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Ova monografija daje kompleksan prikaz rada Spomenik
crvenoj Rijeci - Samoobrambeni spomenik, koji je osmislio
umjetnik Nemanja Cvijanovié, ¢ija oStroumna i refleksivna
gesta potkopava trenutacan rast nacionalistickog nasilja
koji proZzima svakodnevicu. Taj rad predstavlja upravo
onu toc¢ku na kojoj se sukobljavaju fasistic¢ko i antifaSisticko naslijede, i
definira Cvijanoviéevu gestu kao relacionalnost izmedu drustva, politike
i umjetnosti. To djelovanje unutar Cvijanovi¢eva rada moZze se shvatiti
i kao klju¢ za ¢itanje ove publikacije. Svojim dojmljivo raznolikim
prilozima raznih autora koji istrazuju drustveno-politicki kontekst
u kojemu je moguca Cvijanovi¢eva umjetnicka pozicija, iz raznolikih
perspektiva, uglavnom utemeljenih u odnosu prema antifasistickom,
kulturalnom i kunsthistori¢arskom diskursu, ova publikacija teZi pokazati
narativ projekta od njegova pocetka do kraja, kao nacin na koji taj proces
iznova razmatra status umjetnickog djela i njegovu ulogu u drustvu.
S toga gledista, publikacija ne postavlja Cvijanovicevo djelovanje samo
unutar naslijeda antifaSistickog pokreta nego se bavi i ulogom i vrijedno$éu
medijske slike u naSem svakodnevnom Zivotuy, i to ¢ini i na formalnoj
i na konceptualnoj razini. Zac¢arani krug hiperprodukcije i hiperpotrosSnje
jos$ je viSe zacaran nego Sto se €ini na prvi pogled, jer medijska slika,
kako bi zadovoljila kriterije distribucije, neprekidno , odraZava” potrebe
ekonomske i geopoliticke panorame koja je trenuta¢no na snazi. Na kraju,
cilj ove monografije je analizirati druStvene modele i ideologije (one
koji viSe nisu relevantni za hegemonske drustvene i politicke strukture)
te identificirati i iznova predloZiti aspekte odredenih ideja koje su mozda
i dalje primjenjive, ili bi mogle postati primjenjive u danasnjim
antifasisti¢kim borbama.
Uvod u publikaciju su tri eseja, autora Dragana Markovine, Ivane
Bago i Stefana Tacconea. Analizom lokalnih, nacionalnih i internacionalnih
medija, Dragan Markovina definira ulogu medija u stvaranju slike modernog
drustva, kako se u medijima detektiraju i obraduju odredene pojave,
kako komercijalni, javni i neprofitni mediji poti¢u rast konzervativnih
tendencija i utje¢u na galopirajuéu fasizaciju drustva.




FHIN
'”""r’fg"
E&" fiin

=
s

G, ‘gf?' R ::;,.__ -..,rf” il ?:
.
The present monographic publication provides an intricate
survey of the work The Monument to Red Rijeka — The Self
-Defensive Monument, conceived by the artist Nemanja
Cvijanovi¢, whose sharp-minded and reflective gesture of
agency undermines the current rise of nationalist violence.
This particular work presents a very precise point where the fascist and
anti-fascist legacy confront one another and define Cvijanovic¢'s gesture as
relationality between society, politics and art. This agency within Cvijanovic's
work can also be considered as key to reading this publication. With a
compelling range of contributions by various authors who examine the
socio-political context in which Cvijanovic's artistic position operates, from
a variety of perspectives, mostly grounded in their relation to anti-fascist,
cultural and art historical theoretical discourse, the present publication aims
to show the narrative of the project from the beginning to the end and how
this process reconsiders the status of the artwork and its role within society.
From this perspective the publication does not position Cvijanovic's agency
only within the legacy of the anti-fascist movement but also tackles the role
and value of the media image in our daily lives, and does so on both a formal
and conceptual level. The circle of hyperproduction and hyper consumption is
even more vicious than it appears at first glance, because the media image,
in order to meet the necessary distribution criteria, continuously “reflects” the
needs of the economic and geopolitical panorama that is currently in force.
After all, the aim of this monographic publication is to analyze societal models
and ideologies (those which are less relevant to hegemonic social and political
structures) and to identify and re-propose aspects or specific ideas that may
still be, or could become, applicable to today’s anti-fascist struggles.

