning by self and others’” (Hatch
and Cunliffe, 2006, p.87). According to this, not only governments, religion, or education can
be defined as institutions, but also certain actions such as bowing, shaking hands... This is the
ground of the definition of institutions in repeated actions and shared conceptions of reality.
Powell and DiMaggio argue that activity patterns are supported by cultural influences (horms,
values, and expectations), social influences (desire to be or to look as another institution), and
political influences (laws). If the pressure comes from the government or laws, it is coercive
institutional pressure, if it comes from cultural expectations, it is normative, and if it comes
from a desire to look as another institution, it is mimetic (Hatch and Cunliffe, 2006, p.87).
When the environment becomes organized around social, cultural, political, and legal
expectations via these institutional pressures, it is said to have become institutionalized. Mary
Jo Hatch explains that the difference between institutionalized and non-institutionlized
environments can simply be a matter of rationality. She adds that in the institutional
perspective, the environment is a culture that provides a shared view of what organizations
should look like and how they should behave.

However, as mentioned in the previous chapter, a distinction has to be made between the
social forms as institutions or “societal formations” (Osterberg and Engelstad, 1995 cited in

Kangas and Vestheim, 2010) and institutions as a constitutive element of society.
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The relationship between an institution and an organisation can be summed up as an
issue of the opposites between the general, the abstract, and the complete on one hand
(institution), and the specific and the concrete on the other (organisation). In other
words: An organisation is a social and empirical representation or realisation of
the concept of institution. Organisations can also be defined as ‘materialised
expressions’ of the general concept of institution. Typically, quite many
organisations can be subsumed under one institution. At the same time we know that
in everyday language practice people do not distinguish clearly between institution
and organisation since there is a close connection between the two. (Kangas and
Vestheim, 2010)
“A typical feature of institutions is that they are relatively permanent, which means that to
become institutions, they must be functioning over time (Weber 1947; Parsons & Smelser
1956)” (Kangas and Vestheim, 2010). Or, in other words, time and permanence are
components that are related to whether a certain form of an organised activity is an institution
or not.
“In the cultural field, we can talk about traditional cultural institutions like theatres, operas,
archives, libraries, museums, galleries, etc., and we take it for granted that they are
institutions” because they have a long history and they are marked by permanence and
stability (Kangas and Vestheim, 2010). The question is if an experimental theatrical group
that has performed for five years is an institution, or a cultural organization established 15
years ago, working permanently and being part of the public sphere, producing public
discourse?
It can be seen that “there are no standard answers here because different times and different

societies have disparate opinions on how long time it takes to establish an institution”
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(Kangas and Vestheim, 2010), or what are the criteria under which a certain organization,
even a festival or an event, can be institutionalized.

Stability, or permanence, is among the desired conditions for an institution to be in. A
historical institutionalism is opting for it in institutional theory. The issue of security is a
desired one, since it provides the possibility of consistency that allows movement, dynamics,
or possibility for differentiation. Raunig would indicate this in comparing institution to a
project — “[...] the concept of ‘institution’ implies a desire for long-term duration, continuity
and security, the concept of ‘project’ by contrast implies limited duration and the negative
effects, such as precarization and insecurity, associated with it” (Raunig and Ray, 2009, xvi).
How to sustain stability, or sustainable conditions, when institutions are dependent upon the
social authorities and the social environment? Their goal is to meet societal goals,
expectations, and functions, both internally and externally, in order to legitimise their
existence.

The stability or instability of an institution is also related to the architectural and spatial
typology, also being used as strategic instruments for urban planning and marketing, giving
them the role to reactivate the cities and regions (the phenomenon Bilbao effect).

Institutional spatial typology is related to the model of the present institution. For instance,
institutions referring on the traditional model represent a highly controlled environment, a
hermetically closed and neutral interior of a stable building. They present a stable
environment that operates in a double sense: it guarantees the hermetic programming and
social structure of an institution, and it directly depends on the potential of architectural
elements (walls, ceiling, or floor) and their inherent capacitates to control the neutral
condition. On the other hand, the alternative spaces are focused on spaces that blur into the
everyday of the city: institutions with changing, dynamic boundaries, or unstable institutions,

are in relation to the context of the city and its changes are related to the citizens, the users.
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Stable institutions are mostly used as tourist sites and urban toponyms, or instruments for
marketing rather than spaces for artists, cultural workers, and the community (Hirsch et al.,
2006, p.50).

Another distinction between institutions and organizations is found in the decision making
systems through which power is distributed. The traditional institutions’ role structure or
vertical hierarchy is an organizational mode, which is not as such in the organizations, or they
can be organized through diverse systems, such as self-organized, horizontal or spiral
hierarchy, and other, and depend on relations between persons, or they can even develop
media of collaboration such as friendship, togetherness, mutuality, and so on. They have
different roles which are interdependent.

In the institutional theory, there are at least three different perspectives proposed by Kangas
and Vestheim (2010), through which the cultural institution can be reviewed. These include

rational choice, sociological and historical institutionalism. **

3 «According to the rationalist approach, institutions are intentionally and deliberately created or changed in
order to increase efficiency, and the creation of institutions is understood as a quasi-contractual process marked
by voluntary agreement among actors. According to the sociological approach, permanence or change of
institutions is not just a functional response to the demand for economic or technological efficiency, but, for
example organisations can adopt any practices that are considered by their institutional environment as
appropriate or legitimate even if these practices do not increase organisational efficiency (taking into account
also informal constraints and culturally self-evident world views). Historical institutionalists have suggested
that institutional change occurs in path-dependent evolutionary ways. Institutions reflect historical cycles. When
institutions have been established through various struggles and negotiations among organised groups, they have
a continuing effect on subsequent decision-making and institution-building. Path dependence with power
relations instantiated in existing institutions is an important effector and explains the persistence of institutions
and policies over time. [...] In contrast to rational choice and sociological institutionalism, historical

99

institutionalists are more ‘eclectic’” (Kangas and Vestheim, 2010). They do not make definite assumptions

about the relationship between institutions and individuals, and they also relate the institutions to the power and

power distribution. Furthermore, they are associated with the “image of social causation, which is ‘path

dependent’ in the sense that it “rejects the traditional postulate that the same operative forces will generate the
same results everywhere”. Instead, historical institutionalism claims that “the effect of such forces will be
mediated by the contextual forces of a given situation, often inherited from the past”” (Kangas and Vestheim,
2010).
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“Path dependence is a substantive notion in the diachronic approaches to understanding social and political

processes. The notion_means that the evolution of institutions, organisations or practices does not

necessarily follow the logic of efficiency. [...] Much of the discussion of path dependence is that the same

programs are being implemented year after year, and that the institutions involved in that implementation
also persist across time. [...] Being critical to the definitions where path dependence means that what has
happened at an earlier point in time will affect the possible outcomes of a sequence of events occurring at
a later point in time” (Sewell, 1996, pp. 262-263)” (Kangas and Vestheim, 2010).

“However, the conception of “same” may itself be variable, and although what is implemented may be close to
what was implemented in the previous time period, the level of reproduction will almost certainly not be perfect.
The most important of these is the role of perception and interpretation of the actors within the institution. A
number of scholars have argued that historical institutionalism has weak assumptions of agency, and
tends to ignore the importance of actors in the process of maintaining the path (Peters, Pierre & King
2005)” (Kangas and Vestheim, 2010).

“The question of what a path dependent policy is [...] remains an open and empirical question for researchers
applying the concept. At the heart of any account of path dependence is stability. Observations of change
challenge the notion. At the same time, this is a common criticism of the historical institutionalists’ school,

“in its emphasis upon path dependence and historical legacies it is rather better at explaining stability

than change” (Hay 2002, p. 15)” (Kangas and Vestheim, 2010).

“Thelen (1999) argues that path dependence is also too deterministic in that once the initial choice is made,
then the argument for future development becomes mechanical. [...] In terms of policy studies, one possible
counterargument is based on the interpretation of stability in path dependence. Specifically, the notion does

allow policy change; policy legacies constrain rather than determine current policy.

Policy does change, but within a particular set of options for change; thus the policy may be said to exhibit
stability. As such, policy change is often characterized by moments of crisis (Hay 2002)” (Kangas and
Vestheim, 2010).

Mahoney and Thelen ** have “emphasized an evolutionary model of how institutions change, in which
change is more gradual and indeed resembles incremental adjustments” (Kangas and Vestheim, 2010).
They offer five broad modes of gradual, but transformative changes: displacement, layering, drift, conversion,

and exhaustion.

Displacement — change can occur through displacement. In the “new’ institutionalism in sociology,
displacement happens as new models emerge and diffuse, which calls into question existing organizational
forms and practices. Institutional frameworks are never coherent. Layering refers to modifications to

institutional systems that are added to an institutional form, rather than replacing an existing structure. It means

using existing institutions for new or alternative purposes. In either case, the original choices are likely to figure

heavily in the current functioning of the institution. Thus, institutions will rarely look like optimal solutions to

present collective action problems. Drift- institutions require active maintenance, and there is nothing automatic
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3.2 Strateqic planning and decision-making in organizations and institutions

Institutional or organizational change is also related to strategic management, a term that
Lidija Varbanova (2013) sets as an analytical and practical process, explaining that strategic
management is used interchangeably with the terms corporate strategy, business policy, and
strategic planning. In 1957, Igor Ansoff, known as the ‘father of strategic management’,
proposed a matrix of four main strategies (Varbanova, 2013, p.25)* that later became widely
used in the practice of strategic business management. Peter Drucker later introduced new
ideas in management theory such as the idea of decentralisation, the importance of workers as
‘assets’ in an organization, the view of the corporation as a human community, the
importance of customers for business development, the concept of ‘knowledge worker’, the
theory management by objectives (MBO), and other. Furthermore, Alfred Chandler
recognized the long-term strategy as important for a company’s structure, direction, and
focus. In addition, Michael Porter offered three generic strategies for achieving and
maintaining competitive advantage for a company: cost leadership, differentiation and market
segmentation, and many other 20" century approaches of the management theory (Varbanova,
2013, p.24).

Most of the research on strategic management and planning considered the business sector,

following the business dynamics and focusing on the business organizations.

about institutional stability. They need to be re-set and refocused and sometimes re-calibrated and refocused.
Conversion — (redirection of institutional resources) is different from layering and drift. Institutions are re-
directed to new goals, functions, or purposes. This might be a response to environmental challenges, or power
relations. The fifth mode, exhaustion, is related to breakdown of the institution rather than change, and differs
from institutional drift “in which institutions may retain their formal integrity even as they increasingly lose
their grip on social reality, institutional exhaustion is a process in which behaviours invoked or allowed under

existing rules operate to undermine this”.
14 Market penetration, market development, product development, and diversification.
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The first attempts to apply the strategies in the public sector were in the period between the
1960s and the early 1970s. In 1970, Anthony Catanese and Alan Walter Steiss emphasized the
need for a more systematic approach to public decision making, stating that planning is a
prerequisite for effective management whether in the private or the public sector. A pioneer in
introducing planning models in the non-profit sector was John Bryson in 1995 (Varbanova,
2013, p.26). The introduction of strategic thinking or planning in the art sector appeared
several decades ago as a separate area of research and the literature is divided in functional
areas. Most publications exploring theories on art management and cultural administration
deal with the non-profit and subsidized organizations in the cultural sector, and the
importance of knowing how to manage internal aspects and organizational development.
Another group deals with the macro-level and essence and development of the cultural policy
tools and mechanisms, as well as matters in cultural economics and creative industries
(Varbanova, 2013, p.28).

Strategic planning in arts and cultural organizations from the civil society in the ex-
Yugoslavia came with the international foundations or donators, or was imported through the
foundations which at one point decided that investing into the organizations in culture has to
be more sustainable, but it also has to be measured through different indicators than a project.
Such approach from the foundations was marked with certain grant lines for infrastructural
development, an approach that enabled the organizations to develop in a more sustainable
way. This was also due to the decision making and organizational governance structure of the
organizations where reactions are prompt; communication is immediate and procedures are
supporting the immediacy. Organizations in culture (civil) became a more constitutive
societal element than institutions, since they started analysing, planning, monitoring, and
evaluating. All these aspects allow civil society organizations (many of them) to become

relevant societal forms where certain discourses related to norms and values are produced and
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developed. On the other hand, provisionally, it can be said that institutions were the opposite
of organizations and their relevance in the field and relation to the society was weak.

In their book, Art Management in Turbulent Times: Adaptable Quality Management, Milena
Dragi¢evi¢ Sesié¢ and Sanjin Dragojevi¢ (2005) deal with the specificities of the cultural sector
in turbulent political and economic circumstances, offering concepts of strategic development
and planning management tools for arts and cultural organizations. They relate strategic
management to the introduction of new methodological framework and sustainable strategies
that can be applied in a climate that allows and supports innovations.

Strategies or tactics of action are inscribed in the context in which they are effectuated.
Different processes in arts and culture have their own specificities and they are actualised
through diverse actions and in various contexts. Therefore, we cannot talk about a single
strategic planning, or set of preconceived strategies, but we need to consciously address the
specific context in which a certain organization or institution is situated, as well as its
programation direction.

In certain contexts, due to political turmoil, inconsistence, clientelism, and other, we can
rarely plan, or create strategic plans that can be implemented. It can be said that in such
environments, it is the creation of tactics followed by step-by-step planning that gives more
visible results and can address the frequent and turbulent changes (political, economic,
normative, and other), rather than the strategic planning. A tactic allows imagining the
positions in which the specific idea would be executed.

Apart from strategic planning, decision making processes, or models of governance and
governing and managerial paradigm, have to be contested. The role of the managers has to be
considered not as the substance, but only in service of the substance, as Copi¢ (2011) argues,
or a position that is shifting according to the desires, needs, or negotiated ideas. The manager

or the one who manages, governs, and develops the organizational paradigm of governance
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becomes the “art arranger of imaginary actions”, the co-creator of new meanings and
substance, not being the subject of governing, but of co-governing with the co-creators. Co-
governing can also be seen as part of the participatory governing process, or as a managerial
position that allows the manager, and similar professions in art that are forming regulative
systems in which the art substance is generated, such as curator, programmer, and other, to
negotiate their positions.

Imagining the institution can become the tactic of imagination, which can be a managerial -
heuristic tool, part of the self-organizational process allowing arrangements through
experiment, where positions are changing, or where by doing — the instituting can happen.
Managerial theories supporting such process are found in the systems theory that works
beyond the boundaries of organizations influencing the management outlook, the external
environments, or within the system theory, the capacity of the system to make its own

structure more complex is called self- organization (Meadows, 2008, p.79).

3.2.1 Self-organization as governance and decision-making

Self-organization is often sacrificed for purposes of short-term productivity and
stability. Productivity and stability are the usual excuses for turning creative human
beings into mechanical adjuncts to production process. [...] Or for establishing
bureaucracy and theories of knowledge that treat people as if they were only numbers.
[...] Self-organization produces heterogeneity and unpredictability. It is likely to come
up with whole new structures, whole new ways of doing things. It requires freedom
and experimentation, and a certain amount of disorder. These conditions that
encourage self-organization often can be scary for individuals and threatening to

power structures. [...] System theorists used to think that self-organization was such a
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complex property of systems that it could never be understood. [...] New discoveries,

however, suggest that just a few simple organizing principles can lead to wildly

diverse self-organizing structures. (Meadows, 2008, pp.79-80)
Consequently, Meadows (2008) proposes that in a process of creating new structures and
increasing complexity, one thing that a self-organizing system often generates is hierarchy. In
the system theory, understanding the world in organized sub-systems aggregated in larger
sub-systems and the arrangement of those systems is called hierarchy. The hierarchy principle
in the cultural system, or the sub-systems, can be heteronomous or autonomous in Bourdieu’s
terms. The self-organized structure is situated in the autonomous. In the sub-systems,
relationships are denser and stronger than the relationships between the two sub-systems.
“The original purpose of a hierarchy is always to help its originating subsystems do their jobs
better. This is something, unfortunately, that both the higher and the lower levels of a greatly
articulated hierarchy easily can forget” (Meadows, 2008, p.84).
Hierarchical systems should be evolving bottom-up and should serve the lower levels, which
is also often misused, and therefore, non-functional to the purpose.
The system theory is defining a system as a set of components that interact with one another
and serve for a common purpose or goal, or “A system is an interconnected set of elements
that is coherently organized in a way that achieves something. [...] a system must consist of
three kinds of things: elements, interconnections, and a function or purpose” (Meadows, 2008,
p.11). A system can be (1) abstract, as conceptual, or (2) physical, as a product of the human
mind. Through the system theory, social, theological, and cultural systems are abstract
systems, existing as ones to be discussed, studied, and analysed. On the other hand, the
physical system has a material nature, based on material rather than ideas or theoretical

notions.
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The self-organization of the system in contemporary culture is familiar as a practice of the
independent or the civil society organization of groups, projects, and organizations, as an
alternative organization form. The subject of organizing systems of work, production, or
processes of creation in the field of civil society becomes crucial, especially in transition
societies such as the ex-Yugoslavian context. The Walking Theory magazine Self-
organization issue No. 11 was dedicated to the presentation of such practices in the ex-
Yugoslavian and European context, as well as having the aim to encourage articulation of a
model, or models of self-organization. By this, self-organization was not taken merely as a
production-management model, but also as a theoretical problem and an artistic-poetic
position reflecting on procedures of work and cultural policy issues, as Ana Vujanovi¢ (2006)
reports in her text Self-organization: Notes on the subject-matter of the conference.

From the aspect of the management theory, or as explained in the system theory, the notion of
self-organization in culture and art can also be articulated as a sub-system that is created
“from the bottom”, and mostly at a point when cultural policies and institutional policies are
created “from the top”.

The establishment of the new self-organized structures is in connection with the
dissatisfaction of the cultural protagonists from official policies created top-down. Self-
organized initiatives are rooted in the civil sector and are created from the needs in the arts
and culture field. They are bottom-up initiatives, which are diversified, heterogenic, and
dissatisfied with the position in the cultural system, especially in relation to the institutional
principles and protocols of work (all systems that create and support culture and art, including
Ministries of culture, city administrations, managers and programmers of large institutions,
and other). Their aim is to re-invent the institutional and collaboration protocols and
principles, and as Vujanovi¢ says: “to rethink the place, the status, and the functions of art and

culture in the public sphere of this restructured “global” society” (Vujanovi¢, 2006, p.63).
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They are connected with the specificities in different contexts, pursuing various goals,
strategies and tactics, having different capacities, and as Vujanovi¢ (2006) argues, they share
the starting point, which is: to a certain degree — preserving the art from the direct
interference of either the market or the state.

As mentioned above, the term self-organization is connected with the systems theory,
presenting the complexity of the system itself. It has not been guided by any outside system,
but it refers to the specific needs of the inside dynamic, and therefore, creates a particular and
an even more unique model that would address its own needs. Self —organization is not a
disorganized or not organized system, but a system that enables a generative approach, and
that enables the creation of a specific model of governance or collaboration, its own protocols,
procedures, tactics and methods of work. It is flexible, in the sense that it always refers to the
internal dynamics, having knowledge and relations with the external systems. However, even
the communication and the relations with the external systems are created with the respect of
the own produced values and ways of work, therefore presenting a certain attitude towards the
social reality. These self-organized systems are adverse to the public institution models,
which are mainly based on a very precise systemized hierarchy mostly misused in its own
function. Therefore, politically, self-organization can be seen as model of resistance to the
existing institutional models of organizing, or it can also be seen as an alternative or possible
model to be instituted.

Hierarchy in the self-organized sub-systems can be developed under the autonomous principle
of hierarchization in Bourdieu’s terms, which does not recognize the laws of the market as the
measure of success, but the recognition from the other actors in the particular cultural field.
Self-organized systems can be characterized with flexibility, openness to new ideas, flow of

communication, solidarity, and generativeness. Self-organized systems are a generic set of
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tools, procedures, tactics, and even more protocols, as well as a space or a field of produced
knowledge and values.
Such systems correspond to art and culture as fields of invention and transforming potential,
based on innovation, experimentation, research, and search for change to allow their
transforming potential to intervene in social relations. It can be possible for an organization
model to be instituted into a hierarchy (in system theory terms) that would allow multiple
self-organized, rhizomatic sub-systems to communicate their dynamics and generate the
needed ideas.
In a self-organized system, all protagonists are sharing the principles that are based on
common ownership and responsibilities, where the decision making process is shared, with
proactive participation and respect for the quality of work. Also, “the will”, in Ranciére’s
terms, determines the position of the protagonists and their role in the participation process, as
well as the potential of such system. Therefore, a self-organized system does not subordinate,
but it addresses the certain potential. Moreover, it can be seen as a system of choreography,
or to relate Marten Spangberg explanation on choreography:*®
Choreography is a matter or organization, of ordering and making stable, although
stability is many things. Choreography’s first enterprise is to domesticate movement.
Choreography is concerned with structures and structuring [...] Recently the term
choreography as expanded practice has been used emphasize how organization is non-
linear to expression, choreography to dance and that choreography needs to be

considered a cluster of tools that can be used both to produce and analyze autonomous

| make this referrence to choreography since much of the inspirational thinking, reflecting, or discussion
about structure, organization, collaboration, self-organization, self-education, and so on, comes to me from here.
It is a certain observation strategy or comparative analyses of micro to macro, from dance/performance to the

structures of organizations, from the institution/organization to the system of society.
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to expression, i.e. choreography has become a generic set of tools, a technology or a

field of knowledge. (Spangberg, 2014)
Self — organization can be seen as choreography of working conditions, a set of tools,
competences, and knowledge that can produce the dynamics to be generated into new
knowledge and certain outcomes, from the inside, from the needs. It can be the stabilization
that can be destabilized by its own dynamics, to become stable again.
Supporting self-organization does not mean that art is not related to the social context, or that
| am suggesting an isolated system that would not correspond to the social reality. On the
contrary, here, | also try to address art as a social practice and as a political activity that can
project and imagine, analyse a new social reality. Processing the possibility of instituting self-
organized sub-systems into a model of institution is also a political act, and a possibility to
intervene in the social reality that corresponds to the same characteristics of art.
Ana Vujanovi¢ (2006, p.64) concludes: “it could be that the self-organization is just one more
artistic r/e-volution, like those we know from that “other” history of art which maps the
practices from historical avant-gardes to late-post-modern critical art in the age of culture”.
This was the question of the conference in 2006 — whether these r/evolutionary projects
remain unaccomplished or keep opening new spaces.
From the distance of almost ten years, and many different projects, initiatives, networks,
platforms, and programs developed on the subject of self-organization, or on the model of
self-organizing, it can be said that this is still a relevant discussion topic, and also that it can

be witnessed that such approach allows the opening of new spaces. *°

' These examples will be examined in subsequent chapters, as case studies of organizations, networks,

platforms.
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Besides having examples of such initiatives operating locally, we can also witness the
emergence of regional'’ initiatives such as networks and platforms that were being formed on
the basis of self-management.

If we want to trace the emergence of such initiatives, we can go back to the organization in
Yugoslavia where self-organization, or self-management, were postulates of the governance.
We can say that such approach in the governance is the legacy from the old Yugoslavian
system that has been transferred through memory or through way of behaviour, or even more
S0, a need to express.

The dissolution of Yugoslavia as a federal state brought many changes, social, economic, and
political. In the 1990s, in the already existing countries, the institutions from Yugoslavia were
reformed as national institutions, preserving the functioning, but increasingly centralising the
system and the governance.

With the fall of the Berlin wall, the era of the Cold War symbolically ended and it brought big
socio-economic changes. The transition from socialism was very turbulent, especially in the
transformation of public to private properties of the state(s), which did not put the states in a
better position. We have witnessed criminal processes, lots of unemployment, inequality, and
discrepancy in working conditions, payments, and so on. What has happened and what we
can witness is a change of the system from state to market capitalism, in terms of the
Frankfurt school, or these countries have entered the geo-political sphere, where different

needs, ways of social production and control are addressed. In such situation, states have

7 Defining the region in the context in which | write this thesis is essential, especially in relation to the political
terms used to define the region of ex-Yugoslavia in the past 10 years, deferring from South Eastern Europe, to
Western Balkans, and other. Since these administrative and political namings were/are not suitable for practices
and initiatives emerging in the region of ex-Yugslavia that includes some bordering countries, many of them
have defined the region descriptively or by using words such as Balkan, ex-Yugoslavia plus Albania, or
Bulgaria, and so on. Or, simply defining a region through the existing cultural collaborations and social capital.
However, here, with the region | am addressing the collaborations in the ex-Yugoslavia, and if there is

involvement of another country in a certain example, | will specify it.
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created a policy that is related to the geopolitical given directions, and that does not
necessarily concern itself with the creation of autonomous space for art and cultural
production.

With such reconstruction of the socio-economic, political, and cultural systems, encouraged to
democratise the context, a new sphere has been recognized, a public sphere created by the
civil society. The civil society in ex-Yugoslavia started to develop with help and transfer of
knowledge and know-how from European context, supported through international donations.
In Kjosev’s words, it was a period of self-colonisation. Capacity building programs and
workshops in specific spheres in civil society were implemented, and many actors were
educated to skill their knowledge for work in the civil sector. The end of the 90s and the
beginning of the 2000s were marked as years of the formation of new civil organizations, as
counteraction to the institutions. In the middle of the 2000s, they marked their position as an
independent scene, accenting the political, programmation, and governing independence from
specific outside sector, or centre. From this aspect, they can also be seen as self-instituted, in
Sheikh’s terms, and self-organized since they have generated the structure from bottom
oriented to internal dynamics of the organizations, rather than to some externally nominated
position.

These organizations are also marked with a trans-disciplinary approach in the programs, and
an integration of different actions characterized with social awareness, activist tactics, and
development of different modalities of collaboration and exchange which bring forward
different narratives of the identities.

Ana Vilenica (2006, p.102) proposes possible models of self-organization in the art practice,
arguing that self-organization is appearing, in reference to contemporary art practice in the

countries of the ex-East Block, as a possible method for the creation of autonomous spaces in
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which critical practice and visibility can be enabled, as well as a method that would enable the
existence of the artist in such space.

Created spaces, which can be seen more as independent rather than autonomous, activate new
procedures and protocols in their organizational work in order to reorganize and activate the

space.

3.3 Models and modes of institutions and organizations in performing arts

Traditional institutions in culture are mainly state institutions, representational, and they are
functioning according to the principle of excellence in a particular domain. If traditional
institutions are state institutions, they represent state political directions, but they also protect
the values in the particular field with the aim of institutionalizing them. Values in a particular
artistic field are changing and are based on the development of a paradigm supported by
research, theoretical work, and aesthetical reflection. This paradigm can also be the
“artworld”, understood in Danto’s and Dickie’s terms, or what defines the art is the
“artworld”, or the art sphere, to which the art domain institutions belong. Art can be
understood as institution itself, which is what Dickie and Danto did by the introduction and

the development of this term.

“At bottom it implies that ‘to see something as art requires something the eye cannot decry —
an atmosphere of artistic theory, a knowledge of the history of art: an artworld”, as Arthur
Danto explained in his article ‘The artworld’ (Danto, 1964, p.580 cited in Vujanovi¢, 2015,

p.30).
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The artworld is an institution, and that means that art is a social good, and not an external
practice to be later institutionalized. It is a social practice that is presented in public spaces
and shaped by certain rules, protocols, procedures, and conventions that also belong to the
particular spaces where art is presented. Art is an established practice that changes, and
therefore, its rules are permeable, or it can change due to direct changes in the art world. Art
is a loose institution, as Noel Carroll will later formulate (Carroll, 1999, pp. 2334 cited in
Vujanovié, 2015, p.30), which does not mean that its procedures are easy to change.
It rather indicates that although the acts and decisions about the status, value, visibility
and historicity of art works, practices, notions and even artists that are made by the
actors of artworlds are formative, they do not have juridical but — performative —
power. (Vujanovi¢, 2015, p.30)
Art’s performative power is articulated through the public spaces, the cultural and art
institutions, the organizations where the paradigm is developed. Such paradigm also presents
a classification system, or a value system related to the art field. Every paradigm develops a
system of hierarchy relationships between the practices in the field (traditional, new, or drama
theatre, experimental, post-drama, physical, dance-theatre, and other). Dance belongs to
different hierarchies in different policy systems. For example, in Macedonia, it belongs under
“stage arts”, of which theatre and music are also a part. Classifications, or value
institutionalizations, are operating internally, as well as externally with the audience and the
art and cultural world. These classifications are formal, and the audience is communicated
through them, or they expect a certain artistic work to be presented by a certain institution, but
also, these aspects are formalizing protocols of behaviour or implicit conventions.
Therefore, the institutions enable a certain experience of art in a familiar manner. How to
prescribe the experience to those arts which are questioning the familiar, or the known, trying

to change the art context and the social context? We can consider the museum of
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contemporary art in the family of museums that (should be) is continuously oriented to the
critical reflection of art, or the question of historicity, temporality, artistic conventions, art
organizations, society, societal conventions, systems of work, distribution of work, wealth,
education, and other.

Therefore, it is not a mainstream and it never should be, but it should be the institution that
would encounter new social standards. Indeed, the museum of contemporary art is often seen
as dysfunctional because the larger population still expects order, classification, or
conventions to which it can respond. Although the order in museums of contemporary art
certainly exists, most of the population does not recognize it, since people do not recognize
the conventions and the values reflected in the work of the museum. Or, they do not belong to
the recognizable paradigm, or the socially accepted standards.

Museums of Contemporary Art are determined with the classification system of visual arts,
and not with divergent social practices. Therefore, when they start including divergent
practices, the classification system has to be adapted. However, classifications, or norms, also
have to be socially accepted or introduced to be accepted.

In a comparing manner, when talking about the dance institution, or the contemporary dance
institution in the family of dance institutions, a distinction should clearly be made between the
mainstream dance, or ballet, and the divergent dance practices, or the representational and

discursive dance institution, in order to produce classifications.

3.3.1 General models — standard model and collaborative model

The appearance of the avant-garde, or post-dramatic theatre, the performance art in visual

arts, the postmodern dance and the minimalistic dance, as well as the conceptual, have
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diminished the field borders by bringing forward common or shared interest, rather than
difference. The common interest to all is the aspect of performing, as well as the body. These
aspects extended the formal positions in which these art forms were creating, and
consequently influenced the reformations of the models in which the art forms were
developed, organizations and institutions.

The performing arts world has changed, and more precisely, the dance world, especially in the
past decade. Today, for instance, we are witnessing the entrance of contemporary dance in
museums, an art form that does not seem to hold a specific institutional format. Being a
diverse art form in processes of research and creation, dance, as an art form, is organized
through different institutional models such as dance companies, studios, theatres, production
houses, dance houses or centres, and other (organizational models and institutional frames).
All these can be divided in representational or traditional models, and discursive models, or
those producing a new dance discourse and a paradigm. The traditional models can be state
institutions, companies, or private, private-public, or delegated governance institutions, and
other.

Methodologically, 1 have decided to make a diachronic relation with the theatre institution,
since dance is largely a part of the “stage art”, where hierarchically, the theatre is at the top
(politically and socially) and dominates not only through financial, infrastructural, or other
capacities, but also through multiplication of the institutional mode. This does not mean that
in the dance field we have the same models as in the theatre, but we can have mapping of
different theatre institution models, which have influenced the creation of (some) dance
institutions.

On other hand, 1 will propose new (general) models of institution, or governing for

contemporary (performing) arts.
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I take Dragan Klai¢’s (2012) map of development of diverse theatre institutions in the
Western and South Eastern context as a basis, by which we can note how the diversification
of production processes in the theatre over the years brought up emerging trends and
transformation options. | take reference to these models since | argue that these were the bases
on which different new dance institutions or production houses supporting dance were
established in Western Europe. Western Europe has a large influence on South — East Europe
in this aspect, however, there were certain specific approaches developed in ex-Yugoslavia,
which I will discuss in subsequent sections.

This mapping will enable us to note the distribution of different trends, as well their

contextual impacts.

3.3.2 Standard model (traditional/mainstream, homogenized managerial structure)
Traditional or mainstream cultural institution model (homogenized managing structure,

standard systematization of working places)

The model that might be referred to as a “standard model”, or a homogenized managerial
model, is a model organized through vertical hierarchy. It can mainly be found in the public
model of a theatre, and repertoire theatre, as well as public production houses of theatre and
dance. Furthermore, this model can also be found in commercial or private models of theatre
and dance production houses, or other types of institutions, as well as some independent
theatre and dance companies. This model of organizational management, or decision making,
is related to a single figure, and that is the Artistic or Managing Director (sometimes
managing at the same time), which has the decision making power on institutional level

related to authorities such as a Minister of culture or a board. This is a model of top-bottom
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decision making. It is based on the artistic preferences of an individual, or her/his aesthetic
impetus, and somehow has the role of a curator, the one that takes care of the institutional and
organizational frame, but also of programmation. In this decision making model, the Artistic
Director is a centrally positioned figure in the vertical hierarchy, and is a central authority
over the organization and programming. However, the artistic director is always conditioned
by higher politics emitted either through a board whose members can be nominated by the
Minister of culture or other instances of economic or political power which are controlling the
budget and the program.

The artistic director or the central figure in the vertically systematized structure is under
ideological pressures that are rarely permitting critical or reflective work to be programmed,
since such work is often questioning the systems of power and their legitimacy.

In the varieties of this model, a managing director can be another figure with authority,
however, this position can vary, or it can either be the same with that of the artistic director or
lower, which means that the managing director follows the instructions of the artistic director.
Such a model in the theatre or dance institution rarely challenges dominant modes of
governing or organization, and institutional change. Such a model can be replicated and
reproduced through many diverse model structures.

To move forward from here, we also need to inspect the functions of the models’ structures in
the public, non-profit, and commercial theatre spaces, which also include the specificities of
repertoire theatres, alternative or independent theatre models, and production houses, and

other.
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3.3.2.1 Specifics of the standard-vertical-model and its varieties of public, commercial, and

independent theatre

As mentioned above, the standard model can be found as a model of the public (theatre)
institution in Western Europe, and it has its roots in the 19th century ideology of nationalism,
being an ideological platform for the nation. The public theatre, as a nation state emblem, is
related to the public commitment to exposition of the nation’s existence and development. It
is also a representative institution and a pillar of the nation state that, according to Klai¢
(2012), in some cases is paid for by the members of the national community in anticipation of
a nation state that is yet to be created. Such are the cases with the Poles, Czechs, Serbs,
Croats, and Hungarians, all of whom have articulated their national theatre projects as a
preparatory phase for the emergence of their nation state. The Macedonian example can also
be related to this group, however, not as a preparatory phase, but as a parallel integration of
the nation narrative and identity built and rebuilt in the past through the national theatre.
Current public theatres are not only linked to the national theatres, but also to other city
theatres and production houses, as well as private or alternative theatre organizations, and
spaces formed by civil society organizations.

Public national theatres or city theatres are formed as standard models, as well as private ones
where the centre of the decision making power is differently postulated, yet empowering a
single central position. Although the alternative models of public theatre spaces are more
oriented towards collaborative - horizontal — models, such examples are not many. The public
function of the spaces has changed in the ex-Yugoslavian countries after the 90s with the
development of the civil sector where new public actions, collectives, spaces, production

houses were formed and experimented.
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Klai¢ (2012) is connecting today’s alternative models with the small venues of the Paris
avant-garde in the 1880s and the 1890s, such as André Antoine’s Theatre Libre (1887), where
he inaugurated naturalism on stage supported by naturalist authors, including Zola whose
plays were staged there. Other examples he refers to are the theatres led by Aurélien Lugné—
Poe, which developed symbolism on stage and the creation of poetic reality that were contrary
to the court, and a state established theatre company in 1860, Comédie-Frangaise, and many
other commercial theatres. They are an example of a model of organization of what nowadays
are independent theatres, which sprang up soon after in Berlin, London, and other European
cities. These theatres were small-scale, articulating specific aesthetic concepts, critical
approach, and an intellectual repertoire. According to Klai¢ (2012), they profiled the stage
director as a new theatre profession in charge of the creative process, which is the central
figure in the standard model of a theatre.
The independent theatre from the state, as a new model, was developed in different forms and
one of the examples is the Moscow Artistic Academic Theatre (MXAT) in 1898, by the
dramatic and critic VIadimir Nemirovich — Danchenko and Konstantin Stanislavski, amateur
actor and director.
MXAT shaped a culture of ensemble as harmonious artistic collective, where mutual
learning and respect took precedence over any individual sense of stardom or stage
narcissism. The composition of the repertoire and its persistent aesthetic were
determined by the stage directors, working with regular artistic collaborators and a
devoted administrative and technical staff in a long and careful rehearsal process.
(Klai¢, 2012, p.6)
It can be noticed that this model emphasizes mutuality over the individuality in the creation.

However, the accented role of the artistic director is regulating the structure (artistic
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collaborators, administration, technical staff, and other), being the central figure in the artistic
collective.

Furthermore, this model has been established as an independent model, but it has become a
model of all public national theatres, being centrally governed by the state apparatuses.

The role of the public national theatre has changed in the last decades, often by imposed or
directed cultural policies to commercialise its programs by different means. Public national
theatres are maintaining their structure of organization, not undertaking the position of re-
evaluating the impact of such policies. Institutional governing bodies decide to choose
strategies of increasing the audiences and ticket sales, so that their income brings the public
institution in the position of imitating the commercial theatre. Followed by such strategic
decision, communication instruments are oriented towards the populist manner, and programs
are somewhere in between the commercial and subsidised shows.

Cultural policy evaluation measures are imposing the indicators of growth of the audience or
the ticket sales, where the success of the commercial theatre in such relation undermines the
public one, since it brings larger audiences. The populist manner in the cultural policy
instruments evaluates success as growth, instead of development, which influences the
distortion of the public theatre’s function and enhances the uniformation of the theatre. Public
theatres need to justify the use of the subsidies, or to argument the need for public theatres
and spaces for performing art. Today, such needs are becoming the main concern of those in
the field.

Artistic research and renewal, diversity of artistic expression, critical reflection of the socio-
political, economic, and cultural context, affirmation of cultural and social development,
educational impact, continuous resource of innovation, and other, are some arguments against

the perpetuation of standard procedures, the uniformation of the artistic expression and the

97



escapist fantasy, which have become a habitual language of the defenders of the public
purpose of art.

In Europe, the reliance of the theatre on public subsidies goes back to the Renaissance and the
aristocratic patronage, or the Maecenas, and it is embodied in the examples of the Comédie-
Francgaise founded by a decree of Louis XIV in 1680, as a merge to the troupe of the
Guénégaud Theatre and Hotel de Bourgogne and Burgtheater in Vienna (1741). These
theatres have continued their work through the support and investment by the middle classes
and some municipal authorities since the eighteen century, and were reaffirmed by the
ideology of nationalism and the national theatre movement of the nineteen century. After
World War 11, welfare states saw the theatre as a legitimate beneficiary and instrument of
democracy, which is contrary to the countries of Central and Eastern Europe where the theatre
was seen as a powerful medium of the ideological indoctrination of the masses (Klai¢, 2012,
p.17).

Such perception is still available in some of the states in Central and Eastern Europe, or there
IS a reminiscence of it. For instance, in some theatres there is also censorship of certain
themes or issues that are not socially accepted, and the theatre still has to adjust, or behave as
a mainstream institution through what satisfies the social standard or pleases the masses. An
example of this is the whole public lynch of the theatre director Oliver Frlji¢ in Poland, where
the dominance of anti-Semitism in the Polish society did not allow his artistic message to
come through in the theatre.

Today, public national theatres have problems with subsidies and the cost gap that is unequal,
since they have been going through cuts of their subsidies they were getting in the past.
Moreover, they are rarely questioning their institutional model and patterns of distribution and

production that perpetuate this gap, as Klai¢ (2012) notes.
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The general policies directed towards the liberalisation of the institution from the state
subsidies have directed the theatres towards the development of programs intended for the
larger audience. In the burst of technology and media, theatres are also becoming a minority
option in the leisure time overloaded with entertainment in television, video gaming, film
industry, the Internet, and so on, although the new function of the public theatre is being
implicitly imposed, and that is to position the theatre on the leisure market prior to its
educational and innovation function. The geopolitical situation and crises of 2008 shaped the
volume of production and procedures in which art is created. The austerity measures resulted
in cuts in the budgets of culture, and mostly in the sphere of independent production. The
public institutions’ production volume was cut, but nevertheless, the performing arts
machinery was supported. National Theatres and Ballet houses could not have four/five
premieres on the repertoire. Instead, two large productions and two smaller ones mainly
oriented towards modern dance productions or drama theatre plays that are commercially
oriented, were produced. Such politics of economy globally, but also its effects on national
and local level (in)directly affected the aesthetics, as well as the quality of the repertoire. Such
relation between the aesthetics and the economy has emphasized the “leisure function” of the
National theatre institutions, since it brought the public theatre closer to the function of the
commercial one.

As it was the case before, cultural policies driven by the economic prism are interfering in the
programming policies of the institutions. The financial crises did influence the processes,
forms, and collaborations, not only through the austerity measures taken by the national
states, but also through the new ideologically created political map of foundations, states, and
other bodies supporting the creation processes. The crises intensified the political vision of the
economic role of culture above its public role. This idea is supported through different

legislative and financial instruments, or funding programs that are reinforcing the
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commodification of arts into the service. The optimisation of the profit is a priority, but the
question of how to optimise the quality of life brought through the created income is also
important. The quality of life brings an added value in the process of the profit creation of the
“capitalistic machine”, creating the illusion that individuals can revitalise themselves, and feel
that the income is there to justify that one can live a better life. Therefore, it is important to
justify that the institution enabled quality life (understood as leisure time) to more people
through art programs, or how many people will see a performance, is becoming a priority and
can be measured through quantity indicators which are intensified over the quality indicators,
or the growth in culture becomes a priority over development.

The public policies are reshaped in these geopolitical circumstances. Consequently, this also
affects the cultural policies as part of the public policies. The issue of creative and cultural
industries has become a mode in which culture and art is articulated, aiming to convert it to a
sustainable product on the market. Redirecting the ideology of the cultural development has
influenced the re-shaping of the financial instruments which have already been reduced,
leaving the small, grass root initiatives, small art productions, experimental and
developmental processes, micro—level organizations behind, or out of the politically created
map.

However, to agree with Klai¢ (2012), public institutions are failing to reflect the strategies of
their work, the models of the institutions and programming, or they are not being aware of
institutional change, and here, | think of theatres in particular.

Klai¢ (2012) discusses few options in their limited effectiveness and inherently defeating
outcomes: Do nothing, Hide behind the artistic process, Imitate the commercial theatre, and
Affiliate the public theatre with a political or a social movement or group (pp.31- 32) .
Referring to Do nothing, he explains that they have been occupied with the repetitive circle of

production and distribution, or the model or systematization of the human capacities. They
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have not been pro-active and demanding for new systematizations, or programming change,
instead blaming on the decision makers as incompetent to secure larger subsidies. They build
an “internal culture of complaint and embitterment” that affects the creative process, as Klai¢
(2012, p.31) observes.

Failing to be pro-active in the involvement with cultural policy making, or in the analyses of
the changes of the socio-cultural and economic environment, further brings them to “self-
ghettoisation and institutional autism” as Klai¢ (2012, p.32) notes. He refers to this behaviour
as Hide behind the artistic process, or they become closed, self-referential and hermetic,
therefore being perceived as elitist and failing to communicate changes.

Being pressured to build or increase the audience due to general policy changes, they are
approaching towards Imitating the commercial theatre, or they are using the most common
approach that would increase the box office revenue, which is the commercialisation of the
programs, or bringing upwards trivial programming of musicals and comedies. With such an
approach, the public theatre loses its function and its public role of being a space for artistic
innovation, diversity of artistic expression, critical reflection of the social reality, laboratory
for professional development and educational pole for the public. Such approach puts the
theatre in a position of compromising the artistic values, or the aesthetic positions which it
presents or fosters.

Klai¢ (2012, p.32) mentions Affiliation of the public theatre with a political or a social
movement or group as an approach in the national theatres in Europe in the 19" century.
Today, such affiliation can also be seen in the post-socialistic countries of Central and Eastern
Europe, where theatres or cultural institutions are affiliated with the political party in power,
by which the institution is becoming the pole of the party in power (partization of the

institution).
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In addition to this observation by Klai¢ (2012), there is project orientation of the institutions,
which becomes more of a trend rather than a specifically created strategy that will allow
institutional change and reformation.

The above mentioned situations are a general observation, which can be seen as limited
imagining, or absence of strategic planning, evaluation of the processes, and critical reflection
of the institutional work. It also depicts certain institutional fatigue, or escapism from in-depth
analyses, produced by the rigidness of the standardized procedures, or constitutional violence,
in the words of Bojana Kunst (2017), which on the one hand, supports security, continuity,
the effectiveness in the expected outcome, but closes the space for reflection and flexibility.
These examples are confronted by some scholars’ argumentations that the issue of security
provides consistency that allows movement, dynamics, or possibility for differentiation, in
comparison with project logic, for example, and others argue that this was the case of the
modernism and institutions today are not protecting the uncertainty.

As mentioned above, Raunig argues that “if the concept of ‘institution’ implies a desire for
long-term duration, continuity, and security, the concept of ‘project’ by contrast implies
limited duration and the negative effects such as precarization and the insecurity associated
with it” (Raunig, 2009, xvi).

However, if we change the perspective, we can allow the concept of “project” to address the
program developments of the institution and support the logic of continuity and stability. This
means that few projects can form a program, or become the line that converges projects into
one another, creating a program. On a very pragmatic level, such an institution-project
approach can be beneficial for the subsidised environment such as the public institution,
where the operational costs, as well as at least half of the program, are secured, thus creating

stability. The “projectisation” of the institution does not need to be a pejorative, but it can
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have a positive effect instead, opening additional possibilities for experimenting, discovering,
and reflecting certain concepts.

The public national or city theatres in South Eastern Europe affiliate the public theatre with a
political party in power, as mentioned above, and stimulate the commercial theatre by
programming musicals, comedies, or popular texts and dramas. The Macedonian National
Theatre has been criticized by the professionals in the field for not employ any recent socio —
political or other contemporary problems in their repertoire, meaning that theatres do not
provide any critical reflection of the social reality (Toevski, 2015). Maja Stevanovikj, a
dramaturge, suggests that performances lack an idea behind them, lack the need to reflect the
reality. They are attempts for a “museological reconstruction” of some distant times (Toevski,
2015). She also gives the example of the newly written drama by the Macedonian dramaturge
Ognen Georgievski, “Monument”, which reflects the issue of monumentalisation that has
been recently implemented through the government project “Skopje 2014” (Marusic, 2015)18,
and unfortunately, such a drama cannot be staged, since it has been evaluated as one reflecting
the daily political issues. This demonstrates that the theatre is still in use of the establishment
as the bastion for production of the nation symbolism.

On the one hand, we have the public model still used as a nation institution in the transitional
societies, which also employs the above mentioned strategies, and on the other hand, we have
the Western theatres as bastions for the elitist in Klai¢’s terms. Both need to withdraw from
the tactics they are employing in order to revitalise and reform the model of the institution.
Klai¢ (2012) proposes that topics such as feminism, LGBT]I, environmentalism, human rights,
solidarity with the unemployed, refugees, battered women, indigenous people — all worthy
causes that mobilise the resources of civil society, could profit from some alliance with the

theatre, and the theatres could benefit from associations with them. I argue later that not only

18 Controversial project announced in 2010; materials and study of investigation about the project conducted by

The Balkan Investigative Reporting Network, BIRN.
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on a content base, but also on the organizational one, this approach can be a possible
modelling of a new institutional formation.

Public theatres need to revise their strategies and the possibilities to connect the artistic
expression with societal issues and enhance the related and relevant debates. Participation and
usership are discussed as methods in museums’ revision of the institution, and as principles of
deliberative democracy that the theatre can employ in building the social capital and
enhancing social cohesion.

Klai¢ (2012) proposes two general models of theatres which are part of public funding, and
these are the repertoire theatres and the independent theatres, which bring numerous different

variants influenced by their interconnectivity, effects, and transformations.

3.3.2.2 Specific model of a public theatre: Repertoire theatre

A repertory theatre is a model of a Western theatre, opera or a ballet production in which a
resident ensemble presents works from a specified repertoire in alternation or rotation.

The model was established by MXAT in 1898, and since then it has been replicated
throughout Europe, the USA, Canada, and other, as a model of a theatre company with strong
artistic leadership and harmonious ensemble, fixed administrative and technical staff, a
building with more stages, spaces for rehearsal, or production facilities, as well as technical
and stage equipment, costume, and stage props. This theatre produces a number of premieres
in a season, and presents them in the next seasons by rotating or sequential system.

The rotating repertoire becomes a luxury, and it works on scheduling a different production
every evening. Thus, a sequential becomes more common, which means that old productions

are replaced with new ones after running for a few weeks.
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The repertoire theatre is also referred to as repertory theatre or rep, and it is a resident
company on a national level, a city or a town. The first known use of the word "repertoire"
was in 1847, with its origin from the Latin word "repertorium".*

The model aims to sustain a permanent ensemble of actors (dancers, opera singers in the same
model of opera and ballet) from different generations and gender, staying for several seasons,
or for their entire professional life. They work together to share knowledge and are led by the
artistic leader, the specific artistic director who shapes the aesthetics of the repertoire.

Today, many of the artists, or dancers and singers seek other environments and work with
diverse colleagues, working conditions, and directors.

Such institutions are oversized, unwieldy, and become production factories incompetent of
any change, overwhelmed with the regime, structure of planning, protocols of work and
production, which restrict the artistic or creative processes where research or experimenting
can be generated. Such institution is synchronizing several different processes simultaneously
such as rehearsal of the old productions and their presentation, as well as rehearsals of new
productions, costumes, and set making, as well as preparing or planning the next season.

This model was the one replicated in all Central and East Europe countries of the Iron
Curtain, as well as in Yugoslavia. Still, many of these public institutions have been working
under the same inherited system, protocols, and principles of work. Their program is
communicated to the Ministries of cultures, by which it is approved. Sometimes, they are
orchestrated by the party in power, which sometimes acts as a “programmer” or a “curator”
that commissions a certain program in the repertoire.

Few public institutions have maintained or acquired excellence and reputation. Far more
(dance, theatre) companies have slid into commercialisation, while still officially maintaining

a non-profit status and public subsidies, and some have used the transition for illegal

19 http:/lwww.merriam-webster.com/dictionary/repertoire
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processes and different private purposes. There are some exceptions that have reformed the
repertoire companies. The Archa Theatre in Prague let the entire ensemble of the former
Burian Divadlo go in order to become a presenter and a producer — an almost evolutionary
move (Klai¢, 2012, p.43).

Production houses have appeared as a new model, as well as commercial theatres and

autonomous theatre groups.

3.3.3 Collaborative model (new models, heterogenic managing structure, self-instituting)

The collaborative model — or the contemporary cultural institution — (post-)institutional
model, (heterogenic managing structure - self-instituting system - collaborative- horizontal
— models) as “co-institution” , or as a term where “co” stands for collaborative, commons,

coexisting, and so on, is based on participative governing, or sociocracy?’.

3.3.3.1 Models in the alternative theatre scene “collaborative — horizontal — model”

As an alternative to the repertoire and the commercial theatre, a new working environment
emerged organized by students, semi or non-professionals, professionals, and later, non-profit

organizations, collectives or associations.

2 1t is a relatively new method of governing organizations, whose principles and practices are based on the
values of equivalence, effectiveness, and transparency, and are designed to support both the unity and the
respect for the individual. In practice, it can be used in all types of organizations, and it is conducted with the
attitude that people working together and having relevant organizational knowledge will decide better than the

larger voting body of the elected.
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Various groups of experimental theatre were established from the end of the nineteenth
century, and they were even more proliferated after World War Il and later in the 60s and the
70s cultural revolution. These independent theatres have been platforms for innovation, but
also labs for artistic development, from which many artists have generated knowledge and
later found their vocation in other performing arts models, becoming leaders of companies,
venues, and festivals (Klai¢ 2012 : 44).
According to Marvin Carlson (2009, p.117), the modern concept of the alternative theatre and
its beginnings are recorded in Europe somewhere at the end of the nineteen century, when a
large number of theatre professionals and theatre amateurs succeeded to form small
production houses, initially associations, and then organizations outside of the theatre
establishment, with an aim to exit the censorship, to research new ideas and possibilities in
dramaturgy, and address new or more specialised audiences.
According to Nada Petkovska (2012), such processes are also in void with the tradition of the
drama text, or de-literarisation and re-teatralisation, which was developed by the avant-garde
movements in the beginning of the 20" century:
The main impulse comes from the idea that theatre presents art sui generis, which
doesn’t serve for mediation of drama texts. The reaction of the avant-garde was to
bring the language behind and make the human body a theatrical signifier or a
signifying system, and to express and present different phenomena, conditions, and
processes. (Petkovska, 2012)
These are the views on the basis of which reforms in the theatre were made, marking the
transfer from textual towards performative culture departure in few important points: A. Arto
and his efforts for a new theatre by the example of the Eastern theatre, J. Grotowski with the
idea of the poor theatre in which the actor is dominant, and the standpoints of P. Brook, R.

Scheckner and the American avant-garde. And, as Petkovska (2012) notes, according to
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Carlson, until 1945, the American theatre is turned towards Europe, and in the sixties it
becomes a model and inspiration of the avant-garde modalities of theatre worldwide, as well
as in Europe. The term “alternative theatre” is used to determine various theatrical

experiments in the sixties.

3.4 The alternative theatre in Macedonia

In his book Alternative Theatre in Macedonia, Ljubisa Nikodinovski-Bish (2009), one of the
most prominent participants in the processes of the development of the alternative theatre in
Macedonia, notes that such processes are beginning with the Kaj Sv. Nikita Goltarot
(Goltarite) Theatre, the “Pralipe” Roma Theatre, the Open Theatre University of the Aesthetic
Laboratory at the Faculty of Philosophy where the Theatre workshop was established, the
festival Youth Open Theatre (MOT), but with other forms as well. According to him, the
alternative was always connected with the philosophical and ethical knowledge, as well as
with the important aesthetical dimension. The first wave of the alternative theatre in
Macedonia begins at the end of the 50s, when the amateur theatre was also established in
different cities in the country. Namely, more than 170 groups were registered. Nikodinovski-
Bish (2009, p.30) also connects the beginning of the alternative theatre with the opening of
the small scene of the Macedonian National theatre.

According to Nikodinovski-Bish (2009), the Kaj Sv. Nikita Goltarot (Goltarite) Theatre is the
first group that announced and developed the first alternative concepts based on the Project of
one theatre 70, established in the beginning of the 70s. Its founders were Vladimir Milchin,
Slobodan Unkovski and Martin Panchevski, students at the Academy of Film, Theatre and TV

in Belgrade. Their intention was to break through the walls of the institutional theatre and

108



bring the Macedonian theatre towards contemporary art processes (Nikodinovski-Bish, 20009,
p.42).

This group was organized as a theatre — school workshop that implied living and working
together in the Monastery St. Nikita in the surrounding of the capital Skopje. The group was
using the Grotowski methods and discussing different questions concerning theatre. This
group came to an end because of different misunderstandings about their project Zelenata
guska, as well as public criticism for their last performance Skici od predanieto Kainavelisko.
The criticism or the attack was coming from the establishment since one of the actors, Nenad
Stojanovski, performed a scene naked on the stage in a church premise, which was a stage for
the performance within the Ohrid Summer Festival. They were also taken into custody and
were accused of liberalism and non-respect of morality, which depicts the socio-political
context that they were working in.

This group was formed independently and did not collaborate with one specific institution.
They were using the premises of the monastery St. Nikita, where they organized their
workshops, rehearsals, discussions, and other, which allowed them to experiment with the
theatre language and problems.

Other than this is the Open Theatre University of the Aesthetic Laboratory at the Faculty of
Philosophy, where a Theatre workshop was established on the initiative of Ljubisha
Nikodinovski-Bish. According to Nikodinovski-Bish (2009), this was an original theatrical,
esthetical, and pedagogical idea, which started at the Faculty of Philosophy in 1975 in Skopje.
Within the frameworks of the Open Theatre University, in its first year of existence, there
were 42 theatre events organized in various spaces such as the Faculty of Philosophy, the
Macedonian National Theatre, different workers organizations, primary and high schools,

hospitals, and other.
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In 1976, The Open Theatre University and the Macedonian National Theatre created a Self-
managing agreement between them according to regulating their collaboration, and the Open
Theatre Institute also became a theatre institute of the MNT.

The alternative in the organization of the communication with the theatre disturbed the path of
the institution-creator-scene for the presentation-audience, what the modernists at the
beginning of the 20th century were addressing as the darkest aesthetic reality of the
“bourgeois theatre”, according to Nikodinovski-Bish (2009, p 117).

However, this was a novelty in the collaboration, or the inter-institutional collaboration,
which disturbed the institutional theatre logic and brought new methodological approaches in
the work and the creation oriented towards emphasizing the idea and the creation against the
other standardized elements of theatre presentation such as light, timing, scene formations,
and other.

Other cultural formations were established from the Open Theatre University, including the
Youth Open Theatre (a festival), the Cultural Summer Festival Skopje (today known as
Skopje Summer), the Skopje Jazz Festival, as well as the idea of the formation of the
University cultural-informative centre (Nikodinovski-Bish, 2009, p.123).

This initiative of the Open Theatre University brought the idea for the formation of the
Theatre workshop (1978 — 1985) within the frameworks of the Faculty of Philosophy,
developed by Kiril Temkov, a professor of ethics and aesthetics at the Faculty of Philosophy,
Vladimir Milchin, dramaturge and theatre director of the MNT, Ljubisha Nikodimovski—Bish,
organizer of the Open Theatre University and collaborator for the MNT, and Kica Bargjioska,
an assistant lecturer of aesthetics at the Faculty of Philosophy. The idea of the theatre
workshop was oriented towards the Brecht aesthetics and critical approach.

Other alternative forms of organization of the theatre were the Pralipe Roma Theatre,

established in the beginning of the 70s by Rahim Burhan, with the idea of the radical, poor,
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and engaged theatre of Arto, Grotowski, and the Living theatre. This theatre group was also
formed to emphasize the societal equality and maturity of the society in relation to the
questions of the ethnical minorities.

One of the main influences in the theatrical or performing language of the next generation of
creators in theatre or performing arts is the Open Youth Theatre (MOT), a festival formed in
1976, organized by the Open Theatre University and the Youth Centre “25M of May” (Today
known as Youth Cultural Centre/ MKC).?! This festival was a place where the new
international theatre and dance performances were presented, especially oriented towards the
alternative.

All the above mentioned initiatives, as well as the authors and performers participating in
them, made a breakthrough to the Western theatre scenes and vice versa, becoming a
benchmark to the new generations of creators.

What we can analyse here is that most of the initiatives, apart from Goltarite which had the
shortest life, were connected with the institutions, the establishment from where they were
acting, forming the initiatives of which some exist as national institutions today.

This atmosphere started to change in the 90s, with one initiative marking the space of non-
institutional action and activity, which was the Cultural Centre Mala Stanica, formed by
Slobodan Unkovski, theatre director, Gjorgi Simeonov (ex-director of the Youth Centre ,,25
May*), and actors Nenad Stojanovski and Jovica Mihajlovski.

It was a private or civil initiative to form a new theatre space for young theatre makers. This
space enabled young directors, producers, curators to form their first projects. Furthermore,
this space was used for exhibitions, music concerts, and other activities. Being a space owned

by the state, even though the initiators agreed to use it for ten years, it was taken away and

21 |ts initiators were Kiril Temkov and Ljubisha Nikodimovski-Bish, as representatives of the Open Theatre

University, as well as Georgi Simeonov, director of the Youth Centre and Iso Rusi, theatre programmer.
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established as the Cultural Centre Mala Stanica, which is run by national institution or one of
the spaces of the National Gallery of Macedonia.

Lacking the creativity, the Macedonian establishment so far has not established a strategy to
develop this institutional space, and it is one used under its capacities, while vivid
independent creators are away from spaces of creation.

However, Mala Stanica was the earliest attempt to make a model of a non-institutional
cultural space, based on a public — private partnership which was closed due to lack of
political sensitivity towards the needs of the vivid young contemporary art scene at a time
when it started to pave its path.

In this space of alternative activities in the 70s, 80s and 90s, dance did not find its
actualisation as an art form, neither independently nor through any actions within the

institution.
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4. (One) perspective on performing arts

Using the different theoretical standpoints found in articles, interviews, projects, discussions,
workshops, this part will be focused on formulating standpoints in the field of contemporary
dance considering the terms of choreography, dance, and institution. These findings include
the analysis of the formats, or the procedures as part of the production processes, the
dissemination of the works and its presentation in this part of the performing arts field. Its
specificities require new systems of governing, internal negotiations, communications with
other social authorities (Hasitschka, Tschmuck and Zembylas, 2005), as well as
interpellations in the governing policies.

In the subsequent chapters of this thesis, I will present one model and approach of a
contemporary performing art space as a social agent, in the context of Macedonia, based on
the use of the postmodern organization theory approach.

| will offer a perspective that is part of this work, or what 1 mean when I think about
performing arts, or contemporary dance, performance, and choreography. As so far
developed, this thesis offers approaches, methods, methodologies, but advocates for a
specifically related methodology approach that is context driven. Navigating through different
perspectives allows the formulation of a certain methodological frame of dance institution
formation, specifically in the context of Macedonia, which would be differentiated from the
established existing institutions in the field of theatre and ballet. The new institution model
should incorporate the new experimental field of dance, critical dance, conceptual dance, or
choreography in its wider meaning. Such institution, therefore, should be based on a system

that can incorporate open formats of production, creation, and reflection, allowing
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participation as production of sociality in contemporary institution, as Bojana Kunst (2015)
articulated in her lecture at HZT%.
Moreover, the general analysis will be used as a comparative method to identify the

Macedonian situation in this specific context.

4.1 Dance, choreography, performance as contexts related notions

As a theoretical perspective | propose the performance studies, through which a new
standpoint can be offered for merging the spheres of action in the field of art, or a perspective
where the borders are arbitrary, and as such, they should be moved and removed, which
would enable the creation of a new standpoint for merging these fields of art in a political, as
well as an artistic, socio-cultural, and even an economic sense. This is a perspective that will
displace the hegemonic position of the theatre or the ballet as an institution, or allow a
reformulation of the field, the model, and the mode of action.

The performance studies are a new and specific discipline, a method of investigating the
performance. They emerge as a synthesis of a number of disciplines such as sociology,
feminist theories, theories of gender, history, psychoanalysis, queer theory, semiotics,
ethology, cybernetics, theory of media, theory of popular culture, and other (Schechner, 2002,
p.2), which enable analysis, investigation of all the aspects of the human behaviour, from

performance in the everyday life to art performance in the visual and performance arts.

%2 Lecture by Bojana Kunst, 3 July 2015, at HZT Uferstudio 8, MA SODA Micro-series "Economies of
Performance"; Part of series of lectures given by Bojana Kunst and Sergej Pristas to establish an interpretative
frame to discuss questions of performance labour and forms of production, as well as their ongoing

transformation.
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These studies deal with the act of performance, but also its social, political, cultural
consequences and the everyday expansion of these contexts. They view performance as a vital
art practice, also considering the review and establishment of means for a better
understanding of the social, political, and cultural processes (Jovicevic and Vujanovic, 2006,
p. 7).
Schechner (2002, p.2) explains performance as action, or “a “broad spectrum” of human
actions ranging from ritual, play, sports, popular entertainments, the performing arts (theatre,
dance, music), and everyday life performances”, explaining the four ways of interest, practice,
and inclusion. These studies are close to the avant-garde, the marginal, the minoritarian, the
subversive, and the projects within this field act against strictly determined, formal,
hierarchies of ideas, organizations, or people (Schechner, 2002, p.4).
Or, according to Barbara Kirshenblatt — Gimblett, an American theorist of performance and
one of the founders of the Department of Performance Studies at the New York University,
performance studies:
starts from the premise that its objects of study are not to be divided up and parcelled
out, medium by medium, to various other disciplines — music, dance, dramatic
literature, art history. The prevailing division of the arts by medium is arbitrary, as is
the creation of fields and departments devoted to each. (Schechner, 2002, p.3)
On the other hand, also within the frameworks of reviewing the cultural institution, I propose
the theoretical frame of the postmodern perspective of the organization theory that
emphasizes the constantly changing relation among the concepts, which are defined only in
relation to other concepts. Accordingly, all words, including concepts, are defined in relation
to other words and concepts, and not in relation to objects (Hatch and Cunliffe, 2006, p.17).
The focus of this perspective in the organization theory is that the organizational texts should

be deconstructed, while destabilizing the managerial ideologies and the modernist models of
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organizing and theorizing, revealing the marginalized and oppressed views, supporting the
reflexive and inclusive forms of theorizing and organizing.
This standpoint offers a theoretical basis for reconsideration of the organizational format of a
cultural institution through deconstruction of the management model, which is certainly
conditioned by the contents, as well as the political ideological premise upon which it
develops. This perspective, which | offer here as a method of considering dance,
choreography, and performance as performance arts, offers a deconstruction of the dominant
managerial models of institutions in the field of choreography, dance, and performance, or
ballet and theatre, for example. Furthermore, it offers an opportunity to review them through a
new perspective which is not conditioned in this case by the discipline or the tradition as
starting fields of values. Here, it is proposed, and used, as a methodological approach for the
deconstruction of the modernist managerial paradigm of the cultural institution trying to
amplify the voice of one marginalized field, through offering new reflexive forms of
theorizing and organizing. This perspective is the post-modern managerial paradigm in
culture, and is related to what has been suggested in the previous chapters as a post-modern
institution, co-institution, heterogenic management, self-organized systems, and moreover,
with participative and rhizomatic governance, as well as the institution as a producer of
sociality, or socially and politically relevant content.
Also, to talk in relation to the above mentioned and in relation to dance, or to articulate what |
think when 1 talk about dance, | would give the very basic and broad assumption about dance
that | developed together with Slavcho Dimitrov through our research on choreographic
practices in Macedonia that follows nearly till the end of this chapter:

‘Bearing in mind the problems of posing any immanentist or transcendent criteria as

means for defining dance beyond any historical horizon and particular and singular

socio-historical configurations, we think that it is insufficient to simply state, in a
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negative theological manner, what dance is not, henceforth some positive construction
IS needed in order to delineate the field of dance (Randy, 1998, p.7). We approach
dance as “embodied social practice,” henceforth a process in time and space that
performs, that is to say brings into being, enacts, articulates and materializes meanings
and relations between bodies, objects and the world by the means of lived corporeal
physicality as being always “embedded in specific material and ideological conditions
of possibility (Desmond, 2001, p.13). Therefrom, we are aware of the different
assumptions, beliefs, and ideologies about the body that different dance practices have
employed and enacted, such as, to name a few: Duncan’s body as the medium for
divine expression of the human spirit; the modernist attempts to extract and enact on
stage the essential features of human emotion and the metaphysics and universals of
human experience; Graham’s insistence that movement never lies; Wigman’s
approach to dance choreography as a confession and unmasking of the human psyche;
Debora Hay’s body as the fluid aggregate of cells and the enactment of the world as a
motion; Balanchine’s body as a display of geometry, design, proportion, and ideal
forms (See Foster, 1986); Cunnighman’s matter-of-factness of the body as jointedness
of bones, muscles, ligaments, and nerves, and the pedestrian, de-skilled everyday body
(See Copeland, 1983); or Rainer’s concrete, intelligent, neutral, and minimal body
with its actual weight, mass, and unenhanced physicality (See Banes, 1980; Archias,
2016); Childs and Brown’s accumulation techniques that bring forth the bodily
meanings exceeding the explicitly visible content of the repeated materials (See
Ramsay, 2006); Bausch’s body as the locus of social norms’ performativity, or Le

Roy’s body without organs23.

2 Or, as Lepecki (2006, p.5) argues “If choreography emerges in early modernity to remachine the body so it

can “represent itself” as a total “being-toward-movement,” perhaps the recent exhaustion of the notion of dance
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Considering all these historical variations, our main starting point, on the one hand,
sets dance as a practice that brings attention to the body as the main epistemological,
ontological, and social mechanisms by which the world is made manifest, known,
experienced, and existent (See George-Graves, 2015; Brandstetter and Klein, 2013).
On the other hand, and subsequent to the first claim, we treat dance as a “reflexive
mobilization of the body [...] a social process that foregrounds the very means through
which bodies gather” (Randy, 1998, p.7), and are being mobilized; hence, a corporeal
practice that by its own reflexivity either reproduces or ruptures the habituated bodily
forms of being and understanding the world, and opens lines of flight for different
becomings and transformations of movement, gesture, effect, perception, sensation,
awareness, and embodied knowledge?*. In trying to keep the ontological grounds of
dance open beyond any metaphysical claim, we set dance as a gesture that has neither
end in itself, nor is a movement as means for some predestined goal, dance as “nothing
more than the endurance and the exhibition of the media character of corporal
movements,” the “communication of communicability” (Agamben, 2000, p.58). In a
similar manner, we can further say, quoting Trisha Brown, that: the body doesn’t
move with the clarity of line or mechanics...Dancing is like scribbling, you know,

because of the inconsistencies of human anatomy...It’s the human failure factor in the

as a pure display of uninterrupted movement participates of a general critique of this mode of disciplining

subjectivity, of constitute being”.

2 This position would also take into consideration Lepecki’s critique of the dances’” and Modernity’s ontology

of movement and motility. As Lepecki (2006, p.124) argues “choreography comes into being as a technology

particularly able to answer and foster modernity’s melancholic project [...] This perception suggests for critical

dance studies that Western theatrical dance — as it confined itself in increasingly more abstracted rooms (the

court, the salon, the theatre, the studio) in its drive toward artistic autonomy — must be theoretically approached

not just as a kinetic project but as an affective one. An affective project profoundly marked by the infusion of

the kinetic at the core of subjectivity generating continuous complaints of dance always going away,

irremediably bound to its own loss, of never quite being there at the fleeting moment when it visibly moves”.
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exposition of form that makes for this marvelous thing called dance, which is highly
imperfect from the beginning. (Ramsay, 2006, p.146)

It is precisely through these assumptions and minimal definitions of dance, as an
embodied social practice exploring what makes a body do what it does, what a body
can do, and how bodies’ doing does the world, that we set to map an archeology of
dance and contemporary choreographic practices "piercing through™ other art
disciplines and practices (See Prista§, Hrvatin and Kunst, 2007)%, all of which share
and can be enveloped through their performative elements and characteristics (See
Fischer-Lichte, 2008; Fischer-Lichte, 2014; Schechner, 2003). Considering, for
example, the simultaneous developments, shared aesthetic interests and cultural and
historical influences of the contemporary physical theatre and the techniques of the
post-modern, the Judson and post-Judson dance, we tried to map some histories and
practices of choreographing the body in the physical and alternative theatre in
Macedonia in the early 70s. Both forms function based on the premise that the body
“has the ability to generate meaning, not only interpret it or act as a symbol for
something else,” and starting from this premise, setting the body’s presence as the
only requirement for creative authority, forging ‘“performers-as-creators” (Murphy,
2015). Centered on the moving and speaking body, the physical theatre confronted the
hegemony of theatre defined by its literary and verbal dimensions (See Murray and
Keefe, 2007), and raised the body to the central stage, or at least at the equally
important footing as the literary text (See Shepherd, 2006)%. In the physical theatre’s

distinctiveness, rooted in the performer’s body as the starting body, “the body

% The phrase is taken from a statement of East Dance Academy; see Goran Sergej Pristas, Emil Hrvatin, Bojana

Kunst, “East Dance Academy”, Maska, No 103/104, Ljubljana, 2007.

% One can make this claim for theatre in general as well, and solely for the physical theatre in its historical

specificity. See Shepherd Simon, Theatre, Body, and Pleasure, London and New York: Routledge, 2006.
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becomes the center of attention, not as a carrier of meaning but in its physicality and

gesticulation. The central theatrical sign, the actor’s body, refuses to serve

signification” (Lehmann, 2006, p.95).” (Dimitrov and Tanurovska-Kjulavkovsi, 2017).
Or, to sum up, when | talk about an institution of performing arts here, | think about
contemporary choreographic and dance practices, a performing body movement related
practices, set in relation to other art and “body movement practices”, or about performing arts
practices, dance, performance, choreography considering that their “main importance is
thinking of the body through two vectors: as an artistic material or tool (i.e., body as object or
medium of art) and, what is even more important, the body of the very artist or the artist’s
body (i.e. body as subject of art)” (Vujanovic¢, 2009).

Here, I think more about the second vector, or the artist’s body, or the body as subject of art.

4.2 Dance spectrum — basic differences and specificities

In the performing arts and the performance arts spectrum, dance remains the most vulnerable
and marginalized. However, the broad varieties of dance are not in the same position and their
conditions of work differentiate from one another. The classical ballet enjoys the sustainable
one, since it is nurtured and supported through different public subsidies. Classical Ballet
ensembles include core de ballet, or the ballet ensemble, as well as soloist and principle
dancers. They are very hierarchical, based on mechanisms of pressure to be fit, formally
appropriate to the standards of the classical ballet dancer’s body, therefore having a rigid daily
routine of exercise. The system of production is based on repetition of the technical
formations and choreographies from the 19™ century, which can be re-adapted, yet formatted

in a narrow range repertoire. This is a hierarchical and standardized production process that is
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not open to innovation. Even though some ensembles collaborate with contemporary
choreographers, still, the formalized rhetoric, style, routine, standardized technique, and
hierarchy driven formations are (re)produced, as well as the aesthetics of the formal beauty
and fantasized vertical bodies. Audiences are the professionals from the field, those who have
attended ballet classes, as well as the conventional audience in general, or the audience that is
“willing to re-immerse itself in the repetition of well-known subject matter, themes and
sequences from the classical works” (Klai¢, 2012, p.69).
Modern dance emerged as a new approach in dance that contradicted the rigid, formalised
technique and movement, the “iron” and narrow repertoire, the hierarchical production
process and formalization. Early modern dance incorporated popular dances, expressionism,
exoticism, and emancipation of the body through different technique approaches.
European expressionism resulted in an unusual, dramatic, and paradoxical
transformation of the European universal concepts of human expression (as the
alienation of the internal state) with the American pragmatism (concretism and
effectivism in human work) and behaviourism (expression as demonstration behaviour
and not as opening of transcendental or psychological interiors). It has influenced the
modernistic culture and dance art. While the expressionism of Laban and Wigman was
demonstrating inner emotions through body expression, the new or modernistic
American dance occurred not in search of the inner source, but the behavioural
universal and above-or-trans cultural modus of construction of the gesture, movement,
appearance, and body behaviour which are suggesting of the bodies in the archaic
rituals. (Cvejié et al., 2002, p.11)*
In America, as a result of the experiments in the neo-avant-garde, the radicalisation of the

modern dance, and the turnover in anti-technique and anti-dance, in the late 50s and 60s, the

2" Translated by the author from Serbian.
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minimal dance appeared. At the time, there were socio-political and cultural changes in
America that influenced the turnover. One of them was sexual emancipation that influenced
different perspectives on the body. Critics of modernism at the time were at their peak, in
other art fields as well, and minimal dance began in parallel with the critique of modernism.
Minimal dance is characterized by the relationship of the choreographic and dance (i.e,
choreographic-dancing as performing) conceptualization of the body, body movement,
the relationship of the body and objects in the real (non-fictional) time and space and
with space. Minimal dance releases dance art from technique, allocating and
elaborating body movements and models of typical non-typical behaviour in relation
to the phenomenon of dance, dance concept and tradition of modernist dance. Dance
involves gestures and movements, i.e., conditions and processes of the body that are
not dancing, but belong to various forms of behaviours. In this way, the artist in the
dance is not only a disciplinary determined dancer, but is a Performer, who does not
necessarily have to come from the dance education. In this sense, minimal dance
comes as turnover from the art of dance in the artistic practice of performing
conceptualized physical conditions and processes, and that means in some kind of
performance art (performance art). (Cveji¢ et al., 2002, pp.13-14)
In that, another term appears as not very consistent, and this term is postmodernism.
Postmodernism in dance is related to different tendencies in the USA and Europe. In USA, in
the 60s and the 70s, as the term is in relation to the evolution of minimal dance, or post-
minimal dance, experimental, performance art, evolution of the relation between dance and
theatre through “performing”, while in Europe, the term is in relation to different directions
connected to the ideas of reconstruction or simulation of fiction in relation to the avant-garde,

new or experimental dance (Cvejic¢ et al., 2002, pp.14-15).
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In the interview?® with Rok Vevar from 2016, he points out that contemporary dance from the
beginning of the 20" century is a specific aesthetical kind of “unsuccessful permanent
revolution”, in Trotsky’s terms, that self-recognizes itself as (political and aesthetical) avant-
garde that tries to direct different strata of society in movement. It is nowhere localized or
nationalized, but, on the other hand, it is successfully internationalized. Contemporary dance
exists internationally and has no location, and it is always more successful outside the borders
of its own country of origin. He also connects the contemporary dance with the modern
economic transitions which possess the surplus of the non-functional properties (the USA in
the phase of the great economic depression, or the transition to neoliberalism that is born on
the erosion of the industrial production, and Great Britain in the same phase) or modern
nationalistic political movements (Germany in the 20s and the 30s, the USA in the phase of
the political imperialism in the 30s until the end of the Cold War), and/or the Flemish national
emancipation (the 60s and the 70s), as well as the inflation of the rhetoric and devaluation of
language in the phase of political turns (the collapse of the socialistic systems and their
communistic practices in the 80s, and the implosion of compromising nationalistic drama
theatres that are suddenly interesting in the stage movements).
The end of the 20" and the beginning of the 21% century brought something new to the “dance
world”, and this is critical research, deconstruction, and simulation of the institution of
dance/ballet in the Western art, which has been referred to as conceptual dance.
Related to the European choreographers such as Jérome Bel, Boris Charmatz, Xavier Le Roy,
Thomas Lehmen, Tom Plischke, Tino Sehgal, conceptual dance:

has decisively moved from the interest for immanent questions of the dance to the

“external” or “political” questions of dance as an art institution, and the

problematisation of dance as an institution and the dance technique as a modus of

% Interview with Rok Vevar, dance theoretician, dance activist from Ljubljana, Slovenia.
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instrumentalisation of the power and the identity of the dance institution. (Cveji¢ et

al., 2002, pp.18-19)
Conceptual dance has created new experiments in the field, which have moved dance out of
its ontological relation with movement. It has reshaped the dance field by its relation to other
fields, as well as to theory such as cultural studies and post-structuralism, which have brought
thinking that has enabled reformation of the field of dance and choreography, and
consequently, the procedures and circumstances of work, creation, production, and
distribution.
The ex-Yugoslavian context at the beginning of the 20" century was barely related to the
Western dance developments, and very much under the influence of the ballet, which
influenced its late 20™ and 21% centuries dance scenes’ functioning. Ana Vujanovié¢ (2007)
explains the situation in Serbia in the 90s stating that the social role of dance supposed to be
enacted at the level of its politically engaged content (which was rendered by theatrical
elements, often taken from the 60s), and not at the level of critical re-thinking of dispositif of
the institution of dance or of its historical heritage of ballet and mainstream modern dance
(which was the case of the West). This can also clarify why contemporary European dance
paradigms - led by Jérome Bel, Xavier Le Roy, and other conceptual choreographers —
focused on performance self- reflection, did not influence local actors of the performing arts
until the last couple of years (Vujanovi¢, 2007).
Conceptual dance influenced the redefinition of dance as an art form in the post-2000s, as
mentioned above, and opened even more questions on how to read dance, how to critically
reflect dance, and also how to develop the facilities in which a new dance paradigm is created.
Being away from all previously determined production processes, or organization of the art
form, conceptual dance formed another relation to the social authorities, to the audiences,

demanding self-reflection processes, different formats of production, creation, and
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distribution of the art form. The notion of dance and choreography has been reformed and
viewed through their relation to and impact on other body(ies), or through it (other bodies) to
the politics, culture, aesthetics, space and time, language. Another paradigm is the social
choreography, or what kind of dance is possible in specific contexts or ideological
circumstances.

The question of what is (contemporary) dance, is in some way a phenomenological question,
and at the same time, a question that was asked by the modern and postmodern American
dance (the esthetical dance paradigm that had the need to build an identity and to define it
through clearly defined border and formulation of its importance and, at the same time, its
negativity), and also a question of cultural history in which contemporary dance is always in
relation with dominant cultures and praxes such as ballet - in a way, it is a class struggle, as
Rok Vevar (2016) points out.

What kind of dance is possible in certain ideologically or politically and economically framed
context is probably one of the most relevant questions which affect the constitution of dance
as institution or as a socially relevant art sphere. Also, it affects the use of the term and its
relations. Being part of the discussion as part of many events, among which the event
Advocates of Dance?, | faced the disparate comprehension of dance, or more precisely, the
use of the word dance in different cultural contexts. The post-communist or post-social
contexts of Bulgaria, Romania, Poland, ex-Yugoslavia, and other countries, try to affirm a
new meaning of dance which was dominantly related to politically created identities through
folklore dances, as well as new pop dance forms which evolved in the period of the transition.
Furthermore, dance was related to white ballet as an institutional form of dance. Dance, as a

contemporary form, or as a practice distinguished from the folk, pop dance, or ballet is still

# pdvocates of Dance is the second advocacy activity of Nomad Dance Academy, organized as part of Nomad
Dance Institute action/ Performing Situation Room within the frame of the Life Long Burning Project, more:

http://nomaddanceinstitute.tumblr.com/
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not widely recognized. Therefore, it is used in the contemporary dance scene with additional
explanations, or words. Festivals, or events connected with contemporary dance are using
“contemporary dance” more often accompanied with “performance” as an additional
explanation that would indicate other forms of expression that can be found in the field, but
cannot be related to dance as perceived in the traditional use of the term. This is also why this
chapter uses the term performance next to choreography and dance, but also, this is not the
only thing that is to be articulated here.
On the other hand, in the Western European context, the heritage of dance is diverse.
Therefore, it is related to many aesthetical, as well as organizational forms of dance as
institution.
In the USA, it is used in a different manner, or as Mariana Valencia (2017), a choreographer
and performer with whom we collaborated on several occasions, explains after her visit and
participation in the event Nomad Dance Advocates in Belgrade:
I’'m moved by the amount of time that language is given here — an element that’s as
important as the art itself — and it’s beautiful to be in the company of others who think
the same. The term “Contemporary Dance” in the Balkans stands as the definition of
what New York artists now call, experimental dance or perhaps to some extent, do it
yourself (DY) dance. Historically, experimental dance has endured as a marginalized
art form because it’s an economically un-capitalist practice that’s based on the labor
and energy of the body unlike any other form. | must interject here to examine that I’'m
only speaking to the marginalization of experimental dance forms in this report and
that | deeply recognize that traditional, indigenous and vernacular dance forms suffer
even greater disparities because of oppressive White oppression, control and
legitimization. In all forms of dance the body is our medium, brain and life; the body

holds memory and is the best archive of our work. From an audience’s standpoint,

126



their bodies sit or stand in space to experience a performance; hence dance cannot
exist without the commodification or utility of any body and therefore, the body also
needs space. Dance cannot be preserved, recorded or bought as an authentic object of
itself because dance is free of being a product and for these and other valuable reasons,
dance is a threat to people who chose to confine it to any economy.
Politically, there is risk that needs to be taken in order to give dance forms the proper
place within an economic value system. It’s a risk that must be taken within the realms
of research-based and experimental forms (as well as traditional, indigenous and
vernacular dance forms); a risk that upholds the potential of outcome and exchange —
not the monetary value of product. Policy and risk go hand in hand in this topic,
especially in Serbia where the government has chosen to devalue the contribution
dance can give to cultural identity, enrichment and the healthy, balanced development
of a society. “Make room for dance!” they say. (Valencia, 2017)
In the Western European context, dance was ontologically related to movement, as in Eastern
Europe, which also led to the inability to refer to new dance experiments as relevant, or to
situate dance in other philosophical and theoretical frames.
As one of the relevant examples of this, which Lepecki (2006) gives in the introduction of his
book Exhausting Dance Performance and politics of movement, is the most obscure civil case
in the Court of Dublin in 2004 that was brought against the International Dance Festival of
Ireland being accused of display of nudity and alleged performance of lewd acts in a dance
piece titled Jérome Bel (1995) by the contemporary French choreographer Jérome Bel. It was
dismissed by supported claims that this piece was not dance, or claims that Jéréme Bel could
not be properly classified as a dance performance. On 8 July 2004, according to the Irish

Times: “There was nothing in the performance [he] would describe as dance, which he
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defined as ‘people moving rhythmically, jumping up and down, usually to music but not
always’ and conveying some emotion. He was refused a refund” (Lepecki, 2006, p.2).
Lepecki (2006) argues that such an example, as well as others that he brings forward show
that the choreography of the last decade was dismantling the ontological association of dance,
which is movement, but such examples also show the inability to critically observe and
account new choreographic practices as new dance experiments. Such examples, of which
there are many in other contexts as well, depict the inability of the word of critics, or
moreover, critical thinking, to be equipped with the new tools of writing and thinking about
new choreographic practices. And, | would add that this affects the entire system in which
dance is situated, as well as the social formats in which it is institutionalised. Institutions of
dance formed as part of the ex-Yugoslavian context also depict the inability to understand
new forms of dance and choreography. Institutions valorising dance are settled into the
ontological and modern understanding of dance as movement, or body of representation. Such
standpoint represents the ideological formation in which dance and the body are situated and
disciplined in the frame from where they can be controlled and represented.
If choreography emerges in early modernity to remachine the body so it can “represent
itself” as a total “being-toward-movement,” perhaps the recent exhaustion of the
notion of dance as a pure display of uninterrupted movement participates of a general
critique of this mode of disciplining subjectivity, of constitute being. (Lepecki, 2006,
p.7)
Situated in such an ideological system, the art form is looking for its tactics to dismantle such
dictation, trying to effectuate its new experiments through diverse organizational formats
creating an environment where they can be articulated. Such an environment in ex-Yugoslavia

is the independent cultural scene, where the new dance world is produced.
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The world of dance has changed, therefore, so has the meaning of the terms such as dance and
choreography.
Ana Vujanovi¢ (2015) gives a theoretical explication related to the changes of the meaning of
the notion of art that is conditioned by its surrounding, or explaining that with the introduction
of the term “the artworld”, as part of the institutional theory, the answer was given. “At
bottom it implies that ‘to see something as art requires something the eye cannot decry — an
atmosphere of artistic theory, a knowledge of the history of art: an artworld’, as Arthur Danto
explained in his article ‘The artworld’ (Danto, 1964, p.580)” (Vujanovi¢, 2015, p.30).
She explains that this shows that:
although there is no fundamental perceptible difference between Taylor’s and Bel’s
stillnesses, the atmosphere of dance theory, the knowledge of the history of dance:
danceworld, was not capable of recognizing Taylor’s gesture as dance and it
disappeared into the ocean of neo-avant- garde experiments of the late 1950s and
1960s. (Vujanovi¢, 2015, p.30)
The context has changed in the 1990s, therefore, the “conceptual cloud” artworld elaborated
by many institutional theorists of art, most prominently George Dickie, has also changed.
Vujanovi¢ (2015) proposes institutional theory as a tool to reflect on the arts, and see how art
as a social institution operates in practice, explaining that:
the artworld is what defines art and makes it possible, and it itself functions as an
institution, from which follows that art has a social property and is thus an institution
from the start and not an extra institutional practice to be later institutionalized or to
escape institutionalization. Although it is possible to imagine some hypothetical
examples of art that take place outside society. (Vujanovi¢, 2015, p.31)
The dance world has changed, and so have the notions of dance, choreography within it. In

the interview in Critical Correspondence about the Dance and the Museum, Marten
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Spangberg (2014) talks about the dance and choreography not as inter-dependent, but

incompatible, and different, not casual to each other, arguing that “choreography is not

necessarily the making of dance, nor is all dance made through choreography”.

He describes choreography and dance as follows:
Choreography is matter of organization, of ordering and making stable, although
stability is many things. Choreography’s first enterprise is to domesticate movement.
Choreography is concerned with structures and structuring, and obviously every
structure needs expression. One of these expressions is dance but it is not the only
expression that choreography can take on. Dance on the other hand is strategic, it is
not about ordering but instead of maneuvering, of navigating through structures,
through order. Dance is an expression into the world, dance is certainly organized but
the organization is not the dance, it is the organization and the principles need not be
choreography although they can be read through choreography. To choreograph needs
have nothing to do with dance, and it goes without saying that one need not have any
dance skills to choreograph [those who say so are just dance teachers afraid of losing
their jobs]. Similarly, dancing is always organized but one need have no idea about
choreography to make them. Recently the term choreography as expanded practice has
been used to emphasize how organization is non-linear to expression, choreography to
dance and that choreography needs to be considered a cluster of tools that can be used
both to produce and analyze autonomous to expression, i.e. choreography has become
a generic set of tools, a technology or a field of knowledge. ** (Spangberg, 2014)

There are some other examples that make us understand that choreography has extended its

meaning to many diverse context related readings. In the Corpus® online magazine, we can

see the survey that was dealing with the Terms, Notions, their use and changes in the field of

% Underlines by the author.

31 http://www.corpusweb.net
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dance. The starting point was to investigate the significant changes through which dance
underwent in the past decade or the past fifteen years, and how such changes influenced the
changes of the term. As explained by Corpus (2016), they work on the investigation and
discursive illumination of dance as contemporary dynamics, which has provoked and incited
the editors to closely examine the position of choreography due to its indivisible nature in
relation to dance.

Therefore, they invited more than 100 people from the performing arts to answer the question
"What does ‘choreography' mean today?” as concisely as possible.

Forty nine texts were published in English and German. In their opinion, this project “makes a
fantastic polylogue, a many-voiced deliberating, de- and circumscribing, which in reading
presents exactly what dance and choreography are today: a volume of possibilities bordering
on the ecstatic, in which dance today shows itself” (Corpus, 2016).

However, these are some of the voices, or some of the perspectives that we can have, none of
these are wrong or right, but diverse, proposing the stands, or understandings on what

choreography and dance can be today.

4.3 Dance, choreography and performance as notions and fields in Macedonia

The development of the contemporary dance in the last decade and a half in Macedonia, was
highly influenced by the developments in the ex-Yugoslavian countries. The circumstances in
which contemporary dance has developed in ex-Yugoslavia are very different from one to
another context. In this thesis, some examples will be given as case studies where certain
aspects concerning the scenes development will be articulated. Mostly, the issue of space, or

an institution, will be overviewed through case studies of conferences and meetings where
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these issues were communicated by the professionals from the respective scenes, as well as
other European examples.

In the last period, from 2010, or even before 2010 in Slovenia and Croatia, dance did re-shape
its position, critically reflecting the dance institution, production processes, political
influences, the market, and other, being a screen to socio-cultural and political
(non)conditions in which dance or performing art and contemporary culture is produced,
which become a constitutive part of the performing arts works.

In most of the countries in the region, the contemporary dance is yet developing as part of the
independent art scene, however, there were several institutions established (for example,
Spanski Borci in Ljubljana, and Zagreb Dance Centre*?) as new forms of models.
Furthermore, new models were also developed on the map of Europe. Some of the many
include Tanzquartier in Vienna, Austria, Workspaces for performance art** and Caravan
Production®*® (in Belgium), Uferstudios in Berlin, and other as new spaces, formats of
functioning and enhancing, or endeavouring the dance development.

Such formations are in some cases (Workspaces in Belgium) directly connected to the policy
matters — such as Canaries in the Cole Mine, Master plan for dance in Flanders and Brusseles,
Tanzplan Deutzland, and other.

To depict what constitutes the contemporary performing arts in Macedonia, or to position

them, we need to compare them to the classical, traditional, or mainstream performing arts

% http://www.plesnicentar.info/en/about-us The position of this centre changed in 2016. Due to political

decisions and without consulting the dance scene professionals, it was delegated to ZKM (Zagrebacko Kazaliste
Mladih/Zagreb Youth Theatre) and the autonomy was taken. Until November 2016, The Croatian Institute for
Movement and Dance (HIPP) ran the space. Dance professionals have organized themselves and protested
against  this decision asking for autonomy to dance (some information in  Croatian

https://www.tportal.hr/kultura/clanak/dosta-je-samovolje-prije-izbora-zelimo-samostalnu-ustanovu-za-ples).

% Workspace Brussels as one of them.

3 https://www.caravanproduction.be
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scene. Mainstream institutions are characterised by a hermetic approach. This means that they
are closed to new tendencies, theories, and to deliberation of the art system. Their protocols of
governing and producing are obsolete; the budgets for their performances are large or even
huge (compared to the rest of the sector); they also represent vast machinery which supports
their production apparatus.

Contemporary theatre and contemporary dance is the opposite of all this. The contemporary
scene is characterised by small and adaptable productions, scene, and costume design. It is
related to critical deliberation and orientation towards contemporary cultural theory that offers
tools for critical reflection on the models of institutions and modes of production. Production
conditions are adaptable, and so are the mechanisms of support. It is not always oriented
towards product as performance only, but instead a focus on the working processes,
knowledge production, and transfer of knowledge, as well as new production approaches and
principles in the creation process. Research and new models of collaboration are also among
the characteristics of contemporary performing arts. The above is aimed to distinguish what
represents the independent contemporary performing arts, and is done with respect to the
practices of the mainstream approach described (Bogavac, 2008)*. However, the mentioned
adaptability and flexibility control the precarious working conditions that are unfortunately
the most evident in this field in the countries in ex-Yugoslavia, followed by professional
dissatisfaction, burnouts, dissolution of some of the scene(s), or in some cases, de-
professionalization (changing professions due to existential reasons), and breakdown of many
relations, or collaborations. Adaptability and flexibility have to be supported financially as

methods of work that allow experimentation, or research towards production of knowledge,

35 See also Milena Bogavac text in Raster 1, an annual journal of contemporary performing arts, in the edition
Teorija koja hoda (Walking Theory), and her distinction between mainstream and alternative, or contemporary
performing arts in Serbia, p. 13-20. | am referring to Bogavac here since she discusses the theatre scene and its
problems in Serbia in a more elaborated way, depicting the relation between mainstream, contemporary or

alternative in Serbia, which | find very similar to the Macedonian context.
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approaches, and other. Such practices have to be institutionally supported in their
heterogeneity.

The genesis of the Macedonian dance scene can be classified in three chapters according to
Sonja Zdravkova-Dzeparoska, directly related to the changes in the socio-political context and
its implications in the field of art (Tanurovska-Kjulavkovski and Zdravkova-Dzeparoska,
2014). Zdravkova-Dzeparoska is relating the first private dance studio in Skopje to Sofija
Miholi¢ Cvjeticanin, who was one of the distinguished students of Maga Magazinovic, at the
time of the Kingdom of Yugoslavia (Her name is found in the list of pupils and performers in
the studio Magazinovic, as well as in the photo archive of the activity of the studio
Magazinovic). This implies a relation to the practice of Emile Jaques-Dalcroze. Sofija
Miholi¢ CvjetiCanin came to Skopje by circumstances, and accordingly, Zdravkova-
Dzeparoska started with education and transfer of the latest current practices in this period in
Europe with a system completely opposed to classical ballet. The activities of the studio were
followed by a series of performances and stage presentations (Tanurovska-Kjulavkovski and
Zdravkova-Dzeparoska, 2014).

The political developments, the Second World War, and the establishment of new social and
political order led to the establishment of completely new aesthetic values and codes that
actually, basically, rely on the experiences and the norms of the countries of the Eastern bloc,
dominated by the USSR. In this period, Macedonia was going through a “cultural revolution”,
or an establishment of the basis of the system, as well as a cultural system, such as the
establishment and creation of a range of cultural institutions: theatres (the first time that the
audience has the opportunity to see opera and ballet performed by Macedonian artists),
museums, the Philharmonic, the first professional ensemble of folk dances and songs "Tanec",
and other, which carry the attribute Macedonian. In addition, a network of amateur

organizations was formed in order to articulate profile taste and the activities of other layers
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of society. Dance education was set on the basis of the classical ballet, and other forms such
as modern dance, are not represented in the educational or cultural system of knowledge.
Thus, the established institutional forms in the period between 1945 and1991 continue to
work in such framework.

The situation, again dictated by the political circumstances, changed in 1991 with the need for
a transition from one-party to a multiparty system, i.e. the process of democratization
conditioned by exchange with the “West” goods, values, and paradigms. In such process, the
links with West Europe were slowly being strengthened, and consequently, exchange of
experiences took place. The process of “self-colonization”, in Aleksandar Kjosev’s terms, was
present, where Macedonia transported everything coming from the West with no critical
reference to the content and values. However, still being under the visa regime, there were not
vast opportunities for exporting, but more for importing the consultants, workshop leaders,
teachers, and all other varieties of experts in different fields. Not many had the opportunities
to travel and come back with new knowledge which was accepted at the time as valuable.
Small raptures were enabling information flow, still not being open and transparent to the
larger community. In these raptures, information about modern dance, or the modernisation of
dance techniques have been accepted, however, never considered as an art form which brings
different perspectives towards dance and the body, but being used for satisfying the
audience’s needs directed towards the Western modernization of all aspects. The lack of
knowledge and understanding of the paradigm in which modern dance has been developed
produced a distorted notion of modern dance which was understood as modernisation of the
ballet, or stylisation of the ballet, the vertical bodies and techniques. It is a mannerism of the
modern dance, without profound understanding of the paradigm. Such mannerism was
produced as there was no direct exchange with professionals, but produced second-hand

knowledge and information.
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The new conditions imposed simply a simulation or an attempt to "modernize"” the
repertoire without the "import" of staff that would eloquently perform this operation.
From ballet to neoclassical ballet, and then to something that is recognizable as a
specific technique of modern dance. At this level the existing state subsidized
institutions’ early attempts to join the parallel performing practices and poetics, but
also internal somewhat justified resistance to abandoning the established models,
courses of action and strategic objectives. (Tanurovska-Kjulavkovski and Zdravkova-
Dzeparoska, 2014)%
This initial “democratisation of the repertory” of the National Ballet was an ad-hock attempt
to include something outside the “iron repertoire” performances and the institutional dance
scene in Macedonia, as embodied by the Macedonian Opera and Ballet, which continued to
operate in a closed frame, oriented largely towards its own choreographic personnel (even
though the dancers in the ensemble have been educated in West and East-European centres), a
standardised creative process focused on the final product, regional cooperation with
professionals from institutions of the former Yugoslavia, and predominantly classical ballet
repertories. This is a legitimate institutional policy, but not a stimulating policy for
developing an institutional framework to support new dance languages.
Due to this institutional policy, but also the need to innovate in the early 2000s, pioneering
steps were taken in the formation of the independent contemporary dance scene. The
Performing Arts Centre Multimedia was initiated in 1998, and established in 2000. It
organized several workshops with choreographers from Western Europe and the USA. Young

dancers connected with the National Ballet, or being educated in the ballet high school,

% More details on this issue in: Sonja Zdravkova-Dzeparoska, 2005. Multimedia Dance Genres and Formation
and Develoment of the Contemporary Dance Theatre G. Stardelov, J. Luzhina, I. Dzeparoski (editorial board) in
Theatre on the Macedonian Soil XX century: 335-375. Skopje: MANU.
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participated in the workshops, being directly informed about the new choreographic or
teaching approaches in modern and contemporary dance.

Also, a dancer and choreographer, Risima Risimkin, educated as ballet master from the
University of Plovdiv, Bulgaria, initiated the Interart Centre for Culture (1996) and developed
the dance festival Dance Fest Skopje. She was trained as a classical ballet dancer, and has
been employed at the National Ballet for some years. She withdraws from the institution and
forms the organization, starting to work as an educator, choreographer, and artistic director of
the festival. In 2012/2013, she was working as Head choreographer of the State Ballet of
Antalya, Turkey. In 2012 she signed a contract with the Macedonian Ministry of culture,
which supported her project “Skopje Dance Theatre” for three years (2013 — 2015) as
entrepreneurship in culture. Such a contract was an exception in the history of the cultural
development in the independent Macedonia. She was a professor at the University of ESRA
Paris-Skopje-New York in Skopje (a private academy), and is now a professor at the
University Goce Delcev in Macedonia and an artistic director of the Skopje Dance Academy,
program established in collaboration with the Rotterdam Dance Academy from the
Netherlands. Through this program, different dancers were educated and are performing at the
Skopje Dance Theatre repertoire. Such a format of organization is more related to
entrepreneurship in culture and commercialisation of dance, and not to the socio-cultural
development or non-profit activities related to the independent art and cultural sector.

Later, Lokomotiva — Centre for New Initiatives in Arts and Culture was established in 2003,
and started working on the professional development of the contemporary dance scene in
Macedonia. Iskra Sukarova, one of the co-founders of Lokomotiva, had a different
educational background than Risimkin. Also, her collaborators come from the field of cultural
policy and management, as well as history of art, or art academy of visual arts. Therefore, the

organizational processes and content directions were oriented towards experimenting and
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researching within the larger field of performance art, and the field of choreography and
dance. Sukarova started her education in the field of contemporary dance at the Conservatoire
national de région de musique and the Conservatoire national supérieur de musique et de
danse in Lyon. She used her experiences from France in a number of productions that she
made for the Macedonian Ballet, where she explored the possibilities of relating her
choreographic vocabulary and thought to the body of classical ballet, with a systematic,
stylized, and synchronized movement conforming to her artistic concepts. In these group
works, she tried to introduce the new contemporary kinaesthetic movement into the classical
technical vocabulary. At the time, she also tried to implement her physical training and
knowledge of contemporary techniques, which, according to her, signified the freedom,
flexibility, and open space that she wanted to bring into the institutional context, harmonizing
it with the body of conventional ballet. During this phase, she made certain compromises
between what she wanted to accomplish as a choreographer and what was at her disposal,
which informed her choreographic approach in such predetermined institutional context.
However, she was learning in the process, which was the learning by doing method as the
only available method to her at the moment. At the same time, during the 1990s and the early
2000s, she continued with her education and received several grants and residencies in Europe
and the US. She participated in the P.A.R.T.S. workshops in Brussels, in the Dance Web, and
other. In 1996, she received the Arts Link Fellowship residency and went to New York, where
she worked with Yoshiko Chuma, with whom she collaborated until 2007. In New York, she
got acquainted with the experimental scene there, which was a new artistic environment and
challenge for her. During the late 1990s, Iskra’s expression in choreography began to change.
At the time, as a choreographer, she began to distance herself from the institutions and her
creative work mostly took place outside of them. She began research in various concepts

unrelated to the contemporary requirements and output of the codified institutional context.
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She worked independently, pursuing her kinaesthetic interests in relation to the performing
bodies she worked with, exploring form. She used actors and non-professional performers,
creating performance contexts in which she questioned the language and form of
communication between the performing bodies, and relations to a specific problem, venue, or
object.

A major turn in her choreographic work followed with her MA studies at the Laban Centre in
London, made possible by a scholarship from the British Council, where she wrote her thesis,
‘The Dancing Body in Relation to Geometry in Space’. After her MA studies, she began to
articulate her intuitions in relation to time, space, other bodies, and music pro-theoretically.
Interested in geometry, the defragmentation of the human body, corporeal space, and body-
space relations, she adopted a kinaesthetic approach based on certain postulates of Laban and
Forsythe’s research, using her own logic. In these pieces she ,radically departed from the
standardized ballet norms—with fresh and inventive solutions as a result“ (Zdravkova-
Dzaparoska, 2007 cited in Tanurovska-Kjulavkovski, 2010, p.148).

Her background related to the knowledge of her co-workers enabled to extend the possibilities
through which dance can be explored, researched, and experimented.