The publication is introduced by three essays by the authors Dragan
Markovina, lvana Bago and Stefano Taccone. Through an analysis of local,
national and international media, the author Dragan Markovina defines the
role of the media in creating an image of modern society, how certain
phenomena are detected and processed in the media and how commercial,
public and non-profit media encourage the growth of conservative tendencies
and influence the accelerating fascization of society.










A

Slijedi tekst Ivane Bago, koja akciju Nemanje Cvijanovica definira ne
samo kao pripadnu antifasisticCkom pokretu nego i kao njegovu sinegdo-
hu koja, svodeci svoje simbolicke izvore na hiperbolizirani znak crvene
zvijezde, utjelovljuje dostignuéa, ali i proturje¢ja umjetnickih praksa

koje se bave historizacijom jugoslavenske i socijalisticke proslosti. Dok
Dragan Markovina i Ivana Bago ostaju u kontekstu lokalnog i regionalnog
razumijevanja Cvijanoviceve akcije, Stefano Taccone pozicionira je u
kontekst internacionalnog sustava suvremene umjetnosti. Ta gesta istice
pretjeranu mo¢ trzista i njegovu upotrebu u politicki i drustveno angazi-
ranim praksama. U svjetlu razumijevanja tog problema, s namjerom da
istakne postojece mehanizme, Taccone predlaZe instituciju Venecijanskog
bijenala kao studiju slucaja i analizira strategiju izlozbenih politika koje
stoje iza njega.

Sredi$nji dio publikacije sastoji se od Cetiri kraca eseja koji ne nude
dubinsku analizu Cvijanoviéeve umjetnicke intervencije nego pruzaju
drustveno-politicki kontekst u kojemu je njegova intervencija bila mogu-
¢a te sluZe kao Cetiri razlicita stajaliSta koja usmjeravaju Citatelja prema
razumijevanju upravo te umjetnicke geste. Slijedeci svoje najnovije istra-
zivanje uzroka i razloga kolektivne amnezije koja se odnosi na vaznost
jugoslavenske partizanske borbe protiv faizma u Drugom svjetskom
ratu, i pozivajuéi se na Cvijanovic¢evu akciju, Gal Kirn dekonstruira trajnu
politiku antimemorije u suvremenom trenutku, kada se ¢ini da je faSizam
ponovo u usponu. Kirnovo promisljanje nedvojbeno je vrlo srodno tekstu
Michata Koztowskog, koji izlaZe mehanizme svojstvene fasizmu naseg
vremena i dokazuje da se faS§izam ne rehabilitira u punom smislu rijeci
nego se relativizira, normalizira, i §to je najvaZnije, apsorbira u prevlada-
vajuce i postojece ideologije. Dok Kirn i Koztowski analiziraju pojedine
pojave povezane s fa§izmima i njihovim naslijedem, prilog Katarine
Peovié definira problem revizionistickih rezolucija Europskog parlamenta
i osuduje izjednacavanje dvaju europskih totalitarizama. Njezin esej
na prakti¢noj razini otkriva kako danasnje neofasisticke skupine mogu
iskoristiti dokumente koje su odobrili i izglasali i nasi parlamentarcii s
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The volume continues with a text by Ivana Bago, who defines Nemanja
Cvijanovic's action not only as part of the anti-facist movement, but also as its
synecdoche, which, in reducing its symbolizing resources to a hyperbolized
sign of the red star, embodies the achievements but also the contradictions of
artistic practices dealing with the historicization of Yugoslavia and its socialist
past. While Dragan Markovina and Ivana Bago remain within the context of a
local and regional understanding of Cvijanovic's action, Stefano Taccone
positions it within the context of the international system of contemporary art.
This gesture highlights the excessive power of the market and its utilization of
politically and socially engaged artistic practices. In the light of this problem and
with the intention of elaborating upon existing mechanisms of power, he
proposes the institution of the Biennale di Venezia as a case study and analyses
the strategy of exhibition politics behind it.