NGO Lokomotiva — Centre for New Initiatives in Arts and Culture in Skopje is offering a
continuous programme of educational formations related, co-producing works by Macedonian
authors, co-establishing a regional platform for contemporary dance Nomad Dance Academy,
organizing different discursive programs related to contemporary dance, as well as larger
socio-cultural problematics, and establishing the international festival of contemporary dance
and performance, Locomotion (2008-2016). This festival exhibited a clearly profiling content
and managed to grow its own audience. Besides this, Lokomotiva has worked on different

programs for theoretical reflections, debates, discussions, and research of educational models,
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artistic researches, as well as other programs developed with partners from the region of ex —
Yugoslavia, as well as with international partners.

Both organizations are diametrically opposite in the methodological work, the aesthetics they
represent, the structure of collaboration and organization. It is important to distinguish the
diverse approaches and relations towards dance and choreography or/and politics of
aesthetics, which affect the modes of working. Interarts is related to the ballet as aesthetic
approach, as technique, and paradigm in which dance is produced as art form, and
Lokomotiva is trying to reflect the dance needs emerging out of different contexts, being
reflected through critical theory, cultural studies, sociology, rethinking the ways of
collaboration, dance and choreography, and the system in which they are produced.

The emerging young authors which have been (are) collaborating with these two
organizations develop their own specific approaches and styles, some relate to the direction
which has been developed through them. However, many decide to pursue their careers
outside the country, where the working conditions are significantly better.

Another significant change is the establishment of Nomad Dance Academy Macedonia, a new
organization created by choreographers who were related to the Nomad Dance Academy
regional platform for contemporary dance. * This is a young organization which is
developing a specific model of collaboration among professionals in the field based on
horizontal decision making and participatory decision making system.

Through the depicted examples we can peruse the structural basis in which contemporary
dance has been formed and developed.

The choreography in Macedonia is still traditionally understood and very narrowly related to
ballet and the entire dance spectrum. It is only used in a very small community of dance

professionals, and developed as a larger field. Also, performance is related only to visual arts

37 www.nomaddanceacademy.org
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and it is not understood as performance art related to the postmodern traditions in the Western
culture, or the 60s and the 70s related to the avant-garde Dadaism, Fluxus, conceptual art, and
other, with the tendency to be antitheses of the theatre, challenging all traditional art and
culture forms and norms, or dismantling the borders of discipline and introducing the
“performing” as a common denominator.

The articulation of what constitutes dance, and what is the system in which dance can be
developed in all its forms are questions to be addressed, especially in relation to the context
specifics. When asking such questions, especially from the perspective of the cultural policies
and management of dance, we need to analyse the “maturity” of the democratic system, social
processes, political decisions, institutional dynamics, economic circumstances, cultural policy
dynamics (on macro and micro level), as those determining dance as a social and cultural
institution and aesthetic practice.

We could see through the Macedonian example how the economy of exchange is influencing
the strata in which the art form has been communicated and developed. Political and social
influences are strongly formulating the environment in which the art is positioned. Today, the
stream of information through digital media and the available mobility grants are enabling the
flux of information and the generation of new knowledge which facilitates diverse critical
thinking and awareness about the control of the political and economic elite as dominant
power machinery that directs the socio-cultural developments. Diverse knowledge empowers
the cultural and art workers who are demanding and advocating for other than the already
established systems of production, distribution, and thinking in culture and arts. Many
projects around the globe are directed towards rethinking what is dance, choreography, or
how we collaborate. Other than this, working conditions, systems of evaluation of art and
culture, and models of institutions, among other, are inspected through confrontations with

new and experimental methods produced in the field.
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5. Performing the theoretical tools — The independent sector as a potential

for new modelling

This Chapter provides the comparative analysis on examples of organizations situated in the
independent cultural sector, the analysis of the organization framework, the protocols of work,
decision-making structure, values produces, the procedures of work, the working conditions
and their impact on the social reality.

Furthermore, | will try to analyse the organizational format that these initiatives use for their
activities, their collaboration frameworks and exchange, as well as new methodological
approaches in developing models of governing.

Alliances and networks are developed as for sharing information and knowledge, and creating
a community to encounter and address certain dilemmas, problems, as well as to advocate for
certain needs of the communities that they represent, or producing Gemeinschaft, as Pascal
Gielen refers to the environment.

This chapter also presents the working processes and open working formats holding
potentiality in their reformation, or adaptation, or re-modelling into a system that can be a cell
for a further model in which new practices can be instituted. In this chapter, it is proposed that
a potentiality for (re)formation or (re)modelling of new institutions can be found in the
“independent cultural sector”, which is experimenting or creating the post-managerial
paradigm, as well as self-organized systems, heterogenic management systems, produces

sociality, collaborative models, and thus, the co-institution or post-institution.
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5.1 Independent organizations as temporary zones of critical reflection (case studies of

Macedonia and the ex-Yugoslavia region)

In the post-Yugoslavian context, the sphere in which new modelling of the organizing,
governing, producing, programming, and operating can be found is the independent sector, or
the sphere of the civil society.

By independent here, 1 mean: a) initiatives based on new models of management, or
practicing democratic models of governing, established bottom-up or as an idea of a certain
community that shares goals, with the initiative by a certain group of people, and not by the
government, state, or any external structure; b) the initiatives with their own system of
decision-making, deciding independently without any external influence on the structure,
management procedures, and other internal organizational matters; c) it does not depend on
any other but its own decision for its financial and program matters; d) it is a counter point of
the institutional sphere, and it is independently and critically rethinking the socio-cultural
context and developed program content and activities in the field of contemporary art and
culture. %

These organizations that | characterise as self-organized systems, or sub-systems, or part of
the independent cultural sector, are part of the civil society sector, and they manifest the will
and the interest of the citizens that they represent.

Nongovernmental organizations or non-profit (or not for profit) organizations can be regarded
as synonyms, depending on the normative, or legal structure of the context.

The term civil society can be traced back to Aristotle's Politics, where he refers to a

‘community’, which enters into the Western political discourse through the translation of

% For more on independent culture, see Visnji¢, E. and Dragojevi¢, S. eds., 2008. A Bottom Up Approach to
Cultural Policy Making, Zagreb: Policies for Culture, p.10, as well as JADRO — Assosiaton of independent

cultural scene in Macedonia http://JADROasocijacija.org.mk/.
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Aristotle’s works into Latin (societas civilis). The term is revived in the recent times,
regardless of being part of the state theory for a long time. Civil society has become the
critical force, the reflective opposition and the part of society where many new methods,
approaches, modes of work, and so on, were promoted, or the sphere of innovation, especially
in Eastern Europe.

Civil society is composed of community and voluntary organizations, as well as social and
activist movements. It is a product of modernity, which essentially means modes of social
life. In the last decade, this term has been revitalized, and it has been embraced by many
countries as a perspective model for a future organization of the society, or as a new phase in
the democratic development. “It conveys the image of a free and vibrant public sphere, where
tyranny has finally been laid to rest” (Powell, 2007, p.1).

In his introduction, Powell (2007) gives an overview of the civil society structures,
organizations from different scholarly perspectives. He says that civil society exists when
individuals and groups are free to form organizations that function independently and mediate
between the citizens and the state. He offers Edward’s perspective of five models, which
present the general Left-Right division of the society as understood today (Powell, 2007, vii).

‘Civil society’ is a complex concept, it is widely used, and many authors describe its position
in relation to other sectors of society to define it.

It is also equated with a third sector, or separate from other main sectors: state, family, and
business. Legally, it is also found as private, however, it is distinguished from the private,
commercial sector by its goals, working structures, as well as its role in the society. Other
authors argue that family is not a separate sector, but it belongs to civil society. Some
researchers use a different segmentation, distinguishing, for example, between political (state

apparatus, political parties, and parliamentarians), economic (companies and markets), and
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private spheres, and define it as a space where these spheres overlap (Paffenholz and Spurk,
2006, p.2).

Paffenholz and Spurk (2006) summarized it in the following definition or understanding of
civil society:

- Civil society is the sector of voluntary action within institutional forms that are
distinct from those of the state, family, and market, having in mind that in practice, the
boundaries between these sectors are often complex and blurred,;

- It consists of a large and diverse set of voluntary organizations, often competing with
each other and oriented towards specific interests. It comprises non-state actors and
associations that are not purely driven by private or economic interests, that are
autonomously organized, and interact in the public sphere; and

- Civil society is independent from the state, but it is oriented towards and interacts
closely with the state and the political sphere.

These divisions present a general overview of the sector that also has its own specificities
differing by the context and the field in which they operate. Each field has its own complexity
of relations and practices that are shaping it. In his text Field of cultural production in Serbia,
Predrag Cveti¢anin (2014) tries to reconstruct and analyse the field of cultural production in
Serbia through the use of Bourdieu’s concept of field, where he sees the contemporary
societies formed by relatively autonomous but structurally homologues (similarities within
differences) social fields. He maintains that there are as many fields as interests and vice
versa, with consideration of economic, administrative, academic, religious, art field, and
other. In Bourdieu’s theoretical system, the notion of field is more powerful than the
institution, and it comprehends: social context, specific, relatively autonomous configuration
of social relations in which practices are taking place. Therefore, each field presents its own

form of action, negotiation, and communication that are forming the relations and practices.
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Therefore, each field of art also presents its own actions, conventions, communication
channels, forms and modes which are creating the relations and practices, and thus, the
environment and the art world.

The field of culture or, even more specifically, art in the civil sector has its own symbolism
and forms characteristics through which it can be read. Moreover, the civil sector in culture,
in a certain context, develops its own specificities that can be related or not to the same sector
in another context. Moreover, each civil society in a certain context also has its own
specificities.

Cveticanin (2014) follows these analyses since, from his perspective, the notion of field in
Bourdieu’s terms is more suitable to be used in analyses of the cultural production (where the
civil sector or the independent scene is situated) where border lines are not clear. He
additionally explains that the field presents the conflictual character of the society, or the
dissensus, while the existence of the institutions is based on the idea of the social consensus.
The field is an arena for dissensuses organised around the specific form of capital: economic,
cultural, scientific, or religious. They are structured as social spaces in which the struggle is
between the actors of dominant and subordinated positions. The characteristics of each
individual, group, organization, and the institutions- the actors, are formed through their
relations. The struggle is between the established actors which are the owners of most of the
capital following the conservative strategies, and those confronting them with subversive
strategies.

He also talks about the different characteristics of the field, of which one is that they are
structured through their own internal mechanisms. Therefore, the external influences on the
actors in the specific field are never direct, but mediated through specific forms and forces
acting in the field. The more autonomous or independent is one field, the more capable it is to

intervene and influence its own logic of functioning. Namely, re-structuring of the external
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effects is more significant. CvetiCanin (2014) underlines that this is a fundamental
methodological principle through which the internal analyses of the field always have a
primate in relation to the analyses of the external influences.
In addition, Cveticanin (2014) explains the characteristics of the contemporary societies
through Bourdieu’s division of the source of power that is situated in two main capitals — the
economic (as the dominant principle of hierarchy) and the cultural (the secondary principle of
hierarchy). The relations in the field of power and other social fields are determined through
the opposition of the economic and the cultural capital.
Bourdieu (1984) situates cultural production as an important part of the social space, in the
field of power which is determined by the opposition between the restricted production and
the field of large-scale production:
The field of production per se owes its own structure to the opposition between the
field of restricted production as a system producing cultural goods (and the
instruments for appropriating these goods) objectively destined for a public of
producers of cultural goods, and the field of large-scale cultural production,
specifically organized with a view to the production of cultural goods destined for
non-producers of cultural goods, ‘the public at large’. In contrast to the field of large-
scale cultural production, which submits to the laws of competition for the conquest of
the largest possible market, the field of restricted production tends to develop its own
criteria for the evaluation of its products, thus achieving the truly cultural recognition
accorded by the peer group whose members are both privileged clients and
competitors. (Bourdieu, 1984, p.4)
Independent cultural organizations in the civil sector can be situated in the field of restricted
production, and according to Bourdieu (1984), the autonomy of this field can be measured by

its power to define its own criteria for the production and evaluation of its products, which
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implies translation of all external determinations in conformity with its own principles of
functioning.
Independent cultural organizations can also be characterised by their critical approach and
production of tools for critical reflection of their own actions, as well as the society which
Bourdieu (1984) marks as a significant aspect of this field:
It is significant that the progress of the field of restricted production towards autonomy
is marked by an increasingly distinct tendency of criticism to devote itself to the task,
not of producing the instruments of appropriation — the more imperatively demanded
by a work the further it separates itself from the public — but of providing a ‘creative’
interpretation for the benefit of the ‘creators’. (Bourdieu, 1984, p.5)
The logic of this field is to enhance experiment and innovation, and the avant-garde
movements are located within it.
‘Creative’ interpretation for the benefit of the ‘creators’ in Bourdieu’s words means readiness
to step forward into imagining and rethinking methods of working, governing, producing,
disseminating, collaborating, and so on, or re-modelling of the environment in which culture
and art is situated. Therefore, by following Bourdieu’s logic, one might say that the
progressive approaches are possible in the field of restricted production or in the field striving
for the autonomy where the principles are determent by themselves, or in Sheik’s words, self-
instituting is possible.
The contemporary performing art scene is one, or small part of the entire independent sector
in arts. Yet, it is vibrant, with its specific working conditions, needs, relations, and
communication modes. Therefore, it requires a specific institutional mode, or model.
However, the independent cultural scene where these practices are (mostly) situated has its
commonalities and specifics. In particular, this is the independent cultural scene related to the

region of ex-Yugoslavia, where the experimental, new, or non-traditional, or contemporary
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dance and choreography, or contemporary performing arts are situated. Therefore, before
narrowing down the paradigm, we need to overview the context, or to have general analyses
of the paradigm in which such arts are operating.

To depict the civil society, and also the cultural scene as part of it, | will use the empirical
information from the study Vaninstitucionalni akteri kulturne politike u Srbiji, Crnoj Gori i
Makedoniji (Non-institutional agents of cultural policy in Serbia, Monte Negro and
Macedonia) by Predrag Cveti¢anin (2009). This study classified the key cultural policy
players/actors in these countries which are operating outside the system of public/cultural
institutions, to measure their capacities, to map and estimate their power, and to start up the
process of networking among these actors.

The classification was made in relation to two aspects: 1) organizational form, and 2) relations
towards the institutional system, or the level of their independence. There are ten different
forms of organizations. These include nongovernmental organizations, independent art
organizations, cultural foundations, associations of artists, informal art groups, informal art
groups with account, informal cultural initiatives, non-profit cultural clubs, café- clubs, non-
profit cultural/concert agencies, non-profit schools (acting, dance, music) for children and
youth. Their level of independence is varying. It has also been noticed that “phantom”
organizations have been formed, especially in Macedonia. Such ‘phantom’ organizations are
formed for a certain project call, getting a significant amount of money and then disappearing
from the scene.

Therefore, the classification in relation to the independence is: organizations as arm-length
bodies of certain state organs/ political parties, organizations that are presenting the certain
cultural institutions, or are their service for generation of funds, organizations as arm- length
bodies of international companies which use their means for organization of cultural events,

organizations as fractions of international donors, organizations which are formed by people
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employed in the cultural institutions, unsatisfied with the work of the cultural institution and

seeing a possibility to formulate their interests through NGO, and organizations whose

members are working professionally and earn for living in the NGO sector. It can be noticed

that some of the civil sector organizations function as “"outsourced" state apparatuses at the
same time. Many art institutions belong to this category as well* (Raunig, 2004).

These diverse aspects of existence of the civil sector in culture fragment it even more, and the
only common denominator is that they are out of the institutional frame, or are not being part
of the institutional sector. Such difference also makes the scene fragile, distances the
organizations within it, and prevents them from networking and affiliating.

The research mentions three characteristics of the operational context of the non-institutional
actors in Serbia, Monte Negro, and Macedonia: politization of the cultural sphere, its
normative non-regulation, and instability (Cveti¢anin, 2009, p.7).

From the general observation depicted above in the perspective of the thesis, organizations
which are professional in this field dealing in the above mentioned circumstances, referred to
as independent cultural sector organizations, are taken into consideration.

Other than ‘being out-of the institutional system’, they share similar approaches in organizing,
or organization modes philosophy, as well as values they produce through their activities.
What I also see as common for these examples is the will and attempt to apply “strategies of
quality”, in terms of Sesi¢ and Dragojevié¢ (2005), such as strategies of networking,
collaborating, partnership, alliances for advocating, inter-sector collaboration, as strategies
that would enhance the creation of a culture of quality. Furthermore, they work on
developments of tactics, or a tactical approach that is relevant for the context in which they
operate.

The use of the referred strategies is relevant in their long-term planning on the one hand, but

tactical solutions are the important asset used to create direct impacts in the constantly
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changing environment. Culture of quality is creation of a centre of excellence in the
independent sector, especially in the field of culture. It is an approach based on mutual
support of organizations, and not on rivalry. However, it does not exclude competition. The
creation of culture of quality is an ongoing process in the context of ex-Yugoslavia.
Continuing with the analysis of the organizational mode of this sector, which from my
perspective holds the examples of new modelling to be instituted, | will try to address several
different examples and approaches in the Macedonian context. From the perspective of
CvetiCanin, it can be seen that this sector is non-aligned since it is diversified. However, this
small segment | take into the consideration tries to affiliate and collaborate. Nevertheless, in
the circumstances which are burdened with partization® of the cultural sphere, the forms of
independent action and affiliation are brought under scrutiny. The experiences thus far seem
to have induced phobia regarding any form of consolidation. There might be an excuse for
this, since the most powerful model of joint action seems to be the political party, which is the
most negative example. Or, through this example, it becomes evident how the voice can be
silenced, or how many can be subordinated and manipulated.

In order to outline specific independent organizations in Macedonia, it is necessary to provide

a brief overview of the general directions of cultural policy development in Macedonia in the

past 10 years during the conservative, right — wing government.
« At the beginning of the governing, no explicit cultural policies, therefore, an open
field for interpretations;
- Creation of the National Strategy for cultural development 2013-2017° with dominant
orientation towards traditional art, archaeology, and cultural heritage;

* Minimal and no significant support to new contemporary art practices;

% Being controlled by the ruling party in power through employment of party recognized and selected people;
especially in the administration, but also in the public institutions.

%0 http://www.kultura.gov.mk/index.php/component/content/category/60
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* No transparent decision making - sums of subsidies assigned were never presented
transparently;

» Closed institutions — centralized decision-making structures (institution politics
depending on the general manager (through a party in power delegated position);

» Larger funds for culture — capital investments (monuments, buildings, and other
construction works) used for recreation of the national identity through cultural
symbols mostly extracted from the imagined past, Skopje 2014 project;

» Clientelism, partization and cultural centralisation;

* Marginalized civil sector as counterpart, highly suppressed, only ‘phantom’
organizations, or several organizations close to the government in power;

« Implicit censorship, or deliberate, planned, strategic negligence and no support to
certain organizations in culture that were loud, or critical, with the aim to dismantle

them and their position, and bring them on the edge of existence.

Moreover, the general context is marked by high division of the society in patriots and
traitors, bringing up the paranoia that some invisible external powers are destabilising our
country. At the same time, only supporters of the nationalistic agenda were visible through the
occupied media, and thus, financially supported. Furthermore, the clientelism made those in
power rich, while poverty was on the rise in the country. As noted in the study Wealth and
poverty in Macedonia 2008- 2011 by the leftist movement Solidarity* (during the last
elections part of its membership became the political party Levica*?), every fourth family in
Macedonia says that their monthly income is not sufficient, or they cannot afford anything
else besides covering basic needs. That is, the ‘relative poverty’, which is one level higher

than the ‘absolute poverty’, presents those families that do not have sufficient income to

1 http://solidarnost.mk/
*2 https://levica.mk/
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satisfy even their basic needs. People have also lost their jobs during the privatisation of the
factories and become bankruptcy workers who do not have a job, or any, or below the average
social help from the state.

In such circumstances, many of the values have been shook, since the larger population is
striving for survival, choosing the easiest way out of hardship - through the party in power.
Furthermore, in such circumstances, the context of culture is even more “partizied”, or it is
organized by the party in power through giving jobs to people who are part of the political
ruling party, and not to the professionals suitable for the job. In the context of the partization
of culture in Macedonia, or the partization of cultural institutions, the space for diverse
opinion is contested, and this space can only be produced in the independent sector of culture
(as mentioned above, part of the civil sector organizations in culture). This space was
significantly jeopardized in the last few years, since there was no continuous support of such
strategy of creation of a counter culture in the sense of an environment where new values can
be developed and sustained. In the past year, the situation changed. The political party in
power became the social democratic ruling coalition. However, it is still a short period to
comment on possible changes and benefits. Therefore, | will stick to the period of a decade
which made significant impact on the context in which the independent scene in culture is
operating.

These circumstances have also brought low quality sectors to the institutional cultural sphere.
Many managers have not been able to operate with the institutions, and were also closed for
dialogue. Such ‘partization of culture’ had a catastrophic impact in the long-term. In the past
year, with the change of the government, and the social democratic party coming to power, it
can be seen that there is a slight change of politics towards employment of people who are
educated and suitable for the jobs, or who come from the independent sector. Such change is

due to the negotiations with the representatives from the civil society presented as part of the
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“Colorful revolution” (Ozimec, 2017) against the previous government. | cannot comment on
the results of this change since there is a short proximity. However, some of the employed in
the government, or some of the Members of Parliament are part of the civil sector. Others
from the independent sector also are being employed (working either under permanent
contracts or under honorarium contracts) in the public institutions, but not a significant
number so far. However, there is a trend, and one might say that such a trend can harm or
weaken the independent cultural sector, or bring forward the culturalisation of politics (Grlja
and Vesi¢, 2007). This might also be seen as a way of giving up of the political struggle, or:
Since culture has become some kind of a radical hybrid place in which any kind of
essentialism is no longer possible, things are not happening any more in a ’real’ time
and place, but in the field of culture. Boris Buden illustrates this contradiction between
politics and culture with the following example of a postcolonial story about
antinationalism, pointing to the paradox that antinationalism is always discussed from
some national state: “we have the possibility to express out loud the antinationalism
cultural, while at the same time we keep quiet politically.”*® Civil-public partnership
in the field of culture and intersectorial interweaving are slow steps in the certain and
‘democratic’ way of the Balkan countries into the new post-political condition” (Prnjat
2018)
Another weakness is the fragmentation of the general civil sector that also puts it in a scarce
position. There is a new activist approach that builds a radical opinion on how the sector is
developed, or what it represents today. The civil society, in general, is accused by the leftists,
or some representatives of the civil movements, collectives, or organizations — of being

composed of:

“3 See: http://eipcp.net/transversal/1206/buden/en/# ftn5
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NGO bureaucrats and “seminar educated” CSO activists who are mingling in the
intellectual circles, and who are the first to run towards the profitable gold mine of the
Western Maecenas — stacked in the intention to be liked by the educated public,
forgetting that the Public is a much larger category. (Apasiev, 2012)
Part of the active organizations are criticized to be a group of erudite people who have
gathered to become the “public”, not understanding that the Public is a space for discussion
and action in which society(etal) is always present. Another critique goes in the direction of
the fulfilment of the foundation goals, or the top-bottom politics in that direction (Apasiev,
2012).
Such attitude also continues in the political arena today, and is confronting the scheme of
international financing. It has been misused by the last government as a campaign against
George Soros, who has been the largest supporter of the civil society in the country since the
90s. In general, international donors have been under attack, and they have been the only
resource that was a counter pillar which allowed the independence in the management,
decision making procedures, and programming, and enabled these organizations to sustain.
Publicly produced confrontation in an already mistrustful political atmosphere does not
produce a dialogue, or constructive criticism, but it produces a negative image of foundations
and CSO, and puts the sector in an even more fragile situation. Such generalisation of the
situation of the sector, or such approach and positioning, jeopardize the position of the already
fragile organizations in the cultural sphere as part of the civil society.
As far as the foundations are concerned, there were only several international foundations
operating in the cultural sphere. Their general politics shifted in the past years, and most of
them changed their focus, leaving without the “sustaining the sector” scenario. The
foundations were being implicit policy makers for the civil sector for many years, even

though some of them had been open to partnership and dialogue in defining their programs
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that enormously affected the cultural sector as a whole. Also, some foundations have begun
their own projects and agendas, which has also changed the atmosphere in which the sector
operated.

Also, the policy of the EU has even further jeopardized the independent sector in such an
environment by strongly bringing forward the scenario for the development of the creative
industries sector, in a space without regulation of labour laws, undeveloped domestic market,
and systems of governing within this sector. Furthermore, this trend has impacted the cultural
policy of the state, which was striving towards cultural mercantilism by creating trends,
commodification of services and products, marginalizing the cultural functionalism as a
model that would enhance the cultural development (Dragi¢evié¢ Sesi¢ and Dragojevié, 2005,
p.20).

In such an environment, the most challenging questions were, and still are, the following: how
to organize, how to govern, or how to consolidate in order to create spaces, organizations
of/for intervention? What are the strategies and/or tactics to be employed (in addition to the
mentioned “strategies of quality”) in order to produce and sustain the “culture of change,
intervention and quality”44?

Today, on the one hand, there is the apathy of the sector, especially considering that some
have gained high reputation through program excellence, recognized by the cultural public,
being supported for many years by the largest foundations present, and forced to deploy the
survival tactics in the local context. Most of the organizations have become a one—person

organization, or some have even been terminated, which creates de-professionalization of the

* This is proposed as complementation to the culture of quality by Dragié¢evi¢ Sesi¢ and Dragojevié. It is an
attempt to define a context in which critical reflection is the action through which contemporary art is produced.

More about how i see it and define it will be described in the subsequent chapters.
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sector.*® Others are changing the tactics, struggling, still being on the edge of survival since
there are still no significant policy changes for support of the independent cultural sector.
Positive changes have been announced through newly introduced measures in the new
National Strategy for cultural development in the Republic of Macedonia for 2018 — 2022,
although their implementation has not started yet. *°

This situation brings forward several questions: Is such a situation depicting the symptoms of
the scene, the field, such as fatigue, conflicts, or perhaps a lack of new management and
leadership skills, or fragmentation of the artistic and creative potentiality, lack of vision in the
organizations, or solidarity with each other? How to generate sustainable models of
organizations and institutions that would not jeopardize the quality and content in such
turbulent circumstances? What are the approaches to influence quicker or larger policy
changes in favour of the field of restricted production?

Thus, how can professionals with critical power be supported in the “relative poverty society”
transitioning for years into capitalistic neoliberal state, and developing an implicit culture of
mercantilism? How to bring the progressive powers in this sector, or how to bring the theories

of institutional and organizational change, is a challenge.

** De-professionalization in this sense is connected with the organizations where people are working
professionally in the sector and are being paid for their work. This is one important aspect of the organizations’
sustainability. De-professionalization in such sense is related to losing these employed professionals who must
obtain the basics for their personal existence since the field cannot provide it (reasons explained above).

46 http://www.kultura.gov.mk/index.php/legislativa/60-2013-02-27-10-20-24
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5.2 Analysis of the independent sector in culture in the region — new tactics and

strategies

In observing, as well as analysing the interviews*’, it can be seen that there is a potent side
produced by the tactics of survival which are accompanying the values referred to by the
interviewees.

The independent cultural sector is a specific part of the civil society, and it has particular
procedures and protocols of work that create practices which its actors are characterizing
through the following values, goals, working modes: solidarity, equality, justice, mutual aid
and empathy, sharing, critical thinking, the ‘art of the discussing’, political education,
freedom of speech and artistic expression, collectivity, responsibility, trust, commons, anti-
consumerism, social justice, ecology, anti-capitalism, supporting marginalized groups,
supporting LGBT rights, animal rights, promoting alternative models of living, inclusion,
horizontal working modes, exchange/sharing of knowledge, open source, continuity in
exchange (long-term projects; long-lasting relationships with artists, curators, and

organizations that share our interest and vision), new economics of exchange, diversity...

" Interviews with actors from the independent sector in Macedonia, Serbia, Croatia, Slovenia, Bulgaria, and
Germany were conducted in order to evaluate the organization models, principles of work, values, conditions of
work, as well as the position of the organizations in the cultural context. Also, they were used for comparative
analysis of the mentioned aspects. The following interviews were used in this chapter’s analysis (Ana
Jovkovska, Ana Todorovska AKSC, Skopje; Gjorgji Pulevski, Kontra Kadar, Bitola; Anita Ivkovic, CAC,
Skopje; Iskra Geshoska, Kontrapunkt, Skopje; Yane Chalovski, press to exit project space, Skopje; Filip
Jovanovski, Fakultet za raboti shto ne se uchat, Bitola;(Macedonia) and Lovro Rumiha, BADCO, Zagreb,
Croatia; Marijana Cvetkovic, Stanica, Belgrade, Serbia; and Angelina Georgieva, New Dramaturgies Platform,
Sofia, Bulgaria; Jasmina Zaloznik, Cona, institute for contemporary arts processing, Ljubljana, Slovenia, and
Gisela Muler, Tanzfabrik, Berlin, Germany (used also for analysis of specific organizations in the field of

contemporary performing arts).
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The working protocols in this sector are seen as something that can be performed, something
with potentiality, as a way in which the procedures are performed in reference to a certain
platform. A Platform is understood as the body of convictions, expectations, knowledge, the
ways of posing problems, or ways of typical problem solving shared by a community of
practitioners and theorists.

The platform is also seen as an epistemological site of establishing knowledge and, more
importantly, a way in which such knowledge is applied. And, to apply knowledge does not
only mean to possess knowledge, or to bring it somewhere or to something that lacks it, but
also to demonstrate that there is knowledge in everything one deals with, and that it can be
generated with each new action, and to show that knowledge is a precondition of action
(Suvakovi¢, 2010).

In this regard, | see the following examples as part of the platform, or as a trampoline for

starting a certain action.

5.2.1 New tactics and strategies for development in the independent cultural scene

The independent organizations in culture in Macedonia, presented here, are selected through
several criteria related to the above mentioned depiction of the independent cultural sector.
Their work is regulated through the specific model generated bottom-up, decision-making is
independent of any external influences, they decide independently of their own program, and
they can be seen as a platform or a body that shares a set of values, convictions, expectations,
knowledge, ways of posing problems, or ways of problem solving shared by a community in

it. Or, they can be seen as epistemological sites of establishing and distributing knowledge.
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Being a practitioner in the field from the 90s until today, the following is depicted through
observation, as well as analysis of empirical results from direct participation in the activities
of the scene.

Here, the interest is to overview the situation and the organizational aspects of organizations
in the independent cultural scene, or to analyse if such working principles, methods of
collaboration, dialogue, production, and so on, can be used as examples of modes or processes
- to be instituted - to a model of an institution.

In relation to the thesis, the work of the organizations in relation to the public space will be
observed, or the space(s) as an environment where established processes are realized or

actions are effectuated — to be visible.

In the past (the period between 2000 and 2010) I identify two strategies of development of the
organizations in the independent sector: 1. creation of new spaces, and 2. creation of
temporary platforms within the institutions.

From 2010, another approach and trend can be identified — networking or affiliations and

development of the co-governing models (public-private-civil partnership).

The first strategy is related to organizations using the ‘externalisation’ strategy, and oriented
on developing projects, or models of organizing directly connected to a space. They identify
their program, or the activities of the organization with the infrastructure which would make
their programs more visible and articulated, and thus enable continuity. To a certain extent,
they might be considered as unstable institutions*® or organizations, spaces where they are

open to change, having dynamic boundaries, and breathing with the city and the environment.

*8 In terms of the division to stable (traditional) and unstable (alternative) spaces (Hirsch et al., 2006, p.50).
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They are not sites, but live environments where new content and knowledge is produced and
contested.

Others were situated into the creation of temporary platforms with the existing spaces,
institutions where they situated their programs. This was possible with the institutions up to a
certain point in Macedonia. Later, the institutions were closed for collaboration, as mentioned
in the analyses of the cultural policies 2006-2017.

From 2010, a new approach can be identified — networking or affiliations and co-governing
models development also related to the goal of developing the independent cultural sector. It
can be seen that there are varieties in the tactics used, which are depicting the socio-political
situations in which these strategies have been effectuated.

The organizations used as examples below also shift from one to another strategy in different

periods of time.

5.2.1.1 Creation of new spaces — enhancing the visibility of the independent sector

The organizations which were oriented towards the creation of new spaces have used this
strategy for the development of their programs and organizations. This has been an attempt to
overcome the uncertainty of relations with institutions as spaces where programs can be
implemented. Furthermore, on a different level, it has been an attempt to oppose the

internalisation of critique, to enable self-parrhesia®, or what Foucault referred to as “practices

| have referred to Milevska here, since | have read the term in the mentioned text, where she is relating it to
the context relevant for the thesis. Also, later on | have read more in this relation in the text by Gerald Rauning:
The Double Criticism of parrhesia. Answering the Question "What is a Progressive (Art) Institution?

http://www.republicart.net/disc/institution/raunig04_en.htm However, parrhesia is a hellenic concept, and a

term that has been analysed by Faucault, especially concerning his development of the concept of an “aesthetics

of existence” in the books, lectures, and interviews following the publication of his History of Sexuality: The
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of self-formation”. The creation of new spaces has led to the attempt for creating a possibility

to articulate autonomous actions and existence of certain art forms. However, creation of the

spaces in the analyses below will depict the tactics (how they were formed) of forming spaces

effectuated through partnerships with different entities: private, governmental, and

international foundations.

There were few organizations in Macedonia that attempted to establish innovative centres or

spaces of culture that would also serve as a space for the creation of a new community and re-

reading contemporary art and culture (in the period before 2015). These are:

Cultural Centre Tocka, which was created as a project generated by the members of
the organization Kontrapunkt. It was run independently through an internally
generated structure, and it was supported through international foundations. This
centre was initially located in a private building, and it was sustained by international
donations. After some time of negotiating with the government, in 2002, Tocka was
relocated into another building, a space which was given for use through an agreement
with the government of R. Macedonia represented through the Ministry of Defence.
Tocka worked in full capacity for the next few years, and after the change of the
government, it was closed since the agreement was cancelled. Today, this space
remains abandoned, and not used. Kontrapunkt continued with the projects, in limitied
capacities.

Press to exit project space was a specific space, an artist run space, a multipurpose
gallery created on the initiative of few individuals, run by artists. Press to exit project
space was supported as a project space by the international foundation Prohelvetia, as

a special program of the foundation. The infrastructure or the gallery space belonged

Will to Knowledge, as well as other philosophers. As a practice, it demands orientation towards the truth, and

becomes crucial to the aesthetics of existence. Parrhesiastic discourse — literally, “speaking truthfully” —

functions as a means of relating oneself truthfully to the present situation and to others.
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to the Swiss Embassy in Skopje, where the Prohelvetia foundation was
accommodated. The gallery space was at the front of the space, and behind it there
were the offices of the Prohelvetia foundation. It was situated in the centre of Skopje,
and as such, it was a unique space. After few years of successful programming and
recognition by the professional national and international community, as well as the
audience, it was closed by the Ambassador of Switzerland in 2007. The Ambassador
was not satisfied with the work of the project (press to exit project space) supported by
the Prohelvetia, evaluating it as an inadequate program to the aims of the Swiss
Embassy politics. The space was later used as a shop for office supplies, and it is now
a coffee-bookstore.

CK (Centre for Culture) was created as a space not related with one specific
foundation support, and it was run through an internally generated structure of the
founding organization Centre for Drama Arts THouse. CK was situated in the private
building that was previously used by Tocka. It was a space actively running for four
years, and it then terminated its activities since the founders of the space, as well as
the people who ran the centre were employed in some national institutions and in the
creative industries sector. Such changes came after they decided that there is no
possibility to sustain the space and program through commercial and project activities.
CAC (Contemporary Arts Centre) ran the Gallery Kurshumli An and was created by a
contract among the Ministry of Culture and the Museum of Macedonia, with the aim
to enable the development of autonomous programming of the gallery among CAC
and the Museum of Macedonia. The contract was signed between CAC and the
Museum, supported with the decision of the Ministry of Culture in 2003 for 5 years.
Unfortunately, the contract was terminated a year earlier, in 2007. CAC ran the gallery

space in one of the buildings that belong to the Museum, known as Kurshumli An.
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This is an old Turkish An, that represents a monument of culture, protected by the law
and used as a space for the Museum’s activities. CAC developed its own program for
the development of the contemporary visual arts scene, running through an open call
for visual artists who could propose their project to be exhibited and presented in the
gallery, selected by a jury. They have supported the selected emerging artists both
financially and logistically, enabling their visibility on national and international level.
The program of CAC within the Museum space enabled a larger audience, as well as
affirmation of the institution and the old part of the town (Old Bazaar). Due to
political clashes among the Albanians and the Macedonians in 2001, this part of the
town was nearly doomed, and was revitalised through different activities, among
which is this Gallery. | have selected this Gallery among the principal strategies
regardless of the fact that it was part of the infrastructure of institution, since the space
created gave another map of the city or enabled different cultural mapping, being a
space of dynamic boundaries, a live environment. However, it is also noteworthy to
mention that this space was closed due to a change of government and re-adaptation of
the space into the Institute of Albanian spiritual and cultural heritage which was
modified in office space. Few months later, the Institute left the space, which was
given for use to the Turkish Cultural Centre that is no longer active.

Today, CAC runs a mobile gallery, a project-space, a movable gallery space that is
located in the park of the Francophonie in Skopje. The Gallery was moved and used

for the Akto festival in Bitola, among other.

These spaces of self-parrhesia or unstable intuitions, were conceptualized as spaces for
contemporary culture and art, being live environments for arts presentations: exhibitions,

films projections, theatre performances, and other, but also as discursive spaces for debates,
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conferences, workshops, or spaces for socialization where certain communities of

condividuals (Raunig, 2011) were gathering and being generated.

The common in these approaches was based on:

- Consensual collaboration with institutions
* by formation of partnerships with different entities we can witness different tactics and
strategies based on the goal to create a space for the independent cultural scene. All spaces
were created with the aim to oppose the manner of collaboration as within the public
institutions in the 90s, oriented towards joint programming which brought power to the
institutions, and to create spaces as counter—spaces where critical thinking, production of
common knowledge, values and collective(ness) can be enhanced. The establishment of the
Kurshumli An gallery by CAC within the cultural institution did not support joint programs,
but co-coordinated the space by independent programming.
Different partnerships with institutions were established™, but they were all based on
protecting the independence in the programming and decision-making of the spaces.

- redefinition and invention of modes of arts production
These organizations were opposing the processes oriented only towards products, inventing
the formats in which the experimental, or limainality, the open space, the potentiality can be
nurtured in order to support the processes, the potentiality, the developmental phases instead
of a machinery of product making.

- Visibility of contemporary art

* The agreement between Tocka and the Ministry of Defence was based on an agreement to transform an
abandoned space into a cultural centre. Common goal - development of independent cultural space; Press to exit
project space had project support and agreement with Prohelvetia and the Swiss Embassy for use of the space to
develop an independent space for contemporary culture. Common goal - development of independent gallery
space. The agreement between CAC and the Museum of Macedonia was based on an agreement to develop an

independent gallery for contemporary art. Common goal — independent gallery space.
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The independent scene was a generator of new collaboration, production, and creation
processes that were dispersed in different places, not having sites where they can be traced or
located. With the establishment of these spaces, the independent cultural scene acquired
homes which enabled larger visibility of the organizations as founders. However, it also
enabled access to other initiatives from the sector.

These spaces did not sustain due to political and economic reasons, or de-professionalization
of the sector. All these spaces were closed.

This proves that normative procedures do not work in politically unstable environments.
Moreover, the independent public spaces, or contemporary institutional models, are only
possible in a democratic system, where the power is redistributed among equal stakeholders.
All spaces were closed by top-down decisions that underlined the position of power, or who is
in power, and even further emphasized the marginal position of the cultural workers and
artists.

The above depiction is an archive of memories, or of attempts to create several “excesses”
into the cultural sphere, the environment that would enhance the development of cultural
needs and values of “culture of change, intervention and quality”.

All parties participating in this partnership did not equally approach the aim. The political
bodies involved were democratically immature, and the organizations did not realize that this
societal threat would be the one that would make them weak, and prevent their development
or sustainability. Foundations as partners enabled these spaces, as “excesses”, to come to life,
and had a significant role, both positive and negative.

The positive role of the foundation is found in the recognition and support of the attempt to
produce new approaches in modelling cultural programming as critical space in which the
culture and art is produced. This policy intervention enhanced the scene development as

relevant ((self-)critical and interventional). Nevertheless, this was a time-framed and top-
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down intervention that did not succeed in empowering the independent cultural scene through
certain processes to sustain. The project — based support of visionary ideas (that need strategic
approach and support on infrastructural rather than on project basis) as a policy agenda
created isolated interventions that failed to achieve the expected outcomes and impact.
However, the responsibility is not on one side, or on the side of the foundations only, but also
on the civil sector that accepted and allowed such policies, without a critical reflection on
them. Furthermore, self-reflection on these processes is necessary as a relevant evaluation that
could positively affect the forthcoming ideas.

What to reflected upon is:

What position should organizations oriented towards the creation of “culture of
change, intervention and quality” take in relation to the foundations that are
intervening in geopolitical contexts relations and development?
- What governing strategies of these organizations were not developed, or not well-
implemented, thus leading to failed scenarios?
- Were the threats in the politically turbulent environment such as Macedonia
underestimated?
- What should the future strategies or methodologies be in the development of the
public spaces and institutions in culture?
Organizations have developed partnership relations with all foundations, as well as with the
representative governments. Foundations driven by the geopolitical situation, as well as by the
policies in their representative countries, have finished their mandates and withdrawn from
Macedonia. Foundations such as Prohelvetia later reformed in the Swiss Cultural Program
have always included local staff, as well as national representatives in their board. They have

used all possible mechanisms to generate the ideas bottom — up, and have been open to
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suggestions on the support lines development. Prohelvetia directly supported the development
of Cultural Centre Tocka, as well as press to exit project space.

The situation with the most influential organization ECF (European Cultural Foundation) was
different. They have not been present on a local level, but they have been coordinating from
Amsterdam. However, they were always engaging local professionals as advisors in the
selection committees, as well as in the planning groups for the development of their
supporting programs. Some years ago, ECF decided to delegate the responsibility for the
Balkan Incentive Fund (oriented towards support of regional collaboration in the Balkan
Region) to organizations in the region. This fund merged with support from the SDC (Swiss
Agency for Development and Cooperation) and was operating as BAC (Balkan Art
Cooperation), supporting regional cooperation in the Balkans, and ran by the Art Angle
organization. It was closed at the end of 2017. There is no longer funding by ECF that
supports the ex-Yugoslavia collaboration in culture. An exit strategy was not announced. ECF
was active in supporting different programs ran by the civil society, and through its program
Kultura Nova it supported the development of the Cultural Location ,,Mesto*.

Another perspective can be seen through the political instruments developed by foundations,
indirectly positioning the civil society as an important societal pillar. Therefore, foundations
played a significant role in the development of the civil sector in culture, implicating the
implicit policies dimensions. Apart from the mentioned foundations, one foundation operating
on a national level is FOSM (Foundation Open Society Macedonia), which is part of the
Soros network in Central and Eastern Europe. For the past decade, this foundation has not
directly supported culture. However, it has supported the development of civil society and,
indirectly, certain activates of organizations in the field of culture. FOSM has supported the

Gallery Kurshumli An, as well as CK THouse for some period.
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The presented organizations did not gain large visibility for many reasons. First, this was
because of the lack of political will to recognize this sector just as relevant as other sectors.
Organizations did not gain political power, having been considered as small payers in the
political space in Macedonia. Therefore, they were not economically and politically
influential to sustain these spaces. The developed strategies were not relevant for the
politically turbulent space where the basic democratic governance parameters remain un-
established. Tactical approaches and actions have been considered, but have not changed the
output. Here again, the only conclusion is that the power is not redistributed equally among
all actors in the field, and therefore, such spaces remain as archives of socio-cultural

processes enabling certain impacts in the context.

However, these organizations were socially and culturally influential. This generated new
cultural (introduction to new art forms, content, and understanding of other cultures, offering
relevant content to local audiences), social (belonging, shared contacts, created networks,
increased trust among the community, and desire to share), physical (access to events,
workshops, innovative models of collaboration, programs), and human (increased number of
people participating in the programs, development of skills, diversity of working capacities)
capital. The above mentioned projects/spaces created memory and legacy for the community,
an archive of lessons learned that are examples by which future strategies can be built. They
are the focal point from which new initiatives should articulate new approach towards the

cultural system development.

What is also important as part of these processes, are the values of common created around

those spaces, as mentioned above: solidarity, self-organization, collaboration, self-education,
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and creation of open spaces for critical reflection of the socio-political and cultural
environment, as well as self- criticism (to a certain extent), among other.

These spaces were spaces for socialisation incorporating the ideas of community,
liminal/liminoid, temporality, excess, production, real time, emancipation, present-absent,
transformation, transfiguration, intertextuality, local, national, regional, international,
ideology, margin, centre, power, anti-utopia, otherness, meaning, sign, deterritorialisation,
transnational, transitivity, fractalisation, (de)construction, relaxation, new, punctuation,
network... (Tanurovska-Kjulavkovski, Veljanovska and Vaseva, 2013, p.354).

They also made a significant impact on the art production processes through confronting the
comodification of culture by prioritizing the public needs, positioning themselves against

dominant and politically implied market needs.

5.2.1.2 Temporary platforms with institutions

On the other hand, other organizations which operated at the same time and context employed
different strategies of development not related to the creation of physical spaces, but a
temporary excess into the established institutional or spatial context.

The post 2006 institutional context become a centred, authoritarian, homogeneous, self-
sufficient, non-participative, and self-centred segment of society. Such platforms or excesses
of collaboration have destabilised the institutions in their production mode. However, without
implying any change in the operational mode.

Even though these collaborations, or temporary platforms with the institutions, were
supported by the institutions with an aim to justify the “freedom of programming” or
democracy in programming, and moreover independence, they still depend on the personal

(director) will and goal. There was only one institution as an exception in my opinion, and
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that is the Youth Cultural Centre. Some actors from the independent cultural scene become
part of it. Thus, this institution had different politics towards collaboration and partnership
with the civil society organizations, mostly with organizations from the independent cultural
scene.

The organizations that | give as examples in this group have developed strategies of
partnerships with institutions, or temporary platforms with the institutions (cultural, as well as
other local institutions and authorities). These were the Performing Arts Centre (PAC)
Multimedia, Lokomotiva- Centre for New Initiatives in Arts and Culture, Line Initiative,
(Skopje) and “Fakultet za raboti koi ne se uchat” (Faculty for the things that you can’t learn)
(Bitola), among other.

These organizations produced the same values (as in the case of the spaces) through
employing the tactics of creating the “excesses”, but within the institutional space and
program.

They have used their program timeframe and its “temporality” to emphasise its openness and
excessiveness, in order to establish new unities, based on new practices that had a potentiality
to reshape the institutional context. They used strategies of internalisation of the programs.
These programs enabled contemplating of the new formats and contents minimising the gap
between the creators, audiences, and the institution. Or rather, programs could become
unconscious of such gap, or of the traditional distribution of the places, roles, and positions in
the institution because acknowledging the gap only makes it wider and, more difficult to
bridge, to paraphrase Ranciére. On the one hand, these programs enabled different distribution
of experiences and networking, providing an opportunity to gradually transform some rather
anachronous contexts by means of offering short-term experiences with “other(s)”. However,
temporality further consolidates the short-term character and marks the shallowness of the

system by withholding space and time, which in turn thwarts any deeper contemplation and
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re-examination, that is, reforming the institution in new spaces for problematic/critical
thinking.
These temporary platforms with the institutions fostered temporality, transience, and may
even be called heterotopias.®In his fourth principle Foucault explains:
Heterotopias are most often linked to slices in time — which is to say that they open
onto what might be termed, for the sake of symmetry, heterochronies. The heterotopia
begins to function at full capacity when men arrive at a sort of absolute break with
their traditional time. Furthermore, he explains, there are different types of
heterotopias: [t]here are those linked, on the contrary, to time in its most flowing,
transitory, precarious aspect, to time in the mode of the festival.
These heterotopias are not oriented toward the eternal; they are rather absolutely
temporal [chroniques]. (Foucault, 1967)
At this point, one may ask about the meaning of partnerships with the institutions. Are such
partnerships supposed to be producing new policies meant to affect temporality, superficiality,
systems of governing, or parameters of work propagated by the establishment? Or, are they
emerging as a result of the need to use temporality and space outside of time to generate
continuous excess that might open up, always mindful of its context, space not only for
reflecting, but also for changing that institutional context from within?
Can these temporary platforms present the ‘Space of Appearance’, within which a form of

certain political action takes place that is not just ephemeral and based on speech as action,

%! Foucault 1967: “real places — places that do exist and that are formed in the very founding of society — which
are something like counter-sites, a kind of effectively enacted utopia in which the real sites, all the other real
sites that can be found within the culture, are simultaneously represented, contested, and inverted”.

> Although the concept of heterotopia is used in a different context here, I read Foucault’s text while being part
of project deschooling clasroom, developing this thesis in other context (text about festivlas mentioned in
futnotes), however in this moment, talking about the temporarlity come back to me since | think it introduces

and explains some of the relations that | am are trying to elaborate.
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but it also firmly rests on ‘acting without a model’ and on making ‘its means as visible as
possible’.>® Rogoff (2006) proposes that ‘spaces of appearance’ can be applied on spaces
other than exhibitions. >* | think that, to a certain extent, such temporary platforms can form
an arena for such enactments, whereby the possibility of another political space arises. If we
also see these platforms as a political space, then we can think that it is a space where
potentiality lies and ‘they do not bear the markings of traditional political spaces but rather
galvanise the spaces of everyday life and temporarily transform them by throwing flitting
mantles of power over them’ (Rogoff, 2006). Being part of the institutional context, these
spaces transform and re-cognise values and suggest political or policy measures, still being
places of self — parrhesia.

Using the processes of generating and producing the new knowledge as an external tool for
interventions in the institutional context, or internalising the processes within the institutions,
these temporary platforms have been a symbolic creation of the ‘other spaces of action’
within the institutions. These platforms that shift from civil to public and back, insist on this
duality, and thus keep their autonomy, secured by its political attitude, by mutualities (in
Rogoft’s terms), through permanent self-reflection and self- organized structures.

However, these ‘spaces of appearances’ or new spaces of action did not sustain as a policy

outcome, or institutional reformation. They are also only archives of temporary created

heterotopias, or excesses into the traditionally governed institutions.

%% In “WE: Collectivities, Mutualities, Participations’ Irit Rogoff uses Hannah Arendt’s ‘space of appearance’ to
suggest the meaning of exhibition, and further on she states: ‘If we can accept the space of the exhibition as the
arena for such enactments, in which it is we the audience who produce the meanings through our “being” and
our acknowledgement of mutualities and imbrications — then what we have is the possibility of another political
space. Instead of an occasion for the translation of various sets of politics into the realm of aesthetics and
language, instead of a series of exercises in moral navigations that take place in and through the art exhibition,
we have the possibility of an actual political space tout court’.

> Rogoff explains that meaning is never produced in isolation or through isolating processes but rather through

intricate webs of connectedness.
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These organizations continued with their programs, still recreating the possibility for
sustaining the temporary platforms with some institutions, but without positioning themselves
as politically influential, in the sense of producing the explicit policy changes to be affected
into the institutional modelling. Others started using the other strategy or the creation of new

spaces as spaces for self-parreshia and production of socialites.

How these strategies and tactics can be potent, or how they can be articulated in practice is a
question for analyses.

Therefore, | will inspect a few aspects of these platforms.

The common in these platform approaches was:

» New tactics of collaborative dissensus (creating partnerships which are not based on
common understanding, methodology, or consensus, but dissensus as an approach, or
dissensus from a centralised order that marginalizes and excludes);

» Creation of explicit policy (they have been active in the creation of certain strategies
on local, regional level, which have officially become the official documents for
cultural development, or producing art that is visible and constituted as part of the
larger scene);

* Re-distribution of power in public space (qualitative approach towards the public
through their engagement as users or stakeholders, producing a participant instead of a

passive observer of the institutional content).
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5.3 Analyses and outcomes of both approaches (the strategies of creation of spaces and

temporary platforms)

Both of the given examples shared several outcomes, from the creation of communities,
social spaces to new discourses, models and tactics for development of contemporary art and
culture, investing into the creation of human, cultural, physical, and social capital.
They have been opposing the customised institutional behaviour of indulgency, reflected
through indolent behaviour or stagnation into the habitual modelling and programming, being
oriented towards the past and closed for new practices and approaches.
Can these approaches form a larger space of self—parrhesia and become a relevant intervening
force into the change of the governing institutional structure? In his text The Double
Criticism of parrhesia. Answering the Question "What is a Progressive (Art) Institution?,
Raunig (2004) is trying to elaborate the different aspects of parrhesia, diversifying the
political from the personal one, proposing the following:
The function of the parrhesiastes undergoes a similar change analogous to the
transition from the political to the personal parrhesia. In the first meaning there is a
presuppositional condition that the parrhesiastes is the subordinate person who "says
everything" to the superordinate person. In the second meaning, it only seems that the
"truth-speaker" is the sole authority, the one who motivates the other to self-criticism
and thus to changing his practice. In fact, parrhesia takes place in this second
meaning in the transition and exchange between the positions. Parrhesia is thus not a
characteristic / competency / strategy of a single person, but rather a concatenation of
positions within the framework of the relationship between the parrhesiastes'

criticism and the self-criticism thereby evoked. (Raunig, 2004)

175



The examples given can become places of self-parrhesia by forming a collaborative web of
relationships that would motivate self-criticism and changing of practice. What Raunig
(2004) also writes in this relation is how the activistic, or in the terms of this thesis, the
independent sector can be affected in the relation with institutions and vice versa, or when
this relation can be productive, or not misused:
A productive game emerges here in the relationship between activists and institution,
which is neither limited to a cooptation of the political by the institution, nor to a
simple redistribution of resources from the progressive art institution to the political
actions. Recomposing social criticism and institutional criticism means merging
political and personal parrhesia. It is only by linking the two parrhesia techniques
that a one-sided instrumentalization can be avoided, that the institutional machine is
saved from closing itself off, that the flow between movement and institution can be
maintained. (Raunig, 2004)
In essence, what awaits the independent sector is forwarding the strategic approach in the
creation of different platforms for sharing the common, exchanging positions, reflecting and
self-reflecting, and generating new discourses and political actions that will be effectuated
into a new model of an institution.
The examples | provide here are in the context of a transitional (in terms of transfer from a
socialistic to a capitalistic, neoliberal system) society that still does not recognize new
techniques of governing, oriented towards professional individuals and not the state
apparatus. However, it is imperative to observe the larger environment and plan, and imagine
the change.
Raunig (2004) analyses the transformation or development of the current society through the

concept of governmentality. He observes that:
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the dismantling of welfare-state forms of intervention is accompanied by a
restructuring of techniques of governing, which transfer the leadership capacity of
state apparatuses and instances to the population, to "responsible”, "prudent” and
"rational” individuals. This development relates primarily to the self-government,
self-discipline and self-technologies of individuals, yet it goes beyond this. A new
area of the management of microsectors is crystallizing in the dissolution of the
welfare state, an intermediate zone between government by the state and the (self-)
government and voluntary self-control of individuals: seemingly autonomous
facilities, NGOs, which are invoked with buzz words like "“civil society” and "distant
from the state” as an exterior to the state, but which function as "outsourced" state
apparatuses at the same time. Many art institutions belong to this category as well. In
the governmentality setting, it becomes theoretically impossible and strategically not
very promising to construct a dichotomous opposition between movement and
institution, because not only resistive individuals, but also progressive institutions and
civil society NGOs operate on the same plane of governmentality. In a reflection on
the relations between political art practices and progressive art institutions, it can be
neither a matter of the abstract negation of existing and incipient institutions and
micro-institutions, nor of an acclamation of "anti-institutional” free networks or

autonomous art collectives as being outside the institution. (Raunig, 2004)

Agreeing with Raunig (2004), who is also proposing a “relationship of political movement

and institutions, of constituent and constituted power, of instituting and institutionalization, |

practically see the new strategies in the creation of co-governing new models of institutions

that would enable a shift of the positions and redistribution of power. However, in the

situation specific of transitional society of Macedonia, we need to analyse the basis for such
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relationship, if possible as strategies to be implemented or, if they remain as theoretical

models, conceptualised and researched to be realised in the future.

5.4 New strategic approaches — Legacy converted into new approaches and strateqic

alliances — networking and co-governing models (case studies and analyses)

In the post 2010 period, especially with the new developed National Strategy for Cultural
Development 2013-2017, we could observe the forming of a new model of cultural policies
in Macedonia. Depicting the model in order to situate the independent cultural scene within
the system will provide a possibility to understand if the previously mentioned
govermentality setting, where we can see the transfer of ,leadership capacity of state
apparatuses and instances to the population, to "responsible”, "prudent" and "rational”
individuals®, is possible. Such policy prioritization does not allow the development of a
relationship of the independent scene and the institutions, of constituent and constituted

power, of instituting and institutionalization, in Raunig’s words.

The role of the state is defined as stimulating, enhancing, and promoting the cultural relations
in society, or integrating the culture in function of social development.

The support of the traditional arts and cultural heritage, and on the other hand, the creation of
a social environment that will enable the implementation of new technologies in the field of
art and culture, as well as fostering the development of creative industries, cultural
management and marketing, and private initiatives, are mentioned as priorities. Culture is

defined as a wide range of actions.
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In this context, the strategy defines the national interest of the state in a wide range of culture,
such as artistic creation, cultural heritage, and complementary areas (science and education,
management and marketing, creative industries, new technologies and media production,
distribution and reception of culture, alternative cultural expressions, cultural tourism,
digitization of cultural heritage and contemporary creativity, intermediate and multimedia
creative practices and international cultural policy). The representative elements that the
strategy focuses on are the cultural diversity and pluralism existing in the country as values of
wider cultural significance. In this context, the strategy aims to “encourage top and elite
artistic creation and the system of top cultural values, but also to provide conditions for mass
distribution and reception of cultural and artistic value.” The strategy also mentions the
following as priorities: (a) cultural rights and equal opportunities for access to culture; (B)
freedom of artistic expression; and, (c) the autonomy of expression of creators that enhance
creativity and intercultural dialogue, and social development as prerequisites for progress.
Furthermore, it is underlined that the public and private cultural, traditional, and alternative
scene should not only be equalized, but it should also be constantly encouraged in achieving
the strategic interests of the country, or their rapprochement, on which they base the strategy.
The alternative, or independent cultural sector is nominated in the strategy as an important
factor in the creation and adoption of new artistic values, methodologies, and practices, as
well as a sustainable and visible influential social segment that actively participates in the
socio-cultural processes. The initiatives of the independent cultural sector are also seen as
effective promoters of contemporary culture in the country and abroad and potential
communication channels with new audiences. The listed factors are seen as potentials.
Therefore, the Ministry of Culture has committed to increasing the budget for supporting the
projects conveying innovation and diversity in the cultural sphere, having multimedia and

interdisciplinary approach, as well as diversified funding. The Ministry of Culture stands for
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the development of a specific instrument for support of the independent sector. That is,
providing a space and proper conditions for the production and presentation of contemporary
cultural and artistic programs of the independent cultural sector, as an important instrument
for promoting cooperation between the public and the independent cultural sectors. Details
will be further determined through a dialogue between the Ministry of Culture and the
independent cultural sector as declared in the strategy. The development of mutual dialogue
will affect the resolution of all outstanding issues which are not sufficiently elaborated and
defined in the broader social context, as mentioned in the part of the strategy dedicated to the
independent sector.

In analysing this document, it can be seen that the de-metropolization, decentralization of
culture, de-etatization and de-concentration of governance in culture, support of public —
private collaboration are characteristics of strategy operation.

As proposed in this document, the new model of policy proposed by the authorities, or model
of Cultural Functionalism (Dragi¢evi¢ Sesi¢ and Dragojevi¢, 2005, p.9) which incorporates
the cultural management as method of cultural policy operation (especially seen as a priority
area to be developed) is evident. This model supports the concept of inter-sector collaboration
where key agents are seen as all the actors in the three sectors: public, private, and civil, and
where the characteristics mentioned above are analogue to this model: inventiveness,
dynamism, and participation.

However, the situation analyses are depicting another reality. First, the cultural management
method for institutional or cultural development is not applied. It can still be witnessed that
there is no educational program, or any other instrument that would imply the significant
change, or any step forward towards the method application.

There is very little and insignificant communication among the three sectors, or more

precisely, there is no communication among the public and the civil sector, and private —
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public relations are based on sponsorship relations (not many). The equal treatment of the
sectors, as stated, cannot be witnessed since none of the proposed instruments were
implemented, nor there is a transparent budget distribution from where one can analyse the

percentage in the budget increasing, or the equality in the budget distribution.

In reality, the model functions more as a merger or cultural mercantilism model
(commodification of products and information, creation of trends, mass culture, cultural
hybridisation)  and Cultural diffusionism (representativeness, excellence, systematic
approach, traditionalism), where key agents are cultural institutions at all levels, and the
concept of policy orientation is the production of elite culture and program of
decentralisation. In such inconsistency, one can see that two key agents are prioritised: state
institutions and the private sector, or entities producing mass culture, or mainstream culture.
The independent sector in culture is marginalized, not supported or supported with no
significant funds®>.

We have been witnessing the exhausted funds for culture on national level, closed and
distanced public institutions oriented towards the creation of the new semiotical map of the

national cultural identity. International foundations have been withdrawing from the country

*® |n 2014, the International festival for contemporary dance and performance LocoMotion did not get any
support for its 7" edition. For its 8" edition, it got a support of 1000 Euros. We need to have in mind that this
festival is the only one of such kind in the country. Also, the project Life Long Burning, supported on high level
ranging of EU culture program 2007-2013, did not get any support by the Ministry of Culture in 2015,
regardless of the fact that the Ministry also stated that it will support all projects supported by the EU Program
of Culture, later developed in Creative Culture. Both projects are run by NGO Lokomotiva, which was formed
in 2003, and is one of the main actors in the independent cultural scene in Macedonia, a recognized actor in the
region of ex-Yugoslavia, as well as internationally. This example is given only for the purposes of depicting the
implicit realization and implementation of the strategy. This is not a single example, but one that can be
representative of the independent sector’s (the one taken in consideration for the analyses in this thesis)

treatment by the state.

181



in which the civil sector has been employing tactics of survival. However, using the lessons
learned from the past into new strategies of collaborative alliances.

Strategies of collaborative alliances are connected with the recreation of disappeared
space(s) into forms of gathering such as associations, or collectives, informal groups, and
other (through redistribution of the activities into many spaces (something that has already
been done by some organizations mentioned above, but not as alliances), by using the
existing spaces such as restaurants, homes, streets, ‘mesni zaednici’ (community centres from
the ex-Yugoslavia period), national cultural institutions, festivals, as well as forming new
allied spaces, and so on).

Collaborative alliances were seen as a possibility to share the resources and capitals, bringing
forward the idea of common affront of individual as approach that would enable better
visibility, strengthen the forces and give a voice. All alliances are built on the idea of
common, solidarity, equality, distribution of power, even though they might employ different

systems of governing, or organizing.

However, there are different objectives in the mentioned strategies for collaborative
alliances. Yet, all of them are sharing the aspect of self-management, or development of
methods, procedures, and skills by which these collectives are directing their activities
towards achievement of certain goals.

Thus, to depict these alliances or attempts to build a critical sphere in which contemporary
arts or socio cultural content can be articulated, | would place them into two categories and
try to explicate how these initiatives work, and if there is a potent to be articulated into new
organizational and institutional models.

a) First approach- new communities solidifying around the space (s) reformation
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There have been new actions articulated towards the space creation where a certain
community would be enacted. It can be seen as a ‘performing re-enactment’ of the previously
mentioned cases. However, the approach is transformed - from one NGO initiative to a

certain collective or self-generated community initiative.

One example is AKSC or — Autonomous cultural social centre —describing themselves as: a
new free zone for the art, activism, or creative centre for “artivism”. In the last year of their
existence, they announced that they have organized more than 50 events: exhibitions, film
projections, discussions, meetings of civil initiatives, leftists organizations, eco groups, free
consultation about legislative matters, poetry readings, library, and other. Or, as Ana
Todorovska, one of its members, explains: The centre was officially opened in November
2013. It rose as a form of protest against the suffocating society and oppressive political
system. That’s why we call it a free zone and a form of creative resistance that puts
alternative ideas into action and gives home to artistic expression, critical thinking, debating,
and socially-engaged activities”. Or, as Ana Jovkovska, another member, adds: “fo be a
gravitational core of open-minded people, progressive ideas, and critical thinking in Skopje”.
AKSC is not a formally registered organization. They present themselves as a collective of
15-20 people who would like to offer another or an alternative way of functioning and living.
They see as their strongest trait the one that demonstrates how the horizontal structure
functions, where every voice is heard before the final decision, which is a result of consensus.
Their values are expressed as: "Centre that promotes friendship, nonviolence, equality,
solidarity, exchange, and will not support and will oppose the nationalism, militarism,
capitalism, imperialism. It is from the people for the people”. They function horizontally and

on voluntary basis, from donations by individuals, or the space functions against classical
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models of funding - without foundations and grants, but on the principle of voluntary
donations from citizens and self-sustainability.

They refer to the model as pioneer for Macedonia, and that examples of the same model have
been used in Bulgaria and Greece. What differentiates them from the other similar
organizations in the region, as they articulate, is the rereading of the needs of the cultural
context in particular, and addressing those needs through the creation of an open space in
which they can be articulated.

They have been building the organizational attitude and positioning themselves as an
activistic organization that opposes the “political activism™: “We live in society that
celebrates and prefers conformity, and public space for alternative ideas, art, and political
thought is more limited. In the last few years, we are witnessing a new scene of activism, or
the so-called “grass roots” activism, on the other side of political activism, which is very
popular in our society, unfortunately. This new type of activism is working with the ideas and
politics that directly concern the citizen and are less interested in the political players that are
conducting the politics”.

They also say that they are functioning without authorities and hierarchy on horizontal bases,
according to the principles of equality, direct democracy, trust, solidarity, and mutual help.
The question is — do these statements position them as such, or it is a process in which this
can be learned and built? Do we make the position just by acclaiming it, or is it a position that
needs continuous questioning, reformation, negotiations, self-reflection, and certain
verticalization (matrix structure)?

In the independent cultural strata this is a new attempt to articulate the ideology into practice,
or to witness if and how these processes can endure in the neoliberal environment. Thus, to
witness if these processes of self-organization, self-education, governing through

horizontality, economy based on exchange and volunteering, as well as solidarity based
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donations can use the potentiality to be adapted to the context in which this collective wants
to withhold them. We can challenge this process through the prism of Giep Hagoort (2003),
proposing the management theory that “structure follows strategy”. We can also note that two
proposed principles of structure of cultural organisation: division of labour and coordination
of the activities, have to be more precisely thought. The first principle is who in the
organization develops the production activities, and the second is where the responsibilities
lie in relation to fulfilling the strategic goals (Hagoort, 2003, p.134). These principles as
basics are proposed in order to develop the effectiveness. We can understand it not only
through the prism of market effectiveness, but also in relation to quality realisation of the
activities. If there is no structure that supports the division of task as an approach that will
enable clear understanding of where the responsibility lies, we can witness stagnation in the
Go-Go phase (frantic energetic early growth and sometimes chaos) in terms of Adizes.

While this research took place, AKSC stopped existing.

Another example in this direction is the initiative KOOPERACIJA, which stands for shifting
and redefining the borders between public and personal space. Its basic strategy was the
occupation of temporarily free space dispersed throughout the urban landscape, and
exhibiting via a chain of blitzkrieg events. The desired effect is a constructive dialogue
regarding the re-questioning of the critical positions in art and producing a favourable
environment for free exchange of ideas, experience, and freedom of expression.

It is an initiative whose purpose is artistic activity outside the inert institutional frameworks.
Thus, it is suggesting a distinctive approach to the creation and experience of contemporary

art. Its objective is to initiate questions concerning the dynamic role of art in the context of
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centralized cultural politics and social discourse, striving to encourage the interaction
between the artist and the audience.
The activities of Kooperacija provoked a debate of its action from artistic to cultural. Nebojsa
Vili¢, art critic and professor, writes about its impact especially in relation to the questions it
addresses, and the argumentation in posing these questions. However, he points out that they
remain unanswered. He underlines:
This derogation from the standardized contemporary museum - gallery principles
would position the art work in the situation of uncertain interpretation, misbalanced
situation and consequently distortion in the relation artist - audience. Finally, such
unstable configuration can be interpreted as a certain reflection of the socio — political
situation in which we exist. (Vili¢, 2013, p.13).
He believs that repetition of the actions, procedures, and strategies in the socio-political
context of Kooperativa, only re-repeat the same socio-political conditions in the field, not
only the artistic, but also, and above all, those in the field of cultural. Their actions of posing
the questions are not only related to the artistic as a creation, but moreover, the artistic as a
practice, strategies, and politics, which exits from the artistic and enters in the cultural (Vili¢,
2013).
Such actions affected the cultural sphere. However, | am not commenting the artistic or
esthetical impact that they had, but the cultural impact. More specifically, | am commenting
the strategies for horizontal development of the space(s) for self-parreshia that would produce
a constructive dialogue regarding the “re-questioning of the critical positions in art and
producing a favourable environment for a free exchange of ideas, experience and freedom of
expression.”

Kooperacija also stopped to exist as an initiative or a collective action.

% http://www.izlez.mk/?2p=18772
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These examples provide an overview of the actions that have been taken without a planned
set of tactics, or more precisely, strategies on how to affect the cultural field. They had a
general idea or a goal, but no set of actions or methods that would intervene directly in the
sphere. The development of a certain methodology that would address the goals approached,
or a certain plan for impact is necessary besides the ideological orientation, or the general
goal to produce an environment that would support free exchange of ideas, experience, and
freedom of expression. Also, a definition of the system of governing, decision-making
followed by clear procedures would enhance the sustainability.

b) Second approach — New community solidifying around common goals through

establishment of formal associations, with new models of governing, clear structure,

and developed strateqgies

Association — JADRO is the first association of independent cultural organizations and
individuals in culture in Macedonia. This formalised structure is a consequence of informal
negotiation processes preceding the years of its formation. An initiative known as NKS
(Nezavisna Kulturna Scena / Independent Cultural Scene) preceded JADRO, or existed for
few years before JADRO was formed. NKS was an informal group of associations in culture
which were the voice for several initiatives in the field, among which the development of a
strategy for civil society on a local level. NKS was transformed in the association JADRO,
and was formally registered under the Law on civil society organizations in 2012. The
association gathered around 50 organizations, informal groups, and individuals.

JADRO defines itself as non-profit, inclusive, participatory and advocacy platform that aims
to strengthen the independent cultural sector and its impact on policy and practice of cultural
policies in order to encourage democratization processes in culture and beyond, in society

and the civic sector.
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The main activities of this platform, which incorporates organizations, individuals, and
informal groups, are aimed at providing a broader visibility and social relevance of the
independent cultural sector through continuous representation of program activities, advocacy
for sustainable development of the sector, strengthening its influence in the socio-cultural

context, the development of alternative cultural practices at national, local, and regional level.

Since its establishment in 2012, JADRO — Association of the independent culture scene, has
realized several projects and activities, which according to its mission are related to advocacy
activities and capacity building of the independent cultural sector and the wider civil society.
The priorities of intervention that were detected include the creation of a new model of
institution for the independent cultural sector, and the creation of a specific body for the
independent scene within the Ministry of Culture as a referent point for further policy
negotiations.

The projects and activities that this association has implemented in the past years are directed

towards the detected priority field of intervention.

The project “Up Turn” (2011 — 2012), was the first project of the association aimed at
strengthening the visibility of the independent cultural sector, the presentation of the sector
and its needs in the wider socio-cultural context, as well as raising awareness of the policy
relevance of this sector. The second project "The missing courtyard”, was an advocacy
project directly addressing one of the priorities advocated by the association, which is the
creation of a model of institution for the independent cultural sector. This project preceded
the formal negotiations and advocacy of JADRO with the Centre municipality for the
establishment of a new model of institution based on public-civil partnership. As part of this

process, JADRO also consolidated its membership through strategic planning, which
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stipulates that one of the principal goals is the establishment of such an institution. In 2015,
JADRO organized the first public discussion through which the public was introduced with
the principles of this institutional model, which will be further on developed and
disseminated.

After the change of government in 2017, JADRO was a partner of the Ministry of Culture in
the implementation of the debates related to the creation of the new strategic cultural plan

2018-2022.

In the socio-cultural context, JADRO has been established not only as an advocacy platform
for its own interests, but also for the interests of the wider context in the field of culture and
cultural policies. With this goal, JADRO publicly proclaimed dozen announcements and
events.

JADRO is formed on the lessons learned from the past, reforming the position of negotiation
from single to multiple voices in order to become a relevant and a pro-active participant in
the socio-cultural processes stimulating culture as an ongoing process of dynamic,
heterogeneous ideas, identities, and forms of artistic expression. This enables the association
to obtain legitimacy and to strengthen its position towards any external factors, or “The more
cultural producers form a closed field of competition for cultural legitimacy, the more the
internal demarcations appear irreducible to any external factors of economic, political or
social differentiation” (Bourdieu, 1984, p.5).

In the politically most fragile moment since the Macedonian independence, this association
intends to be vigilant in the effort to clearly and boldly point out the necessity of critical
thinking in relation to the socio-cultural context, as well as the necessity for de-
monopolization of culture and art, whose fate depends on a small number of people who hold

the decision-making power.
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The association incorporates the values and principles that were mentioned by single
organizations, creating a space of adjoin of free, responsible, and critical thinking, and
proactive, tactically and strategically planed actions in the public sphere.
One of the most important projects or priorities mentioned is the creation of a model for the
independent cultural sector. This is a participative model of governing, or a hybridized model
of public — civil partnership, or the SCS Centre-JADRO. This is still an ongoing process
where representatives negotiate with the municipality of Centre for the formation of the
institutional model.
Or, as Iskra Geshoska, ex-president and now part of the decision-making body, and Yane
Calovski, ex-deputy president and now president of the association JADRO, would underline
about the model:
As this model is based on a partnership between the local government and the civil
society, made up of organizations, individuals and informal groups, the management
will lead to the preamble of a democratic governance model. With this model, there is
a substantial decentralization of power and the limited capacity for the practices of
political party influence. It is the only way to create organizational and program
autonomy in the activities in the sphere of culture within the civil sector but also
wider. Through this format, basic resource and institutional stability is ensured, as
well as participation in management. This model ensures long-term sustainability,
resulting from public infrastructure support on the one hand, and independent
programming and participatory decision making on the other. (Geshoska and

Chalovski, 2018, pp. 96-97)
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Another example is the initiative KINO KULTURA, a project of alliance between
communities represented through two initiators aiming to develop a new model of governing
solidified around a space.

KINO KULTURA, as a project space for contemporary performing arts and culture in 2015,
was founded by Theatre Navigator Cvetko and Lokomotiva- Centre for New Initiatives in
Arts and Culture.

In the past, this space was known as cinema KULTURA, a significant cultural space and
monument of the Macedonian culture. This space will be presented in the Appendix of this
thesis, as a case study of a methodological approach of development of new governmental
model for contemporary performing arts and culture. It is a model - a production of sociality

through art content.

KINO KULTURA is developing a model where voices can also be multiplied, having a
different methodological approach from SCS Centar-JADRO. However, it still enables the
reforming of the working conditions for actors in the sphere of contemporary performing arts.
These two approaches are diverse in aims and program structure, and are thus not comparable
through these parameters. Here, they are presented as the latest examples of alliances

consolidating around the public space.

The project KINO KULTURA aims at establishing a new contemporary organizational
structure that will support the work and sustainability of a space for performing arts, which
will include other socially relevant activities and related fields. This space aims to be
inclusive and intended both for professionals and immediate citizens of the municipality and

the city, as well as for various communities as part of the socio-cultural sphere.
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These two organizations, the initiators Theatre Navigator Cvetko and Lokomotiva, were
mapping various spaces in Skopje that can be reformed in a space for contemporary
performing arts and culture, since such a space did not exist.

The idea behind them is the formation of a new model of co-governing and “recycled
economy”’, meaning that together with the other ‘users’ they will redistribute the gained profit
into the programs’ development and space maintenance. More information about this
approach, which is still an ongoing process, is provided in the Appendix on the case study of

Kino Kultura, Project Space for Contemporary Performing Arts and Contemporary Culture.

Alliances, as strategies or a methodological approach, constructed a situation of laboratory in
which certain cultural practices can be tested in a broader social context, or in the context that
is the public sphere. The reformation of the public sphere and democratisation of the public
space can allow changes in the cultural sphere. In other words, changes in cultural sphere are

possible only if reformation is carried out in a larger public sphere.

In order to understand the above described strategies, approaches and attempts of changes of
the public sphere through public spaces, | will extract some general lines about the context, or
the general policies related to the creation and development of the independent cultural sector

in Macedonia.
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Table 1: General characteristics of the public policies and the independent cultural sector

90s creation Post 2000 Post 2007
Policy: Policy: Ohrid Framework Policy:
Transitional model, not Agreement model (See Skopje 2014 (See

determined cultural policy,
strong centralisation, unclear
responsibilities,

obsolete schemes of

bureaucratics, institutional

financing, creation of top-down

civil society.

Simjanovska, 2013)°’

no steps forward from the
previous

experience, the trend of
making ad hoc decisions
without any serious analysis
and

research, implementing
party affiliations and
interests, Implicit bottom-
up civil initiatives
influenced by top - down
diverse foundation policies,
not supported by the
national policies of the state,
CSO corrector and
supervisor of the democratic

processes.

Simjanovska, 2013)
Identity policies
supported by capital
investments,

not open for citizen
participation in decision-
making, cultural policy
demonstrating the
manipulation

of cultural values,
memories of the citizens
creating new national
mono-ethnic identity.
Creation of National
Strategy for cultural
development 2013-2017,
creation of an explicit

policy, not implemented

> See more about the Ohrid Framework Agreement and its influence on the remodelling of the policy of culture
in: Violeta Simjanovska, Possible New Model of Cultural Policy of the Republic of Macedonia In Multicultural
Context, Phd Thesis 133-138 p. (courtesy of the author).
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as planned. CSO -
Disempowered due to
financial reasons-
withdrawal of
international foundations.
Creation of CSOs as
extended hands of

government.

Creation of organization
models — vertical, still
inclusive. Creation of few, but
influential NGOs. Creation of
pseudo — institutions with fixed

political agenda.

Creation of grass — root
initiatives followed by
enthusiasm, motivation for
change, collaboration and
creation of larger

communities.

Closure of many
organizations from the
past, de-
professionalization of the
sector (many are
employed in other or
cultural industry sectors),
or change of agendas —
programs of many
strategies and of survival
(new programming,
regrouping, associative
programming on EU
projects...). Top —down
foundation policies of

activist approach.

Capacity building of

Capacity building of new

Capacity building in
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professionals within the
organizations and related to the

organizations.

professionals, organizations,
and larger communities
(programs from the
organizations for the

communities, multiplied).

networking,
collaborating and
advocacy. Implicit need
for activistic approaches

as tactics.

Side effects: gate keepers and
hegemony over contemporary
culture, bureaucratisation of
culture, no sustainable program
agendas after financial cuts of

dominant foundations.

Side effects: Project
oriented spaces, large
missions not sustained due

to political turmoil.

Side effects: Creation of
pseudo - activist, artivist
approaches, pseudo-

artistic missions.

Positive: development of new
skills, international liaisons,
inclusion of professionals into

processes.

Positive: new communities
gathered around certain
organizations, spaces;
lessons learned; build
capacities in strategic
development of

organizations, fundraising.

Positive: New alliances,
collaborative platforms,
new approaches of
organizing, creation of

culture of excesses.
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6. Artist driven cultural policies vs top-down policies

This Chapter provides an overview of the policy impacts on the field of contemporary
performing arts, and the interrelation between EU and national policies. Furthermore, it
considers the arguments of the need of the artistic driven cultural policies, or the advocacy
actions aiming to enhance the policy changes in the region of ex-Yugoslavia, the institutional
paradigm and the working conditions in the cultural field. The Chapter also includes the
proposals of the new approaches, or methods that forward the development of the post
managerial paradigm and post-institution. The method of forming the post-institution is
through participative governance, and rhizomatic governance (organizational) with shared
leadership. It is related to the policy making approach of shared policies. In addition, the legal

format of public private partnership is overviewed.

6.1 General overview of the EU and ex-Yugoslavia policies in dance and performance

In the context of ex-Yugoslavia, unfortunate policy decisions related to contemporary dance
can be witnessed. One briefly mentioned is the situation with the city of Zagreb, where the
Zagreb Dance Centre was redirected to the theatre institution governance by which the
autonomy of the dance field has somehow been abridged (Ozegovi¢, 2017). There is an
absence of administrators driven cultural policy, or lack of knowledge about the needs in the
contemporary dance and performance filed.

Therefore, on different occasions and forms of meetings or events, artists, producers,
theorists, curators, managers, dramaturges, and other professionals have been meeting and

proposing what policies should be reformed, in order to assist the needs of the artists and the
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scene. These initiatives concern issues related to the working conditions, workers’ rights,
instruments and mechanisms for art production and dissemination, institutions, and so on.
The unfortunate understanding of dance by the administration, as well as the wider audience,
in its very narrow meaning, speaks about a very politically immature context, but also about
an education system as well as a culture that does not address the art development, and
remains on the traditional understanding of the field. The general atmosphere is that there is
no sensitivity to contemporary art needs and also aesthetics.

Jean Monnet, the creator of the European Union, looking back at the history of the European
integration said: “If we were to do it all again, we would start with culture”. This is taken as a
leading direction for many politicians and decision makers related to the EU politics, but still
agreeing on the declarative level that culture should play a greater role in the EU. However,
there are various opinions on the European Cultural policy subject, mainly because of the
difference in the reading of the term culture that varies in different contexts.

There are numerous evidence of this. The last was the change of the Minister of Culture in
Macedonia, who came with professional background in culture, with a Minister of Culture
with background in civil engineering. This was a political exchange needed among the parties
in coalition, and the Ministry of Culture was the one to be traded.

| have previously brought up the subject of translating, interpreting, and understanding.
However, | would like to add that it is also part of the ideological realm and it is politically
driven. Today, decision-making processes and processes of the creation of the policies are
locally driven, or created to address the specifics in a certain context, since not all of them
can be equally approached on a national level. National policies models can enable such
approaches, for instance, territorially driven policies encompassing diverse cultural specifics
in a certain territory of the space, rather than ethnic specific, for example. | will talk more

about this later in this subchapter.
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There is also a basic division on market driven or state (political party) driven and artistic
driven policies. These levels rarely meet, and are often misused. Mostly in the market or
party favour, and rarely to the artistic field.

EU policies, whether existing on paper or not, are explicitly pushing culture on the market,

and it is also a market driven cultural policy that would inevitably result in decaying of the

public space of culture and art in the long-run.

Some authors, whose opinion is that the primary role of culture is the public one, believe that

such policy does not exist, while others believe that such role is implicitly formulated and

supported. There are opinions that an explicit cultural policy is needed. However, some
consider that it does exist even though it is not formulated. It is addressed under the Article

151 of the Amsterdam Treaty and the Programs on Culture (previously Cultural Program

2007-2013, and now Creative Europe). The topic of culture and cultural policy circulates

through the European Union agenda. Still, most of the member states respect the principle of

“subsidiarity” (on national and EU level) and reject the idea of common cultural policy.

Or, as Violeta Simjanovska (2013) addresses Gottfried Wagner in her PhD work: What we
have are ‘cultural policies by default’. And herein lays one of the problems: to have
no cultural policy is a cultural policy too, but an implicit one, driven by other actors,
that is, the market. Europe struggles to build a trans-national community based on
respect for and a cosmopolitan outlook on diversity, and has no means or strategy for
its ‘software’. (Simjanovska, 2013, p.77)

Simjanovska (2013, p.77) is arguing that the changes of the European reality in the last

decades, impacted the economic, social, territorial terms, as well as the culture, which created

a changed relation between territorial unit and people in Europe. For such changes, new

concepts, models, instruments, measures and tools should be re-thought and created, adopted
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and implemented, in order to answer the needs of the new circumstances created in the last
years (Simjanovska, 2013, p.77).

We cannot analyse any EU policy paper that directly addresses the performing arts, but we
can have an overview of different state policies and different systems in which performing
arts are organized and are communicating in the frameworks of the EU. The Compendium of
Cultural Policies and Trends in Europe gives valuable information where information is
updated, covering national cultural policies in forty one countries.*®

Funding in most of the European countries is organized as a subsidiary system, a public
funding on national level through national bodies such as the Ministry of Culture (in some
cases including sport, media, and other), or Art Councils, and on local level, through the city
or the municipalities’ funds for culture.

In the article Performing Arts Policies and Funding in Europe (Staines, 2009)°, analyses on
the funding mechanisms in Europe are given. Most of the countries in the Western Balkans,
or Central and Eastern Europe, as well as Spain, Italy, France, Austria, and Sweden, are
financed throughout the national bodies by specific departments for performing arts, or stage
arts. The Nordic Countries such as Finland, Denmark, and Norway, as well as the United
Kingdom and Ireland are financed through the national body Art Council conceived as an
“arm’s length” body, which circulates the decision makers in 2-4 years, having independence
in decision-making and program creating (priorities, fields, and other). The United Kingdom
has Arts Councils for England, Scotland, Wales, and Northern Ireland. Germany operates

through sixteen federal states (Lander), having their own programs for culture development,

8 Compendium of Cultural Policies and Trends in Europe www.culturalpolicies.net - See more at:

http://culture360.asef.org/publications/performing-arts-policy-and-funding-in-europe/#sthash. T1CgeqvM.dpuf

*® The article was commissioned by the Saison Foundation in Japan for publication in its Viewpoints newsletter
48,
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as well as policies and mechanisms. Belgium and Switzerland have territorial and linguistic
communities. In Belgium, there are separate structures of support, as well as organizing
culture in Flemish, French, and the smaller German speaking community. Another level of
subsidiaries can be found on the local level, as | mentioned, and in many cities around Europe
the major contributors are the local authorities whose politics are varying, as well as the
instruments of support and the policy mechanisms.

Central governments are supporting the national institutions and, to a smaller extent, other
performing initiatives, while the cities invest in the new or independent sector and artists.
However, they can be, or are in some states, big supporters and facilitators of the policy
process that enables the development of art (Germany, Belgium, France, as with specific
plans such as TanzPlan in Germany, researches and recommendations from the Flanders Art
Institute, formerly Vlaams Theater Instituut, French choreographic centres as decentralised
dance spaces, and other).

The authors Cas Smithuijsen and Joris Vermeulen describe “diminishing dualism” in their
book State on Stage, mentioned in the same article concerning performing arts policies and
funding resources in Europe (Staines, 2009),®® where they are identifying some interesting
trends which have emerged in Europe since the early 1990s. They make a distinction between
the performing arts organization and financing in, as they say - the “post-communist”
countries of Central and Eastern Europe and Western Europe. In Central and Eastern Europe,
the funding policies were towards large repertoire theatres where the independent sector is
marginalized or very little supported. In Western Europe the situation differs since various
institutions and initiatives are supported, from national venues to companies, production

houses, and residential spaces to the small, experimental, and independent sector. An

8 performing Arts policies and funding in Europe, article was commissioned by the Saison Foundation in Japan

for publication in its Viewpoints newsletter 48.
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illustration of this is the clear and transparent policy in such direction that can be found in
Western Europe, which depicts the political orientation (Krupp, 2015).%*

Since the fall of the Berlin Wall in 1989, changes have been implemented, and more states
from the ex- communist bloc and some from ex- Yugoslavia, have been integrated in the
European Union. This indicated and produced certain policy transformations or a break of the
homogeneous, even though diverse in outcome, contributing to the dissolving of the
differences between the systems. However, such diversities brought some other common
denominators that enabled these huge differences to dissolve.

In the post-communist and post-Yugoslavian countries, political systems have changed from
one party to multiparty systems, and societies have gone through transformations of the
public goods, privatisation of industrial as well as other resources, creating the possibilities
for a free market, or enabling the capitalistic reforms. Reforms have changed the environment
in which culture is being developed. Consequently, they have impacted the restructuring of
the instruments and mechanisms in the field, which are today available to the independent
sector. The percentage and the way in which funds are distributed is still part of the dialogue
or the advocating issues that the independent sector addresses, differentiating from one
country to another.

Political reforms on European level have also influenced national policies in culture,
especially in the frame of the commercialisation of the sector, as well as the development of
the private funds, or sponsorship culture, which are rarely seen as an ongoing practice, but
rather rare examples. Reforms are going very slowly, and are therefore still unequal to be
compared to Western Europe, especially in the decentralisation of the decision asking system

which is still highly centralised and run by clientelism and party in power driven politics.

8 policy of the city of Berlin to increase the funds for independent art sector for 22 million that would be 489
million for 2016, and 508 millions in 2017.

201



6.2 Advocacy on regional level and dance policy in Macedonia

Since the 2000s, different collaborative actions have started in ex-Yugoslavia. Some are still
being active, addressing the continual political, economic, and social crises through
collaborative projects, platforms, and networks. One of the examples, related to dance, is
Nomad Dance Academy Platform that contributed to different context development® by
exchanging the expertise, generating new knowledge, forming self-reflection processes, and
creating formats for distribution (the festivals LocoMotion in Skopje, Kondenz in Belgrade,
Antistatic in Sofia, Cofestival in Ljubljana) in the field of contemporary dance.
Starting from its first conceptual framework, set in 2006, the Nomad Dance Academy
has grown into a platform and a collaborative network; moreover, it is now a self-
organised system and format, which has affected different areas of collaboration,
exchange, mutual support, capacity building, and cultural policy.
The post-2000 Balkans cultural context, in which the Nomad Dance Academy
appeared, may be described as post-transitional and ‘nation-building’-oriented, which
has resurrected old mechanisms of governance in culture, supporting and emphasising
the traditional values that are supposed to help the new nation states shape their
national(istic) identities (See Dragi¢evi¢ Sesi¢ and Suteu, 2005; Dragiéevi¢ Sesi¢ and
Dragojevi¢, 2006).
Such officially proclaimed goals oriented most of the Balkan states’ national cultural
policies towards investing into the past, i.e., into the heritage of the majority
population, in order to find or reinvent their national roots. In this context, live and

contemporary culture found itself in a void — as an excess without any support from

%2 Bulgaria, Bosnia and Herzegovina, Croatia, Macedonia, Slovenija and Serbia.
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the system that could secure its existence and further development. (Tanurovska-

Kjulavkovski and Cvetkovi¢ Markovié, 2011, pp. 26-39)
Acting in such socio-political and cultural context, the NDA tried to fluctuate between a post-
transitional system that had already adopted all the main neoliberal capitalist concepts
whereby culture and art are seen primarily as commodities, and in which socio-cultural
capital is produced with new values, or is used for nationalistic manipulations.
Acting within a system that would not recognise such an initiative as part of it has infused
many with a feeling of not-belonging, which led to the creation of a ‘new system’ within the
system, a different format that would enable the re-production of the notions of culture and its
values. Or, some initiatives, such as the NDA, tried to modify the rules of the ‘infinite’ game
(Tanurovska-Kjulavkovski and Cvetkovié¢ Markovi¢, 2011, p.28)%, and create a space where
no national cultural policy or national agenda could direct or limit the production of new
values. On the other hand, these initiatives have been aware of the new international (that is,
the EU’s and international donors’) agendas for the Balkans and their insistence on, and
support for, regional cooperation.
The Slovenian cultural policy expert Vesna Copi¢ has challenged such policy-making by
claiming that the key for a successful inner reconstruction of South-Eastern Europe is ‘a
strong state and a strong civil society’ model. This means supporting the independent sector,
or projects such as the Nomad Dance Academy, as a ‘Space of Appearance’, within which a

form of political action takes place that is not just ephemeral and based on speech as action,

% This is in relation to play as a category of thought. ‘game’ here as an infinite game (cultures are infinite
games), an open-ended play that sustains existence. The division of ‘finite’ and ‘infinite” games. James P. Carse,

quoted in Schechner, R., 2002. Performance Studies, An Introduction. London: Routledge. pp.87-88.
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but instead firmly rests on ‘acting without a model’ and on making ‘its means as visible as
possible’ (Tanurovska-Kjulavkovski and Cvetkovié Markovi¢, 2011, p. 37).%

However, such initiatives cannot have larger effects in the creation of the strong civil society
if they remain as parallel creations, being affected by law and financial regulations, by social
reforms and policy measures. These conditions do affect their actions, they regulate the space
and the participation which cannot exist in the long-run without financial support and other
mechanisms.

Therefore, questions such as what constitutes dance, how we can work together and what are
the working conditions that we need, are among the ones to be immediately answered in
relation to the methodology or approach that is needed to support the development of the
dance scene.

Politics are requiring or desiring new professional qualifications which will be oriented
towards the economization of culture, which is regulated in different states by different laws
or strategic documents signifying the needed outcomes.

The Law that regulates a specific free-lance work of artists, producers or other cultural
workers (not all professions included) is the Law on Culture and labour laws for the artists. In
the present law state in Macedonia, certain demands or criteria are formatted in relation to a
number of exhibitions, performances, films (national, local, international, and so on), which

is still formatted over the indicators from the past. One can get a status of a freelance artist if

# In ‘WE: Collectivities, Mutualities, Participations’ Irit Rogoff (2006) uses Hannah Arendt’s ‘space of
appearance’ to suggest the meaning of exhibition, and further on she states: ‘If we can accept the space of the
exhibition as the arena for such enactments, in which it is we the audience who produce the meanings through
our “being” and our acknowledgement of mutualities and imbrications — then what we have is the possibility of
another political space. Instead of an occasion for the translation of various sets of politics into the realm of
aesthetics and language, instead of a series of exercises in moral navigations that take place in and through the

art exhibition, we have the possibility of an actual political space tout court’.
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addressing the logic of quantified indicators. However, not many artists are able to fulfil it
due to a lack of production facilities and supporting instruments.

Moreover, the production facilities and supporting instruments for performers,
choreographers, and dancers are almost non-existent, being more specific than in other field
such as visual arts. The criteria® for the freelance dance artist status referred to as productive
artist (free translation by the author) regulated through the Law on Culture were to have at
least five choreographies performed by ballet or folklore ensemble, or for reproductive artists
(free translation by the author), to have at least 5 solo ballet roles that are positively
evaluated. Under such criteria, one can never become a freelance professional
(choreographer, performer, dancer, producer, and other) in the field of contemporary dance.
Moreover, it is not possible to achieve these criteria since there is only one ballet ensemble
that does not have more than two premieres in a season, which are most likely choreographed
by some international ballet choreographer, or in-house ballet dancers choreographing in the
neoclassical dance aesthetics. In addition, dancers in the core de ballet are employed, or
engaged on honorarium bases for a certain period, with the aim to be permanently employed.
Therefore, there is almost no space for anyone to become a productive or reproductive (by the
law description) performing arts artist in the field of dance. However, there are independent
artists (not using freelance deliberately in order to distinguished the status) in the field of
contemporary dance who are producing their works, which are not performed by the
ensemble, but by themselves and other colleagues from the independent scene. Nevertheless,
such a production process was already known with the dance expressionism in the first years
of the 20™ century when the main break—up in production process with the classical ballet
was done. One of the key breaks that dance expressionism establishes in relation to white

dance, changing its hierarchical logic of work, is that on the stage the choreographer is also a

8 Criteria of the open call: http:/kultura.gov.mk/index.php/konkursi/1638-konkurs-za-dodeluvanje-mesecni-

nadomestoci-na-samostojnite-umetnici-za-2015-godina
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dancer, an author who is at the same time a performer of own performing language and own
body. Furthermore, the music and the costumes are chosen by the author (Cveji¢ et al., 2002,
p.20). | give this example to illustrate the very little knowledge of the dance system of a
production by one of the key factors — the decision makers, or the policy creators in a context
that is not non-European, or isolated, but a system that creates policies by disregarding the
existing ones.

With the initiative of the group of independent cultural workers, among which myself, as part

of the project “Culture for civil changes”®®

, with the political will of the Minister of Culture
Robert Alagjozovski (june 2017 — june 2018), we have moved forward changes in this
respect. However, we have changed only the criteria for some freelance authors, such as, in
this case, dancers and choreographers.®’

In the new Regulations, dance art and contemporary performing arts are added under Article

6, adapting criteria to address the production processes in the independent dance field which

concerns dancers, performers, and choreographers.®®

% |vana Vaseva and | were researching the position of the artist and cultural worker in Macedonia through comparative
analyses of the ex-Yugoslavia countries, namely Croatia, Serbia, Slovenia, and Bulgaria. We also made several workshops
with the cultural workers from different sector in Macedonia and public workshop where we presented the results. Public
workshop with theme “Workers rights in cultural sector- Position of cultural workers on the independent scene in
Macedonia”, realized in Mobile gallery, Skopje, 29.03.2016, from 11.00-17.30

This activity was realized in the frame of the project “Culture for civil changes” in organization of Faculty for things that
can’t be learned, supported by USAID and Foundation for Open Society, Macedonia. Partners were Lokomotiva, Skopje,
Square Freedom, Skopje, Centre for contemporary arts, Skopje and Foundation for development of the local community,
Shtip)

¢  REGULATIONS for support of the freelance artists in Macedonia, 2018,
http://kultura.gov.mk/index.php/legislativa/2011-03-04-10-39-27/3326-2017-12-13-14-26-41,
http://www.kultura.gov.mk/images/stories/Pravilnik_samostojni_umetnici_ NOV_1.pdf

% DANCE ART AND CONTEMPORARY PERFORMING ARTS Article 6 The artist from the field of dance

art should meet at least one of the following criteria: to have performed at least five author’s works and/or to

have performed at least five works from the dance art of other authors and other activities in the area of

discursive practices, trainings, seminars, and workshops (performer — contemporary dance/performance), - to
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To come back again to the previous policy paper or the previous National Strategy for

cultural development of R. Macedonia 2007-2017  that has not been evaluated, we can

witness that creation of opportunities to place culture on the market is considered, proposing
evaluation of the artistic work through the market logic, as an indication of a successful
artistic work or artist.

This is a tendency on an EU and global level, or the cultural field started losing its:
symbolic-creative legitimacy character and gaining more producing — service-
consuming roles in order to make culture profitable as possible. Cultural managers
are, thus, facing several questions/dilemmas: Are we accepting that culture is nothing
more but Entertainment industry or Experience industry?. (Dragiéevié Sesi¢ and
Drezgi¢, 2018, p.45)

In the new National strategy for cultural development of R. Macedonia 2018 — 20227 there is

tendency towards “Experience industry”, having in mind that the market in Macedonia does

not have a sustainable potential in the creative sector.

Creating a policy balance and supporting the development sector with potential to be

profitable is the desired direction of policies development in Macedonia.

Brutal orientation towards the market and appropriation of the model of creative industries

can be devastating. Such policy marked by the previous strategy indicated its explicit desire

and will to create a system that supports hyper production, without concern of the processes

in which art is created, not being able to view the invisible work of the creation, connected

have performed at least five soloistic roles with a minimum of 10 different titles on stages in the Republic
Macedonia and abroad (dancer — classical ballet), - to have created at least five different choreographic works in
different forms that are performed (choreographer).

69 National Strategy for cultural development of R. Macedonia 2013-2017,
http://www.kultura.gov.mk/index.php/legislativa/60-2013-02-27-10-20-24/840-nacionalna-strategija-za-razvoj
o National Strategy for cultural development of R. Macedonia 2018-2022
http://www.kultura.gov.mk/index.php/legislativa/60-2013-02-27-10-20-24/3949-nacionalona-strategija-za-

razvoj-na-kulturata-vo-republika-makedonija-vo-periodot-2018-2022
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with the issue of time, space, and conditions that are dictating it. It includes only the product
as an outcome, and does not relate the process to other capitals such as social or cultural, as
those created through the process. Or, the author’s work is shaped by the financial policies, in
relation to the length of the process, involvement of performers, as well as other elements of
the work. The author work is not the final product, but the entire process in which many
elements are incorporated, from research, collaborators, and other elements embodied into the
final element — the performance.

Such a political approach diminishes the possibilities for development, and pushes forward
growth as an indicator that can rarely be fulfilled, or can be fulfilled by already established,
highly subsidized, visible, recognized institutions and artists, putting the emerging ones
further on the margins. In the long-term, this policy will devastate the potentiality which lies
in the processes of creation, as an asset from which new experiments, artistic language, and
ideas can be formed.

Such policies deeply penetrated after 10 years in every pore of the cultural field in
Macedonia. Thus, it is not odd to hear non-argumented critique about the number of
audiences for contemporary art versus the large number of audiences for mainstream
contemporary or modern art, and conceptual misunderstanding of concepts of “development”
versus “growth”. We have to bear in mind that such policy was present for more than 10
years in Macedonia, and oriented the general agenda of culture towards the mainstream

valorisation of culture and art.

In the “liquid society”, in Bauman’s terms, in which the art is produced, we have non-
constant working conditions, financial support, or security that makes it possible to reflect,
contextualise, and rethink the position. In the “liquidity”, artists and cultural workers have to

float from one project to another, from one residence to another, one festival to another, and
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S0 on, in order to secure the next income or creation. Not only in Macedonia, but also more
widely, they are part of the “projectisation”, supported through the politics of mobility, one of
the assets of the neoliberalisation of the market, directly and constantly enhancing the
liquidity in which authors are becoming more precarious. In such circumstances, authors
become detached from the context, from the community, from any form of union or
coherence from where they can critically reflect or advocate for policies reformations.
Therefore, the systems of solidarity and certain responsibility towards any community or
context are brought under scrutiny. The problem here is not found in the policies supporting
the mobility or networking, but in the domination of such policies upon the ones that would
be counter policies supporting contextual research processes and creations, creating the
facilities in which the working conditions will be secured by permanent venture.

The domination of policy instruments supporting the neoliberalisation of the art sphere and
the investment into the logic of profit through the creative industries does monopolize the
artistic society. Such policies primarily dominating on EU level are indirectly supporting the
indolent national policies in certain turbulent environments (especially the ones oriented
towards promoting their national “grandiose” through culture), the language and values
which are oriented towards entertainment, spectacle, canonisation, formatting, and
institutional conservativism in relation to the production processes. The production process
(performing arts) allows the creation of specific professional characteristics, or jobs that meet
the market needs. For example, the creation of spectacle performances that would be seen by
numerous audiences and would promote and affect the larger public (at the same time
promoting the ideas of grand national values), would support the mainstream production
processes where the machinery relates to certain workers who will be qualified for a certain
job to be created on the education market. The space for new or experimental institutional

formats that would allow shifts of certain positions which would create possibilities for self-

209



education, as well as self-reflection of the processes, procedures, protocols, and so on,
forwarding the instituting of new working conditions is shrinking. Such political impetus
globally, but moreover nationally, unifies the regulations, and therefore, unifies the cultural
field as one that supports the existing, the visible, the possible, and the desired. Hence, it
excludes the chances of new, prosperous, innovative, experiment, critical, reflective, and
works on the neutralisation of the cultural field, as one to be easily controlled, or regulated, or
to be misused for support of the nationalistic policies, populist ideologies, being able to
justify its existence through proposed instruments and indicators - the market needs.

If we are theorizing and favouring only such policies and existing models, and we do not find
models in which we will develop the “new, experimental, innovative”, we will enable the
social exclusion and further protect the “normalisation of precarisation”, to put in Isabel
Loray’s words.