The central part of the publication comprises four shorter essays that do
not provide in-depth analysis of Cvijanovic¢'s artistic intervention but rather the
socio-political context in which his intervention was made possible. As such,
they serve as four different positions that direct the reader towards an
understanding of this particular artistic gesture. Following his latest research
into the causes and reasons for the collective amnesia which cloaks the
importance of the Yugoslav partisan struggle against fascism during World
War I, referring to Cvijanovic’s action, Gal Kirn deconstructs the continued
politics of anti-memory in a contemporary moment when fascism seems once
again ascendant. Kirn's thought relates to the texts of Michat Koztowski, who
exposes the mechanisms inherent to facism in our time and proves that
fascism is not exactly being rehabilitated. Rather, it is being relativized,
normalized and, most importantly, absorbed into dominant and existing
ideologies. While Kirn and Koztowski analyze particular phenomena related to
facisms and their legacy, Katarina Peovic's contribution defines the problem
posed by revisionist Resolutions of the European Parliament, condemning the
» equating of two European totalitarianisms. In more practical terms, the essay

discloses how today's neofascist groups can utilize documents that were
. " . ‘aeproved and voted for by both our central-left and central-right
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lijevog i s desnog centra. Tekstualni dio zakljucuje prilogom Srecka
Puliga, koji istice razlike i sli¢nosti izmedu povijesnog fasizma

i dana$njeg postfasizma. Njegova analiza $to je fasizacija danas i kakav
je danas$nji antifaSizam pomaZe nam da odredimo smjernice za djelotvo-
ran, ofenzivan i politi¢ki nekorektan antifasizam u buduénosti.

Kao struktura, ova monografija dizajnirana je kao vizualni esej koji
omogucuje kriticko ¢itanje rada Spomenik crvenoj Rijeci — Samoobrambenti
spomenik tako Sto se ,temelji” na razli¢itim teorijskim studijama slucaja.
Vazno je razumjeti da predstavljeno umjetnicko djelo ne treba percipirati
iskljuéivo kroz ¢in ,podizanja” spomenika nego kroz cijeli vremenski
raspon i nacin na koji ga se percipiralo u §iroj javnoj sferi. Cvijanovic¢evu
intervenciju nedvojbeno treba shvatiti i kao druStvenu skulpturu koja
nadilazi svoju materijalizaciju u obliku crvene zvijezde. Stoga je vizualna
naracija publikacije uredena linearno i djeluje kao supostavljanje analize
komentara lokalnih, regionalnih i internacionalnih medija, druStvenih
mreZa, dokumentacije sluzbenih najava i komentara u Hrvatskom sa-
boru, lokalnih sjednica gradskih vijeca i stvarne vizualne dokumentacije
projekta. Vizualni materijal ureden je, odabran i strukturiran kao dijalog
izmedu Davora Konjikusi¢a, Nemanje Cvijanovica i Marija Ani¢ica, koji
je irazvio koncept za dizajn publikacije.




TEVZ LOGAR | VLADAN JEREMIC % UVODNIK | THE INTRODUCTION

parliamentarians. The textual section concludes with a reflection from Srecko
Pulig, who emphasizes the differences and similarities between historical
fascism and today’s post-fascism. His analysis of what fascization is today and
what today’s anti-fascism is like, helps us in conceiving guidelines for an
effective, offensive and politically incorrect anti-fascism.

As a structure this publication is designed as a visual essay that allows
for a critical reading of the work Monument to the Red Rijeka / The Self
- Defensive Monument, by being “grounded” in various theoretical case
studies. It is important to understand that the presented artwork should not
be perceived exclusively through the act of “erecting” the monument but
rather through span surrounding the work and how it was perceived in the
wider public sphere. Without a doubt, Cvijanovic¢'s intervention should be
seen as a social sculpture that goes further than its materialization in the
form of the red star. Consequently, the visual narrative of the publication is
arranged in a linear way and functions as a juxtaposition between the analysis
of: local, regional and international media; social networks; documentation of
official announcements and comments from the Croatian Parliament to local
sessions of city councils; and the actual visual documentation of the project.
The visual material was organized, selected and structured in a dialogue
between Davor Konjikusi¢, Nemanja Cvijanovi¢ and Mario Anici¢, who also
developed the design concept for the publication.
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Slucaj Rijeka

ili razbijanje
domobranskog
konsenzusa

Jndoing
the Home-Guara
Consensus:
the Case of Rijeka

$2



PRAGAN
MAREOVINA

Nakon §to je kontrarevolucija devedesetih odradila glav-
ni udar i uglavnom promijenila druStvenu stvarnost i
identitet Republike Hrvatske, kad se situacija malo sle-
gnula nakon 2000., a preZivjeli dZepovi otpora u vidu
postovanja partizanske tradicije ostali u pojedinim en-
klavama, nastupio je domobranski konsenzus, odnosno nov drustveni
ugovor. Po njemu je Hrvatska odredena kao u sustini nacionalisti¢ka dr-
zava u kojoj antifasisticka tradicija ima pravo gradanstva tek u onoj mjeri
u kojoj je napravila neSto za nacionalnu stvar, a to su drzavnost i granice,
pri ¢emu se i to tek prigodno, jednom godisnje jedva promrmlja. Dakle,
ta tradicija se tek jedva tolerirala, uz potpuno presucivanje jugoslaven-
skog konteksta i socijalisti¢ke revolucije. Taj konsenzus je, medutim, s
protokom vremena i mimo volje mainstream politike, pa ¢ak i bez bitne
uloge SDP-a u ¢itavom procesu, narusen iskljuéivo iz jednog razloga. To
je da partizanska borba €ini istinsku tradiciju Hrvatske i dio je aktivne
kulture sje¢anja dobrog dijela drustva, koji je onda vlastitim akcijama, od
umjetnickih do konkretnih obnova miniranih spomenika, mimo ikakvog
sudjelovanja drzave tu tradiciju odrzavao prisutnom i vratio joj legitimi-
tet. Stovise, u toj mjeri joj je vratio pravo gradanstva, da je na ovogodis-
njem obiljeZavanju 8o. godiSnjice ustanka u Sisku sluzbeni pokrovitelj
bila hadezeova Vlada Republike Hrvatske, dok je Zoran Milanovié¢ u ulo-
zi predsjednika odrzao upecatljiv govor u kojem je prvi put netko na toj
poziciji rekao da su ustanak pokrenuli komunisti, da su se mnogi od njih
izgradili u Interbrigadama za vrijeme Spanjolskog gradanskog rata, da je
to bila zajednicka borba jugoslavenskih naroda, uz izri¢ito spominjanje
Koce Popoviéa. Drugim rije¢ima, obiljezavanje Dana antifaSisticke bor-
be 2021. nije ni po éemu nalikovalo na prethodne. Do takvog zaokreta
nije doveo jedan konkretan dogadaj, nego ¢itav niz stvari koje su malo po
malo vracale antifaSisticku borbu i njene vrijednosti u javnost, dok ona
na koncu nije postala neupitna. Konceptualna postavka Nemanje Cvija-
noviéa, odnosno instalacija u ¢ast rijeckih partizana koja je postavljena
na rijecCkom neboderu, uz namjernu asocijaciju na sliénu petokraku koja

st ucel)
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The 1990s counter-revolution significantly altered the so-

cial reality and identity of the Republic of Croatia. Shortly

after the year 2000 when the situation eased a little - leav-

ing only small pockets of resistance manifest in a respect for

the Partisan tradition in certain enclaves - the home-guard
consensus' was established — a new social contract. Along these lines, Cro-
atia was defined as an essentially nationalist state in which the anti-fascist
tradition has a right to citizenship only insofar as it has contributed to the
national cause - i.e. its work in guaranteeing Croatia’s statehood and state
borders, an act that is only mentioned once a year during a public holiday
(Anti-Fascist Struggle Day). Indeed, this tradition has been barely tolerated,
and there has been complete silence over discussions of the Yugoslav context
and socialist revolution. Nevertheless, over time and albeit against the will of
mainstream politics — even without the crucial role of the SDP (Social Demo-
cratic Party) in this process - this consensus was broken for one reason alone.
Namely, that the Partisan struggle is Croatia’s true tradition, and it is an inte-
gral part of an active culture of memory for the majority of society. There are
people who have kept that tradition alive and retrieved its legitimacy through
their own actions - from artistic actions to the rebuilding of destroyed mon-
uments, and without any state support. Moreover, the Partisan struggle has
retrieved its citizenship claim over Croatia to such an extent that at this year’s
festivities marking the eightieth centenary of the uprising in Sisak, the major-
itarian HDZ (Croatian Democratic Union) government of Croatia was the offi-
cial patron. Zoran Milanovi¢, as president of the republic, held a speech - the
first by any president of the Republic of Croatia - in which he said that the
uprising was started by communists, many of whom became politically active
in the International Brigades during the Spanish Civil War. He also said that
the uprising was a common struggle of all Yugoslav peoples, and he men-
tioned Koca Popovic.? In other words, the main memorial event for Anti-Fas-
cist Struggle Day in 2021 was nothing like the previous ones. Such a turn was
not the result of a single actual event; rather, it was a whole series of events
that gradually brought the anti-fascist struggle back into the public eye, to