The supporting idea of this thesis is to envision the model and propose the methodology
where different or diversified art and cultural works can be enabled, or where the institution
will be socially aware and sensitive. Such methodology or model based on deploying the idea
that only a system that allows the creation of new values, democratic, plural, diverse societal
approach can support the institutional changes. These changes are less possible in certain
contexts mostly because of geopolitical influences on the one hand, and on the other by the
indolent system that reproduces the values of “grand” — market, ideas, nations, and so on.
Another important issue to be emphasized is the global market orientation towards the
immaterial labour, or service oriented societies which are supported by developed
technology, which plays the most important role in the information, or post-fordist, or post-
industrial societies. This also certainly affects the arts and the role of the art, as well as the
production processes in which art is created. In his seminal essay The work of art in the age

of Mechanical reproduction (1936), Walter Benjamin discusses how the technicalisation of
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the production processes will reshape the arts, the perception towards arts, and even the
nature of the arts. Here, | also want to emphasize his observations about the aura of the art
work, or its originality and uniqueness as characteristics and qualities of the authentic art
work that will be lost in the mechanic reproduction (Benjamin, [1968] 2010). The mechanic
reproduction is the basis of the informatics societies or even more the creative industries.

Moreover, here, and above, the goal is to overview policies and environment, context
conditions in order to establish the relation of the envisaged model of institution of
contemporary performing arts, or socio-political and economic conditions, which are globally
produced and being adapted on national or self-colonized (to use Kjosev’s notion) contexts
such as Macedonia. In its 26 years of independence, the Macedonian society has not
succeeded in (or it is still in the process of) producing new values, establishing the notions of
citizen, human rights, diversity, and other, which would allow the basis from which the
geopolitical situation can be read through the established meanings. In such an environment,
policies produced by the dominating nations or unions (the EU) which are implicitly
regulating the sphere of culture, can be perverted and used even more for reproduction of the
nationalism justified through neoliberal instruments and measures. In other words,
contextualizing contemporary dance, performance, and choreography in relation to politically
diverse, but also economically conditioned -west/east-, having in mind the historical role of
the institution in the West, and the traditional meaning and governing of the institution in ex-
Yugoslavia. Thus, how those relations are forming the context in which we talk about
institution, or understand the role of institution, or more precisely, institution of dance and
performance in this case and its relation to the theatre as established or nationalized
institution, or ballet, and other. Moreover, it is necessary to research deeper how all these

circumstances, which are forming the paradigm of the institution of culture and art are
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possibly going in two general directions: the “institution as a production of aesthetics” and
the “institution as social agent”.

This proposal is with the aim to convert, or to destabilize such an environment which
neutralizes the cultural field by seeing the institution only through its role of production of
aesthetics (that also produce narratives, identities, and other), and enable diversity of cultural
production, specifically in the dance field. Therefore, we need to invest in theoritizing the
formats, modalities, and forms from the aspect of critical theory, but also through
management in culture, as well as from the policy in culture, in order to rethink the
conditions in which new artistic work can be created, or innovation can be supported, or to
think about the institution as producer of sociality or as socially relevant, or as a social agent.
Destabilization comes in ex-Yugoslavia, or the general East, from the civil society, or the
independent sector, and aims to propose diverse solutions, or models of instituting new dance
practices and aesthetics through new models of institutions of dance.

Currently, in 2018, there are few different initiatives taking place. One is in Croatia,
mentioned in the beginning of this thesis, and aims to create a civil-public model of dance
centre (Ozegovi¢, 2017), another one is the creation of Kino Kultura — centre for
contemporary performing arts and culture in Skopje, which | will discuss as a methodology
of modelling, or as an empirical example of the “institution as a social agent” in this thesis,
and also in Bulgaria and Slovenia. It will be presented as an Appendix — Case Study.

In Bulgaria, there are few initiatives, such as the Act Association for Independent Theatre
initiative, which is related to the formation of Toplocentrala- Centre For Contemporary Arts
where dance is also integrated partly in partnership with the city of Sofia, and another is the
SYNERGY - Center for Contemporary Performing Arts, dedicated to dance in a larger
performing arts scope, and also in partnership with the city of Sofia. These initiatives were

presented by Angelina Georgieva, at the event Nomad Dance Advocates, organized by
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Nomad Dance Academy and Station- service for contemporary dance from Belgrade, in
Belgrade, on 20 and 21 October 2017. This advocacy initiative was organized in Skopje in
2012 and in Sofia in 2015, being developed as a continuous program for advocating for the
development of contemporary dance art in the region. "
Initiatives in Bulgaria are coming as a result of a long advocacy for the need of establishing a
centre for independent arts. In the last two years, the Association for Independent Theatre
with the support of the Sofia Municipality initiated a process of wide professional and public
discussions and concrete work on preparing written proposals for:
- Organizational model of a Centre for Contemporary Arts and a reconstruction of an
abandoned heating plant in the centre of Sofia, now property of the city.
- Model for reorganization of one of the 5-6 municipal cultural institutes into a centre
for contemporary performing arts.
Contemporary dance and performance is represented in both cases.
In addition, in 2016 again, the Association for Independent Theatre with the support of the
Sofia Municipality conducted a process for working out a strategy for development of the
independent art scene in the City of Sofia. In the policy paper developed by the City council
and the beneficiaries, establishing of a contemporary dance centre until 2020 is on the

agenda.

n http://lokomotiva.org.mk/lokomotiva-center-for-new-initiatives-in-arts-and-culture-as-one-of-the-nomad-

dance-academy-partner-at-nomad-dance-advocates-in-belgrade-2017/ Nomad Dance Advocates was a gathering

of artists and policy and decision makers where they can communicate and exchange experiences in a different,
more direct and positive way. The idea behind this is to show the world of contemporary dance to the decision
makers from a different perspective. Through the performative and less formal communication and discussions,
games and art works, the representatives of ministries of culture, city administrations and other decision making
bodies encounter artists, discover the world behind the stage and get a better insight into the potentialities of
contemporary dance in today’s cultural space. More about the Advocacy events in Skopje 2012, and Sofia 2015.

on www.nomaddanceacademy.org, and nomaddanceinstitute.tumblr.com/
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In Slovenia, the initiative goes further in the direction of establishing a public institution, or
institute. Information is provided by Rok Vevar in interview. The steps towards opening a
public institution of dance, an ongoing initiative, are the following: (1) at the Ministry of
Culture of RS, a group of representatives had three meetings and several consultations, after
the Minister of Culture in March 2017, and the Slovenian Dance Platform Gibanica
announced the reopening of the Centre for Contemporary Dance Arts (abbreviation in
Slovenian CSPU), established in 2011, and after the change of government was abolished in
2013; (2) Establishment / Funding of CSPU, as required by the document National Program
for Culture 2018-25, which is confirmed by the Slovenian Parliament and which, after the
public discussion is still in the preparation phase, - it is related to one property (house) -
theatre (Ministry of Culture and City of Ljubljana have an argument: "We do not have real
estate / public house for that institution.”) (3). Group of representatives have insisted at the
meetings that CSPU is not an NGO organization to which the state grants a concession to
conduct public work in the field of culture, but something that is called the "public institute”
(a public institution such as the National Theatre, the City Theatre, Mladinski theater, and so
on) because the law implements these forms of public institution, stable funding and change
of management every 5 years (the Slovene dance company in principle would not have any
second thoughts on another form of organization that would perform public affairs in the area
if there was a legal possibility for it, and if the other form of organization would really be the
guaranteed conditions for the financed work). It is very important for the initiative that this
story is not privatized with the concession, but that the procedure requires a change of
mandate with a mandate, which, according to the law on public institutions, changes every 5
years (in the statute it is possible to foresee the maximum number of mandates belonging to

one management) ; (4) At the second meeting, somewhat late in May 2017, the Association
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of Contemporary Dance (abbreviation in Slovenian DSPS?) proposed to the Ministry of
culture as a model of CSPU, which would be a registered institution and which would be,
within the agreed period, until it acquires its own real estate (by 2025 for example), carried
out in the existing network of public institutions with their own real estate (Ljubljana's
Cankar's House, SNG Ljubljana, SNG Maribor, SNG Nova Gorica, Anton Podbevsek
Theater Novo mesto, and other). Individuals can have their own space there and run their
programs. In agreement with the institutions, where individuals would have worked as a
guests, there would have been regulated working conditions, defined with time and space,
number of productions, premieres, repetitions, and other (5) CSPU would have its own
annual budget of at least 800,000 Euro, and the minimum number of employees, seven (in
this planning, Simon Kardum, Director of cultural center Kino Siska also helped); (6) there is
a legal possibility of collective (3-party) management (PPP), but this legal option has never
been implemented by the Ministry of Culture, and therefore, the The association of
contemporary dance is inclined to propose collective leadership;(7) The Association of
contemporary dance expressed its opinion that the CSPU should recognize and stimulate the
potentials that already exist on the independent scene in the field of contemporary dance and
do not do some parallel stories. This means that CSPU should represent all that is present in
contemporary dance in Slovenia, without an institutional representation (for example, a
representation would have meant a legally protected area of professional working conditions,

financing, and artistic work).”

2 DSPS = Drusitvo za sodobni ples Slovenije, Association of cultural workers in field of contemporary dance,

(NGO formed in May 1994 with aim to be an advocacy platform for contemporary dance)

"8 Excerpts from the R.Vevar interview on 30.10.2016
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In Slovenia, there are currently several places that support contemporary dance, but there is
no institution dedicated only on contemporary dance (See Tanurovska-Kjulavkovski in
consultation with Zaloznik, 2012).
In Serbia, there is no such strong initiative so far concerning the dance institution. However,
Station — Service for contemporary dance is proactive in advocating and directing its future
goals in the same direction. Today, they are using the space Magacin, which is a space owned
by the City of Belgrade, but in use of the independent scene organizations supported by
NKSS (abbreviation in Serbian of Association of the independent cultural scene).
Thus, if we can draw some conclusions on the basics and specificities concerning
contemporary dance in the ex-Yugoslavia region, it might be said that it is a new field that
started being developed at the end of the 90s and post 2000s, and is still in development.
Therefore, there are still no institutions, or adequate, or satisfactory infrastructural conditions.
Furthermore, there is no structural support, and no instruments that would support cross-
border collaboration since the dance field has its necessity for that. It is therefore still a
project based field, time related field, and specific policy measures and procedures are
needed. Since the 90s there have been many initiatives that include bottom-up strategies of
internationalisation, self-organization, advocacy, and lobbing (partnerships with the public
sector), and mediation.
Dance needs to be explicitly included in the cultural policies, and not as part of the theatre, or
scene arts, since dance, as a field, is an already diversified field that needs separate or
specified approaches (ballet, modern, contemporary dance). Furthermore, dance policies also
have to be considered in:

- Education policies — dance should be included both in primary schools and in

secondary schools. High education in the field has to be supported (there is

education in Slovenia, Macedonia, and Croatia);
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- Dance in international relations policies — it has to be included in the regional
collaboration strategies, as well as in the international. However, unfortunately in
Macedonia, culture is not included in foreign affairs. Cultural diplomacy should
consider the dance field.

- Labour policies — should strengthen instruments for support of the choreographers,
dancers, performers, but also other cultural workers who contribute to the
development of the field, such as managers, producers, dramaturges, theoreticians,

curators, light designers, and so on.

6.3 Cultural policy making and development

Artist driven policies, or community-driven policies, are possible through processes of
participative governance. The processes of participative governance in culture introduced
models of public-private, or public-civil partnership, have been developed as practice
predominantly in Croatia and as part of the region of ex-Yugoslavia. Hereby, we will closely
overview these experiences and propositions, and overview the possibilities for their

formation through the legislative frame in the context of Macedonia.

6.3.1Participative methodology of policy making

When talking about artist driven cultural policies, we are also talking about participative
methodologies in policies development in the field. Unfortunately, in the ex-Yugoslavia

context such approach is rare, or is misinterpreted.
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There are several examples of different events depicting that policy changes have been
advocated for decades, but unfortunately very little, or no significant changes have taken
place in the ex-Yugoslavia region. The best examples can be found in Croatia where some
professionals are dedicated on this problematic.

Participative democratic processes are only possible in the context of political maturity, and |
would also add ethical maturity for that matter. Otherwise, participation stays on the
declarative level.

“The theoretical framework on participatory governance in culture is generally deficient and
reduced to random, yet a growing number of scholarly articles examine participatory
governance in culture (Serensen, Kortbek and Thobo-Carlsen 2016; Jancovich 2011; 2015;
2017)” (Zuvela, 2018, p.71).

In the region, there are several examples of models of institutions based on the methodology
of participatory governing such as the public- civil model of Pogon in Croatia, as a pioneer
one. However, other examples of similar initiatives can also be found.

The word ‘governance’ has a double meaning. It is both a synonym of ‘government’ and
‘authority’ and also refers to a “management system” of an organization.

Therefore, when talking about participatory governance in culture we can distinguish two
levels as in the Brainstorming Report PARTICIPATORY GOVERNANCE IN CULTURAL
HERITAGE (July 2015)"™, as: - Participatory government - Participatory authority and
Participatory management system.

The concept ‘participatory’ refers to the activities in which people take part. So, the
combination of ‘participatory’ and these three concepts (government, authority, and

management system) implies that government, authority, and management (all of which

™ For elaboration and further information on participatory governance in culture, more details can be found
online at http://www.goethe.de/mmo/priv/14903520-STANDARD.pdf and
http://kulturanova.hr/file/ckeDocument/files/Radna_biljeznica.pdf
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terms related to power) should be shared with people, with the citizens to whom the heritage
belongs. As Arnstein ([1969] 2004) explains, “participation without redistribution of power is
an empty and frustrating process for the powerless”.

The emergence of the new models based on participatory governance in culture has many
reasons and drivers behind it. The most prominent ones are the increasing inequality in the
cultural policy structures and the treatment of the cultural sector, the crisis of the
representative democracy or the large inequality between the decision makers and the artists,
or the “scene”.

There are deficits in the democratic traits in cultural policy decision-making processes and
such trend is raising insecurity and precariousness of the cultural and artistic work. Cultural
workers have been directed towards commodification of their works which affects the
content, quality, but also the development of the public sphere. There is a misuse of the
public goods and public sphere by the decision makers, or a lack of social responsibility in
political governance of public resources. Thus, there is redundancy of the conventional and
traditional articulations of cultural interests and public needs in culture.

These and other reasons are taken in consideration by Dea Vidovi¢, Davor MiSkovi¢ and Ana
Zuvela, who have elaborated diverse aspects of the participatory governance in culture in
Croatia in the ““‘Priru¢nik: Uradi sam — DKC”.

In line with these reasons and some other as well, participatory governance is taken as one of
the possible approaches in Croatia and also in other countries in ex-Yugoslavia, including
Macedonia. It is one of the alternatives to overcome some, if not most of the issues that are
hindering a more balanced and sustainable cultural development. However, it must be noted

that participation as a method is not considered uncritically as a remedy for all social

™ In http://lithgow-schmidt.dk/sherry-arnstein/ladder-of-citizen-participation.html, Originally published as
Arnstein, Sherry R. A Ladder of Citizen Participation, JAIP, Vol. 35, No. 4, July 1969, pp. 216-224.
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maladies, but is tested as a one of the approaches for reconstructing the existing policy
provisions or providing alternative ones.

Participation, as such, is contextually applicable as it has historical legacies in the ex-
Yugoslavia countries. Self-management was a practice during the last stage, or the second
half of the former Yugoslav federation. Participation should not be understood as a resonance
of self-management, but rather as a response that has certain correlations not only with
institutional, policy or governing memory, but also with community relation and societal
habit of being involved and included.

In order to ensure efficient and stable participatory governance, it is necessary to define each
element in accordance with the needs and specifics of the local context and social conditions.
In the ““Priru¢nik: Uradi sam — DKC”, Dea Vidovi¢ (2015, p.64) proposes division and
grouping of those elements into several groups, for example in the following three groups:
constituting (statute of organization, and formulation of governing process where
modifications are influencing strategies and operational elements) , strategic (referring to the
creation of policy and resource usage rules and directly influencing the operating group of
elements) and operational elements (implies a set of elements that are carried out on an
everyday basis and help in the implementation of defined rules in groups of constitutive and
strategic elements).

While working, or during the processes of participatory governance, stakeholders for each
group should set up a set of elements that will be jointly agreed and transparently accessible
to everyone involved in the participatory management processes.

Dea Vidovi¢ (2015, p.63) also considers and proposes several possible models as an
interconnecting combination of three main registers: public, civil, and private. Vidovi¢ is
listing participatory governance models of socio-cultural institutions, or centres based on

civil-public partnerships as follows:
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The Model of Extended Co-operation or delegated responsibility- Public and Civil

Sector Cooperation has been established solely at the level of providing public

resources to the civil sector on governance and use for limited time, without

“payment” - with obligation to the public sector to cover part of the material costs of
using the infrastructure and the civil sector secures public use (- program - cultural
and social) of the spatial resources.

Model of co-governance or collaborative governance - partnership of a public
institution with a certain number of civil society organizations for the purpose of joint
management of the use of space in public infrastructure under the responsibility of a
public institution.

Model of joint governance - the formation of a joint public property governance
body with an equal number of representatives of the public and the civil sector.
Hybridization Model - a partnership between the public and the civil sector in
fostering and co-ordinating a new joint institution that takes the role of public

resource management or governance with the public resources (Vidovié, 2015, p.63)

The existing examples from the countries of the region (ex-Yugoslavia) indicate the

emergence of civil-public partnership model (Croatia - Pogon) as opposing to conventional

public-private partnerships which have proven to have detrimental consequences for the

public interest in favour of the private one. In addition, the perspective of public-private-civil

partnership has been discussed, although only on theoretical or conceptual level. Civil-

private partnership has not been noted as a practice as yet, although it forms a concept that is

interesting from the aspect of rethinking public relevance and amplification of the public

value and meanings of culture.

To overview the possibility of developing a public-private (civil) model, we have to

investigate the legal frameworks that have their own regulative standpoints in each context.
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We need to overview and indicate if these legal frameworks are open to the level of
hybridisation. According to such levels, the choice between one legal format over the other
becomes clearer (that is, the option should be the legal format that allows for most

operational and governing flexibility, hybridity, and adaptability).

6.3.1.1 Macedonia — PPP and mixed or hybrid model”®

The existing examples from the countries of the region (namely Croatia) indicate the
emergence of a civil-public partnership model or under the law (namely in Macedonia) a
hybrid or mixed institution. A mixed institution is normatively a public — private partnership
since the civil sector is part of the “private” sector by law. According to the law, private are
all legal forms that are not public (state owned), and these are: private, as profit making
organizations, and private, as non-profit, or civil society organizations.

However, there is a large difference between the two sectors, private as profit oriented, and
civil as non-profit oriented, which supports the development of public and citizen needs.

A mixed institution is taken into consideration in the Law on Institutions’’ and has been

regulated also by another law, namely the Law on Concession and Public Private

"® This part has been researched by the author of this thesis and her colleagues, and parts of it are included and
published in the text Kino Kultura — Project Space for Contemporary Performing Arts and Contemporary
Culture, by Biljana Tanurovska-Kjulavkovski and Violeta Kachakova, in Modeling Public Spaces in Culture,
Rethinking Institutional Practices in Culture and Historical (Dis)continuities, ed.by Tanurovska-Kjulavkovski,
Bodrozi¢ and Kachakova. PPP in Macedonia has been researched by the author for the purposes of this thesis, as
well as by the author and a colleague Ivan Toromanovski for the purposes of the project Dissonant co-spaces,

see more on www.lokomotiva.org.mk

" Law on Institutions, “Official Gazette of R. Macedonia, no, 32/05, 11.05.2005” — A mixed institution is
established with state finances, i.e. finances of the municipality, i.e. the City of Skopje and finances of a
domestic and foreign legal and physical entity or an institution established with state finances or finances of the

municipality, i.e. the City of Skopje and finances of a domestic and foreign legal and physical entity.
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Partnerships’®. A public — civil partnership is not considered as such with the normative acts
and laws in Macedonia, but is regulated with the mentioned laws and subsequent by-laws and
acts. In Macedonia, in the past, many hybrid or mixed institutions, or public — private
partnerships were organized under the Law on Concession and Public — Private Partnerships
only for profit oriented purposes, not for cultural purposes. Therefore, such regulations have
proven to have detrimental consequences for the public interest in favour of the private
(commercial) one.

In addition, apart from a civil-private partnership, we can also consider the perspective of a
public-private-civil partnership, which has not been noted as a practice yet.

According to the Law on Culture” in Macedonia, an institution is formulated as: “(1) A legal
entity performing activities in the field of culture, with a non-profit purpose.” (Article 18). In
the next Article 19, it is underlined that an institution can be founded by a domestic or foreign
physical or legal entity. An institution can perform activities in different domains in culture
regulated by law. Article 20 of the Law, prescribes that an institution can be private or public.
A public institution can be municipal or city (founded by the local self-government) or
national (founded by the state), while a private is founded by a physical or legal entity.

Thus, under the Law on Culture, Macedonia allows for only private and public institutions,

which is not aligned with the Law on Institutions, which prescribes a mixed model of

® Law on Concessions and Public Private Partnerships “Official Gazette of R. Macedonia, no. 6/201 and
144/2014”. The Law defines in details a public —private partnership — “A public-private partnership is a form of
long-term cooperation between a public and private partner, regulated with a contract, with the following
characteristics...”.

™ Law on Culture, consolidated — unofficial refined text (Official Gazette of R. Macedonia, no. 31/98, 49/03,
82/05, 24/07, 116/10, 47/11, 51/11, 136/12, 23/13, 187/13, 44/14, 61/15, 154/15, 39/16, 11/18 and 11/18 -
Decision of the Constitutional Court of R.M. U.no.196/2007 from 16.1.2008, published in “Official Gazette of
R.M., no. 15/2008) (www.kultura.gov.mk)
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institutions, or as mentioned under the Law on Institutions®, there are three types of
organizations: public, private, and mixed or hybrid, namely public—private.

The normative frame for a public-private partnership as mentioned can be found in the Law
on Concession and Public — Private Partnerships, which regulates the concession of public
goods. The basic characteristic of this collaboration is that the private partner undertakes the
responsibility to provide public service to users in domains in the competence of the public
partner, and/or the responsibility to ensure to the public partner the necessary conditions for
providing public services to users and/or activities in its competence.

According to the Law, all agreements for establishing a public-private, (civil) partnership in
which public partners (national, local or municipal, public institutions, enterprises, and other
legal entities identified with the Law) are obliged to award contracts to private partners in
accordance with the principles of transparency, non-discrimination, proportionality,
efficiency, equal treatment, and mutual recognition.

A grantor can be the Republic of Macedonia, the municipalities and the City of Skopje, while
a public partner, in addition to the Republic of Macedonia, the municipalities and the City of
Skopje, can be among other, different legal entities executing public powers in the area of
public authorization (in this case NGOs, associations) according to the law. According to this,
a Public — Private Partnership can be realized as:

1. Contracting PPP, for which the public and private partner sign an agreement
implemented by the private partner or the legal entity established by the private
partner;

2. Institutional PPP, where the public and private partner appear as co-founders of the

legal entity implementing the PPP agreement.

8 |_aw on Institutions (Official Gazette of R.M., no. 32/05 from 11.05.2005).
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The Law on Public-Private Partnership (PPP) in the Republic of Macedonia regulates all
elements required for the two partners (at least) to enter into contract. However, the Law in
some crucial respects related to the development of successful contracts is not sufficiently
clear and relies on negotiations between the partners. It is not much in favour of content
related to culture, especially if this is not commercial, or related to profit making.

One may say, therefore, that this Law is not related to the Law on Culture where both private
and public institutions have to be non-profit, or maybe it is the reason why there is no PPP in
the Law on Culture, or a mixed institution as in the Law on Institutions. One can conclude
that according to the Law, PPP can only be profit-oriented if it remains regulated as it is, and
if there is no clear distinction in the Law on PPP that it is non-profit and it can be modelled as
public — private, public — civil, and/or public-private-civil. The clear distinction would be a
public purpose and non-profit versus profit-making.

Such policy recommendation is with the aim to overcome the practical use or the needs we
are now witnessing with Kino Kultura, as well as possible other models of institutions.
Within the Law of PPP (Article 5), public - private partnership comprehends all partnerships
which can be developed among legal entities defined by law as public or private. Public can
be assets or entities on local and national level, and private are civil society as well as private
organizations, or legal entities. However, it can be noticed that the types of partnerships
mostly imply involvement of the private partner in a capacity of financing the infrastructural
development and/or reconstruction. This is not limited only to infrastructure, but it also
allows provision of services (or providing content for example, in relation to cultural and art
organizations). However, in cases of provision of services, the law does not provide any
guidance as to how and to what extent the public partner can participate in the design of the

public service or its monitoring and evaluation. While the financing of the infrastructural
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project is exact and can be easily measured, the provision of services is much more complex

and requires socio-economic and cultural indicators.

In order to apply such a qualitative approach, related to provision of content or programme in
case of a public — private (civil) partnership, we need to develop a specific law on public —
private non-profit partnership in culture, related to the Law on Culture.

The general Law on Concession and PPP, under Article 9, regulates concession fees. It
stipulates that the payments for the concessions are paid based on a feasibility study for the
justification of awarding a concession for goods of public interest. While it can certainly be
expected that a feasibility study is developed, the law does specify if an ex-post evaluation is
needed. In addition, it does not specify what the key elements and evaluations of the

feasibility study are. Such a study cannot only take into account the cost-benefit of such

cooperation, but also the quality and the quantity of the public services provided.

A more in-depth analysis of the Law is needed in order to understand that such a law is not in
favour of a potential model oriented towards development of the public cultural content, or
relevant for socio-cultural development or development of the public sphere in culture.

The PPP in policy is seen as a model for development and management of various public
institutions and services. It arises from the need for development of a functional model
(“market” - driven model) for governing public institutions, which assumes that it provides
value-for-money ratio, for the services offered, which is greater than the traditional approach
— a public institution delivering services. In sum, the PPP models are market-driven for
optimization of the monetized value of the services offered.

Kino Kultura (to be presented as case study) is an initiative of civil and private actors, which
also have a contractual relationship with other private entities over the infrastructure.

It does not strive towards PPP as understood and explained above, or developed through the

legal forms in Macedonia, but as a specific form of a partnership between public-private-civil
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entities aiming to produce public content that would reform the destroyed public sphere. The
public space that will give back the possibility to the public sphere to operate politically and

enable deliberation processes through arts and culture.

6.4 Shared policy for new public culture, or from paternalistic institution to

(post)modern institution

In the context of ex-Yugoslavia, in the past year, there were different attempts for
development of the civil — public partnerships, or hybridized models, which have various
functions, from service, to production houses, to socio-cultural or spaces for culture and
youth, embracing diverse art expressions and broader cultural activities.

These initiatives are developed on the basis of the participative governing which has become
popular, as mentioned, in the past years in the cultural and art practices, as well as in the
academic circles. Participative governing in culture can be seen in the bodies of the European
Commission through the use of the methods of open coordination, for example (Open
Method of Coordination), whereby they have included representatives of the civil sector in
the consultation processes around soft law regulations of the EU Commission.

In ex-Yugoslavia, in the last couple of years, a theme related to participative governance and
public-civil cultural centres has been actualized. First, as mentioned above, this model was
developed in Zagreb, Croatia, with the establishment of Pogon, under the idea of socio-
cultural centres. Socio-cultural centres are relating their activities to the social and cultural
issues and phenomena, and such idea is related to the model of public — private (civil)
partnership that holds the idea of shared policies (Dragi¢evi¢ Sesi¢, 2006, p.105). Shared

policies influence the traditional decision-making and governing with the cultural activities
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that are directed from the centre. The private (civil) partnership model decentralises the
decision-making power in relation to the organization model, as well as programming. In
Macedonia, as mentioned in the Chapter above, models of governing with the culture can be
realized through two models. These are: private initiative, to which business organizations,
art organizations, associations, and other belong, which are co-financed by the public funds,
and public institution that is established by the state, and its governing organization model is
regulated through the Law on Culture and the Law on Public Institutions that was also
described above. Also, to emphasize again, in the Law on Culture there are two types of
institutions: public and private, and in the Law on Public Institutions there is another type
which is mixed, or hybrid.
The model of a hybrid Institution can be realized through participative governance that
includes three  dimensions:  participative  public  administration,  participative
leadership/management, and participative system of management. Governance, here, is
understood as a synonym for public governance and management, which can also be
understood as organizational governance/management.
This methodology is related to the mentioned shared policies approach proposed by Milena
Dragigevi¢ Sesié¢ (2006) in her text Shared Policies: the Future of Cultural Development —
New Models of Partnership Between the Public, Private and Civil Sectors. She proposes:
[...] “shared policies” as legitimate ones in contemporary world, and that mutual
complementary enrichment of researchers and policy makers coming from all three
sectors will be beneficiary for the creation of new, more democratic standards in
policy making. The synergy of the elected power (government and its main ideology),
expert power (public and private cultural institutions) and socially responsible forces
(NGO sector) who approach the process of policy making from different standpoints

will definitely contribute to ensuring that “territory driven cultural policy”l will

228



prevail instead of “constructed community driven cultural policy” (nation building or

“dreaming”) (Dragi¢evi¢ Sesi¢ and Dragojevié, n.d.). (Dragiéevié Segi¢, 2006)
Dragi¢evi¢ Sesi¢ (2006) also proposes to define the method of creating cultural policy within
the EU as territory driven cultural policies. Contemporary cultural policies are oriented
towards the citizen, the individual in the entire territory of the country. The territorially
conceptualized principles of cultural policy, or territorially (state) conceptualised/motivated
cultural policy (Dragi¢evié¢ Sesié¢ and Dragojevié, 2006) are putting the citizen and the entire
territory of one country in the centre of the attention. It is a cultural policy based on a civil
concept which is also an ideological concept versus the traditional or ethnical. The civil
concept of cultural policy differentiates from the cultural politics that is based on the ethnic
community that is constructed as national, and works with the instruments of “cultural
representation” of the state and nation, preservation and promotion of the cultural identity.
The territorially conceptualised cultural policy presents pluralism, diversity, or ideas, actions,
concepts, and enhancement of new production processes and cultural content. Such cultural
policy approach is inclusive, and involves diverse cultural content produced in the public,
private, and civil sector, and is based on the participative governing. In this relation, she
points out that the main issue has become: “How are the cultural institutions linked up with
their territories?” and not anymore with their (national) community?” (Dragiéevié¢ Seic,

2006, p.105).

Having in mind that in many countries such method is not accepted and there is large
obsession with the second approach, which emphasizes “ethnicity” as the key element of self-
identification, trying to conceive and conceptualize cultural policy for the imagined
(constructed) community”, the concept of shared cultural policies cannot be applied

(Dragic¢evi¢ Sesié, 2006, p.105).
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In the “ethnicity” orientation concept, institutions are heavily centralized, but territory driven
cultural policies are addressing not only the “nation” institutions and artists, but also all the
involved operators on the territory. Therefore, cultural policies priorities are developed
through participative governing and involving the actors through forums and debates.

We can also witness public — private partnerships (or 3ps) including three sectors, public,
private, civil, which should be in permanent dialogue and interaction (Dragicevi¢ Sesié, 2006,
p.106). These partnerships can vary from public-civil, public—private or private—civil, or
public-civil-private partnership, and can give a balanced approach that can widen the policy
perspectives by bringing together diverse knowledge.

Dragi¢evi¢ Sesi¢ is proposing a scheme through which we can see the positive aspects of the
contribution of the three sectors in their involvement in the policy making in the mentioned
text, although this has been more developed in the recently published text (Dragiéevi¢ Sesi¢

and Drezgi¢, 2018).

Table 2: Positive aspects of the three sectors

PUBLIC PRIVATE CIVIL

Traditional values Modern values Social values (solidarity,
new culture of memory,
Professional knowledge and | Transversal skills | intercultural sensitivity,
skills (communication, social/distributive justice)

fundraising, etc.)

Identity building Risk orientation Inclusivity

230



Appreciations of old elites | Elitism and leadership Equality

Institution building Organization building Movements

Museums, archives and | Companies, enterprises & | Circles, clubs, NGOs

libraries agencies

Past Future Present

High standard routine in the | Innovation, new solutions, | Social experiment,
main domain of operation new markets & products dialogue, participation
Oeuvre Product Process

Dragi¢evi¢ Sesié¢ and Drezgi¢ (2018) propose the following negative features that can appear:

Table 3: Negative aspects of the three sectors

Sclerotisation Commercialization Propagandas

Consumerism

Bureaucratization Oversimplification Amateurism (diminishing of

professional standards)

Culture as value per se Culture as economic | Culture as a tool of social

investment & job provider | change

This scheme depicts the relations to which new models of cultural institutions are the result,
or in other words, new models of institutions can be supported through shared policies

approach. Through the proposed chart we can see what sectors can bring separately, but also
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understand that these domains intersect. In many contexts, the leader of the changes is the
civil sector, and the analysis of cultural policies in the countries with underdeveloped civil
society has shown that there is a significant lack of instruments, mechanisms, and
organization/governing models. However, in the culture of entrepreneurship and neoliberal
state, such as Great Britain for example, models of creative industries have been proposed,
developed, and dominated the larger cultural sphere. The political orientation, or the basis of
the political context, does influence the strengthening of a certain sector, such as in the
mentioned case of creative industries, the private, which is at the same time the most

powerful and dominating in that socio-political and economic context.

6.4.1 From shared policies and participative governance to rhizomatic governance and

institution model (imagining)

The countries of ex-Yugoslavia are new democracies which have the chance to develop new
meanings and functions of cultures, with new qualities, or a post-national culture that can
enhance pro-active tendencies and solutions of problems of development. Such post-national
culture can be founded upon the shared policies approach, on the basis of which we can start
developing new post-institutional models, or as mentioned above, new models based on
participative or even rhizomatic governance that would bring forward heterogeneity of the
active re-imagining of the institutions. These models of post-institutions are created on the
basis of:

post-imperial, post-colonial and post — national culture would give way to new

expressions of creativity, identity, tolerance, work, cooperation, interdependence and

solidarity, ones that the old (metropolitan) cultures have either suppressed or
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dismantled in favour of hierarchies, centrality, supremacy, exclusion, friction,

cleansing, or even extermination of others. (Katunari¢, 2005, p.38)
The shared policies also have to be based on the shared visions and goals that would
overcome or dismantle nationalism or ethnocentrism, any prejudice and xenophobia.
Such an approach is a precondition for carrying out any reforms of the cultural system, the
public spaces in culture, or it is the future of the cultural development within each country,
region, and city. Dragié¢evi¢ Sesi¢ (2006, p.108) would add: “Cultural policy has to be an
integral part of public responsibility; it means responsibility for all the main vectors of
cultural life, undertaken through precise procedures and in dialogue”.
Furthermore, as Katunari¢ (2004) notes, public space in culture today is engaged by
heterogeneous people who put their demands on it. Therefore, public spaces need conjoining
and upgrading of the capacities of public and cultural policies, in order to cope with the
obstacles to development of and within the public space.
The obstacles are the outbreak of intercommunal conflict and violence, as well as the
commercialisation that has pressured downsize of the institution and its spatial scope.
Privatisation reinforces the private mentality, that is, different prejudices such as racial or
ethnic. On the other hand, the public sphere is “normatively based on the opposite values
informing social opening, conflict migration, solidarity and civic ties stretched across group
boundaries, different forms of economic co-operation, expanding democratic dialogue and
democracy learning” (Habermas, 1989; Ku, 2000 cited in Katunari¢, 2004, p. 20), and “last
but not least, entertaining new forms of artistic and cultural experiences in order to
consolidate social, economic and political qualities of the public sphere” (Katunari¢, 2004,

p.20).
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We need to be playful and experiment, or imagine the processes of how we can re-shape
modalities, the public sphere, and therefore, the public spaces, and fill them with diverse
meanings. We need to be always re-imagining and re-establishing communication,
leadership, planning, implementing, evaluating in the managing processes.

We can talk about communal leadership or shared leadership in the new models of governing
with the cultural institutions. Participative governance allows this approach. Moreover, such
leadership can be part of the management, or organizational governance, which is the
rhizomatic model. This model is a proposition that allows diverse, interrelated connections,
communications, and decisions to be effectuated.

Or, to use the concept of Deleuze and Guattari of the rhizome from A Thousand Plateaus and
transform it, a rhizome institution, or organizational governance, will allow: multiple non-
hierarchical entry and exit points in content creation, opposing the arbore scent or vertical
and liner conceptualisation of knowledge, and content based on the same type of connections.
The rhizomatic institution therefore acts in its multiplicity by resisting the vertical
organizational structure, through shared leadership, self-organized communication systems,
specific planning addressing the necessity, and evaluating the quality oriented indicators
which are socially relevant.

The rizomatic organization governance, or model, can be applied to the “institutions as social
agents” or the institutions where socialites are produced. It can be characterized by
“ceaselessly established connections between semiotic chains, organizations of power, and
circumstances relative to the arts, sciences, and social struggles” (Deleuze and Guattari, 2004,
p.8).

Rather than narrativizing history and culture, the rhizome institution will produce and present
culture and art as map of influences, without genesis, without a beginning and an end, in its

potentiality, or always in the middle, searching through different meanings.
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It should resist the chronology and homogenic approach, it should strive towards heterogenic
approaches in reviewing the socially relevant issues, or nurture a contextually driven art and

culture content.
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7. Performing arts institution — An agent of societal and political
transformations

(as Conclusion)

The artists use their profession and various art mediums in a quite different way than
as a simple critique of the political system of capitalism and neo-liberalism. Instead of
miming or criticizing the reality, the artists enter its order and their ad inevitably
becomes a part of everyday life, and not only by inserting new objects into it.
Moreover, not only does art become a part of reality, but also it simultaneously
changes it inside out. Thus, the artists become agents of the societal and political
transformations. Such projects change the regimes of representations that are
dependent on state power, as well as changing the way in which art functions.
Therefore, | suggest that one should look at this kind of art as a unique way of
entanglement, of different life realms (social, economical, or political) that
deconstructs the understanding of art as an elitist and privileged system of
signification isolated from quotidian life or from serious political involvement.
(Milevska, 2011, p.22)
The above quote can be closely related to the art spaces, or art institutions as a subject,
meaning that art institutions have to address the art works that change the regimes of
representation, inscribed in the institution as a “production of aesthetic”, and also deconstruct
such role of the institution as an aesthetic signifier isolated from the quotidian life or political
involvement, and strive towards the role of institution as an agent of societal and political
transformations.
We are witnessing that this century brings new changes in the art aesthetics and production.

The politics of economy, the social and public policies’ shifts influenced changes in the
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performing arts, from production to aesthetics, generally with the geopolitical changes. Thus,
all these have created their impacts on state levels. The instability of the post-fordistic system
of production, the financial crises, and the nationalistic “waves” are reflected in the art
productions and regimes of representation. This has both positive and negative effects. There
IS a rise in nationalistic narratives supported through art poetics on the one hand, and on the
other, there are new approaches in collaboration, new modes of thinking about governing,
resources, community, knowledge production, and other, explored by the freelance and
independent organizations, as well as the artists or where contemporary art forms of body
related practices were mainly considered, and rarely in the public (state) institutions.

Within the last decade, we are witnessing that states, cities, and the “public” are under the
pressure of the neoliberalism, and the state has less influence, unless it is “privately owned”
or under governance for the wealth of a few, as in the case of Macedonia in the last period.
Thus, the state has a tendency to withdraw, or to have minimal influence, and market
dominance directs development, needs, production, ways of governing, organizing, and so
on, which is influencing the aesthetics, art labour, or working conditions in the fields of
culture and arts.

In these circumstances, public institutions become weaker, going through crises, especially
since the paradigms in which a certain art form has been produced have shifted. Models and
strategies of support of theatre have become anachronistic and not sufficient to address new
forms of theatre, dance, performance, or new modes of creation that emerge.

In the new modes of creation of contemporary performing arts, the instability of post-fordist
working systems is reflected. In Europe, we can witness the free-lancing of the cultural
system, which destabilizes the established forms of the institutions created on the top-down
principle as a stable infrastructure. Moreover, the cultural institutions in post-social states

have fallen in disrepute due to their co-option for political interest.
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The newly developed conditions of work and needs in the field of performing arts demand
critical pondering, adaptation, deconstruction of old and construction of new models,
approaches, and theories of the cultural institutions, in the case of this thesis, those working
in the field of performing arts.

This thesis opened diverse questions related to the theoretical perspectives of the notion of
the institution, the role of certain traditional models of cultural institutions, and how the new
reflections on horizontally or commonly governed spaces as new institutions are arising.
Understanding the historical role of the “Western Institution” as “production of aesthetics”,
we are putting forward questions that we are diligent with today, such as - How a space, or an
institution for performing arts can be political, reflective, and pondering through the needs of
art? - since institutions, as observed through this thesis, have a role to address the needs of the
society, or in this case, of the artists and cultural workers. Or, how can we re-establish the
ethics for the negotiations between the market and art, the state and art, the financial crises

and art, politics and art, and so on?

7.1 The performing arts institution in Macedonia

There are 112 subsidised institutions in Macedonia, of which 63 have the status of national

institutions, and 49 are local. &

8 1n accordance with Article 20 of the Law on culture (“Official Gazette of R. Macedonia” no. 31/98, 49/03,
82/05, 24/07, 116/10, 47/11, 51/11, 136/12, 23/13, 187/13, 44/14, 61/15, 154/15, 39/16 and 11/18) an institution
from the field of culture, according to its founder, may be private or public. The public institution may be local
(municipal-city) when established by the unit of local self-government, or national, when established by the

state.
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Table 4: Institutions in Macedonia

Number of
Number of national
No. Field local
institutions o
institutions
1 Library activities 5 13
2 Film activities 2
3 Music and music-scene activities 2
4 Drama activities 8
5 Folklore activities 1
6 Activities of centers of culture and houses | 16 28
of culture
7 Protection of cultural heritage 9
8 Culture and art events 3
9 Museum activities 16 6
10 Protection of audiovisual goods 1
11 Z00s 2
Total 63 49

Besides the above mentioned %2, of which there is only one institution for dance, the
Macedonian National Ballet, there is a children theatre space as an independent space for
performing arts, and there are no other spaces for dance, performance, DIY (experimental), or

other forms of performing arts.

8 Information provided by the administration of the Ministry of Culture for the purposes of organizing a

common event, Arts Symposium, 5-6 June 2018, Skopje.
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Therefore, Kino Kultura — Centre for contemporary performing arts and contemporary culture
was formed, and will be presented as a case study in the Appendix of this thesis.

There is an erosion of the theatre in general, but moreover, due to the rapid succession of
technology, or commercial content, the governing or managing of institutions in Macedonia
as well, is unfortunately still on a very intuitive level and politically led (by the party in
power), instead of professionally.

The interview carried out for the purposes of the event The Arts Symposium Skopje,
Macedonia, organized by the U.S. Embassy in Macedonia in collaboration with the Ministry
of Culture of R. Macedonia and NGO Lokomotiva —Centre for New Initiatives in Arts and
Culture, shows that out of 89 answered questionnaires from the institutions and the NGOs,
most of the NGOs reported having strategic planning, mission and vision of the institutions.®®
More precisely, we did a Pre-Registration Assessment asking the interviewees to provide 2-3
sentences for each of the following questions: What is the mission of your organization?;
Does your organization have a strategic plan?; Do you evaluate your institution?; What is
your annual organizational budget (in U.S. dollars)?; Briefly list your organization’s top two
challenges (not including marketing); Briefly list your organization’s top two marketing
challenges; How many events do you organize or host annually?; How many
productions/programs/events do you produce per year?, and, How many attendees do you
have per year?.

Of the answered questionnaires, around 2/3 are from the public institutions (national and

local) and 1/3 from the association, or NGOs.

8 The Symposium will feature experienced and distinguished arts managers from the United States and the
program is designed for arts managers in Macedonia who strive to further develop their leadership, managerial,
financial, and planning skills. The program will provide tools to create, develop, facilitate, and evaluate cultural

programs and organizations. Interested participants can sign up for individual consultations with the experts.
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Concerning the question “What is the mission of your organization?”, nearly all interviewees
explained the work of their institutions, or the core idea behind their institution or
organization. Nearly all institutions do not have a strategic plan, and most of the answers
show very small understanding of the strategy and its purpose. Evaluation is on the lowest
level | would say on both, public institutions and NGOs. Regarding most of this, and the
other questions, although we asked for a short explanation, yes or no answers were given
without an explanation, or numbers.

This demonstrated a very low level of managerial skills, or understanding of the basic
managerial processes. In such a position, reformation, or strategies of internalisation are only
possible in collaboration with the civil society. However, as we have seen, such an approach
can have both a positive and a negative impact, mostly on the civil society or the independent
cultural scene. Another finding is that there is a large interest in capacities building in the
field of management. However, visioning or imagining, or critical viewing of the institutional
governance is present only on the part of NGOs.

In addition, | have to mention that the critics and the theory of art are also in decay, and thus,
we do not have any reflection on the contents produced in the institutions, or their work.

With the new National Strategy for culture 2018-2022, the decentralisation of institutions is
accented, or planned. With the — un-ready- decentralization we will have the decay of the
spaces for culture, spaces for theatre, or public spaces, which have already been reduced due
to prioritization of privatization through neoliberal capitalism. Such an approach will enable a
greater impact of the already vulgarized culture and art that has been reduced to the free-
market, in the sense of the “culturalization of the economy or, conversely, the economization

of culture” (Grlja and Vesi¢, 2007).
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The crises of the public sphere and the public space are not only associated with privatisation,
or culturalisation of the economy, but they are also more broadly seen as crises of
representation in a representative democracy (Vujanovi¢ and Cveji¢, 2012).

The cultural institutions’ crises are pointing to the crises of the public in general, of the public
opinion and democracy through which the public is regulated.

Our public spaces, theatre or performing arts institutions, are public bodies that regulate
certain political and economic relations through their management structure, and support or
oppose a certain ideology by producing societal values. Therefore, the management structure
of the institution can be seen as a spine that regulates the relations, values, and ideology,
playing an important role in positioning the cultural institution as one that institutes new
principles of work, production, and development of the art form - as a body that stands for the
needs of the art field and a “community of practice”, or a regulatory body of the politics in
power.

Thus, we need to rethink what is the public space of theatre, dance, performance of today,

what values we institute and how.

The post-modern organization theory is proposed in this thesis as a methodological approach
for the deconstruction of the modernist managerial paradigm of the cultural institution which
is trying to amplify the voice of one marginalized field, through offering new reflexive forms
of theorizing and organizing. This perspective offers the post-modern managerial paradigm in
culture, and is related to what has been suggested in the thesis as post-modern institution, co-
institution, heterogenic management, self-organized systems. The method of forming such
institution is through participative governance and rhizomatic governance (organizational)
with shared leadership. It is related to the policy making approach of shared policies in

Dragicevi¢ terms.
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The thesis proposes an institution as a producer of sociality, or socially and politically
relevant content versus the institution as a producer of aesthetics. Such an institution is
situated in the field of restricted production, in Bourdieu’s terms, where progressive
approaches are possible, or in the field striving for the autonomy where the principles are
determent by themselves, or in Simon Sheik’s words, self-instituting is possible. They
operate with strategies that would enhance the creation of a culture of quality.

In addition to this is the strategic approach of imagining the institution as a space of common,
socially relevant, or contextualized, or institutions as agents of social and political changes
that view culture as a resource for development of the public sphere.

Thinking of the institution as commons is an alternative to dominant commodification,
exploitation, and privatization of the public resources and goods, where governing is a
transformation power of social relations, since it is related to collective responsibility,
participative governing, and common responsibility towards public goods.

Performing arts spaces/institutions are to be viewed in their potentiality as social spaces of
commons, where noise exists, where we talk and experiment, when our and other bodies are
transforming the space facilitating other bodies of diversities to be present.

Commons built under the three lines — resources, governing, and community - are to be
viewed as a political alternative to the neoliberal, and a call for reorganization of a common
life, an environment in which we live, work, create, or as reorganization of politics, economy,
conditions, natural, and urban goods.

If we see culture, theatre, dance, performance as a resource, and not as a consumer, around
which community is organized in different roles - as professionals, audiences - then we will
see our institutions as a space where this resource is extended, developed, produced,
disseminated through participative or rhizomatic mechanisms that enable the reformation of

the institution as a space, content, a social, common space, a space we share.
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Rhizomatic governance of the post-institution, co-institution as “common institution” or
“agent for socio-political changes”, opts for collective or shared leadership, collaboration, co-
mentoring, collaborative researches, co-curating, and so on, as only through such an approach
we can overcame crises, or try out new methodological principles, to paraphrase Bojana
Kunst. In agreement, | believe that thinking about institution and institutional practices in
their potentialities, or as a co-governed space, space of common, can also be a new
managerial logic, or post-managerial logic based on participative or rhizomatic managing that
can allow us to draw different maps, or always be in the middle, imagining and searching
through different meanings within the theatre, dance, and other art.

Such management can be supported by curating as a content building method that is brought
to the performing arts institutions in order to redefine and contextualize the already
homogenized idea of institution, or traditional repertoire approach, or the aesthetic driven
impetus. This is nothing new as a proposal, one might say, however, it is a proposal about
bringing forward thinking of the new politics of curating in performing arts.

The aim is to see curating as heterogeneity in programing, approaching, governing, thinking,
deliberating, reflecting, acting, performing, or as a reflection on artistic practice and culture,
working and producing conditions, on the economy, on the socio-political and cultural
environment, and other institutional structures that influence the performing arts field.
Curating is to be an activistic practice, a tactic to enable the visibility of performing arts
diversities, heterogeneities, where the curatorial practice and the curators of performing arts
can be “mediators”, drawing lines of connection and transfers of aesthetic, social, political
knowledge between: 1. the socio-political, economic, and cultural context, whereby
performing arts are produced; 2. the institutional organization, scenes, ideologies, and
structures, whereby performing arts subsist; 3. the performing arts practices; and, 4. their

presentation and dissemination back in the socio-political, economic, and cultural context.
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Curating is to be based on methodologies as a necessary knowledge for analysing and
understanding both the socio-political and the hegemonic cultural practices and art
institutions, on the one hand, and the performing arts practices and audience reception, on the
other hand, in the specific contexts and their rhizomatic relations.

The curating institution can be seen as a potential to enable artistic work to become part of
the public, and to directly influence the reconfiguration of the public sphere in culture, either
by critically situating and setting performing arts practices in the various public spaces
already marked by hegemonic political organization and marked by distribution of power
vectors, or by critically situating and setting performing arts practices in newly established
public spaces (that we need to advocate for and insist on), and by analysing, deconstructing,
and reconfiguring the dominant and unjust social choreographies through the very means
available and specific to performing arts, and their distribution to wider social audiences and
publics. The curating performing arts institution is inclusive, and an opportunity for
overcoming the isolation of the different experiments or aesthetics and critical knowledge
production sites in society, by establishing connections and dialogue between civil society
advocacy groups and organizations, art and cultural practices, and performing artists and
choreographers.

Such approaches are empirically visible through Kino Kultura, a newly established project
space for contemporary performing arts and culture that, in its logic, is based on a hybrid
institutional model which experiments with the possible rhizomatic method of governing.
Kino Kultura is a desire for an autonomous space for contemporary performing arts and
culture that does not marginalize, or exclude forms of arts, or media, but includes traditional,
drama theatre, with experimental theatre, contemporary dance, or performance. It synthesizes
the curated programs with co-curated programs, with programs that are enhancing the

processes of work in the contemporary arts in its specificities, but also opening a possibility
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for contemporary performing arts to be social agents by allowing a larger civil society content
to be visible and present. Therefore, it has a specific governing model, which | see as
rhizomatic and which includes several bodies that communicate, redistribute power, and try
to imagine how they will progress in the decision-making without compromising the essence
of the space - institution — the artistic or cultural public content as the main resource. It is a
private space that two organizations started renting (one is a NGO and the other is a private
theatre company), and where additional partners are joining and forming programs for the
community and civil society. It has “two bodies” that create two programs, and another
“body” that is responsible for another program, “one body” of the space owners, “one” local
public governance that supports part of its infrastructural issues, or many “interrelated
bodies” of governance. Thus, it is a set of private, public, and civil bodies - in its diverse
legal forms - that aim to refigure the meaning of the public space in culture and attribute to
the reformation of the already endangered or compromised public sphere.