1 Domobrani (literally: home

defenders) were the regular
army of the Independent State
of Croatia under the Ustashe
regime during the Second
World War. These armed
forces were quite hesitant to
unambiguously participate in
the ongoing confrontations,
irrespective of whether they
were of a direct or ideological
nature. In an ideological sense,
this position corresponds to a
middle-of-the-road current
that sought not to step too
hard on anyone’s toes, but
which leaned in principle
towards right-wing politics.
IKoc¢a Popovic¢ was the
legendary commander of the
First Proletarian Brigade. He
was behind the decision that
enabled Tito and the Partisan
military headquarters to push
through the Nazis, who had
encircled them at Sutjeska.
Before the war, he was a
student at the Sorbonne and a
participant in the Spanish Civil
War. After the war he was
vice-president and the second
public figure after Tito, but he
resigned from all these
functions after seeing Tito
decide to suppress purported
liberals and seek to prolong his
cult of personality.




je u socijalistickom razdoblju stajala na tom mjestu ¢inila je jednu od tih
nezaobilaznih stavki koje su pomalo senzibilizirale javnost za ovu temu.
Ne bez osobnog rizika, naravno i uz ozbiljna pa i gruba osporavanja pa i
prijetnje autoru.

Ta osporavanja i posljedi¢ni napadi su s jedne strane bili uzroko-
vani afirmacijom partizana i petokrake, zbog ¢ega se umjetnik nasao na
udaru desnih medija, postavsi ¢ak i relativizacijski joker svaki put kad bi
ljudi iz vladaju¢eg HDZ-a odbijali vidjeti oc€iti porast desnog ekstremiz-
ma u drusStvu. No, s druge strane i mimo samog Cvijanovica i njegove
ideje, na udaru je bio i projekt Rijeke kao europske prijestolnice kulture
koja je dozivjela macéehinski odnos drzave, motiviran ponajprije ideolos-
kih razlozima, Sto je sve bilo praceno kontinuiranom kritikom rijeckog
programa u svim nacionalisticki orijentiranim mainstream medijima te,
naravno, onim marginalnim radikalno desne provenijencije. Istina je da
se Citav projekt, joS od ceremonije otvaranja, a posebno nakon Sto ga je
pandemija gotovo zaustavila i dovela do toga da mnogi koji su na nje-
mu radili dobiju otkaz, suoéio i s kritikama s ljevice, usmjerenima pre-
ma pitanju muzealizacije i pop-kulturalizacije radniStva, o ¢emu su naj-
viSe pisali Boris Postnikov u Novostima i Jurica Pavi€i¢ u Jutarnjem listu.
Zahvaljujuéi svemu navedenom, s naglaskom na pandemiju i politicku
zapaljivost Cvijanoviceve instalacije, projekt Rijeke kao europske prije-
stolnice kulture 2020. godine, ostat ¢e zapamcen uglavnom po spekta-
kularnom otvaranju i Matanié¢evoj Operi industriale, po Cvijanovi¢evoj
petokraci, po tome Sto je Rijeka dobila novu zgradu Muzeja moderne i su-
vremene umjetnosti i po dugoj sagi o obnovi Titovog Galeba. Ono Sto je
zanimljivo jest da ¢ak ni problematika obnove Galeba koja je skoro sru-
Sila gradsku vlast nije izazvala toliku temperaturu u javnosti kao Cvija-
novic.