Kino Kultura was an agent for social and political transformations in the case in Macedonia
where the independent culture, or the larger civil society was being excluded by the
hegemonic political power vectors which were directing the local (public) institutions, or
systematically restricted the possibility of use, and thus, restricted the visibility of socially
and aesthetically relevant themes and issues. That made us, the cultural workers, or artists,
curators, and cultural producers think in terms of promoting art as an agency of social and
political change — in Suzana Milevska’s words. Or, we/they became agents of change. They
became a mediating machine producing self-governed models of public spaces, networking,
shifting through activities, collaborations, presentations, conditions of work, and other. In
becoming an agent of change, you strive for an environment where these changes can be

produced. There can be other heterogenic approaches, which should not be multiplied, but
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contextually specific, having diversified approaches sharing the ideological and value
vectors.

Kino Kultura is just a small attempt to have a shared space, where we will have better
working conditions, better possibilities to do.

Therefore, what should constitute a space/institution as an agent of societal and political
transformations, or production of a sociality and self-parreshia? What should constitute the
post-managerial paradigm and post-modern institution? These questions are answered

through the thesis, and sublimated in this chapter.

Institution is a social structure, or economic and material manifestation of a certain
ideology, and values that constitute it. It is @ means and an aim. Institutionalisation of
art doesn’t imply only location in physical format, but conceptual and perceptual
frames, i.e. discourses and praxes that recognize something and consume something
as art. Institution of art is not, just space for production, distribution and reception of
art, but also an entire field of art as a societal world.

Therefore, the institution needs to create the conditions for a production of discourses
and praxes based on certain values, and in relation to the context.

Processes of self-reflection, as well as the reflection and critique coming from
external sources need to be nurtured, since that is one of the aspects of evaluation of
the work which can bring it closer to the society. What is important is to create a
visibility for the achievements that are going beyond numbers. Therefore, running or
forming an institution has to be approached from a self-critical position as a
precondition of the institutional development on all levels.

Closed institutions want to prevent their power position, and not to redistribute it

towards the artistic, professional community, users, and public.
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Institution is a space for accumulation of audiences, a space that creates visibility of
art works that are affected by the contextual frame in which works are produced and
performed (the institutional vision and value). Space not as infrastructure only, but
space as an environment held and nurtured by the principles of work which support
the values on which the institution is formed.

Institutions need to have a clear vision, which shouldn’t be shifted according to
political or economic demands. Why are you making the institution — as a reason - not
forgetting the reason behind, building the ethics of it, as the base of the work of the
institution, as a relevant factor of its forming and responsibility towards the public,
the community. Institution, as a place of common, where arts and culture are a

resource.

The working system of the institution, or the rhizomatic approach as proposed, has to
contribute to the formation of a communication structure that would enhance
dialogue and relations in their potentiality, or as long-term partnership. The working
system has to include the possibility for an internal and external evaluation. Internal
evaluation based on self-reflection and self-critigue as open and transparent.
Transparency is a professional ethics, related to the responsibility towards the use of
the public resources. The system of functioning of the institution has to be transparent
and evaluated. Principles that would support openness and transparency have to be
developed, and consequently, they will help the development of the institution as

inclusive and open towards different communities.
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Institution has a responsibility for creating the sustainable environment, for dance is
in the institutions, but also the artists’ community, other professionals in the field, as
well as policy makers, and the educational system.

Alliances with public administrators, decision makers and the artistic sector, as well
as other sectors — education, other art forms, humanities, and also within the dance
sector, are mandatory since they are positions through which the ownership and
power can be redistributed, and allow the dispersion of the content and results.
Communication externally presupposes the development of the strategies of
communication with the policy makers, as well as other fields, as well as strategies of
partnership and alliances needed with the other sectors such as education, other art
forms, humanities, as well as within the different forms of dance.

The institution has to have a developmental role for the artistic community - needs to
address the education, artistic research, and production conditions.

Institution has to be based on theoretical approaches/reflections on curating and
methods of programming and program developing. Institution has to provide
production conditions and be a system that can run without a central managerial
power, or on bases of shared leadership. Institutions are creating the sustainability
and they have to be open towards the scene and artists.

Institutions need to balance the history and the presence in content, in aesthetics and
in support of artists; need to communicate with the surrounding, the environment; the
institutions have lost the alliances with the artists, and therefore, this has to be
addressed.

It needs to be stable in order to produce reference, in order to create open space and

flexibility.
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Leadership has to be self-critical and engage different perspectives that are affecting
it or inducing a direction. All perspectives need to be taken into account - artist,

manager, decision maker, curator, and artistic director.®*

And, to conclude, |1 am relating this work to the statement made by Sabina Sabolovi¢, a
curator from WHW Zagreb whose presentation | attended some months ago in Skopje. |
borrow the concept of what she talked about, or proposed as a perspective, which is - through
the work of Mladen Stilinovi¢ — seminal work - “Everything we see could also be otherwise
(My sweet little lamb)”.

| agree, everything we see can always be otherwise, and | think the future is in the diversity
of perspectives, and their opening. The perspective viewed through this thesis is one of the
theoretically supported approaches, maps of thoughts and experiences. There can be other,
and many views, or methodological potential approaches in thinking about the institutions in
culture, and in performing arts - dance, performance, and choreography.

We need this in the academic world, but also in the everyday work in the field, to keep trying
to develop theories, imagining, thinking, curating, governing, establishing spaces for arts,
performing arts, failing and succeeding, but never giving up in the attempt to change and

create a better environment in which we create and work in arts and culture.

8 This quote contains parts from the report the author did after the workshop she lead together with Gisela
Muller as part of the event Nomad Dance Advocates Sofia, 2015,
http://nomaddanceinstitute.tumblr.com/advocacy
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Appendix |

Case Study
Kino Kultura — Space for contemporary performing art and contemporary culture %

Introduction

KINO KULTURA is a privately owned building, nowadays operated as a public space for
contemporary performing arts and culture, with a significant collective memory and history
in the cultural and urban map of Skopje.

KINO KULTURA, an old cinema structure, is located in the centre of Skopje, on the main
pedestrian street (Macedonia), 3 Luj Paster Street no.3.

Fragmented information related to Kino Kultura’s foundation, programs, and significance to
Skopje cultural life is available in non-related research, however, not in other thematic texts
with an in-depth analysis on the existence and development of this architectural and cultural
site and space.

Due to very little information that would depict the trajectory of the historical development of
KINO KULTURA as a space and cultural site, during the research we took the opportunity to
assess different information we have come across in interviews and other materials. We

conducted interviews with Mrs. Viktorija Kostova Volchkova, an architect and daughter of

® This text is part of the research carried out by the author of this thesis and her colleague Violeta Kachakova,
of which a version is published under the title Kino Kultura — project space for contemporary performing arts
and contemporary culture, In: B. Tanurovska-Kjulavkovski, N. BodroZzi¢ and V. Kachakova, eds. 2018.
Modelling public space(s) in culture: Rethinking institutional practices in culture and historical

(dis)continuities. Skopje: Lokomotiva — Centre for new Initiatives in arts and culture.
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one of the building founders, as well as with Mr. Aco Dukovski, who was long-term manager

of the Skopje cinema theatres network Gradski Kina®™ of which Kino Kultura was part.

In one of the texts published on the Okno internet portal, the journalist Zvezdan Georgiev
(2013) talks about cinema “Kultura® and the effects of its devastation in present day. He
explains that one of the most beautiful Skopje buildings has nowadays been totally ruined. In
his description he conveys memories of the building’s importance, its surrounding and the
related cultural life:
It is not, therefore, only a cheap metaphor when one says that with the collapse of
Kino Kultura began the collapse of Macedonian culture. Because, if anything ever
rightly owned its name, it was cinema “Kultura”, a one-of-a-kind university of film,
and through it, a university of life in general. (Georgiev, 2013)
In the text, Georgiev (2013) attributes to the building the significance of a cultural monument
with an important impact on the socio-cultural life and urban development.
This space has been performing its public function for decades, failing to transform according
to the conditions and the needs dictated by the transition period, i.e. the reform of the market,
the institutions, and their roles in the country. New technologies emerged, as well as the
accessibility of the film art through video stores, which changed the focus of the audience.
The denationalization process restored the building in the property of private individuals or
the successors of the founders, who had no interest in continuing its public and cultural
function.
Zvezdan Georgiev (2013) refers to Kino Kultura as “a monument of culture” — and relates it

to numerous events in the past. One is related to the setting of the first public drama theatre

8 According to the website of the Cinematheque of Macedonia: January 17, 1948 - The City Council of Skopje
establishes a company for film showing “Gradski Kina — Skopje (City Cinema-Skopje)”,
http://www.macedonianlife.com/article.aspx?artid=00320033-0041-0031-3000-460046004600
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performance of the future Macedonian National Theatre, in Macedonian language, staged on
20™ December 1944 in cinema Uranija (later renamed in Kino Kultura). The performance

was the one-act play directed by Dimitar Kjostarov®.

The Creation of Kino Kultura — History

Kino Kultura is the only cinema-theatre building to survive through the historic deserts,
socio-political, economic, and cultural transformations, a living monument or structure of
Skopje cultural life since 1973.

The first construction projects for the building known as Kino Kultura (according to the
documentation from the Archive of the City of Skopje) originated in 1933. There are
assumptions that this is maybe the first building in Skopje planned and designed since day
one as a cinema, named in the project documentation as “cinema-theatre”.

A document confirms that in 1933, the enterprise “Jovan and Nikifor Kostic” submitted a
request to start a procedure for obtaining a construction licence for a building designed to be
a “cinema-theatre” on the parcel owned by the owners of the said enterprise, today on Luj
Paster Street, number 3.

After the death of Jovan Kostic, his sons inherited the business as full owners®. In some
publicly available information, the name of Filota Nichota appears as the owner, although he
was a founding partner of the enterprise in 1936, and managed other projects. In 1938, the

collaboration was terminated and he was compensated for all joint investments.

8 This information can also be found on the website of the Theatre Institute of Macedonia

http://www.mactheatre.edu.mk/main/timeline_mac.html

8 Jovan Kostic in 1923/24 launched a retail sale business. Around 1930, Jovan involved his brother, Nikifor Kostic, in the

business. As of this moment the firm is managed under the name “Jovan and Nikifor Kostic”.
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The enterprise dealt with wholesale and had numerous activities, the construction of the
cinema being one of them. In 1941, the firm “Jovan and Nikifor Kostic” ceased to exist.
During the subsequent war period the building was managed by the common firm of the
Kostovi (Kostic) brothers, registered under the name “Urania”.

The first building project was designed by the Russian architect lvan Artemushkin in 1933, at
the same time when the construction licence was requested. In 1936, the entire
documentation was completed, i.e. it was elaborated according to the applicable legislation,
standards and regulations. The harmonization with the urban development plan, along with
the regulation and construction lines, was completed, and a construction licence was
obtained. The project according to which the building was constructed is signed by the
architect Kiril Zernovski, who is also a contractor of the building. The construction began on
1% September 1936, and the building was completed on 15" February 1937.

The official inauguration happened on 1% March 1937, when the building was opened and put
in function under the name “Urania”. From 1937 to 1945, the building Kino Kultura was
managed as a part of the family business and was the pride of the firm and the family.

The building is a solid construction, a combination of bearing walls of full bricks and
reinforced concrete pillars. The mezzanine constructions are reinforced concrete ceilings. The
damages made by the Skopje 1963 earthquake®® were repaired with reinforced concrete lanes
that fortified the massive walls bearing the ceiling construction of the rooms in the basement
and the lobby, and the building was seismically stabilized, according to the applicable
legislation.

According to the architect Viktorija Kostova Velichkova, the building style can be considered
as neo-classicism, although it remains a subject for discussion because it can also be

interpreted as a modest form of the international style originating in the 1930s, further

% https://en.wikipedia.org/wiki/1963_Skopje_earthquake
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developed in architecture cleared of decorative details, focusing on form and composition. Its
fagade has remained to this day unchanged. What also remains unchanged is the functional
side of the central space in the building, which from the very beginning was conceived as a
theatre with an entry hall and two gallery halls on the floors, linked to the stair cores placed
on both sides. This space is used today as a cinema, but has been reconstructed in order to be
used as a theatre space above all, but also to respond to the needs of different cultural
contents, i.e. has been adapted in order to be multifunctional.
In his text, Zvezdan Georgiev comments on the initial technological furnishings and the
repertory:
The most recent cinema-operator equipment (the German film camera “Ermenand 2”)
was purchased supposedly for 80 golden Napoleons. The equipment was installed by
two professionals from Austria. Anyways, despite the competition, the cinema, given
its modernity, became instant attraction, and before every projection a brass orchestra
would play in front of the cinema while the audience stood under the “luxes” (gas
lights), listening to a conferencier reading the content of the film. The films were
licensed and acquired from the most prominent film production and distribution
companies like “Metro-Goldwyn-Mayer”, “Ufa”, “Paramount”, and “20th Century
Fox”. (Georgiev, 2013)
In 1939, Kino Kultura signed a contract with Avala Film Belgrade for the distribution of
films projected at the time in Cinema Urania. During the war period, the basement space was
not functional, whereas the theatre remained active. There are documents confirming active
repertory and film projection in 1939. The film program of the cinema in this period was
characterized as being of a propaganda character, that is, the cinema operated under severely
defined rules and, in occupation conditions. Films could only be acquired from Sofia. A

contract was signed for a package of films containing one or two films interesting for the
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audience, and seven, eight or nine propaganda films the cinema was obliged to project a
certain number of times during the period indicated in the contract. The owners were not
allowed to close the cinema, and had to maintain the business. The propaganda films were
projected during the least attractive periods of the day — morning cinema or early in the
afternoon. The Kostovi family was part of the young bourgeoisie of the pre-war Yugoslavia,
therefore even in war conditions they abode by market terms, respecting the business logic
and their family’s survival needs.

According to archive sources, the building was declared, during this period, as a building of
cultural importance for the development of a propaganda system on current activities.

With a decision of the central Yugoslav authorities at the time, cinemas were proclaimed
monuments of culture with a particular importance for the new social order. As such, all
cinemas in Macedonia, to the last one, were nationalized according to the same model: with
an “accusation for collaboration with the enemy” they were extorted as “declarations of gift”.
The building, obtained by the state, belonged to FIDIMA, whose director at the time was
Blagoja Drnkov. In 1945, the building was given the name Kino Kultura, and it later became
a part of the legal entity Gradski Kina, i.e. distributed according to the system of public
enterprises as part of the state enterprise Gradski Kina®, which run 18 cinema theatres in
Skopje. This “state enterprise of particular social interest” had a Workers” Council composed
of 24 people (out of whom 12 from the internal structure of Gradski Kina, and 12
representatives of state institutions, media, etc.). Twenty out of the total number were

employed to work in Kino Kultura, according to Aco Dukovski®*.

% After the earthquake of 1963 the need to open cinema theaters in several subdivisions in Skopje was established. These
cinema theaters were a part of the local communities, cultural homes (their entities were not legally regulated), up until 1990

when there remained only 4 central cinemas: Kino Vardar, Kino Kultura, Kino Manaki, and Kino Centar.

1 Dukovski is director of Kino Kultura (then under Gradski Kina) from 1984/85 to 2003, when he resigned. Dukovski took over
the building of Kino Kultura completely as part of Gradski Kina (and it keeps its name, Kino Kultura). The director before him
was Kuzman Kuzmanovski.
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Gradski Kina covered the overall cinema theatres’ expenses solely from ticket sales, as a self-
sustainable financial entity, without the participation of state or private funds (including the
entire infrastructure maintenance of 18 cinema theatres, around 100 employees, overall film
programme, etc.).

After 1990, Gradski Kina remained a public enterprise since it wasn’t able to obtain a

privatization licence.

Development and Functionality of the Building

Due to modification in the security system, the original project (1933) was changed in the
evacuation exits, with two security doors added to the cinema theatre.

The rest of the changes were not functional but were related to the programme activities
developed in certain periods in the building.

The building has undergone through several stages of functional renovation: after the Skopje
1963 earthquake, there was a stage of renovation which lasted during the 1960s and 1970s,
and it is considered that until the 1980s the renovation stage was completed. The restoration
of the building was completed by 1964/65 (according to the documentation of the
construction company “Pelagonija” that also carried out the construction work.)

The building’s basement was projected to be a night bar, according to Zernovski’s project. It
is possible that this function was maintained until the beginning of the war in 1941 although
there is no documentation to establish the validity of such a claim. During the war it was only
a basement, but there is no evidence as to how this part was used after the war up until the
adaptation of the Bambi/Manaki cinema.

More precisely, from the 1960s, the functional and other interventions to the building were

performed in the following order: several years before the 1963 earthquake there was a
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conversion of the basement, adapting it into the children’s cinema “Bambi”. After the 1963
earthquake, construction interventions were made to restore the building. In the 1980s, the
cinema theater “Bambi” was renamed to “Manaki”, seizing to function as a children’s cinema
with the change of the programme content.

There was also an intervention on the second floor of the frontal part to the facade, while the
office space was commercialized and converted into the coffee bar "Cinema". Later, the hall
in front of the first gallery on the first floor was remodelled, creating the space for the pocket
cinema "Paradiso".

In the eighties of the last century, the interior of the great hall of Kino Kultura was also
redesigned, and the elegant retro design with boxes on the back wall of the ground floor, the
seats at tables of marble, legs of wrought iron in the first gallery, and ceiling with hidden
lights in a centrally located circular profilation modelled in plaster received a "modern” look
with a rich colourful solution. Today this design still exists, still retro from today's
perspective as well. Later the "Cinema" space was closed, and also part of the ground floor
was rented for commercial activities (retail, café etc.).

In the initial idea for the building, the focus was on the social involvement of active viewers,
i.e. its architecture was conceived to provide spaces for socialization of the audience. The
initial object of Kino Kultura included two gallery spaces (under the current section called
Cinema Paradiso), strictly for social cohesion of people, the audience, after the projection of
the film content.

Therefore, it can be noted that at the time culture was understood as a cohesive factor, so the
building was designed to achieve that function, i.e. in the cinema (Kino) Kultura the gallery
spaces were built specifically designed for socialization. If compared with how the spaces of
cinema theatres are organised today, or their location in the malls, we can immediately

observe that the priority is to encourage consumerism.
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Today, the building’s spaces are the following:

1. MAIN CINEMA THEATER / KINO KULTURA - 330m2 plus two balconies
240m?2

2. UNDERGROUND CINEMA [/ KINO MANAKI/BAMBI (or BASEMENT) -
280m2

3. POCKET CINEMA / PARADISO - 100m2 (space

4. Office on the first floor / 40m2

5. Office 2 on the second floor / 110 m2

6. Coffee bar space / approx. 60m2

Today

With the denationalization in 2007, the building was restored to the owners’ successors, after
being seized in 1945 by the state.

After its denationalization, the building was not used, 1.e. wasn’t rented again and remained
empty. The owners sought ways to put it into function, but due to certain obstacles, it
remained empty until 2015.

Lokomotiva, in partnership with the Theatre Navigator, both organizations working in the
field of performing arts, had been searching a long time for a space for the realization of their
activities. Among the many spaces we found, a number of them were private and some state-
owned.

Having in mind that the opening of a space for contemporary performing arts, which was our
organizations’ idea, is of public importance, we asked for the support of the local and central

authorities and failed to secure it.
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In Kino Kultura we found the infrastructural suitability to perform our ideas. Moreover, for
us it was also important that this space has significant history in the development of the
socio-cultural life in the city.

We believed the space could respond to the ideas and needs not only of these organizations
but also to the wider cultural community.

Kino Kultura became a new space for contemporary performing arts and culture in 2015,
founded by Theatre Navigator Cvetko, a private theatre company and Lokomotiva - Centre
for New Initiatives in Arts and Culture, a civil society or non-governmental organization.
Only part of the space is rented, managed according to an internal model of governing we are
aiming to develop.

The politics of programming are based on mutually agreed program lines described further

below.

Key questions on the model development of Kino Kultura

In order to even start deliberating on new approaches to governance and operational models,
a certain set of basic questions has to be addressed. These pertain to detecting the adequate
model of governance according to the standing state-of-art in a given cultural space. To be
precise, every model of participatory governance has its own logic and it is unadvisable for
models to be copied from one case to another as they are highly, if not entirely dependent on
the context. The key questions are the following: Who are the involved actors?, How are
responsibilities delegated between the actors?, What is the governing structure?, Who has the
authority of decision-making?, How are the different actors included in the decision-making
processes?, How are decision-making processes defined and regulated?, In what way is

communication between different actors ensured and sustained?, Who are the owners of the
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infrastructure?, Who is using the infrastructure?, What are the contractual conditions and
relationships between the owners and users of the infrastructure?, What are the modes of
using the infrastructure?, How many actors are directly and indirectly involved in using the
infrastructure?, What are the internal rules and regulations on the usage of the infrastructure?,
What is the typology of the infrastructure?, What is the main purpose behind the use of the
infrastructure?, What are the modes of engaging the cultural and wider social community in
the activities of the space?, What are the planning methods for developing the infrastructure
towards enabling further programme development?, What are the safety aspects of the

infrastructure usage?

How we think of Kino Kultura

The answers to the above listed questions, the background documents and the theoretical
overview of the new models of governance were the guiding markers for devising the future
centre for contemporary performing arts and contemporary culture, or alternating the existing
one. The particular aim is to detect three levels of functioning: governance level;
organisational level; and programming level. These three levels encompassed multitude of
involved or prospective actors; from the owners of the infrastructure to the organisations
renting/using the venue to the wider spectre of standing and prospective users (NGO
organisations, private companies, individual artists etc.); local government and local
community/the public — the audiences.

Moreover, our intention is to plan the expansion of Kino Kultura as a space - in the sense of
spreading the activities to the entire infrastructural capacity of 1.160m2, rather than only the
current % of the capacity (330m2), but also is to think of Kino Kultura as a concept that
doesn’t need to be related only to this certain space.

However, in this study we reflect on the first scenario.
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Legal/contractual aspect

Kino Kultura was initiated and developed by the main partners and co-founders Theatre
Navigator Cvetko and Lokomotiva, as a non-existing but highly needed, public space for
contemporary arts and culture, with the focus on the performance arts. After locating this
space in 2015 in the Kino Kultura building, the main partners entered the negotiation process
with the building owners (10 persons with different property share). The negotiations resulted
in two subsequent rental arguments, from which the second one on 5 years, active until 2020.
The rental agreement was signed between Theatre Navigator Cvetko and the building owners,
which enables using part of the space (main scene, entering hall, first floor balcony and the
office) for performing art and cultural programme. In order to enable equal partnership
position in the governing, organisational and programme structure between the main partners,
Theatre Navigator Cvetko signed an additional agreement with Lokomotiva for programme
and management collaboration of Kino Kultura as a project space for contemporary
performing arts and culture. The main partners decide on the organizational structure and
delegation of the responsibilities. Through this structure, both legal entities are equally
engaged in the realisation of the programme activities as well as fundraising that should
enable the operational and programme substantiality. The main financial partner to support
the idea and development of Kino Kultura was/and still is the Municipality of Centre®.
Municipality support is received as a yearly project based grant to Theatre Navigator Cvetko.
Each year the partner must apply to the municipality for the yearly funding, which doesn’t
guaranty the funding and the acquired amount per grant. Additionally, both partners work on

enabling sufficient funds for maintaining the space through project based funding on national,

92 http://opstinacentar.gov.mk/
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regional and international level, donations, sponsorship and collaborations. Putting all this
aspects in contractual relations in the realm of current legislation, we have performed
contractual public-private partnership, which extends its practices to a specific public-
private-civil partnership taking in consideration all Kino Kultura stakeholders — main
partners, space owners and the municipality, with the potentiality of including other public
and private actors as important stakeholders in the further development and suitability of

Kino Kultura.

Operational aspect

The overall space and programme operation of Kino Kultura is performed by five persons, a
team formed by representatives from the Theatre Navigator Cvetko and Lokomotiva. Hence,
beside their current working positions within their main organization bases, the working
obligations of Kino Kultura team members were extended to structural, running and
operational maintaining of the space as well as management and coordination of the overall
programme within. It is an unbalanced position since on the one side, half of the team is
performing extra work on voluntary basis in order to maintain the space, and on the other,
Kino Kultura requires a steady full time operational personnel to comply with the need for
operational and programme sustainability of the space. In order to cover this operational gap,
the current Kino Kultura team is overburdened with working responsible towards maintaining
basic sustainability and existence of the space. In this context, positive changes are needed to
enable new partnership relations in the realm of public — private — civil partnership. For that
reason, the main partners are advocating for better support from public funds on national and

local level, they are applying for infrastructural funds or requirements for donations that will
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improve the space and technical capacities and are developing strategic partnerships, which

besides the programme will also support the operational level of Kino Kultura.

Programme aspects (goals, instruments, analyses)

Kino Kultura is a unique space in regards to its structure and programme orientations. It is a
space with a distinctive programme of contemporary art and culture content, with accent on
the performing arts but also a content developed by the larger citizens’ community, reflecting
the recent and important questions in society. It is an open space freed of top-down decision-
making, a space that provides freedom of speech, diversity and expression. Kino Kultura is
an open space in which artists and cultural workers have the opportunity to develop and
present contemporary concepts in the field of performing arts and wider. Their programmes
involve many Macedonian and international partners, networks, projects, whose primarily
aim is to review the models of collaboration between artists, theoreticians, critics, cultural
workers, programmers of festival etc. Thereby, it opens possibilities for audience
development as well as networking between related organizations, partners and beneficiaries
of the programmes.

In the two years working as a space for contemporary performing arts and culture, Kino
Kultura has become a positive example of a privately owned spaced, managed by private
(non-profit) cultural actors, with a public function.

The basic programme frame of Kino Kultura is composed of 4 programme lines: Theatre
Navigator, Lokomotiva [as programmes developed by the main partners related to performing
arts (theatre, dance and performance], Open space (programme developed in collaboration

with other organizations from the independent cultural scene and from the wider civil sector,
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individuals and informal groups) and Together (animation and educational programme for
creative development of the larger community).

The programme lines related to Theatre Navigator and Lokomotiva are curated, and Open
Space and Together are lines opened to proposals and not regulated by a selection process or
defined with aesthetic criteria or curatorial concept. Activities realised in Kino Kultura
include theatre performances, performances in the field of contemporary dance and
performance art, workshops for professionals and citizens, conferences, artistic researches,
residences, educational programmes, different type of festivals, book promotions, concerts
etc.

Aiming to test a possible aspect of participatory governing, as a base for further model
development, the main partners developed the Advisory Body of Open Space. It is a
temporary body composed of different representatives from independent culture and civil
sector, with a mandate to develop a “Protocol for collaboration with the civil society in the
frame of the Kino Kultura’s programme line Open Scene”. The members of the Advisory
Body have different professional backgrounds and knowledge they can contribute in the
process of development of the Open Scene protocol for collaboration. The Protocol
comprises of two main types of collaborations: 1.Partnership collaboration - developing a
space for critical reflection on social issues based on strategic long-term programme
development that will support the operational - human, technical and financial aspect of the
space; and 2.Collaboration with the wider community or users of the spaces; organisations
dealing with culture and art, with socio-cultural themes and topics that concern the
development of civil society, democracy and human rights and have an interest in supporting
and having their programmes in the space where a critical reflection on social issues is being
created. The protocol regulates the use of the line Open Scene in accordance with the

available space, time and technical capacities. The protocol is a result of an open model of
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cooperation and active participation of various actors from the civil society. The Protocol will
enable a defined, transparent and democratic approach in the development of the Open Scene
programmes, which will strengthen the established and create new long-term strategic
partnerships and opportunities to develop activities with the wider civil society. The protocol
is a result of a commune work relying on the principles of democracy, equity, solidarity,
participation, respect for diversity, transparency, social responsibility and care for others.
——

Taking into consideration all three (legal, operational and programme) aspects in the frame of
two years’ working experience, we faced a situation where the main partners, responsible for
the contractual and operational aspect in the scope of their activity, were becoming
predominantly involved in facilitating the space for different productions rather than
production of their own work. This situation has to be solved through a process that should
enable the needed human capacities for full operation and implementation of the current and
potential programme content. This can be done though better structural funding developed on
the premises of partnership, joint working and taking care of the places of common interest
which provide public content. Thus, Kino Kultura is open for development of bigger and
stronger partnerships that will integrate the existing capacities in the scene. So, together they
will work on creating relevant, dynamic and more visible contemporary art and cultural
content functioning also as a larger operational platform, which will provide the needed
structural and human support.

The current governing structure, which consists of equal level of rights and responsibility,
stays within the main partners and co-founders of Kino Kultura, Theatre Navigator Cvetko
and Lokomotiva. However, models and plans for further inclusion of other partners on equal

level are to be developed and implemented.
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Possible Models

Within the approach in the development of Kino Kultura there is a specific situation, where
organizations- founders have a different legal status, Lokomotiva being a civil organization
and Theatre Navigator Cvetko a private theatre company. Their purpose is to produce
publically relevant art and cultural content, without profit oriented activities, although from a
legal aspect, Cvetko can engage in such activities. However, both organizations are oriented
toward development and rethinking of the model that would amplify the public relevance and
value.

The model of governing Kino Kultura can be developed in the above mentioned directions
and applied through different legal frameworks — cultural institution; foundation, and
company. All of the legal frameworks have their own regulative standpoints and are open to
the level of hybridisation as much as the regulation allows. According to those levels, the
choice between one legal format from the other becomes clearer (i.e. the option should be the
legal format that allows for most operational and governing flexibility, hybridity and
adaptability).

Legal levels, as mentioned before, are not satisfactory and the development of new, relevant

institutional models and public spaces in Macedonia requires a legislative change.

Recommendations — contributions to finding a way forward

Many attempts were made during the workshop to assess the optimal way forward in
developing “Kino Kultura”. What came as apparent, that there are obvious obstacles in sense
of “personalized cultural policies” and limited resources, both in regulative and financial
terms. Also, the formation of a more concrete cooperation between the civil-society

organisations, the current and potential users, was considered as premature at present.
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For that reason, the following was concluded and it should serve as a direction of planning

action:

The civil society partner organisations should form a “Kino Kultura” platform. The
task of the platform should be to discuss and negotiate terms of cooperation between
all stakeholders in the platform. This is a first step towards enabiling participation and
wider inclusion.

The platform should have a time limit of existence and should serve as a tactical
cooperative endeavour of organisations that use or/and will use “Kino Kultura”. The
proposed period for platform is three years. During the three years, organisations
included in the platform should (possibly) take turns in leading the platform so that no
single organisation has to take the entire weight of financial, time and people
management of the platform.

Within the three years, platform should: devise a Management Plan for “Kino
Kultura”. The Management plan must regulate key aspects of operation: what type of
cultural space is “Kino Kultura”? What kind of cultural production does it support and
promote? What type of organisations and what profile of cultural and artistic activity
holds a priority in “Kino Kultura”? Who are the key stakeholders? What are their
levels of involvement and responsibility? What is the mode of financial operation and
funding scheme?

In line with the setting the conceptual founding of the “Kino Kultura”, the platform
should support the programmes planned by the core organisations, namely
programmes “Open Space”, “Together”, etc. The programme planning shall also
respect the annual programmes’ timetable and requirements by the two core

organisations Theatre Navogator Cvetko and Lokomotiva. In this way, the civil and
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programme constituency is built without harming the original production and
programmes.

The management of the spatial resource has to take into account the following
categories upon which a financial plan must be created: rent and running costs (on
annual basis); technical equipment and maintenance (encompassing capital
investment for purchase of the equipment); financial planning and accounting; the
dynamics in workforce (the number of employees and the contract status / full time or
part time); cleaning and maintenance; programme planning; educational programme
for the employees and associates (cultural education in fields as arts management,
fund raising, curatorial practices, etc.).

Long-term wise, the financial plan must be made for the restoration/renovation of the
entire “Kino Kulture” building, in order to activate it fully with cultural activity. This
line of planning must be done in accordance with the owners, local government and
the partners from the civil society sector. Ideally, such restoration project should be
included in the priority list of capital investments for the Ministry of Culture (the site
has a 2" degree of protection).

Special consideration has to be given to the commercial aspect of the “Kino Kultura”
functioning. This refers to the organizing of the bar, bookshop, socio-creative
industries shops and sales of creative merchandise that is a product of socially
responsible enterprises. Then public tender for the use of commercial spaces should
be done by invitation and announced by the owners and civil society actor, or the
“Kino Kultura” platform. Prior to this, the original contract from 2015 should be
amended so that additional spaces can be annexed in the lease and permitted to be

sub-leased for above listed purposes (bar, bookshop, etc.).
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Proposed timeline of action

- 2017: formation of “Kino Kultura” platform, preparation for Alliance “Kino Kultura”,
pre-negotiation of the relationship with the owners (inclusion of the owners as
stakeholders). The civil formation of the platform is created from the non-
governmental organisation in arts and culture; independent artists and cultural wokers;
and private initiative in culture. The work of the platform is based on co-sharing of
responsibilities and funds for the functioning of the platform. One of the first
activities of the platform is to prepare the ground documents that regulate the platform
itself, its constituency, main ethos, rationale and objectives of operation. This
document should be devised and considered as a strategic plan for “Kino Kultura”. Its
time span should be divided into two parts — the initial preparatory period (up to the
end of 2018, of the founding of the new legal entity) and up to 2025 in order to
propose sustainable plans, mechanisms and instruments through which “Kino
Kultura” will function and be maintained. The membership in the platform should
include the key actors from the CSO sector, encompassing current partner
organisations and producers of the programme in “Kino Kultura”, but should
anticipate the inclusion of local government/municipality and local community.
Municipality being one of the key funders of “Kino Kultura” should definitely be
included in the governance levels as a stakeholder and partner for the future planning

of “Kino Kultura”.

- 2018: formation of Alliance “Kino Kultura” and the establishment of the criteria for
usage of the “Kino Kultura” centre/venue. This is the professionalization stage of the
“Kino Kultura” development t in that platform becomes “legalized” as an alliance of

civil society associations and the criteria is set as a result of guiding principle and
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ambitions for achieving sustainable functioning. The criteria are based on the two-
tiered approach: the first is qualitative in sense that is promotes the profile of
programme (critical and reflexive cultural and artistic practices that foster innovative
modes of contemporary creativity; programmes that demonstrate a clear shift away
from the dominant cultural practices; innovative collaborative practices in arts and
culture, but also across sectors (education, science, tourism, environmental
protection). The second is concerned with the financial sustainability of the venue and
regulates the ratio between modes of usage. This entails the percentages of space
usage for free or without a fee; percentage for a price that has a scale depending on
the quality of the programme and the profile of the programme producer (in
accordance with the qualitative criteria); and straight commercial rent of the space in
full price but with disclaimer that any programme has to comply with the overall
concept of the “Kino Kulture” (namely, the commercial use cannot entail dominant
forms of culture, like commercial pop-folk music, political and religious gatherings,
and any other forms of content that do not promote tolerance and inclusiveness).
During this phase, it would be advisable to include Ministry of Culture in the
deliberation on the future legal formation of “Kino Kultura”, which will be an
innovation in national cultural sector and institutional setting. For this reason, the
Ministry of Culture should “stay close” during the consultation period in order to
provide support from the national level and to prepare for the possible change in the
cultural policy structures that would then accommodate further examples of mixed
and hybrid institutions based on cooperative and participative governance. The
Alliance should form an Advisory Board that would inform, supervise, follow and

work on the process of forming a legal entity.
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2019: formation of legal entity “Kino Kultura”. “Kino Kultura” can take several options. One
of the most feasible one was the combination of civil-private partnerships with the public
stakeholders in form of foundation. This entails the founding of the private entity in which
civil society actors holds the equal position among the stakeholders. The ratio of this model is
that the private owners invest their infrastructure in the foundation (or the hardware), while
the civil partners invest the programme (or the software). Combined, this type of cooperation
forms a unique instance not only in South East Europe, but also in wider international cultural
scene. In this combination, the public authorities are limited to being partners as funders, but
not as co-founding body of the new established foundation. There are two readings to this
situation. The first is that the limited involvement of the public authorities means limited
political influence over the matter and greater autonomy in developing “Kino Kultura”. The
second one is that without the public authority, the objective of long-term sustainability can
be hindered. Moreover, the inclusion of public authorities ensures the “public” visibility and,
in a sense, the value of the whole endeavour.

This has to be considered carefully throughout the 2017 and 2018.%
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REZIME DISERTACIJE NA SRPSKOM JEZIKU

Kpo3 mpernen Teopuja MHCTHTYIMja, aHAIM3€ jJaBHUX MOJMTUKA M COLMO-TIOJHUTUYKOT
KOHTEKCTa, y OBOj TE€3M MPEHIOKECHH CY TEOPUJCKM U METOJOJOIIKA OKBHPH 32
KOHIICTITyaIM3alljy HMHCTUTYIMja 3a wu3Bohauke yMETHOCTH, OJHOCHO 3a CaBpEMEHE
neppopmaTuBHE Tpakce (rwiec, mepdopMaHc U Kopeorpadwuja), koju he ce y oBoj Te3u
JOCIICIHO MMEHOBAaTH W3BOhAYKUM YMETHOCTHMA, jep Cy Hajuemhie Tako O3HAYCHH Y
npakcama KyJITYpHHX IOJUTHKA. 3a MOTpede aHaiu3e M Iperiiefia CUCTeMa KYJITYPHHX
WHCTUTYIMja, TPEIIOKEH je& TEOPHUjCKH OKBHP IOCTMOJIEPHE MEPCIICKTUBE KOjH J0Ja3u M3
OpraHm3aIlyjCcKe Teoprje Koja ce (hoKycHpa Ha IEKOHCTPYKIIM]Y OPTaHHU3AINjCKUX TEKCTOBA,
nectabunmu3yjyhu MeHaiepcke HICOJIOTHjE W MOJCPHUCTHYKE MOJCNIe OpraHW30Bama U
TEOpeTH3Upamba, OTKPHBajyhM MapruHaIM30BaHE W MOTHCHYTE, PpEIpEecCUpaHe CTaBOBE,

noJip>kaBajyhu pedaexcuBHe U HHKITY3UBHE (POpME TEOPETU3UPaba U OPraHU30Bamkba.

OBakaB CcTaB HYAM TEOPUJCKY OCHOBY 3a MPEHCIIUTHUBAEkE OpraHU3allMoOHOr Qopmara
KyJITypHE HWHCTUTYIHj€ KpO3 JEKOHCTPYKIM]Y MEHAIMEHTCKOI MOJella, IITO j€é CBaKaKo
YCJIOBJbEHO H-EHUM caj[pXkKajeM, Kao U MOJUTHYKUM U HJICOJIOUIKUM IpeMUcaMa Ha KOjuMa je
ycroctaBjbeHa. OBa Teopujcka MEepcreKTHBa mocMmarpa miec, kopeorpadujy u neppopmanc
Kao mpoluupeHe mneppopMaTHBHE Mpakce WIM Kao mneppopmaHc/uzBohauke yMETHOCTH,
HyJnehn JeKOHCTPYKUHM]y IOMMHAaHTHMX MEHAIepCKUX MoJeNla HWHCTHTyLHja Yy o0jacTu
Kopeorpaduje, rieca u neppopmanca, Oanera U MO30pUIITa U HyJdehu HOBY MeHayepcKy

NEPCIICKTUBY.

Taxohe, oBaj mpucTyn Hyau MOTyhHOCT Ja c€ OBE yMETHHYKE MpaKCe pa3MOTpe KPo3 HOBH
yrao KOju, y OBOM CIIy4ajy, HUj€ YCJIOBJbEH TUCIUIUIMHOM WJIM TPAIUINjOM KAao MOJTa3HUM

nosbuma BpegHoctu. OBae ce mpenga)ke M KOPUCTH Kao METOJOJOLIKM IMPHUCTYI
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OeKOHCMPYKYUja — MOOepHUCmUYKe  MeHauepcke  napaoueme  KVIMYPHUX — YCMAHOB8A
MOKymaBajyhn ga mojaya TJIac jeAHOT MAapTHHAIM30BAaHOT T10Jba, MpykKajyhu HOBE
pedekcuBHe popMe TEOPETH3UPAKHA U OPTaHU30BAbA.

OBa mepcrneKTuBa HyAH MOCTMOACPHY MEHAIEPCKY MApaJUrMy y KYJITYpH U OJHOCH C€ Ha
OHO IITO je y Te3W O3HAYECHO MO0jMOBHMA: MOCTMOJEPHA MHCTUTYLIM]a, Capambha, XEeTePOreHU
MEHAIMEHT, CaMOOPTaHU30BaHU cucTeMu. HaumH (opmupama TakBe MHCTUTYIHjE je KpO3
MApTUIHUIIATUBHO YIIPaBJhakhe U PU3OMATCKO YIPaBJbamkhe (OPraHU3alMOHO) Ca 3ajeTHHYKUM
PYKOBOJICTBOM. TO je MOBE3aHO ca MPUCTYIIOM y KPEHpamy MOJIUTHKE HA Oeberbe NoAUmuKe
(dparuhesuh, Ipesruh 2017).

Tesza npemiake MHCTUTYIH]Y Kao Mporu3Bohada APyIMITBEHOCTH WJIH COIHJATHO U MOJIUTHIKU
pENIeBaHTHOT CaJipikaja HACyNpoT yCTaHOBE Kao mpousBohada ecteTnke. TakBa MHCTHTYIH]jA
Ce Halla3W Ha TMOJbY ocpanuyeHe npou3soore (bypauje) rme cy Moryhw mporpecuBHU
MPUCTYIIH, WIA Ha TI0JbY KOj€ TeKH ayTOHOMH]H TJIe CYy MPUHIIUIH oJpeheHr OJ lUX CaMUX,
umu o peunma Cajmona Illemka, camo-yBohewmem. OHe pame ca cTparerdjama Koje Ou

1o0oJbIIIATIE CTBAPALE KYAMmype Keaaumema.

Jloktopcka Te3a oOyxmata 323 cTpaHulle, Koje mMmajy crieache memoBe: campikaj, TpBO
MorJiaBjbe: yBOJ (IIECT TOTMOTJaBJba), APYro TMOMIaB/ke (IIECT MOTIOrIaBiba), Tpehe
MoTJIaBJbe (YETUPH TIOTIOTIIaBJba), YETBPTO TOTJIaBJbe (TPH MOTIIOTIIABIbA), TIETO TMOTJIABIbE
(JeTHpH TOTIIOTIIaBIbha), MIECTO IOTJIABIbE (YETHPH IOTIIOTIABIbA), CEAMO IIOTJaBJbe: Kao
3aKJbY4YaK KOJU CaJapKHU JETHO TOTMOIJIaB/be, M HA Kpajy Kao J0JaTak, CTyAuja Ciydaja.
Canprkaj ocMmor moryiaBsba: oubdmuorpaduja u ouorpaduja. Texct uma u 93 dycnora u 107
pedepenta.

VY yBonay cy pa3palieHu KJby4HH aclieKTH IMOMOhy KOjuX ce caBpeMeHe M3Bolhauke yMETHUYKE

HHCTUTYIIje Mory naa (mpe)popmupajy, mpemiakyhu MepcreKTUBy yBohema HOBE
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WHCTUTYLIMOHATHE BPEIHOCTH KPO3 MHUKPONOJIMTUYKE YMETHHYKE IpaKce W JPYIITBEHO
peneBaHTaH caAp)kaj Kao MpHHLMIA ,[IOHOBHOT IpOHAJlacKa® jaBHUX WHCTHTynHja. OBO
Ka3yje Ja je MHCTUTYIIHOHATHA MOJEN Moryh Kao KOHTEKCTHH MOJEI, a HHCTUTYIHja MOXKE
OUTHM JpPYIITBEHM areHT Koju omoryhaBa XeTeporeHOCT YMETHOCTH WJIH HUXOB
'MHCTUTYIIMOHAIIHA TPEeBOA' Yy AaTh KOHTEKCT. POKyC je Ha pa3BOjy HMHCTHUTYIIHOHAIHOT
Mojienia (TEOPETCKU MOApKaH U OMOryheH Kpo3 MeXaHHW3Me MPaKTHYHHUX IOJUTHKA) KOjU
Tpeba nma oOyxBaTm HM3BOhAUKy Tpakcy Koja ce 0aBu KopeorpadujoM Kao IPONIHPESHOM
mpakcoMm, Tpetupajyhu mepdopmaHc H3 NEpCHEKTHBE Pa3IMYUTHX MeIuja, Mpoumupyjyhu
JTMCHUIUIMHAPHE TPaHULE U3BOhema UT/I.

IIpeaMer HMcTpazkuBamkba y OBOj Te3M OJHOCH C€ Ha I10jaM HHCTHTYLHUjE Yy KYITYpH,
UACHTU(DHUKAIN]Y METOIOJIOMIKKX, TEOPUjCKUX U moauTuukux (policy) moreHmujana koju he
OoMOTryhuTH HEroBo /Jajbe UCTPaKMBAIE, MPOYYaBAKE M NMPUMEHY Yy oxapeheHoMm cormo-
KyJITypHOM, E€KOHOMCKOM U TIOJMTHYKOM KOHTEKCTy. Peu je o0 aHamm3um pa3iInduTux
TEOPUJCKUX JHUCKYpCa, KOJU YKJbydyjy COLMOJOTH]Y, TEOpPH]y OpraHu3aiuje, KpUTHUKY
TEOpH]y, CTy/IMj€ YUNHKA U TEOpHUjy ynpaBibama. lllTaBuie, oHa ykibyuyje U aHaIu3y MpaKkcu
Y TPUHIMIA paja y IUBHIHOM CEKTOPY, OJHOCHO HE3aBUCHOM CEKTOpY y MakelnoHWju H
6uBIIOj JyrociaBuju, y KOjeM ce OCTBapyje HajBehH /1e0 CaBpeMEHMX YMETHHYKHUX MPaKCH.
TakaB WHAOYKTHBHW TpuUcTyn omoryhaBa peneduHucame caBpeMEHE WHCTUTYIIH]jE
nepopMaTHBHIX YMETHOCTH Kao YMETHHYKOT cucrtema. [Ipeamer ucrpaxuBama oOyxBaTa
cnenehe xommoHeHTe: 1. yrmpaBibame KyJATYPHHM WHCTHUTYIMjaMa (TeopHja OpraHHU3aIlfje,
COITMOJIOTH]ja, TEOpHja YIpaBJbamka, KPUTHIKA TEOpHja); 2. HHTEPIUCIMIDTMHAPHA TIPUCTYI Y
YMETHOCTH; MHKpPOOPTaHH3aIllMOHE MoJeNe, HHXOBE Ipakce (TporpaMupame, capajrmba,
KypaTHpame), CTpaTerje U TaKTHKE; 3. KYITYPHY MOJIMTHKY U JAPYIITBEHO-TIOJIUTHYKH Pa3Boj

(koHTEKCTYyanu3anuja nepHopMaTUBHUX YMETHOCTH).
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HcrpaxkuBauko nutame je: Koju cy TEOpHjCKM M KYATYPHO-TIOJIMTUYKH TPUCTYIH KOjH
MOTYy OAroBapaTH TNOTpedamMa y IOJbY CaBpEMEHE H3BOhauke YMETHOCTH, U HHHXOBHUM
MOTEHIMjaJliMa ¥ CTBOPUTH HOBY YIPABJbAUKy MapaJurMy U HOBU MOJIEN OpPTaHU3alNje UITH
WHCTUTYIMj€ CaBPEeMEHEe U3BOhauke YMETHOCTH KOja MOKE MOOOJBIIATA KBAIUTATUBHU Pa3BOj

nosba ? Jlpyra nornurama cy:

Kako ce Tteopuje MOry HMIUIEMEHTHpaTH y TocTojeheM COUO-KYJITYpHOM |
E€KOHOMCKOM KOHTEKCTY M KYITYPHOM CHCTEMY, WM KOjH jeé METOJOJIOUIKH OKBHP
IUXOBE TPUMEHE Ha TePEeHY?

- Kako kynrypHu cuctem Tpeba a oAroapa rnorpedama KyJaTypHUX pajHUKa?

- Koje cy w™eromonoruje MOApIIKE Kpeupama KYyITYpHE TOJIUTHKE OJ03710, KOje
MOJIPKaBajy MHCTUTYIIMOHAIHE pedopme niu popMHparme HOBUX MOJIeNIa YCTaHOBE H
pagHux yciosa?

-  Komuko je Moryhe moGoJbliaTH OpraHU3al[MOHO YNPaB/balkbeé HOBUM YIPaB/baUKUM
npucrynuma?

OnumTH Wb Te3e je J1a ce UICHTU(UKY]Y U YCIIOCTaBJba]y HOBE HHCTUTYLIMOHAIIHE TEOPH]E,
YHyTap Kojux he ce nu3yuaBaTH caBpeMeHa Ipakca n3Bohaukux ymerHocTH. [loceOHU 11ibeBU
cy:

HcTpaxuTu mojaM HHCTUTYIM]jE U HEroBe MPUMEHE KPO3 aHAIUTHUYKO, JIECKPUIITUBHO,
MIPOJEKTHO M TPOTPAMCKO MOJIENIMPamke, Ka0 W HAyYHO-TEOPHjCKE M AHAJIMTHUKE ajare;
HcTpaxkutu pa3nuuuTe METOJe KPUTHUKE M JEKOHCTpyKIHje Beh mocrojehux Teopuja
HcTpaxuBame METOAOJIOIMja CTBapamka HOBUX MOJIENla MHCTUTYLIMja 32 CaBPEMEHE CIICHCKE
YMETHOCTH.

[Tona3zHa Tauka OBe JOKTOPCKE T€3€ jecTe ONMIITA XUIOTe3a Koja TBPAM Ja KBAIUTATUBHU
MOJIeTT MHCTUTYIIHjE€ 3a caBpeMeHe (M3Bohauke) ymMeTHOCcTH HHUje Moryh 0e3 Teopujcke u

MOJIMTUYKEC aHAJIM3C W HUCTpaKHMBAba KOHTCKCTYAaJIHHUX COLUO-TIOJIUTHYKUX U KYITYPHHX
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cneun(UYHOCTH, Kao H moTpeda yMeTHHYKe O00JacTH, 3aCHOBAHMX HA KPUTHYKOM
pasMHUIUIbakby W MapTUIHUIIATUBHOM aujanory. Jla Ou ce TecTupaia OBa OIIITAa XHUIIOTE3a,

MIPEJUIOKEHO j€ HEKOJIHMKO CTIIeUU(UIHUX XUITOTE3a.

Metogomnoruja MCTpaKuBama je HHTepAMCHUIUIMHApPHA M ol0yxBara 1) Teopercko
UCTPAXMBamE; 2) TEPEeHCKa HCTpaKMBamba a) HHTEepBjye ©0) yuemhe y pa3inuyuTUM
WHUIMjaTUBaAMa 3aroBapama W YTHI[Aka Ha jaBHE TNOJUTHKE (KOH(epeHIuja, maorahaja,
cacTaHaka, yMETHUYKHUX TPOjeKara); B) CTyIHje cllydaja MHUIM]aTHBA 3aroBapama y 00JIaCTH
M3BOhAUYKMX YMETHOCTH, Ka0 M CTyAHWje ciydaja jaBHO-Tpal)aHCKUX WIIM jaBHO-TIPUBATHUX
MojieTla WHCTUTyIMja y Makenonuju, OuBmioj JyrocinaBuju u EBpomu; W, T) METOJ
CHCTEMATCKOI IocMaTpama. 3. MeToje aHaiM3e TeopHja W TOJHWTHKA M TyMmaudema. 4.
YropenHa aHaiu3a TeOpHja U MPUMEEHE jaBHE TouThke. (ctp. 16-18).

Y ngpyrom noriaB/by WHCTUTYUMOHAJTHH XOPH30HT - 3aMHILbambeé HHCTHTYIHje,
ayTOpKa TpeTHpa pa3jiuKy u3Mel)y TpaIuIMOHAIHUX U CaBPEMEHHX MHCTUTYIHja KYIType U
pazymeBama ojMa MHCTUTYLIMjE€ KOja C€ y MHCTUTYLHMOHAIIHO] TEOPUJU pa3IUKy]y Kao JBa
cllydaja KOjH Ce OJHOCE Ha KOHIIENT "3aBHCHOCTH oJ1 myTeBa" (cTp. 24) - y CMHCIy CTBapama
KYJITYpHE MOJMTHUKE Kao "MHCTUTYLHMOHAIHOT cucTema', Tj. Ka0 OpraHU30BaHOI oOpacua 3a
YCIIOCTAaBJbale€ W CIPOBONEHE jaBHE TIOJMTHUKE HA TMOJbY KYIType, W Kao CHCTeMa
TpaJULIMOHAIHUX OpraHU3alfja Kao MITO Cy MO30pHINTa, OMOINOTEeKe, My3€jU U JIpYro, KOju
pane u ¢ynknuonumy kao "wHctuTynmje" (Kangas m Vestheim, 2010). OBne je, mopen
MpHKa3za pacrpaBa M Ipeasora 3a NMPOMEHE MpaBalla MHCTUTyLHOHaNHEe (pe)dopme, narta
aHanu3a HajmomuHanTHHjer policy tpennma "HoBo jaBHO ympaBibame" pa3BHjEHOT TOKOM
0CaMJIECETHX TOJMHA ca IMJhEM yBohema "MOCIOBHOT" MoOjieNa 3a jaBHE WHCTUTYIIH]E, Ka0 U

peoOIUKOBaKE JaBHUX MHCTUTYIIH]a IPEMa MOJICIIMMAa U3 TPUBATHOT CEKTOPa.
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"[Tpuniun u3BpcHOCTH" y oapel)eHoj aKTUBHOCTH U 3alITHTA BPEIHOCTU Yy ojapeleHoM moby
Ha OCHOBY pa3Boja MapajurMe MojAp)KaHe UCTPAKUBABEM, TEOPUJCKUM PaJlOM M €CTETCKOM
pednekcujom, QyHKIHja je TPAIAUIMOHAIHUX WHCTUTYHH]a y KynTypu. OHE HCTOBPEMEHO
YCIIOCTaBJbajy MapagurMy WA CUCTEM Kacu(UKalije KOju ce OJHOCH Ha IMOJbE y PasBojy,
pasBujajyhu omHoce u3Mel)y mpakcu Ha TepeHy (TpaJullMOHATHO, HOBO WJIH APaMCKO
MO30PHILTE, EKCIEPUMEHTAIHO, MOCT-APAaMCKO, (PU3UYKO, IJIECHO MO30PHILITE U JAPYTro) KOjU
ce xujepapxujcku dopmupajy. OBUM je 00jalIFbeHO Ja je TUIeC MOJICHUCTEM Y Pa3THYUTHM
XHMjepapXHjCKUM CHCTEMHUMA jaBHUX KYITYpPHHX IOJHUTHKA KOjU Te oxHoce aeduuumry. Tako
Te3a TOKazyje Ja Cy TpaaullOHAIHE HHCTHTYLHjE KAa0 MeCcTa IPOHM3BOIIE ECTETUKE
onpehene cucremoM Kiacupukangje oxapeheHOr gOMEHa, TOMYT TMO30pHINTa, a HE
pa3NIMYUTAM APYIITBEHHM Ipakcama. M3 mepcrekThBe IJieca, WIM CaBpPEMEHOr Iuieca U
MpaKkcH M3BOhauKUX YMETHOCTH, MOJbE CE CyodaBa ca MpodieMoM KiacupuKaiyje, a TuMe U
Nperno3HaBakba U caMopasyMeBama. KoHBeHLMja o0 Iulecy je  ycIoCTaBJbeHa
WHCTUTYIIMOHAIIHO U, Y oJipe)eHO] KYJATYpHO] MapagurMu, mpunaaa KIacu4YHOM OaneTy Win
TPAIUIIMOHAIIHO] WHCTUTYUMJU KynType. Jpyru u3pasu 1ieca, Kao IITO Cy MOJEpHH,
CaBpEMEHHU U / WU EKCIIEPUMEHTAJHU, HUCY TMPENO3HATH jep YIJIIaBHOM KOMYHHIIUpPA]y ca
CBOjUM TMPO(ECHOHATHUM OKPYKEHEM, a He ca JOMHHAaHTHOM WHCTUTYIHjOM. Y
NOTNOrNaBby 2.2 Qopmuparee UHCMUMYYUja - NPOULIOCH, cA0arbOC, je3UuK, 3aMUlLbarse,
CAMOUHCMUMYYUOHATU3AYUjA, YTBPEHU Cy TEOPHJCKU CTaBOBU O MHCTUTYIIMjaMa U HUXOBO]
yIJIO3M Y jaBHO] cepu MCKa3aHO] MJICOJIOTHJOM yIpaBibama. MHCTUTYNHje cy opraHu3aiuje
KOj€ OCHUBAJy JbyAU YMjU OM 1usb Tpebajo OUTH J1a MPOAKTUBHO pe-IeUHUITY U MOHOBO
MOTBPhyjy CHCTEM BpEAHOCTH KOje TpencraBibajy. [pyrum pednma, HWHCTHUTYIH]a
penpe3eHTyje CUCTeM BpeaHOCTH, MaHudecTaimja je oapehene uaeonoruje (Anrucep, 1970),
JIe0 je MACOJIONIKOT amapara JpaBe, a BehnHa mux je Aeo jaBHE cdepe, aau U MpHUBaTHE.

Paznuka n3melyy npuBaTHE W jaBHE je y MpaBy jJa MOTy jaa Bpiie cBojy "mMoh" y ompehenum
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JOMEHHMA. AJNTHCEP HABOJAM JIa BAXHOCT HHj€ Y IPUBATHOME WJIM jaBHOME, Beh y HaumHy Ha
KOju (yHKIHOHHITY. VICTOBpEMEHO, HHCTUTYIMje HE BUAMMO CaMO Kao jaBHE WHCTHUTYLHUjE
mpemMa CHCTeMY YIpaBjbamba, Beh Kao HMHCTUTYIHj€ KOje MPOU3BOJE jJaBHOCT M jaBHO
peNeBaHTHU CaJipkaj, Kao JPYIITBEHO pejeBaHTHE HHcTaHume. Crora cy aaTe pasinyuTe
TEOPHjCKE TIEPCIIEKTUBE KPO3 KOje je jaBHA cdepa carjieiaBana: Kpo3 mperien jaBHe chepe y
18 Bexy EBpome ox crpane Hemadkor coumoniora u ¢unozoda, Juprena Xabepmaca; u3
MEPCIeKTHBEe CTyauja KyaTypHe mnonutuke Meklurena (1996) (McGuigan, 1996), 23);
cupoBoheme wmHCTUTYHMOHANHE KpuThke (Maja hupuh 2012); amanusy jaBHe cdepe kao
COIIMjAJTHOT ¥ MTOJIMTHYKOT KOHIIETITa, aJIK U Kao ,,ieppopmanc™ (Byjanosuh u Lisejuh, 2012).
Y nornornaBmy 2.2.2 Vnpasmwarbe XOpuzoHmom uUHCMUMYYuja Kpo3 NPOULIOC U
cadauirbocm, TIPEACTABIBCHH CY PA3IMUUTHU MIPABIH pa3yMeBama npoieca "yBohema" (Illeuk,
2011; Kacropujamuc) Koju Kaxy Jia je IpyImTBO UMarnHapHa HHCTHTYIIHja, MTO yKa3yje Ha TO
Jla OHO IIITO JIPKH JIPYIITBO 33aj€IHO - "MHCTUTYIHja ApymTBa y nenunu". OBae cy yBeAeHH
YCJIOBH OCHHBama U CaMOYCTaHOBJbECH-a, paziuKyjyhu pedopme mpema mnmpomMeHamMa MeEToJa
YCIIOCTaBJbama, MpeTaXyhn Kako ce Cy0jeKTHBHOCT W MallTa MOTY TOKPEHYTH Ha JIPYTH
HayuH, "Haa3eMHO" M "MoA3eMHO" TE€ /1a CTBapame MHCTUTYIHja Tpeda OmucaTth y CMHUCTY
IBUXOBOT H3IJIe/a, HUXOBOI oOMMa - muxoBor xopusonta (Sheikh, 2011, crp. 19),
cTBapajyhu xemepoeeno ynpasmarwe u mooenuparbe Ha OCHOBY TEOPETCKUX JTUMEH3H]ja KOje
MoJpKaBajy MOTYNHOCT nood3eMHoe WIH — CAMOYCMAHOB/bEHOZ CHCTEMa  KYITYPHUX
WHCTUTYIM]ja, WU JOII BHWIIE, KOONEPAMUBHO-XOPU3OHMAIHU MoOeiu KOju ce He Ou
MPUAPKABAIA TPXKUINTA W BIIaJUHE JIOTHKe, Beh OWM mpejiaralii HOBY YIPaBHY JIOTHKY
(MOCTUHCTUTYITMOHAIHY) KOja O TMoApiKaja EKCIEepUMEHTATHy CIEHY W apTUKYJIalujy
KOHTpa-KynTypa. OBlie je yBeJeH NOCTUHCTUTYIMOHAIHU MOJie] Kao "KO-WHCTUTyuuja" rae
"ko" o3HayaBa capalmpy, 3ajeIHUYKO, Koersuctupajyhe. JIpyru mpukas: MocT-WHCTUTYIIH]A,

naT je mpeko OwumjeHamHor mpumepa [memena (2009), ka0 HMHCTHTYIH]E NEPUOTUIHOT
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KapakTepa 3acHOBaHe Ha forahajuma (mro omoryhaBa paj ca IPUBPEMEHHUM YrOBOPHMA,
"Koje je y JaHallkheM YMETHHYKOM CBETY NMPUIMYHO POMAHTUYHO NMPEBEICHA y HEKPUTHUUKO
KYJITUBHCAkhe HOMAJCKOT TMOCTOjalba Y OKBUPY KOHCTAaHTHO TMOKpPETHHX Mpexa'. Y Tte3w,
MOCT-MHCTUTYIIMja C€ HE BHJIM Kao MOCT-(OPAUCTHYKA OpraHM3anuja, HUTH Kao [HieHoB
monen bujenana, Beh HampoTuB, Kao Mojaen Koju Ou OamaHcupao MOCT-(POPIOBCKH
MHCTUTYLIMOHAJIHU TIOYETaK W KIACHYHy MojepHy uHctutyuujy. llormasme 2.3 Jesux
(nocm)uncmumyyuje TIpeIUIaXXe MOJCI NOCM-UHCMUMYYUje KAo KO-UHCIUmMyyujy, WId Kao
jeman om wMoryhux wMozena XeTeporeHor ymIpaBjbamba W Mojaenupama. OH 3axTeBa
pasMHIIBake O je3uky W HAUMHY KOMYHHUKaIuje Te opMaruMa Koje MPOU3BOAMMO YHYTap
CUCTEMa Kao CaMOYCTaHOBJbCHH CyOjeKkTH. TepMmuH ,,popmar™ y Te3u ce KOPUCTH Kao M3pa3
KOjU ONKCYyje HAYWH paja Wid "Ha4yuH Tpyxkama ojapeheHe TakTtuke Kpo3 obmuke"
(ILIyBakoBuh, 2010). HoBu ¢opmatu mo caapkajy u je3wKy, UIaK Mopajy Outu ynyhenu
noaumuyu oupokpamuje, i noaumuyu aomurnucmpayuje (Sheikh, 2011), 3axteBajyhu jezux
koju he omoryhutu KoMyHUKalujy Kpo3 HOpMaTHUBHE aKTe TJI€ CE MOTY U3BPLINTH IIPOMEHE.
Mopa ce mHUIIMpaTH U3paja HOBOT JE3MYKOT CHUCTEMa Koja OM 3HauMia M U3paay CUCTEMa
pedepentiu, oapelheHe TEpMUHOIOTH]E, KOHTEKCTyalnu3amujy oapehenux repmuna, uta. datu
Cy MpUMEpHU MOCTMOJIEPHE TEOpHje OpraHu3aiyje, mose3anu ca teopujoM ne Cocupa (je3uK
UMa UMIUTHKAIFje Ha pa3yMeBame IpoydaBamba W yIpaBJbakha OpraHW3andjama), Kao u
Teoprjama Koje ce 0aBe KopuimhemeM pedd W 3HAKOBA, Kao 3ajedHuyama 3uaverba (1Mojam
Butrenmrajua o je3uukum urpama). Y Be3u ca TeopujoM opranuzanuje, Mepu [Jo Xeu (2006)
o0jammaBa Jia je3nYKe Urpe MPOMOBUIIY Pa3IMUMTE HJIEje O TOME IITa j€ TAYHO WJIA Ha KOJH
Ha4YMH OpraHuzalrje Mory OuTtu omucane u oQjaumene. llltaBuine, pazymeBame U je3uk (y
IUPEM 3HAuCHY) Cy TOBE3aHW Ca KYImypHumM 00Opuma KOja ce BUIE KA0 CUMOOIUYKU
eHmumemu KOJU TIPEHOCE U MPEJICTaBIbajy pa3IMuMTa 3HAUCHa U BPEIHOCTU Y Pa3IUYUTHM

KOHTCKCTHMA.
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Y mnornaBy 2.4 Samuwmwajyhu  6yoyhnocm (nocm)uncmumyyuje Kpo3  HpOWIOCH,
cadawrpocm u 6yoyhnocm, Tpenaxe ce 3aMHUIbambe Kao TOJATHH MPUCTYI BU3UOHUPABY,
Kao TaKTHKa: MariioBUTa UMarnHalyja YMHU J1a MHCTUTYIIMjEe PAIMOHAIN3Y]Y CBOj HAIpeIaKk
u pact (Kunst, 2017); umarunanuja je mpou3BO/Ik-a HOBOT XOpHU30HTa, HOBU moriex (Sheikh,
2011). WMmarunanuja je Be3aHa 3a Oymyhnoct, melhyTtum, kKao MeTojoJiordja, mMopa aa
OanmaHcupa ucropujy, npouwioct u Oyayhunocr. Besa usmely dukiuje u peanmnoctu je moryha
aKo ce 0aBMMO MCTOPUYHOIINY KPO3 CAJAIIHOCT WIH YKIBYYUMO MPOIIIOCT KPO3 Caallby
MEPCIEKTUBY. 3aMUIIIJbAhE U CAMOYCTAaHOBJbABAHE MPEITIAKY C€ KA0 TAaKTHKA, JIE0 CUCTEMA Yy
KOME€ C€ HOBU aiamu, HOpMe, 8peOHOCmU, npoyedype u memooe bage cmeapuma u paoe
cmeapu. TakBe TaKTHKe, KOje MPOU3BOAEC HOBU XOPH30HT, CIIPOBOJE C€ y MaJIMM MU (joud
YBEK) HEBHIJbUBUM MPOjeKTHMA, (hecTHBAIMMA, paJlOHHIIaMa, TIaTopMamMa, KOJIEKTHBUMA,
MpexaMma Koje ce THME M paJioM MElajy W IIOMEepajy MapagurMy U3 XemepoHOMHO2d
(xeTepoHOMHA APYIITBA), U MPHUIUCYjy CBOje MMarMHapHje HEKOj BIACTH BaH JAPYIITBa (HIIP.
Bory, npxaBu, mpenuMa, HCTOPHjCKO] HYXKIH HWTIH.) Ka CAMOYCHMAHOB/bHEHO] HE3A8UCHO]
nosuyuju.

V oeny 2.5 Mooenosarve uncmumyyuje Kpo3 6u3uoHuparse, Kpo3 MepCreKTHBY COLMOIONIIKUX
CTy/IMja TPEACTaB/ba CE HEKOJIMKO pa3jifKa O TOME KaKO HAYYHHUIU TJe[ajy MHCTUTYIH]je:
WHCTUTYIIMja C€ TJIela Yy 08a npasya - Kao KOHKPETHE OpraHu3aluje JbYAH, CTBapH,
UHPPACTPYKTYpE UT/A. (TIO30pUIITa, TATEPH]jE, My3€jH, YMETHHUKA LIEHTPH); a ¢ Opyee CmpaHe
TO Cy CHCTEMH BPETHOCTH, MPOTOKOJIA M HOPMHU KOJH C€ CMAaTpajy PelIeBAaHTHUM y APYIITBY
(JenMHCTBEHNW PEXHM BPEIHOCTH KOjU TIPEICTaBJhajy WJCOJIONIKE JApKaBHE HOpPME Y
onpeh)eHOM KOHTEKCTy, YaK M aKo TO YCTaHOBa HE JKEIM Ja TOJpXKaBa, OHAa je HHMa
,00mukoBaHa®). Jlara je W pasnuka y KOHTEKCTY OpyumeeHux ¢opmu  KOje HHUCY
WHCTHUTYIIM]je, Ka0 IITO Cy PHUTyald, APYIITBEHE HOpPME, APYIITBEHE YJOre, JelIaBama H

npyro. Hekn HaydHHMIIM pa3MHUILIBajy O MHCTUTYLHjaMa Kao KOHKPemHUM OOIuyuma, WId

294



ommxum opeanuzayujama (Osterberg, 1977, nutupano y: Kangas u Vestheim, 2010) xoje cy
CYnpomHe ONWMUM APAHICMAHUMA KAO IITO Cy MOpoauIa, Opak, peliuruja u Ipyro a Koje ce
Ha3uBajy "opywmeene opmayuje” (Osterberg u Engelstad, 1995, murtupano y: Kangas u
Vestheim, 2010). Ha mosby KynTypHUX CTYAMja, HHCTUTYIH]E CE€ BUJE Ka0 010K08U KPO3 KOje
ce pa3BHja JIPYIMITBEHU U MOJUTHYKH )KUBOT, & HHCTUTYIIMOHAIHA OKBUD Je()UHHUIIE IHIHEBE
1 00JIMKYje CpeaCTBa ITyTEM KOJHX CE YTBPhYjy KyJITypHH UHTEPECH U / UM jJaABHU UHTEPECHU Y
kynrypu (JKysema, 2015, ctp. 33). YcraBHe Wi KOHBEHIIMOHAIIHE 00aBe3e KOje HHCTHTYIIH]a
nMa, noBehaBajy HECUTYPHOCT JbYIM y MHCTHTYIUJU U OTPAaHUYABA]y HUXOBY ayTOHOMH]Y.
Kyncr (2017) cyrepumie na je WHCTHTYyIHMOHAJIHM3alMja HUKAJ 3aBpIICH, KOMILICTHPAH,
mporec, a Mopa na ¢yHKiuonuime usMel)y "m3Bohema WHCTUTYIHjE U OJI0Hjama camor
mpolieca MHCTUTYIIMOHAIM3amuje", jep OHa HUKAJl HEe MOXKEe OMUTH KOHCTHTYHCAaHa Kao TaKkBa
(Athanasiou, 2015, utupano y: Kunst, 2017). Mehyrtum, npuMapHu HEJOCTAaTaK je MOJIOKA]
YMETHUKA WJIM KYJITYpPHOT paJHUKA y HE3aBUCHOM CEKTOpYy (MOoceOHO Yy OaJKaHCKUM
3eMJbaMa), a He y HHCcTUTyIjama. OrpoMHa pasiinka y €KOHOMHUJU UTPa KJbYYHY YJIOTY Kajaa
ce pasroBapa O WHCTHTYIHjaMa, jep yTUYe Ha yCJOBE paja, MPOrpaMHUpamke U JIPyTe acrekTe
KOJU YMHE YMETHUYKY HHCTUTYIH]y. [lITaBuine, Moaenupame HHCTUTYIIH]E j€ YBEK BE3aHO 3a
MUTaka TOJUTUKE, aHrakoBama oJpeheHux opywmeenux opeana. WHCTHTYLHjE CY
Op2aHU3ayuoOHU eHmumemu, oOauYyu pasmene u umniuyumue Konsenyuje, (\Werner
Hasitschka, Peter Tschmuck u Tasos Zembylas, 2005). 36or Tora, "crosxcena pummuuxa
nemswa uzmely 0en08ara Kao 0a U 3aMUULbARA OHOZ WMO joul Huje” Mopa ce OCTIOPHTH H
Tpeba KOMYHHIIUPATH APYyTaduje noaumuyke, eKOHoMcKe u opywmeene ymuyaje. Hekonnko
JIPYIITBEHUX OpPTraHa M WHCTUTYIHMja yTU4y Ha (hopmupame chepe KyITypHHX HHCTHUTYIIH]jA
(Bumu Zembylas, 1997, y: Hasitschka, Tschmuck u Zembylas, 2005, ctp. 48), u mory ce
cMmatpatu ‘mawunama 3a eepmuxanuzayujy’ (Gielen, 2009), anu u gemom 3ajeTHHIE WK "KO-

uncmumyyuje", Koje MpOUCTUIY U3 3ajequule, JatuHcky "con" mwim "com" (Gielen, 2013). Ca
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CTaHOBHILITA CIMYOUja KyImypHux uHcmumyyuja pa3ssujajy ce QyHKINOHATUCTUYKH KOHIEITH
y JIpYIITBEHUM M TOJUTHYKHM HayKama KOjU Kaxy Aa "MHCTUTYLHUje HE PEryluily camo
JpYIITBEHE akiuje, Hero na ce takohe dopmupajy apymrBenum aknujama' (Hasitschka,
Tschmuck wu Zembylas, 2005). Burrenmraju TBpau, "HHCTUTYLHUjE CTPYKTYpUDPaAjy
NpPYIITBEHY akKivjy, anu oHe wmy He oapelyjy". [eduHucamem HHCTUTYNHja caMO KpO3
Mehycobne omnoce u MelycoOHe 3aBHCHOCTH JPYIITBEHUX BIIACTH, CTYIUj€ KYJITypHHX
WHCTUTYIIMja HWCKJBY4Yyjy MoOh KyNITYpHHX 3ajeJHUIA WIH 3aje[lHALAa YMCTHHYKHX U
KYJITYpHHUX TIPaKCH.

VY neny 2.6 I[locm-uncmumyyuoHanHa u nocm-meHayepcka napaouema BPaTHIN CMO ce Ha
pa3ymeBame OCT-UHCTUTYIH]e Kao nocT-hopaoBcke nucrutymuje (Gielen, 2009), kao kopak
HaTpea W3 HamepHAlucCmuyke uHCmumyyuje mpema moodepuoj opeanusayuju (B. Yomuh,
2011), ka mpeayiaramy MOCT-HHCTUTYIIHjE KA0 Jieja TOCT-MEHAIepCKe MmapagurMe - mTo Ou
noBehasgo ympaBHO AMCKPENMOHO MpaBo Oe3 ryOuTka KyiaTrypHe mucuje. Wmm, npyrum
peunma, Kako OWTH Ha pykoBojaeheM moyiokajy Koju OW ce 3ajarao 3a CYIITHHY |
ocnobahamwe HOBUX yMeTHHUkMX u3paza? (B. YHomwmh, 2011) ne mowmryjyhu camo noruxy
pacTa, TPXKUIITA UK JIP)KaBHUX PYKOBOJAMIIANA KOJU JoJia3e u3 "mapTtuje Ha Biactu"? OBae
ce TOCT-WHCTUTYIHMja TIpeia)ke Kao XETePOreHH MOJeN XHOpHIHE HWHCTUTYLHjE, Y3
3ajeTHIYKO yIPaBJbambe, 3ajeTHHYKA MOJET YIpaBibaka, MOJEN TMPOIIUPEHE Ccapaimbe,
3aj€JTHUYKO PYKOBOJICTBO, HOBY jaBHY KYJITYPY (jaBHU MPOCTOPHU - MOJIETH jaBHE cepe) Ut.
Tu apyru "mpuHOMNU" ¥ OPUCTYNH MOCT-UHCTUTYIIM]jE MOTY Jia JIOBOJIE Y MUTAmkE HE CaMo
€KOHOMCKE YIpaBJbauke Mozele, Beh U TpaJullMOHATHE MOJIeNie HHCTHTYIH]ja U JOTPUHOCE
CTBapamy HOBHX IpUMepa IOCT-HHCTUTYIMja Yy TOCT-MEHayepckoj mapaaurmu. OBe ce
MpeJyIake ¥ MOHOBHO Pa3MHIIbake O MPUHIIMIIMA Ka0 He-PECTPUKTUBHUM, Ka0 OHUM KOjH
MOTY CTBOPUTH HOBO 3HAY€H¢ W HOBY MOCTUHCTUTYLIMOHAJIHY MapagurMy. AKO MOJUTHYKA

WJICOJIOTHja, WM JOII BHUIIE, CUCTEM Y KOJeM je TMOJUTHYKa Moh OpraHu3oBaHa y jEIHOM
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JPYIITBY - HUjE CUCTEM JCMOKpaTHje, TaJla jeé MOJACPHU3AIH]ja jaBHE YMETHUYKE HHCTUTYIIH]E
yucTuHy Hemoryha. J[eMOKpaTCKu KOHTEKCT U pedopme cy Mel)y3aBucHe, Kao M IEMOKPATCKO
JPYIITBO U CaBpEMEHA yMETHOCT. BaxTHH TOBOpH 0 XpoHomony - mehy3a8ucHocmu epemena u
npocmopa unyu KOHCTUTYHCAby MpEXe IMocMarpama MoMohy KOjuX ce KyJITypHH MPOU3BOAN
KOHTEKCTYaJIN3y]jy Kao ¥ BHXO0Ba MEPLEHIIH]a.

OBuwMm ce Takole o0jamimana Ja je ynpaBjbambe CHHOHUM 33 JaBHH MEHAIMEHT, a YIPaBJbabe
je Takohe wm opraHuW3amUjcko ymnpaBipame. C(CTora oOBAE CXBaTaMO TpPH HAYHMHA
yrpaBe/ynpaBibama: 1. jaBHU MeHAMeHT (Beha 3a KynTypy Wiiu Apyry OpraHu 3a JIOHOIICHE
,policy-related” omnyka), 2. ymnpaBHe CTPyKType (Tejlia y jaBHHUM HMHCTUTYIMjama) U 3.
OpraHu3aIroHa yrnpaBa (TUMOBH U MPOjEKTHO YIIPaBJhAE).

Y nmeny 2.7 Memooonoeuja u makmuka Ka MOOEIUpary HOBUX UHCMUMYYUjA,
UHMEPHATU3AYUJU KpUMuKe U Npakcu Uiu NapaneiHoj azeHyuju npomeHd, TperienaHe cy
pazIuuuTe TAKTUKE W METOJOJOTHje Y pedopMu Win yBOhewmY HOBUX WHCTUTYIIHOHATHUX
Mojena: crpatervja "aHraxoBama ca uHctutyuujama' (Mouffe, 2013); Bepruxkanuzanujy
mporeca JOHOIIEHka OJUTyKa Kao Moryher HOBOT HadMHa yBOhewa IOOpUX TPaKCH WIIH
npomeHe cTpykTypa uHctutynuja (Lorey, 2013); nujanekTuyka KpUTHKA KAO MPHUKIIATHUJU
MOJIEJI WHCTHTYIIMOHATHE KPHUTUKE Yy TMOTJeNy IO3UTHBHE arcHIWje AeJOBarba, yYMECTO
WHTEPHE WHCTUTYITUOHATTHE KPUTHKE WM HAjTIPOTYKTUBHU]EC HHCTUTYITMOHATTHE KPUTHKE KOja
MOXe Ha Kpajy AoBecTH J0 camomnapesuje (MmumeBcka, 2007); "TpaHCTpEeCHBHE MHCTUTYIIH]E
KOje mpo0sieMaTu3yjy U MpeKuaajy ca akTyeJIHUM pa3BojeM MpUBaTH3aIUje U HICTOBPEMEHO ce
ycMepaBajy npeMa JApyruM JUCIHUILTHHAMA U 00JIACTHMA MOpE] KOPIIOPATHBHOT ITOCIIOBAbhA
r7100aM30BaHOT KalUTallN3Ma, Ka0 M d2eHCU 0elo6albd YMECTO HWHTEPHE KPUTHKE, Kao
OpraHU30BaHE MPEXKE, WIH npuspemeHna niamgopma - CMaTpajy ce 3ajeJHUIKAM MPOjeKTHMa
WU 33jeIHUYKHM aKiyjama, IMTo OW oMoryhuno WHTEpHaIu3alMjy HEKHX aKIyja.

(Montmann, 2007); uaCTHTYIIMja KOja HHMje WHCTHTYIHja (Antoniolli y: Moéntmann, 2008),
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HEKOHCTUTYHCAHA UHCTHUTYIH]a, "ClodiceHa pummuyka nemmba usmehy odenosarba Kao 0a u
samumsbarea onoe wmo jow nuje” (Kunst, 2017). Haume, nHCTUTYIIMja KOja OW AeMOHTHpaIa
CBOj€ MOJIMTUYKE U CcTpaTemike QpyHKIMje U OWiia aKkTUBHA M3BaH BIAJUHOT yTHIAja, paaehu
Ha JIeCTa0MIIN3alUji U CTA0MIIN3aLUj1 UHCTUTYIIHjE Ka0o TPajHOT HAuYMHA.

VY tpehem nornasmwy Opeanuzosarse UHCHIUMYUUOHATIHE UMAZUHAYUjE WU OP2AHU308AIbE
(nocm)uncmumyyuonaine napaouzme, y npsoM aeny, 3.1 Opranuzanuja U MHCTHTYIIH]A,
Jajy ce KOMIIapaTWBHE aHAM3e W O0jalmaBa Jla ce MHCTUTYIMja MOXE Pa3IMKOBATH O]l
OpraHuzaiyje Tako ITO ce ACHUHUILY UHCmumyyuje Kao cmpykmype Koje Oe@uHuuLy
coyujanne eracmu, W OpPTaHU3ALUje Kao epyne nyou ¢popmupane Kako OM ce TMOCTUTIH
onpeheHn 3ajeTHUYKY IUJBEBY MOjeArHana. [locToje U CIMYHOCTH U pa3liuKe Koje Ou Morie
outn mneHtudukoBane n3mel)y opraHuzanuje M mHCTUTYHHje. VHCTUTYIH]jE TIPEICTaBIbajy
onpeheHy HMIEOJOTHjy WIM JIEMOKPATCKE BPEIHOCTH WM TPETHPAJy oopehene (yukyuje u
nompebe, OK je OpraHu3aluja Opyuimeena epynayuja Kojy jé OCHOBajla Tpyma JbYIu KOjU
Jierie ucTte BpeaHocTH u notpede. akie, moxke ce pehu ga obum gynxyuje uncmumyyuje
Hocu Behu Opywmeenu yum, NOK je oncee Qyuxkyuja opeanuzayuja marpu. Jlpyra paznuka
B€3aHa je 3a HAaUWH OCHUBAma, Kao 1 3a MUTamke OTBOPEHOCTH U MHKITY3UBHOCTH. Pa3nuka je n
HBUXO0BA jaBHA yJIOTa, Jia JU j€ pe4 O ayTOHOMHUM, "JaBHUM TIpocTopuma', ede ce cmeapajy
opywmeeHe 6e3e, W KOJU HWMajy VyIOTy y cTBapamy jaBHe cdepe. Omnocu wusmehy
OpraHu3aIyja ¥ HHCTUTYIIH]ja TJIeajy ce KPO3 eKOHOMCKe meopuje W meopuje opeanusayuje.
Teopwuja opranmuzarje Mepu [lo Xed pasznukyje COUOIONMIKY TEOPH]Y U TEOPH]Y YIIpaBibamba
(ctp. 72) uctrnuyhu 1Ba mpaBia KojuM oOjalImaBa 3aXTeBe OKPYKerha HaJl OpraHu3alijama:
jeoan je TEXHWYKH, €KOHOMCKH a Opyeu Cy COIMjalTHH, KYITYPHH, TPAaBHU M TOJUTHYKH
3aXTEBH Jla UTPajy onpeleHy yiory y ApymrTBy. AyTopka Te3e JOHOCH H MUIIJBEHE O TOME J1a
Kynimypuu ymuyaju (HOpMe, BPEITHOCTH U OYEKUBaWbA), Opyuimeenu ymuyaju ()keJjba OUTH UITN

M3TJIeaTH  Kao JIpyra WHCTUTYNHja) W noaumuuku ymuyaju (3aKOHH) OOJUKY]Y
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WHCTUTYLMOHAIHO TOAPYY]je, Wil UHCIMUmMyyuje ce KOHMeKcmyaiHo popmupajy u popmupajy

Kpo3 nomasmare nocmynaxa, kao wmo je mumemuuku (Powell u DiMaggio y: Hatch u
Cunliffe, 2006). Opranu3zaiuje Takohe mory OuTH neduHHCAHE Kao "mamepujaruzosanu
uspasu" onwmez wrounyenma uncmumyyuje (Kangas u Vestheim, 2010). "Tunmuna
KapakTepUCTUKAa HMHCTUTYIMja j€ Ja Cy peJaTHMBHO TpajHEe, INTO 3HAYM Ja IIOCTaHy
WHCTUTYIMje, OHe Mopajy na (yHKuuoHUIry TokoMm Bpemena (Weber 1947; Parsons &
Smelser, 1956)" (Kangas u Vestheim, 2010). JI[pyrum peuuma, BpemMe€ H TpPajHOCT CYy

KOMIIOHEHTE KOj€ CE€ OJHOCE Ha TO 0da Ju je oopeheHu 0O6IUK OpeaHu3o8amne aKmueHoOCmu

uncmumyyuja unu He. Kapaxmepucmuke Koje pasiuxyjy cy cmabuiHocm uiy mpajHocm, na
Ce UCMOPUJCKU UHCMUMYYUOHAAUZAM OIUTYdYje y uHcmumyyuonannoj meopuju. Ilutame
cueypnocmu je noxesbHo (Raunig u Ray, 2009), anu npobnem je kako ce oapxkatu. Jlpyra
paznuka ce Moxke Hahum y cucmemuma oonyuusara Kpo3 Koje ce auCTpuOyupa Moh.
CrtpykTypa yiora TpaIWIMOHATHUX WHCTUTYLHjA Wil GePMUKAIHA Xujepapxuja je
OpTraHU3aIliOHN HAYWH, JIOK je OHAa Y He3aBUCHUM OpraHu3allijama JIpyradnja, mpeacTaBibeHa
Y PAsaIUNUmMuM CUCMEMUMA: CAMOOP2AHU308AHA, XOPUSOHMATHA UIU CRUPATHA Xujepapxuja
umo. Y UHCTUTYIIMOHAIHO] TEOPHjH, TIOCTOJ€ HAaJMakhe TPU PA3TUUUTE MEPCIIEKTUBE KOje Cy
npennoxunn Kanrac m Becrxajm (2010), kpo3 Koje ce MHCTUTYLHjE€ 3a KYIATYypy MOTY

aHanu3upatd. To  yKIbydyje  payuoHaiHu  u300p,  COYUONOWKU U UCIOPUJCKU

UHCMUmMyyuoRaitu3am.

Y neny 3.2 Cmpamewxo nianupare u OOHOWEHE OO0IAYKA Y OpeanHusayujama u
uHcmumyyujama, axkueHaT Ce€ CTaBjba Ha HEONXOJHOCT OpPraHW3allMOHOT pa3Boja WIHU
MMPOMEHE WHCTUTYIIH]a, CTPATEIIKOT YIpaBJbarka, MpoIeca 3ajeIHUYKOT 3a WHCTUTYIH]E H
opranusanuje (Bap6anosa 2013), koju ce mocTaBiba Kao aHAJUTHUKHU U MPaKTUYaH IMPOILIEC,
Jjep ce CTpaTemiko YIpaB/balkbe€ KOPUCTH HAM3MEHHYHO Ca TEPMHHHMMa KOPHOpAaTHUBHE

CTpaTeruje, MOCiIOBHE MOJUTHKE W CTPATEIIKOr IUIaHUpama. AyTop Te3e Jaje MepCleKTUBY
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KaKO crmpamewko niaHuparbe 'y yMETHOCTH M KyJITYpHHM OpraHU3alfjaMa J10J1a3u Y peruoH
OuBIIe JyrociaBuje Kpo3 HE3aBUCHE OpraHu3alrje y KyaTypH (IIUBHIIHO JAPYIITBO) jep CY OHE
npBe, Ha 3aXTEB JOHATOpa, IOYeNe aHaJU3UpaTH, IUIAHUPATH, MPATHUTH U OLCHHBATH.
AyTopka Te3e TO ToBe3yje ca chenuUIHUM CTPATEIIKUM IUIAHUpameM Yy ojapeheHom
koHTekcry ([paruhesuh Illemmh u [parojesuh, 2005) n ananu3upa MEHaEpCKy Hapaaurmy
u ynory uHcTHTynuja. Ilpeanmake TakTUKe MOMEHYTE paHHUje, Kao MTO Cy "maxkmuxa
umazunayuje”, IpenIoKeHa Ka0 MEHAEPCKO-XeYPUCMUYUKU dNam, IE0 CAMO-0P2AHUZAYUOHOR
mporeca Koju omoryhaBa apamkMaHe Kpo3 €KCIIEPUMEHT, TJe e MOJIOKAJH MEHajy WU T
ce - padehu - ycmanosmere modice decumu. MeHaiepcka Teoprja Koja TOJpiKaBa TaKBE
XCYpUCTHUKE ajlaTe W TPOIEece jecTe meopuja cucmema KOja TOJA3U Of CIOJbAIIbET
OKpYy)KeHha KOje yTH4Ye Ha MOJE] MEHaUMEHTa. Y OKBHPY meopuja cucmemd, KaramuTeT
CHCTEMa 3a CTBapame CBOje CIOKEHH]e CTPYKTYpe Ha3uBa ce camoopeanusayuja (Meadows,
2008).

VY neny 3.2.1 Camoopeanuzayuja Kao ynpasmwaree u OOHOULerbe 00NYKd, TPEIJIOXKEHE CY
TeopHje Koje moapkaBajy pedopme, OTHOCHO CaMOOpPraHW3alMjy Koja TMPeTIoCTaBIba
xereporenoct (ctp. 81/82). Hamomumse ce a ce y TEOpHjU CHCTEMa, pa3yMeBame CBETa Y
OpPTaHU30BaHUM TOJICHCTEMIMA arperupanuM y BehuM nojcucremMuma, ypeheme Tux cucrema
HazuBa xujepapxuja. IlpuHuIMN xujepapxuje y KyITYpHOM CHUCTEMY WM IOACHCTEMHUMA,
Mmodice oumu xemeponomuuan uau aymoromar (bypauje). CamopranuzoBaHa CTPYKTypa
Haja3u ce caMo y ayTOHOMHOj. McTakHyTo je &a XHujepapXujCcKh cHCTeMH Tpeba na ce
pa3BWjajy 00370 MpemMa Tope U Tpebajy CIy>KUTH HHUKUM HHUBOMMA, KOJU CE€ YECTO
3JI0ymoTpedshbaBajy W cTora He (YHKIIMOHHWINY CBpPXOBHTO. Teopuja cuctema OaBu ce
3HauewmeM cucrteMa (Meadows, 2008). Ca acmekTta Teopuje, 1MojaM caMOOpraHU3aIHje y
KYJATYpH U YMETHOCTH MOXXE CE€ apTHUKYJHCAaTH Kao TOJICUCTEM KOju ce Kpeupa "omo3ao",

YIJIaBHOM y TPEHYTKY KaJia Cy KyJITypHE MOJIUTHKE U MHCTUTYLIMOHATHE TIOJUTHKE CTBOPEHE
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"omosro". Xwujepapxuja y CaMOOPTaHM30BAHHM IIOJICHCTEMHUMA MOXE CE€ Pa3BUTH O]
ayTOHOMHHUM NPUHIMIIOM XHjepapxu3auuje (bypamje), Koju He mperno3Haje 3aKOHE TPKUIITA
Kao Mepy ycmexa, Beh mpusHaBame O JOPYrux akrepa y oapeheHOM KyJITypHOM THOJbY.
Camoopranu3oBaHe CHUCTEME KapakTepuiry (IeKCHOUITHOCT, OTBOPEHOCT IpeMa HOBUM
ujejaMa, TOKOBMMAa KOMYHHUKAIHMjE, COJIMJAPHOCT M TeHepaTUBHOCT. CamMOOpraHM30BaHU
CHCTEMH TIpE/CTaBJbajy T€HEPHUYKU CKYIl ajara, Npoleaypa, TAaKTHKAa U MPOTOKOJA, Kao U
pOCTOpa WM TOJba MPOM3BEACHUX 3Hamba W BpeaHOCTH. OBaKBH CHUCTEMH OJATOBAPAjY
YMETHOCTH M KYATYPH Kao ToJbUMa TpaHCc(OpMarMoOHOT TOTEHIHjajda, 3aCHOBAHUM Ha
WHOBAallMjaMa, EKCIIEPUMEHTHUCAY, HCTPAKUBABY W TpakKemy IMpoMeHa (Tako HUXOB
TpaHc(hOpMaIHjCKH MMOTEHIMjaJl MHTEPBEHUIIIE Y APYIITBEHUM oJHOcuMa). Moryhe je na ce
MOJIeTT OpTaHM3AINje/MHCTUTYIIN]Ee YBElE Y XHjepapxujy (IpemMa TECOpUjU CHUCTEMa), TaKo Ja
BUULECMPYKU CAMOOP2AHUZ0BAHU, PUBOMAMCKU NOOCUCTeMU KOMYHHUIIUPA]y CBOjy TWHAMHKY
u reHepuiry norpebHe wuueje. CamoopraHuW3oBaHM cHCTeM He ojpehyje, amm ce 0aBu
onpeheHrM TMOTEHIHjalIoM Yy KojeM cy Moryhe Tpancopmaiuje (aHaATU3UPAHO Y OKBUPY
moJba Kopeorpaduje, Kako yCIOBU paja, CeT ajiata, KOMIIETCHIIM]ja U 3Hamha MOTY TIPOU3BECTH
TUHAMUKY KOja C€ TeHEpHIle y HOBa 3Hama W oJipeheHe ucxoje, U3HyTpa, U3 MOTpeda).
[Topen Tora mTo Cy JaT MpuUMep JIOKATHUX MHUIU]jaTHBa, TUCEPTallja CBEOYH U O T0jaBU
PerHOHAIHIX ' WHHUIHMjaTHBA Kao IITO Cy Mpeke H Iatopme Koje cy ce dopMmupane Ha

OCHOBY CaMOyIpaBJbamka y OWBINO] JyrociaBuju, UCTUIYhU KOHTEKCT y KOj€M CY Ce MOjaBHIIe

% Jleduuucarme pernoHa y KOHTEKCTY y KOjeM ITHIIEM OBY Te3y je O] CYIITHHCKOT 3Hauaja, I0CeGHO Y 0IHOCY
Ha MOJIMTHYKE HU3pa3e KOju ce KOpHUcTe 3a AedHUHUCamke perrnoHa Ousiue Jyrocnasuje y nporeximx 10 ronuna,
moueBIn o] jyroucroune EBpone 1o 3amagHor bankana u np. [lomro cy TH aqMUHHUCTPATUBHH U MMOJUTHIKA
Ha3WBH OWIM / HUCY TIOTOJHH 3a MPaKce W WHHUIMjaTHUBE KOje ce M0jaBJbyjy y pernony OuBIie JyrociaBuje, KOju
cazia yKJbydyje U HEeKe CycelHe 3eMJbe, MHOTH O] BHX Cy JIe(UHHUPaIM OMUCHO PErHMOH WM Kopuctehn peun
nonyT bankan, OuwBma JyrocmaBuje mimyc Anbanuja, wiaum byrapcka, m Tako naske. Mnm, jeaHOCTaBHO
neduHUCamhe peruoHa Kpo3 moctojehy KynTypHy capaimy U APYIITBEHH KanuTal. MehytuMm, oBzie, y OKBUpPY
peruoHa, TpeTupaM capaimy y OuBIIoj JyrociaBujy, a ako y HEKMM IIpUMEpHMa yuecTBYje M Jpyra 3emiba, ja

hy To npenmzupat.
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U 3aIITO Cy TOCTajieé METOJa 3a CTBapame ayTOHOMHHUX IPOCTOpa y Kojuma ce omoryhasa
KpUTHYHA TpaKca ¥ BUIJBUBOCT, Ka0 M METOJa Koja Ou omoryhmia mocrojame yMETHHKA Y
TaKBOM IIPOCTODY.

Cneoehe noenasmwe 3.3 Modenu u Hauunu ycmawosa u opeaunusayuja y uzeohauxoj
yMemHocmu, 1aje Mperiie] NHCTUTYIHja OPraHM30BaHUX y 00JacT U3BOH)aYKUX YMETHOCTH,
O  TPAJAMIMOHAIHHUX  yCTaHOBA W  JIpyrUX MoJielna JI0  CaMOOPraHHW30BaHUX,
MMOCTHHCTUTYIIMOHAIHUX, AaYTOHOMHHMX WJIM XETepOoreHmx mpocropa. lloumme ca
npencraBibambeM mapaaurme "AptBopin” (Janto w Jlukm): ymerHuuka cdepa Kojoj
MPUTIAAa)y WHCTUTYLHjE€ YMETHHYKOT JOMEHAa. YMETHOCT C€ MOXXE CXBaTHTH Kao cama
WHCTHUTYLIMja, YBOhEHEM M pPa3BOjeM OBOT HM3pa3a Kpo3 KOjU Cy IMpHKa3aHe Mapagurme y
KOjUMa TOCTOjH W pa3BHja ce paznuuurta ymetHocT. Y xaeny 3.3.1 Onwmu modenu -
CMAHOapOHU MOOel U MOOel capadivpe, TIPOydaBa ce Mara pa3Boja pa3IuduTHX TO30PHUIITHAX
WHCTUTYIIMja Y KOHTEKCTUMA 3amajHe KyJIType U jyroucTouHor bankaHa, Ha OCHOBY Koje ce
npumehyje kako je nuBep3uduKalyja MpoU3BOJHUX IMpoOLEca Yy MO30PUIITY TOKOM TOAMHA
JIOHEIa HOBe TpeHnoBe M MoryhHoctu Tpancopmanuje. ([paran Kmauh, 2012) Ayropka
Te3€ MO3MBa C€ Ha OBE Mojele TBpjaAehu ma cy To Ouie mapagurme Ha KojuMa cy y 3amaaHoj
EBponu ocHOBaHe pa3nuuMTE HOBE IUIECHE WHCTUTYIM]E WJIM TPOAYKIH]CKe Kyhe Koje
noapxkaeajy 1wiec. Y geny 3.3.2. Cmanoaponu mooen (mpaouyuoHaina/MejHCmpum,
XOMO2EHU308aHA MeHAUepcKa CmpyKmypa), yBEIeH je TPaJulMOHATHU WJIK MEJHCTPUM
MOJIeNT KYyITypHE WHCTHTYIHMje (XOMOT€HM30BaHa MEHAlepcKa CTPYKTypa, CTaHIapIHa
CHUCTEMU3aIlMja PaJHUX MECTa), HAKOH 4era CJIeIU J1e0 O CIenu(puIHOCTUMA CMaHOapOHO -
8epmMUKaIHOZ MoOeia Koje 00yxBara jaBHO, KOMEPIIMJATHO M HE3aBHCHO MO30puIlT. To ce
pasnuKyje ol cmandapda KOJu TIocMaTpa MOJIeN jaBHE (TIO30pHUIITHE) WHCTUTYIU]E 3amagHe
EBpomne ykopemeHe y ueonoruju HanpoHanu3Ma u3 19. Beka. Mako nmocToje anTepHaTUBHU

MOJIETIM jaBHUX IMO30PULIHUX IMPOCTOpA, IITO Cy BUIIE OPUJEHTUCAHU Ka CapaJHUUYKUM -
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XOPU30HTATHUM - MOJENIMMa, TakBU MpuMmepu Hucy Opojuu. I[lpukasyjyhu wu napyre
UcTopHUjcKke Kapakrepuctuke 'cranmapaHor wmogena" (Kmamh 2012), xoja ykibydyje u
npumepe Komenu-®@pance3 ocHoBane aekperom Jlyja XIV 1680. rogune, kao crajame Tpymne
no3opumita I'enero u Xorena ne byprow u byprrearpa y beuy (1741), MockoBcko
yMeTHHYKO akajemcko nosopuiire (MXAT) 1898. roaune u anTepHaTUBHA MO30PHUILNTA Y
EBponu, ayropka Te3e oTBapa MUTame HOPMAaTHUBHHUX MoJela (TMOJUTHYKUX M €KOHOMCKHX )
KpO3 jaBHE TOJUTHKE M (UHAHCH]CKE mpormce. Takohe ce uctmue na cy HakoH [[pyror
CBETCKOI' para JpkaBe Ojarocrama IMO30PHUINTE CMaTpalie JISTHTUMHHM KOPUCHUKOM U
WHCTPYMEHTOM JIEMOKpaTHje, ITO je CYIPOTHO 3eMJbamMa IeHTpalHe u ucroune EBpore rae
Cy ce MM030pHIITa cMaTpaja MOhHUM MeIujiuMa UACOJIOKe HHAOKTpuHaluje Hapoaa (Kimaunh,
2012). Anamusupajyhu jaBHE TONHMTHUKE BUAM C€ KAKO TEOMOJUTHYKM TaJlaCH YTHUYy Ha
pa3syMeBame OpraHu3alMOHNX ¥ HHCTHTYIIMOHATHHUX MPOMEHA Y 00JIacTH mo3opumTa. MHora
MO30pHINTA Cy Tpey3elia Hjeje KPeaTUBHUX HHAYCTPHja, W TOJJEria yTUIlajuMa jaBHHUX
nonuTHKa. JloOWaM cy orpaHwueHy €(QUKAaCHOCT M CYIITHMHCKH TMopakaBajyhe mcxoje Kao
wro cy He paou nuwma, Caxpuj ce uza ymemnuuxkoe npoyeca, Umumupaj komepyujanrno
nozopuwme u Ilosedcu jagno nozopuwime ca NOJUMUYKUM UTU OPYUUMBEHUM NOKPEMOM UU
epynom (Kmauh, 2012). [Jate cy aHanu3e 0 MHEPLHJH 3aMaJHUX, KA0 U JaBHUX HAIIMOHATHUX
WU TPaJICKUX TO30pHuINTa y jyrouctounoj EBpomm. JluckyroBane cy metone pedopme,
Mehytum ayropka moaprkaBa Kmawha (2012), koju nmpennaxe 'ekcTepHaIn3ainjy yCTaHOBA',
oTBapa TeMe momyT camomnapesuje, ¢emunusma, JII'BTU, 3amtute >XuBOTHE CpeauHe,
JbYACKHUX IIpaBa, COJIMJIAPHOCTH Cca He3aloclIeHnMa, n30eraunama, xKeHama skpTBama HacuJba,
UT/A. — CBE OBE T€ME MOTY Ja MOOWIHINY pecypce IUBWIHOT APYIITBA, KOjH MOTY UMAaTh
KOPHCTH O] ,,caBe3a” ca IMO30pHUINTEM, a IMO30pHUINTa OM MOTJIa MMAaTH KOPHUCTH O] Be3a ca
BbUMa. YKpaTko, YCTaHOBE HW3BONAUKMX YMETHOCTH MOTy T[OCTaTH ,,APYLITBEHU

MPOJIYLEHTHU, T]. aT€HCH APYIITBEHO-TIOTUTUYKUX pedopMH.
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[ToceOHa maxkma MOKJIOWkEHA je W pernepTroapckoM mnozopuity (Cneyuguunu mooen jagnoe
nozopuwma: Penepmoapcko nosopuwme) Kao MOJEN 3aNaJHOT IO30pHINTA, ONEpe WU
OarmeTa y KOjeM pE3UACHTHH aHCaMOJ HaW3MEHUYHO IIpeJICTaBjba Jena u3 oapeheHor
peneproapa. Y neny 3.3.3 Konabopamusnu moden (HOBU MOJETH, XETEPOTCHA yIIpaBJbauka
CTPYKTYypa, camoyBoleme), peJiaxke ce HOBU MOJIET Ha OCHOBY XemepoceHe YHpas/nbauke
cmpykmype - camoyeohenu CUCTEM - WU KOAAOOpAmMuSHU-XOpU30HMAaiHu mooden) Kao "Ko-
uuctutyyja". "Ko", oqHocH ce Ha K0J1abopaTHUBHO, 33jeTHUYKO, KOeT3uCTHpajyhe, a 3acHUBa
Ce Ha MAPTUIMIIATHBHOM YyIpaBibaky wWin comumokpatuju (ctp. 106). YV cienchem nemy
3.3.3.1 Mooenu na anmepnamuenoj nozopuwnoj cyenu "Konabopamuenu - Xopu3oHmaiuu
MoOen", TIPEACTaBJbCHE Cy AITCPHATHBE PEIEPTOAPCKOM M KOMEPIIMjaTHOM IO30PHIITY,
HOBE (popMe Koje OpraHu3yjy CTYIEHTH, MOy WIH HenpodecHoHaH, MpoPeCcHOHAIIHN, a
KacHUje M Henpo(pUTHE OpraHu3anvje, KOJEKTUBH WIM yapyxkema. Jlaje ce mcTropujcku
Mperyies; pa3Boja EKCHePUMEHTATHOT W / WM AITEPHATUBHOT TO30PHUINTA, W3BPIICHUX
pebopmu. Jleo 3.4 Anmepnamueno nozopuwme y Maxedonuju, Iaje WCTOPHJCKU H
JNJaXpOHU]CKH CTaB O aJITEPHATHUBHOM IO30pUIITY Y Makel1oHUjU, Ka0 U O yCIIOCTaBJbamby
WHULIMjaTHBa Kao mTo je OtBopeno nozopuinte miaanx (MOT), koje je y Makenonuju aano
HOBH ITO30pPHIIHU KOHTEKCT, TBpAehHM 1a je anTepHaTWBa IMoOBe3aHa ca (QMIO30(PCKHM U
ETHYKUM 3HAkEM, Ka0 ¥ ca HOBOM €CTETCKOM JTUMEH3HUjOM.

Y nornaBby 4. (Jenna) IlepcmexkTtuBa 0 wu3BOhaukoj ymeTHOcTH, Kopuiihemem
pa3IMUUTUX TEOPUJCKUX CTaBOBa NpoHal)eHUX y ujIaHIMMa, HWHTEPBjyHMa, MPOJEKTHMA,
JTUCKYyCH]jaMa, paJlMoOHUIIaMa, ayTopKa ce (pokycupasna Ha 1e0aToBame CTAaBOBA Pa3BUjCHUX Y
MoJbY caBpeMeHOT ieca. OBHM Haja3M YKJbY4yjy aHAIM3Y popMara WiId mpolerypa Kao aena
MPOW3BOJHUX  Tporieca, JUCEMHUHANM]y pagoBa ¢  BHUXOBY mpe3eHTanujy. OBe
cnenru(UIHOCTH 3aXTEeBajy HOBE CHUCTEME YIIpaBJbarha, HHTEPHE MPETOBOPE, KOMYHHKAIIH]E

ca IpyruM JpYIITBEHMM BJAaCTHMa, Kao U MHTepIenanuje y Biaaaajyhum nonutukama. OBae
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ayTopka Jaje MepCHeKTUBY Ha Ko0joj he KacHUje MPeNCTaBUTH MOJAET U METOJOJOIIKH
MPUCTYIl CaBPEMEHOT CLEHCKOT YMETHHYKOT MPOCTOpa Kao JAPYHITBEHOI areHra WId
nmpousBolhaua APYMITBEHUX OJHOCA Yy KOHTEKCTy MakeloHH]e, 3aCHOBAaHOT Ha KopuIIhemy
MIOCTMOJIEPHOT TIPHUCTYIAa TEOPUjU OpraHu3anuje. TakBa MHCTUTYIMja MOBE3Yyje YMETHHYKA
1oJba O KOjUMa CE€ OBJIE paclpaBiba, ca OTBOPEHHM (opMaMa MPOU3BOAE, CTBapama U
pednekcuje, omoryhasajyhu ydenthe y nponykiuju ,, ApymtBeHocTu . Y nornasiwy 4.1 Ilnec,
Kopeocpaguja, nepghopmanc Kao nojMosuU 8e3aHu 3a KOHmeKcm, TIpeyiaxy U Mperiieaajy ce
neppopmMaTHBHE, CIICHCKe wH3Bohauke Tpakce, Kao INTO Cy Iwiec, mepdhopManc u
Kopeorpaduja, Kpo3 TEOPHjCKY NIEPCIIEKTUBY CTY/IHj€ YIMHKA KOje ce OaBe YNHOM H3BOheHa,
aJli ¥ ’eTOBUM JIPYIITBEHUM, ITOJUTHYKUM, KYITYPHUM Tocieaunama. Takohe, y KOHTeKCTy
aHaIM3e MHCTUTYIMja CaBPEMEHHMX CIICHCKHX YMETHOCTH TPEIJIOKEH je TEOPH]CKH OKBHP

I’lOCI’)’lMOdQDHe nepcnekmuee _meopuje  opeaHuzayuje KOja HarjamaBa KOHCTAaHTHO

npoMeHJpuBY penanujy mehy konmentuma (ctp. 115). Kama je y oBoj Te3m ped o
WHCTUTYLUJU W3BOHAYKMX YMETHOCTH, Pa3MHUILba C€ O CAaBPEMEHHM KOpeorpad)CKuM u
MJIECHUM TIpaKkcama, WiId O HM3BOhauKuUM Tpakcama, Iuiecy, nepdopmaHcy, Kopeorpaduju
uMajyhu y By Ja HUXOBAa TIJlaBHA BAXKHOCT MHCIM Ha TEJNO KpO3 JBa BEKTOpa: Kao
YMETHUUYKHM MaTepujail Uiy anaT (Tj. TeJIo Kao 00jeKaT WM YMETHUYKO CPEICTBO) M, LITO je
JOII BaXKHHjE, TEJO CaMOI YMETHHMKa WJIM TEJI0 YMETHUKa (Tj. TeJlO Kao YMETHHUYKO JeJo)'
(Byjanosuh, 2009). OBzae ce BHIlIE MUCITH O IPYrOM BEKTOPY, WIH O TEIy YMETHUKA, UIH O
Tely kKao o mpenMeTy ymetHoctu. Cnenehu neo 4.2. Cnexkmap nieca - ocHO8He pasiuke u
cneyughuunocmu, J1aje UCTOPHJCKM M E€CTETCKH, Kao W TOJUTHYKH TIPEerJie]] TIJICCHUX
ymeTHHYKHX Gopmu. OB/ie ayTopKa MOKyIIaBa Ja apTUKYIUIIE yoTpeOy mojMa caBpeMeHH
TUIEC U HEeroBe KOHTEKCTyaiaHe opHoce. CUTyHpaH y WICOTOMIKH CHCTEM, CaBPEMEHH IUIeC
Tpakl CBOJy TaKTHKY Jla J€MOHTUpPA ITUKTATe WM U3BOJAU CBOj€ EKCIEPUMEHTE KpO3 pa3He

opraHuzamnuone gopmare cTBapajyhu okpyk eme y KOMe C€ MOTY U TEOPUJCKH apTUKYJIUCATH.
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TakBo oOkpykeme y OuBIIOj] JyrociaBuju je He3aBUCHA KYITYpHa CIIEHa, y KOjoj ce
MIPOU3BO/IM HOBH IUIECHHU CBET, KOJH CE€ MEHa, a C UM U 3Ha4eHha MHOTHX MOjMOBA TOMYT
wieca u kopeorpaduje. Jaru cy mpumepu kopuinhema u3pasza kopeorpaduja o crpaHe
pa3IMYUTUX HAaydHUKA U Kopeorpada. Y meny 4.3. Ilnec, kopeoepaghuja u nepghopmanc xkao
nojmosu u nosba y Maxeoouuju, pUKa3aHU Cy UCTOPH]CKH Pa3BOj MOJba TIECHE YMETHOCTH,
Kao U YTUIAjU y yIIOTpeOu MmojMa CaBpEeMEHH IUIeC MOCHEIkbE NeICHH]e U M0 Y MaKkeoHUj .
Kopeorpadu u opranuzaiuje Koje cy yTulajie Ha pa3Boj IJICCHE YMETHOCTH aHAIM3UPAHU CY
KpO3 JPYIITBEHO-TIOJUTUYKH TPETJie]] KOHTEKCTAa U BbUXOBHX MeljyHapogHHX omHoca (CTp.
135-141).

Ioraassbe 5. U3Boheme TeopeTckux ajara - Hezagucnu cekmop Kao nomeHyujan 3a H08o
Mooenuparse, TIOKa3yje Kako ce MPETXOIHO MPEICTaB/bEHN TEOPHUjCKH aaTH MOTY KOPUCTHTH
y oapeheHuM aKiyjaMa CaBpeMEHOT CIICHCKOT CHCTeMa YMETHOCTH, HAPOYUTO Ha HE3aBHCHO]
CIICHH WJIM TIPHWIIMKOM CaMOOpPTaHM30BaHUX akiuja. KommapatnBHa aHanm3a W3BelEHA je Ha
npUMEpUMa OpraHM3aldja y HE3aBUCHOM CEKTOpY KyAType (OKBUpH OpraHU3aluje,
MPOTOKOJIM Pajia, CTPYKTYpe OJUTYYHBama, MPOU3BEICHE BPEIHOCTH, MPOLEAYpe y pPauy,
YCIIOBH pajia ¥ HHXOBOT yTHIAja HA IPYIITBEHY cTBapHOCT). [lopen Tora, ananu3upanu cy:
opraHu3anvonu (opmaT KOju OBE HHHUIIM]jaTHBE KOPUCTE 3a CBOj€ AKTHBHOCTH; OKBUPH
capajilbe W pa3MeHe, Ka0 ¥ HOBH METOJOJIONIKM MPHUCTYIH Y Pa3BOjy MOJENa YIpaBibamba.
[Tonazumte OBUX aHanmM3a je TBPIAWkA Ja OBE METOJE W CKyN pPaJHUX Mpakcu HMajy
MOTEHIIMjall Jla C€ aJanTHpajy H TOBE3Y]y Kao CHCTEMH KOJU TIPOM3BOJE HOBY
WHCTHTYLIMOHAJHY TapaJurMy (CaMOOpTraHW30BaHU CHCTEMH, XETEPOr€HH MEHAlMEHT,
MIPOM3BO/Iba APYIITBEHOCTH, KOJAOOpPaTUBHU MOJEN, KO-MHCTUTYIIH]a, TOCT-UHCTUTYLIM]ja U
MOCT-MEHaepCcKa MapaJuryMa ¢y MOHOBO MPEIUIOKEHN U TIOBE3aHU Kao OHM KOjU JI0JIa3e U3
HE3aBHCHOT CEKTOpa Kao JIe0 MUBWIHOT IpymTBa). Y neny 5.1 Hezasucne opeanusayuje kao

npugpemeHe 30He KpUmuiko2 pasmuuiasarea (cmyouje ciyuaja MaxkeooHnuje u pecuona obuguie
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Jyeocnasuje) mpBo ce paspal)yjy TOjMOBH HE3aBHCHE KYJIType W IIMBWJIHOT JPYIITBA
(IBetruanun, 2009). la 6u ce uaentuduxopamo Behe mMojbe y KOjeM OBE OpPTraHU3AIIN]e
Nenyjy, y3€TH Cy U Apyru TekctoBu LiBernuanuna (2014), y kojuma ce xkopuctu bypamjeon
KOHIIENT 'moma’ Aa ce aHanu3upa mojbe KynrypHe npoaykuuje y Cpouju. Y BypaujeoBom
TEOPHjCKOM CHCTEMY, I0jaM no/ba jeé MONHUJU O] HMHCTUTYIHMje M 3HAYU JPYIITBEHU
KOHTEKCT, CIEHU(HUYHY, PENaTMBHO ayTOHOMHY KOH(UIYypalujy APYIITBEHHX OJHOCA Y
KojuMa ce oaBHjajy mpakce. l[Bernuanwn (2014) y3uma oBe aHanm3e jep je Imojam IoJba
BeoMa (DYHKIIMOHAJIaH y aHAIM3H KYJITYpHE MPOAYKIMje HE3aBHCHE CIICHE, a TJe TPaHuvHe
TUHHUje HUCYy jacHe. Takohe, mospe mnpuKazyje KOH(PIUKTHH KapakTep IpYIITBA WIH
Hecllarame, JIOK ce MOCTOjabe MHCTUTYIMja 3aCHUBA HA UICJH O OpYULINBEHOM KOHCEH3YC).
[Tospe je apeHa 3a Hecnarama rjae je 6opba m3mel)y yrBpheHHUX akTepa KOju Cy BIACHUIU
BehiMHEe KamuTalla U TpaTe KOoH3epeamusHe cmpameuje, 1 OHUX Ca KOjUMa Ce CyouaBajy U
npare cyoeepsusne cmpameeuje. Kpo3 paznuuuTe KapaKTepUCTHKE HO/ba  OTBapa ce
MEPCIeKTHBA Jla HE3aBHCHE KYJITYpHE OpraHHu3alfje y HUBWIHOM CEKTOPYy MOTy OUTH
JIOLMpPaHe Ha TOJbY OcpaHuieHe npousgoore Koja uMa JIOTUKY Ja T000JbIa eKCIIEPUMEHT H
WHOBalWje (aBaHrapna). AyTopka TBpOM Ja Cy TPOTPECHUBHH MPHUCTYyNmd Moryhm y
02PAHUYEHOM NObY NPOU3800He WIH Ha TI0JbY KOja TEKU ayTOHOMHJHU Y KOjoj Cy MPHHIIUITN
camu cebu omoryhenum axrtepuma, unu no IllejkoBum peunma, mnocToju MOTyhHOCT
camomHcTUTyje. CaBpeMeHa TIO30pHINIHA CIleHa Kao jenHa, TpecTaB/ba Malld Jeo
[IETIOKYITHOT HEe3aBHUCHOT CEKTOpa y yMeTHOCTH U KynTypu. Ctynuja [Ipenpara [{Betnuanuna
(2009) mpaBu kimacuukanujy KJby4YHHUX UTpada / akTepa KyATypHE TMOJHMTHKE y 3eMJbaMa
ousmie Jyrocnasuje (Cpowuja, L{pra I'opa u Makenonuja) koje nenyjy u3BaH CUCTEMA jaBHUX /
KyJITypHUX MHCTUTYIMja, 1a O MEpHUO BUXOBE KalalHTeTe, MAMpao M MPOIEHHO HHXOBY
Moh u moueo mporec ympexasama Mel)y Tum akrtepuma (ctp. 149). Cryawja momume Tpu

KapaKTEPUCTHKE OINEPATUBHOI KOHTEKCTa HEMHCTUTYIMOHATHHMX akTepa y CpoOuju, L{pHO]
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l'opu w MakenoHuju: noaumusayuja Kyimype, HeHa HOPMAMUBHA Hepe2ylayuja U
necmaburnocm (LBetnuanun, 2009, ctp. 7). [lojam 'He3aBUCHH CEKTOP Y KYJITYpH , Y OBOj

TC3U, OJHOCHU CC HA OHC op2anuzayuje Yuju 4iaHosu nDOd)ecuOHCZJZHO pade u 3CZDCZBVI'V 3a

acusom y HBO cexmopy. OHU Jene CIMYHE NPUCTYNIE y OPraHU30BaBY U JIEI€ CIMYHE

¢unozoduje mocroBama Kao M BPEAHOCTH KOje€ MPOM3BOJAE KPO3 CBOj€ AKTUBHOCTH
npumMenyjyhu 'crpareruje kBanutera' ([paruhesuh Llemmh u [parojesuh 2005): crpareruje
yMpeKaBama, capajme, IapTHEPCTBa, CaBe3a 3a 3acTymname, MelyceKkTopcka capajmba, Kao
CTpaTeruje Koje Ou moOoJplalie CTBapame Kyamype Keéaiumema. Jlabe je nat mperiien
onwimux npasaya paseoja Kyamypue noaumuke y Maxeoonuju y npomexaux 10 2coouna, kao u
OINIIITH KOHTEKCT MapTU3alvje, UMIUTUIMTHE IICH3ype, IEHTpaTN3alje, KINjeHTeIu3Ma UT/.
[Iponura roguHa T0HENA je TPOMEHE jaBHO] MOJUTHIIH ITPeMa [IUBIIIHOM JIPYIITBY, 2 HEKH UX
MOTY BUJICTH U Ka0 KYIMypaiusayujy NoJumuke WIA CTBaparmbe HOBOT ITOCTIIOJUTHYKOT
CTamka KpO3 pa3IMuuTe yTHUIdje Kpo3 ¢oHAalM]je, WHTEPHAIMOHAIU3ANN]Y KYJITYPHHUX
MONUTHKA WTHA. INTO YHampehyje KyamypHu mepkawmuauzam CTBapameM TPEHIOBA,
KOMOJU(PHKAIM]OM yCIyTra ¥ TPOU3BOJIa, MApTUHANN3Y)yhUl KyamypHu ¢hyHkyuonanuzam xKao
MO/IeJ Koju Ou 1mo6osbIao KyntypHu pa3Boj (Aparuhesuh, lllemuh u dparojesuh, 2005, ctp.
20). V neny 5.2 Aunanusa me3asucnoz cekmopa Kyimype )y pecuoHy, - HO8A MAKMuka u
cmpamezuje, ayTOpKa YBOJIW Halla3e U3 MHTEPBjya ca MpeJACTaBHUIIMMA IIUBIITHOT CEKTOPA U3
pervoHa, najyhu mperyienl HOBUX CTpaTeTrhja M TaKTHKE paja IMBUIHOT CEKTOpa, Kao M
mporeaypa M BPEIHOCTH. AHaIu3Wpajy c€ IMOJMOBH: Tporeaype W miaatdopme kKoju he
KacHHje OWTH MPECTAaBIbCHH CTyaujaMa ciaydaja. Y aeny 5.2.1 Hoee makmuke u cmpamezuje
Pazeoja Ha He3a8UCHOj KVIAMYPHOj CcyeHu, ayTOp YBOAHM HE3aBHCHE OpraHHM3anuje y
MakenoHuju Kpo3 MepcrekTuBy 'morpeda mpocTtopa'. AyTopka uaeHTHUKYje (TIEpHO.
2000-2010) nBe crparermje pas3Boja OpraHu3alja y HE3aBUCHOM CEKTOPY - jeaHa je

cmeaparbe HO8UX npocmopa, a JApyra je cmeaparbe NpuspemeHux niamgopmu yHYTap
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uHcturyimja. Y geny 5.2.1.1 Cmeapare HO8UX npocmopa - nobomulare 8UdbUsoCmu
He3a6UCHO2 ceKmopda, OMHUCAHO je Ja Cy OpraHu3aiuje Koje Ccy Ouie OpHjeHTHCAHE Hda
cmeapare HO8UX NpPOCMOpa, KOPHUCTUIIE OBY CTPaTETHjy 3a pa3BOj CBOjUX IMporpaMa y
MOKYIIajy TpeBa3sWiIaKemha HEW3BECHOCTH y OJHOCHMMA Ca jaBHUM HHCTUTYIMjamMa Kao
IpocTOpUMa TAEe Ce€ IporpaMu MoOry IMpuka3aTh. Takole, oHe Cy ce CympoTcTaBibalie
MHTepHAIM3AIMjH KPUTHKE, Ja omoryhe camomapesnjy wiu oHOo mTo Dyko Ha3uBa
'mpakcama camogopmayuje', am Takohe MOXKEMO BHUACTH Jia IOCTOj€ TMOKYIIAjH Ja Ce
MHTEpHAIN3Y]y nporpamMu y uHcTHTynujama (ctp. 161). YV MakenoHuju je NpencTaBIbeHO
BHUIIIE TIPOCTOPA M MPHUCTYIA, KA0 ¥ aHAKW3a HUXOBHUX cTparerdja u yruimaja (crp. 161-170).
VY neny 5.2.1.2 Ilpuepemene niamegpopme ca uncmumyyujama, peCTaBLEHE Cy CTPATErHje
¥ METOJIOJIOTH]jE pajia OpTaHu3alllja KOje HICY BE3aHEe 3a CTBapame (PU3MIKux mpocropa, Beh
MPUBPEMEHU BUIIAK y YCTAHOBJbEHU MHCTUTYLMOHAIHU KOHTEKCT. Y neny 5.3 Auanuze u
ucxoou oba npucmyna (CTpaTervje CTBapama MPOCTOpa W MPUBPEMEHHX IUaTGopmu),
aHAJIM3UpaH j€ OJHOC MOjMOBa camornapes3uje uiau napesuje. Takohe, aHanuszupanu cy Hosu
cmpamewKyu npucmynu - Haciehe npemeopeHo y Ho8e Npucmyne u cmpameuike cagese -
MpedcHu U cyenaoHu moodenu (Kpo3 CTyauje ciaydaja u aHanmse). JluckyroBaHa je
Hanmonanna crpateruja pa3soja kynrype 3a nepuon 2013-2017 roaune, koja je mpenpuaena
(dbopMupame HOBOT MOJieNia KYJITYpPHUX NMOJUTHKA y MakeIOHH]H a IITO je YTHIIAJo Ha pa3Boj
ClleHe, Ka0o W Ha capagHudke Qopmare u caBe3e y Makenonuju. To je Omo Beoma
TpayMaTW4aH TEpUOJ 3a HE3aBUCHY KYITYpHY CIeHy y MaxkemoHuju. Y mepuomxy Tocie
2000-ux Owio je oapeheHMX TOKyIIaja Ja ce M3Tpajad KpUTHYHA cdepa y KOjoj ce MOry
ApTUKYINCATH CaBpEMEHa YMETHOCT WJIM COIMO-KYJITYPHH CaApKaju y IBE KaTeTOpHje HOBUX
OpPTaHU3aIMOHNX W WHCTUTYIMOHATHHX Mojena. [IpBH mpHCTynm - HOBE 3ajelHUIC Koje
MOCTajy YBPCTE OKO pedopMe MPOCTOpa; APYTH MPHUCTYI - HOBA 3aj€HUIIA KOja C€ UYBPCTO

Be3yje OKO 3ajelHHYKUX ILHMJbeBa KpPO3 YCIIOCTaB/bal€ 3BAHUYHHUX YIPYXKEHa, ca HOBUM
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MOJIeIMMa yIpaBjbaka, jaCHOM CTPYKTYPOM U pa3BHjeHUM cTparervjama. Ha kpajy
MoTJIaBJba JaTa je Tabesa ONIITHX MOJMTHKA Yy CTBapamy M Pa3BOjy HE3aBHCHOT CEKTOpa y
MaxkenoHHjH 011 HE3aBUCHOCTH.

VY cnenehem mornaspy 6. KyarypHe moinTHKe HWHMUIHpPaHe O YMETHHKAa MPOTUB
NOJIMTHKEe MHULIIMPaHe 0J03r0-/10J1e, IIPBO CE Jaje OMUTH nperiea noautuka EY u Ousiie
JyrocnaBuje 3a miec u nepdopMaHc, Kao U MEPCHEKTUBE O pasziaukama u3mely monuruke
3amagHuX HW3BOhAUYKUX YMETHOCTH W OHHMX Koje cy ayropu CmuTxywjceH u Bepmeyren
HazuBalu '"mOCTKOMyHMCTHUYKUM" y 3emisbama llentpanne u Hcroune Epomne. Ilonutuke
"cMamUBama Tyann3Ma’ 03HayaBajy mporece U TPEHIOBE KOjU Cy ce MmojaBwin y EBporu ot
MOYeTKA JICBEIECETUX TOAMHA MPONUIOT BEKa, KajJa je y Cpelmoj W UCTOYHO] EBpomu
MONUTHKA (UHAHCHpamka OWiia yCMepeHa Ka BEIMKHM pErnepTOapCKUM I030pUINTHMA a
HE3aBUCAH CEKTOp OMO MapruHaJM30BaH WM BPJO Majo moap)kaH. Y 3amanHoj EBporm
CUTyallfja ce pa3juKyje jep c€ pa3IMuuTe WHCTUTYIH]Ee U WHUIIMJaTUBE MOAPIKABA]y, OJ
HAllMOHAJHUX LIEHTapa /0 NpHUBaTHUX aHcambarna, MPOAYLEHTCKMX Kyha M cTamMOeHuxX
MIPOCTOpPa JI0 MAJIOT, EKCIIEPUMEHTAITHOT U He3aBUCHOT cexTopa. Ox mana bepnuHckor 3uma
1989. romuHe W Ha MCTOKY Cy M3BpIIEHE MPOMEHE, pa3He MOJHUTHYKE TpaHcdopmarje,
pazOujame XOMOTEHE MOJUTHKE MpomuiocTh. OBIe ce TOBOPH M O TOME KAaKO €BPOIICKE
MOJIUTHKE, WM OHe Koje EY wmmIummupa, yrudy Ha HallMOHATHH KOHTEKCT y OWBIIOj
JyrocnaBuju. YV npeny 6.2 3acosaparwe Ha pecUOHANHOM HUBOY U NJIECHA NOIUMUKA )
Maxedonuju, HaBeleHE Cy akIWje Koje cy yrumaie Ha oxapehene pedopme momyT
KOJJAOOpaTUBHHX IMpojeKaTa 4YHju je IuJb na yHampel)yjy pas3Boj, kao mTo je Homancka
IJIecHa akajzemMuja. MakeqoHCKa TOJIMTHKA KYyJIType, MOceOHO Iuiec, eBajlyhpaHa je Kpo3
MOJUTHKY PAJHUX TpaBa CIOOOJHUX YMETHUKA M KaKO OHH YTHUYY Ha pa3BOj CaBPEMEHOT
maeca U Kopeorpaduje KOju Ce joIl YBHJEK Hajla3e caMO Ha HE3aBUCHO] KYJITYpPHO] CIICHH.

Takohe, HoBa Hayuonanna cmpameeuja 3a kyimypuu paszeoj Penyonuke Makeoonuje 2018 -

310



2022 u mweHa TeHJICHLHWja Ka "MHIYCTPUJU MCKYCTBA" WM TOKYIIaja J1a C€ ypPaBHOTEKE
NONUTHKe, uCTHUyhH 3a1aTak MpopUTAOMIHOCTH yCTAaHOBA M CEKTOpa Kao KeJbeHU IpaBall
pa3Boja. IrHOpHcame HE3aBHCHOT CeKTopa oMoryhaBa COllMjadHy MCKJBYYCHOCT W IITUTH
"HopManm3aiujy mnperBapama’ mo peunma Hcabene Jlopau. Crora ce oBae aHamu3upajy
Moryhu edekTH TakBUX IIOJIUTHKA, Ka0 M HMHHIMJaTUBE KOjé C€ OJHOCE Ha MPOCTOpE
crBapanamtBa (MHunmjatuBa acouujanuje Akm 3a He3a8ucHo nozopuwime, 3a HGopMHUpamHE
Tormnonentpane - LlenTap 3a caBpeMeHy yMmMeTHOCT W cuHeprujy - LleHtap 3a caBpemeHe
CIICHCKE YMETHOCTH y Byrapckoj; HHHIIMjaTHBa OCHUBAMkAa jaBHE YCTAHOBE MJIM MHCTUTYTA 32
caBpemenH iec y CIOBEHHU)U; MHUIMjaTUBA 32 MIPOCTOP 3aCHOBAH Ha 3aCTyNamy U 3alITHTU
"kyhe" caBpemene miecHe criene, Marauun y CpoOuju, utn.). Y normasmwy 6.3 H3zpaoa u
Pazeoj KyimypHe noaumuke, TOJA3U C€ O NapmMuyunamueHe memoooiozuje upaod
noaumuka, na OM ce 00jaCHWJIM MOJENIM 3aCHOBaHHM Ha OBOj MeTomoyioruju. Kao ocHoBe
Y3UMaHH Cy XPBaTCKH MPUMEPH U Pa3yMeBame MapTHIUIATHBHOT YIpaBJbamba Y KOHIIETITY
KYNIType; KOHCTUTYTUBHH, CTPATEIIKH M OINEPAaTHBHH €IEMEHTH W Mojenu MelhycoOHO cy
MOBE3MBAHM KPO3 TPH TJABHA CEKTOPA: jaBHU, YUBUIHU, U Npueamuu. 3aKOHOJIABHE OCHOBE
OBOT MOJIesia 00jalllibaBajy ce Kpo3 aHaJIn3€ MaKeJOHCKOT 3aKOoHa O JaBHOM W NMPUBATHOM
MapTHEPCTBY, 3aKOHa O KYJITYpH, Ka0 W 3aKOHa O JaBHMM HHCTUTyIHjama, Te€ 3aKoHa O
JIOKaJTHUM BJIaCTHUMa, Kao U muxoBe MehycoOHe Bese m Moryhe edekre, mokaszyjyhu na je
JaBHO MPUBATHO MAPTHEPCTBO Y Makedonuju mewanu uiu xuopuonu mooen. Y hopMupamy
MoOJIeJla HOBE WHCTUTYIHje yBenaeH je Policy mpuctyn ma je y moTmoriaBiby 3ajednuuxa
NOAUMUKA 3d HOBY JjAGHYy KYImypy Ui 00 NAMEPHAIUCMUYKe UHCmumyyuje 00
(nocm)mooepre uncmumyyuje PEACTaBILEH TPUCTYN 3aje0Huukux noaumuxa (Jparmhesuh
Memmh 2006) ka0 METOAONOMIKK MPUCTYN Yy MAPTUIUIATUBHO] U3TPaJlkbU HOBUX jaBHUX
MOJIUTHKA KOoje YyTU4y Ha (pe)popMucame MHCTUTYLH]ja WIH KYIATypHE cdepe. 3ajedHuuxe

noaumuke MoOpajy OWTH 3acHOBaHE Ha 3ajeOHUUKUM 6u3ujama u yumseeuma KOju Ou
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MIPEeBa3UIILIN WM pa3OUI €THOLIGHTpHU3aM, OUJI0 KaKBe mpeapacyse u KceHodoOujy, a Takas
MPUCTYI Ce Mpeajake Kao IMPEAycloB 3a CTBapame OMII0O KakBUX pePOpMH KYITYpHOT
cHcTeMa, jaBHUX MPOCTOpa y KYITYpH y 4eMmy Jexu OyayhHOCT KynTypHOT pa3Boja CBake
3eMJbe, peruje u rpaga. OBuM ce npeasul)a HAauYMH Kperupama KyATypHe NoIuTHKe yHyTap EY
- TEPUTOPHjATHO KOHIUIHUPAHOT TPUHIMIA KYITYpHE TMOJUTUKE WIH TEPUTOPHjaTHE
(Ip>kaBHE) KOHIICTITyallu30BaHe/MOTHBHCAHE KynTypHe nonutuke (Aparmhesuh I[emuh u
Hparojesuh, 2006) koju crtaB/ba rpahaHuHA W IETy TEPUTOPHU]Y jeAHE 3eMJbE Y IICHTAP
naxme. To je HapoyMTO BakKaH MPUCTYI Yy MAKEIOHCKOM ETHOICHTPHUYHOM KOHTEKCTY,
KOHTEKCTY 3aCHOBAaHOM Ha €THHYKM YCMEPEHHM MoJIMTHKama. Jlaje ce napyra mepcrekTuBa
JaBHO-TIPUBATHOT TAPTHEPCTBA, (WIM jUII), YKJbydyjyhW Tpu CEKTOpa jaBHH, NpPHUBATHH,
rpahaHCKH Kao Je0 MPUCTYIa 3ajeTHNYKUX nonuTthka. [Ipencrasibena je mema (parmhesuh
[Hemwmh 2006) ca NMO3WTUBHUM acleKTHMa JONPHUHOCA CBA TPU CEKTOpa Yy KpeHpamy
MOJIUTHKA U TIpakcu. Y neny OO0 3ajeOHuuKux noIumuka u napmuyunamueHoe ynpasmsared 00
PUBOMAMCKO2 YNPABbAFd U UHCIUMYYUOHATHO2 MOoOeNd, ayTOpKa TPENJakKe puzomMamcko
ynpasmarbe, Kao A€o0 "uncmumyyuje xao Opywmeenoe azenca” W KOJU KapaKTepHIle
"HEMpecTaHoO YCIOCTaB/balkbe Be3a H3Mel)y CEeMHUOTCKMX JaHala, opraHu3aiuja Mohu u
OKOJIHOCTH y OJIHOCY Ha YMETHOCT, HayKke U npymrBeHe 6opoe" (Deleuze u Guattari, 2004).
TakaB MpUCTYN 3aCHOBaH j€ Ha KOMYHAIHOM UIU 3ajeOHUYKOM YNPAae/bary HOBUM MOJETIMA
u Tpeba I1a IOHECE Xemepo2ceHOCm AKMUBHO2 NOHOBHOZ 3aMUULBLAILA UHCMUMYYUjd, Kao
CacTaBHHU JIO NOCM-MeHayepcke napaoueme, WIA HePCNeKmMusa meopuje nocm-mooepHe
opeanuszayuje. On T03BOJbaBa HOBE BPEJIHOCTH M HOBE M3pa3e KPEaTHBHOCTH, WJCHTHUTETA,
TOJNIEpaHIIkje, paja, capaame, Mely3aBUCHOCTH M COJMIAPHOCTH, OHE KOje Cy CcTape
(METpOTOIUTaHCKE) KYJIType Ouiie MOTHCHYJE WM JIEMOHTHpAJEe Yy KOPHCT XHjepapxuja,
LEHTPATHOCTH, CyMpeMallfje, UCKJbYUCHOCTH, TpeHha, YHMIINemha WIM YaKk M HCTpeOJberha

npyrux. (Karynapuh, 2005).
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[locneawe noryasibe 7. MHCTHTYHHja M3BOh)auke yMETHOCTH - areHT APYIITBEHUX H
NOJIMTHYKHX TpaHcpopMalMja TpeacTaBba 3aKJbydak, CyOIMMaIijy U onpaBlame Huiba
Te3e, pa3pahuBambe KOHIIENITA WHCTUTYLHjE Kao MPOJYKIHMje IPYIITBEHOCTH WM areHca 3a
COLIMjalTHE W TOJIMTUYKE TpaHchopMaije. AyTopKa Jaje U Mperiiea TPEHYTHE CUTyalluje
MHCTUTYLIMja W3BOHAuKMX YMETHOCTH C HaMepoM Ja OIpaBlia IMJb Te3e U HajaBibyje
MPETIOKEHN MOJEN Kao CTyIWjy Ciiydaja, HarjamaBajyhu moTpedy HOBOT MpHCTyHa y
VIIPaBJbahy OPTaHU3AIN]OM U TCOPHJH Y KyJITYPHOM KOHTEKCTY.

[IpeuioskeHu MPUCTYIT OBE T€3€ Ka MOJIENIOBakby HOBE HHCTUTYIHjE Kao IPOCTOpa HHKITY3H]e,
MOCPEeTHUKA TPOMEHE IPYIITBEHE W TOJUTHUYKE CPEAMHE YKJbYUyj€ CTPATEHIKH IPHCTYII
KOHIICTITYyaJIM30Baba MHCTUTYIHjE KA0 MPOCTOPA 3ajeTHHYKOT, APYIITBEHOT PEIEBAHTHOT U
KOHTEKCTYaJIM30BaHOT, WM WHCTHTYIHja Kao IIOCPEIHUKA JAPYIITBEHE M IOJUTHYKE
MMPOMEHE KOje Ha KyATypy TJeAajy Kao Ha pecypc 3a pasBoj jaBHe chepe. Ha kpajy ce
nmpeiake W TpaBal] KOHIENTyalu3alje HWHCTUTYIMj€ Kao HWHCTUTyIHUje rpahaHa, Kao
aliTepHaTUBa JOMUHAHTHO] KOMOJIU(UKALMJU, EKCIUIoATallMju M NpUBATHU3ALM]U jJaBHUX
pecypca u nobapa, Te je ynpaBibame TpaHchopmaldjcka Moh IpymITBEHHX OJHOCA, jep Cce
OJTHOCH Ha KOJIeKMUBHY 002080PHOCH, NAPMUYUNAMUBHO YAPABHAIbE U  3AJeOHUUKY
002060pHOCM ~ npema  jagHum  Q0obpuma. Puzomamcko  ynpaBbame  '3aj€THUYKOM
WHCTHTYIUjOM' WIIM 'TIOCPETHUKOM 32 APYIITBEHO-TIOJIUTHYKE TPOMEHE' 3aXTeBa KOJIEKTUBHO
WIH 33jeTHIYKO PYKOBONhEHE, capaamy, KO-MEHTOPHHT, KoJabopaTHBHA UCTPAXKUBAmKka, KO-
KypaTOpCTBO M TaKO Jajbe, jep caMO KpO3 OBaKaB MPUCTYI MOXKEMO IMPEBIIAJATH KPHU3E WIIH
ucnpobaT  HOBe  Merojojomke mpuHIune. OTBapa ce  MOCTMEHajepcka U
MOCTUHCTUTYIIMOHAHA TapajirMa, MojAp)KaHa TOCTMOICPHOM TEOPHjOM OpraHHU3alyje u
JIPYTUM TEOPUjCKAM TMEpCIeKTHBaMa IPEICTaB/LEHUM KpO3 OBY Te3y. PasmMunubame o
WHCTUTYIUJU U UHCTUTYLMOHAHUM IIpaKcaMa U HBUXOBUM MOTEHIUjaINMa, Kao 3ajeTHUIKU

yIpaBJbaH MPOCTOP, MPOCTOP 3ajeTHHUYKOT, MOKe OMTH HOBa MEHAlIEpCKa JIOTHKA 3aCHOBaHA
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Ha TMapTUIUINATHBHOM WJIM PU30MATCKOM YyIpaBjbalkby Koja HaM omoryhaBa na mpramo
pasnuynTe Mare Wik aa OyJaeMo y CpeauHH, 3aMHIUbajyhu u nperpaxuBajyhu paznuuuta
3Ha4Yeka YHyTap MO30pHINTa, IUieca M Jpyre yMmeTHocTd. OBakBa IOCT-yIpaBJbayuka
napagurma Moke ce MOAPKATH KypUpPakEeM Kao METOZIOM U3rpaambe caapikaja Koju ce Mpyxa
MHCTUTYLIMjaMa U3BO)auyKUX YMETHOCTH, Kako Ou ce peaeduHucaa U KOHTEKCTyaln3upaia
Bell XOMOTeHH30BaHA HJeja O MHCTUTYIHUjH, TPAIUIHUOHAIHU HPUCTYI pENeproapy, WId
MOJICTAKHYTH €CTETCKH UMITYJIC.

To je mpemior Aa ce pa3MuIIba O HOBOJ MOJUTHUIIM KYCTOCHPakha WIH CTBapamy caapxkaja y
WHCTHUTYLIMjaMa W3BOHauKuX yMeTHOCTH. L{uib je BHIETH KyCTOCHpame Kao XETepOreHOCT Y
porpamMupamy, NpuOIKaBamy, yIIpaBbamy, Pa3MULLbAKY, pa3MaTpamy, pedIeKkToBamy,
IJyMH, HACTyMamy WIH Kao pedUieKCHju yMETHHYKE Npakce W KYyJIType, pagHuM U
MIPOU3BOIHUM YCIIOBUMA, €KOHOMUJH, IPYIITBEHO-TIOJIUTHYKOM H KYJITYPHOM OKPYXKEHY, U
Jpyre UHCTUTYLHOHAJIHE CTPYKTYpE KOje YTHUy Ha o0sacT u3Bohaukux ymeTHocTH. OBUM ce
npeJulake KyCTOCHPame Kao aKTHBUCTHYKA TPaKca, TAKTHKAa Koja omMoryhaBa BHIJBUBOCT
pasnuMka y H3BOHAauKO] yYMETHOCTH, XETEPOTEHOCTH, TJje KYCTOCKa Ipakca U KYCTOCH
n3BohauKuX ymMeTHOCTH Mory OuTH "mocpeauunu’. (ctp. 244-245).

Te3a ce 3aBpiiaBa mpeayioroM 0 ToMe ITa Tpeda na Oyze MPoCTOP/UHCTUTYIIH]A: TIOCPETHUK
IPYIITBEHUX W TOJNUTHYKHX TpaHchopMmalyja WIM aKTHBHHM CTBapajam ApYIITBEHE
3ajeqaune? M mucium na - npumapHu pax Mmanena CtuinmnHoBuha - "CBe MITO BHANMO,
Takohe O6m morno Outu npyrauwje (Moje ciaTko mayio jarme)", Mokasyje jJa je OBaKaB
MPUCTYN jenaH oj MHorux. [lepcriekTwBa mata Kpo3 OBY Te3y jelHa j€ OJ TEOPETCKHU
MOJIP)KAaHUX TPUCTYIA, Mala MHCIH M HCKycTaBa. Moxe OWUTH W IpYyrux TOrjieaa u
METOOJIOMIKMX TPUCTYINA Y pa3MHUILUbalky O MHCTUTYIMjaMa y KYITypd M y u3Bohaukum
yMETHOCTHUMA. AKaJieMCKa HCTpakMBama, Ka0 U CBAaKOAHEBHH pajl Ha TEPEHY, 3aXTeBajy Ja

HACTaBUMO Jla TOKYIIaBaMO Ja pa3BUjeMO TeopHje, Aa 3aMUIIJbaMO, Pa3MHUILBaMO,
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KypUpamo, yrpaBibaMo, Ja YCIOCTaBJbaMO MPOCTOPE 32 YMETHOCT, 3Bohauke yMETHOCTH, ca
HEYCIIEXOM HJIM YCIIEXOM, alli Jia c€ HUKAJ HE OJPUYEMO IOKYIlIaja MPOMEHE M CTBapame
00Jber OKpYXKeHmha y KOjeM CTBapamMoO U PaJuMO Y YMETHOCTH U KYATYpHU. Y TOM CMHUCIY Ha
Kpajy aucepranyje ce Hamasu crynuja ciydaja Kuno Kyntypa - mpoctop 3a caBpemeHe
nu3Bohauke YMETHOCTH U KYITYpYy, a paa ce€ CTaHgapIHO 3aBpliaBa OuOmmorpadujom u

ouorpadujom ayTopke.
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exchange/ a platform for the international exchange of ideas, processes, and reflective
practices surrounding dance and movement based forms between the U.S. and the

independent performing arts communities internationally.

She was an assistant curator in the international project “Curatorial Translation”, co-curator
of the Locomotion — Festival for contemporary art and performance in Skopje, Macedonia
(2008-2015). She curates the program Platform(a) for contemporary performing arts as part

of Kino Kultura, and the theoretical and educational platform Art Politics Institution and
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Body. She is engaged in the latest projects Dissonant co- spaces 2016/7, Cultural spaces for
active citizents 2017/18, dealing with the issues of politicality and of public spaces,
heterogeneity in institutional models in culture and their role in the public sphere. As part of
these projects, she programmed the international conference "Modelling public space(s) in
culture” held in Skopje, in October 2017. In 2017, she was engaged as a mentor on the
project The Perfect Artist, A discursive-educational program as part of the Denes Award,
organized by FRU. At present, she is engaged in the team that develops methodology for

cultural policy development of the City of Skopje.

She collaborates with the curator Ivana Vaseva, and together they developed one concept
discussion How to make a festival of 1000 and 1.000.000 euros, that was presented on
numerous festivals and spaces in Europe. Also, they developed a lecture performance
Cultural workers take a stage, dealing with the workers’ rights on the independent cultural

scene.

She participated in conferences among which, 2018 — Theatre between politics and policies,
Belgrade, Faculty of Drama Arts, 23-25.03.2018; 2017- Participatory Governance in Culture
Conference/Participatory Governance in Culture: Exploring Practices, Theories and Policies.
Do It Together, 22nd - 24th November 2017, Rijeka, Croatia, discussion “New Horizons of
Public Culture: Which Type of Institutional Practices Do We Need?”’; 2017 — Art, Politics
and the Institution - A European Summit, at the International Festival for Performance-Art &
Networking 14. — 24. September 2017 in Mannheim; 2016- participant/presenter/moderator
on the BITEF festival conference: BITEF and cultural diplomacy: theater and geopolitics; 1,

2 October, 2016.

She also participated in different presentation and discussion panels: 2017, Malta Festival

Poznan, part of the program Balkan Platforms curated by Oliver Frlji¢ and Goran Injac, June;
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2017- 16.-18.11/ Taarnby Torv festival, Copenhagen, Panelist on the discussion ,,Experiences
from the spaces of performing arts as spaces for citizens and art”; 2017 — Conference
ENROUTE- for contemporary movements in the Balkans, Tanzquartier Vienna, March;
2017- Conference “Working together transnationally”, K3 |Tanzplan Hamburg, March; 2017
— Moderating and presentation on Symposium CRISIS? WHAT CRISIS?! talking about
Dance & Aesthetic — Dance & Labour — Dance & Politics, ImpulsTanz, Vienna, 11-14
August; 2014 - participant/presenter on the conferences: Balkans: Public Debate "Art meets
Theory in Collective Action”, Athens, Onassis Centre, 16 March; 2014/
participant/presenter at the conferences: Kulturologue: Evaluation of Cultural Policies and
EU-Funded Programmes as Promoters of Cultural Diversity and Intercultural Dialogue in the

Balkans/Southeast Europe (SEE).

She teaches project management, strategic development, performing arts management,
cultural policy and models of regional collaboration, curating in performing arts within
workshops in Macedonia and the Balkan region. Since 2011, she she has been teaching two
subjects, management of performing arts and theoretical discourses in contemporary dance as
an external collaborator / lecturer within the Faculty of Music Arts, Department of Ballet

Pedagogy, contemporary dance.

She has published texts in magazines, publications, and books, and co-edited several
publications/books. Selected: co-editor: ,,Modelling public space(s) in culture - Rethinking
Institutional Practices in Culture and Historical (Dis)continuities®, publication, Lokomotiva,
Skopje, 2018, co-editor; text: The “Other” Body: Mapping the Archives of Choreographic
Practices in Macedonia (1970 -1990), Dimitrov Slavcho and Tanurovska — Kjulavkovski, in
Maska — journal for performing arts, Ljubljana 2017; text: Cultural diplomacy, a dialog with
the civil society, in Cultural Diplomacy, Arts Festivals and Geopolitics, edited by Milena

Dragic¢evi¢ Sesic, with Ljiljana Rogac Mijatovic, Nina Mihaljinac, Belgrade 2017; text:
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Independent Performing Arts Scene, Biljana Tanurovska - Kjulavkovski, in Platform, East
European Performing arts Companion, Edited by JoannaKrakowska and Daria Odija, The
Centre for Culture in Lublin, the City of Lublin and the Adam Mickiewicz Institute, 2016. pg.
240, 2016; CoBpeMeHOCTa M KamWTadu3alldja Ha COBpPEMEHATa W3BeAOCHA YMETHOCT/
TpennoBu wim pedopmynupame Ha momenurerure, (Contemporality and capitalisation of
contemporary performance art Trends or reformulation of modalities), bupana TanypoBcka
Kynapkoscku Bo APC AKAJIEMUKA- MefyHapoIHO CIIHCAHHUE 33 H3BEyBAaUKH YMETHOCTH
op. 2, Ckomje 2014 (Biljana Tanurovska Kjulavkovski in Ars Academica — International
magazine for performing arts, 2, Skopje 2014; The Festival as a “Microphysics of Power”
(Foucault)”, Biljana Tanurovska Kjulavkovski, Elena Veljanovska and Ivana Vaseva,
published in: Parallel Slalom, A lexicon of non-aligned poetics, ed. Bojana Cvejic, Goran
Sergej Pristas, Walking Theory — TkH, Belgrade and CDU- Centre for Drama Arts, Zagreb,
p. 354; Balkany Performatywne, Rytual, Dramat, sztuka w przestrezeni publicznej,

Uniwersytet Opolski, Opole 2013; and other.
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N3jaBa o0 ayTopcTBY

[Mornucana buskana TanypoBcka KjynaBkoBcku

HzjaBbyjem,

Jla je TOKTOpCKa ArcepTallija moj HacJI0BOM

Theory of institutions and cultural policies for contemporary performative practices -
Hnemumyyuonanna meopuja u KyimypHa NOIUMUKA y Ca8pemMeHoj nepihopmamusHoj npaxkcu

® PE3yJaTarT CONCTBCHOT UCTPAKUBAYKOI / YMETHHUYKOI UCTPAKUBAYKOT pajia,

® la mpeAyIoKEeHa JOKTOPCKA Te3a y LIEIMHU HU Y AEJIOBUMa HUje Onila MmpeiokeHa 3a
nobujame OUIo Koje AUIIIOME MpeMa CTYIUjCKUM MporpaMumMa Ipyrux Gakynrera,

¢ J1a Cy pC3yJITaTu KOPECKTHO HABCACHHU U

e Jla HUCAM KpIIWJIa ayTOpCKa IpaBa U KOPHCTUJIA MHTEJIEKTYaJHy CBOJUHY JIPYTHX
JULa.

[ToTnuc gokTopanaa

VY beorpany,
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N3jaBa 0 HCTOBETHOCTH IITAMIIAHE U €JIEKTPOHCKeE Bep3Hje T0KTOPCKe

aucepraunuje / JOKTOPCKOI YMETHUYKOT MPOjeKTa

Nwme u nipesume ayropa buisana TanypoBcka KjymaBkoBcku
JIOKTOPCKH CTYAM]CKH TIPpOTpam
HacnoB nokropcke aucepraiyje

Theory of institutions and cultural policies for contemporary performative practices -
Hnemumyyuonanna meopuja u KyimypHa NOJUMUKA Y CABPEMEHO] NephopMamusHoj npaxkcu

MenTop IIpodecop, Jp Munena Jparuhesuh [llemmh

[Motnucanu (uMe u ipe3ume aytopa) busbana TanypoBcka KjynaBkoBcku

M3jaBJbyjeM Ja j€ ITamIaHa Bep3uja MOje JIOKTOPCKE JMCEpTallije NCTOBETHA €IEKTPOHCKO]
BEp3HUjU KOjJy caM Mpejajia 3a 00jaBJbUBamke Ha MOpTalry JUruTajHOr peno3uTopujyma
YuuBep3utera ymeTrHocTu y beorpany.

Jlo3BosbaBaM 1a ce oOjaBe MOJH JUYHM IOJAIld BE3aHU 3a JOOHjamke aKaJeMCKOT 3Bamba
JOKTOpa HayKa, Kao ITO Cy UME U TIpe3uMe, TOJIMHA U MECTO pol)ema U AaTyM o0paHe pana.

OBu IMYHU MOJAM MOTY ce 00jaBUTH Ha MPEXHHUM CTpaHHMIlaMa JUTHUTaIHE OMOIuOTEKe, Y
€JIEKTPOHCKOM KaTaJIory U y yOsinkanujama Y HUBep3uTeTa yMeTHOCTH beorpany.

[MoTnuc nokropana

VY Bbeorpany,
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N3jasa o kopumhewy

Omnamthyjem YHuBep3uTeT yMmeTHOocTH Yy beorpagy ma y JlurutaiHu peno3uTopujym
VYHHBEp3UTETa YMETHOCTH YHECE MOjy JOKTOPCKY TMCEPTAIH]y 110l HA3UBOM:

Theory of institutions and cultural policies for contemporary performative practices -
Hnemumyyuonanna meopuja u KyaimypHa noIumuKa y caspemenoj neppopmamusHoj npaxcu

KOja je Moje ayTOpCKO AEeIo.

JIOKTOpCKy AmcepTalujy mpefaja caMm y eJIeKTPOHCKOM QopmaTy MOTOJHOM 3a TpPajHO
JICTIOHOBAKE.

VY beorpany, [Tornuc nokropanaa
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