Kad je autor tek objavio projekt u sklopu kompletnog programa,
nije se ¢inilo da ¢ée na kraju stvari eskalirati u smjeru u kojem jesu. Anti-
faSizam i Rijeka, stvari su nominalno bile samorazumljive i naizgled bez
naboja. Zamisao je bila originalna i promisljena. Na sluZbenim stranica-
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SLUCAJ RIJEKA ILI RAZBIJANJE DOMOBRANSKOG KONSENZUSA
UNDOING THE HOME-GUARD CONSENSUS: THE CASE OF RIJEKA

DRAGAN MARKOVINA

the point where it has become something indisputable. Nemanja Cvijanovic¢'s
conceptual exhibit, i.e. an installation honouring Partisans from Rijeka, which
was mounted on a skyscraper in Rijeka - and which made an intentional ref-
erence to a similar five-pointed star earlier placed on the same spot - was one
of several unavoidable developments that progressively sensitized the public
to this topic. It involved personal risk amid some serious and grave denuncia-
tions, which even included threats to the author.

On the one hand, these denunciations and threats resulted from the
affirmation of the Partisans and the five-pointed star, all of which left the
artist exposed to blows from the right-wing media. Cvijanovi¢'s action
was even served as a trump card used to relativize social and political is-
sues each time people from the ruling party, the HDZ, turned a blind eye
to the evident rise of right-wing extremism in society. On the other hand,
besides attacks both on Cvijanovi¢ personally and on his ideas, further at-
tacks were directed against the project of Rijeka as the European Capital of
Culture. This project endured a stepmotherly form of state patronage, mo-
tivated by ideological reasons, which was then followed up with continual
criticism of the programme. This criticism featured in the nationalist-ori-
ented mainstream media in addition to marginal media outlets on the rad-
ical right. The project faced criticisms from the Left from the programme’s
opening ceremony onwards - and especially after the pandemic almost
stopped it in its tracks, resulting in the firing of many people who worked
on it. The leftist critiques focused on the issues of musealization and the
pop-culturalization of workers, as highlighted in newspapers by Boris Post-
nikov in Novosti and Jurica Pavcic¢ in Jutarnji list. Consequently, thanks to
the pandemic and the political flammability of Cvijanovic's installation, the
project of Rijeka 2020 - the European Capital of Culture, will be remem-
bered mainly for its spectacular opening ceremony, for Matanic¢’s Opera In-
dustriale, for Cvijanovic's installation, for Rijeka gaining a new building for
the Museum of Modern and Contemporary Art, and for the long saga sur-
rounding the rebuilding of Galeb, Tito's boat. Interestingly, even the issues
related to Galeb, which almost toppled the municipal government, did not
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ma Rijeke 2020., projekt je najavljen na sljedeéi naé¢in: ,Svjestan trenda
selektivnog, ali i sustavnog prepustanja povijesnih spomenika zaboravu
i destrukciji, rijecki umjetnik Nemanja Cvijanovié izvest ¢e Spomenik cr-
venoj Rijeci- Samoobrambeni spomenik na vrhu Rijeckog nebodera. Rije¢ je
o skulpturi-objektu od armiranog betona i Zeljezne konstrukcije u obli-
ku velike, odbacene i zaboravljene partizanske zvijezde petokrake. Sta-
klo razbijeno u 2800 krhotina uronjenih u lice petokrake preduhitruje
ocekivani vandalizam u kojem petokraka potencijalno stradava, istodob-
no ukazujuci na objekt koji trpi i moguénost spomenika da se sam brani
od opasnosti uniStenja ili zaborava. Umjetnikovim rije¢ima, 2800 krho-
tina stakla moZe podsjecati i na 2800 poginulih boraca u bitki za Rijeku,
premda je primarna simbolika spomenika izraZena upravo kroz para-
doks odbacenog, ali joS uvijek opasnog antifasistickog, revolucionarnog
naslijeda. Spomenik postavljen na vrh Rije¢kog nebodera reminiscira cr-
venu zvijezdu koja je na isto mjesto bila postavljena 1945. godine. Izvan
dohvata i uperen k nebu, Spomenik crvenoj Rijeci- Samoobrambeni spome-
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lead to heated public confrontations to the extent that Cvijanovi¢'s instal-
lation did.

When Cvijanovi¢ launched his project as part of the Rijeka 2020 pro-
gramme, he did not expect things to escalate to the extent they did. The
topics of anti-fascism and Rijeka seemed self-explanatory, with little real po-
litical charge. The idea was original and well thought through. On the official
website for Rijeka 2020, the project was described as follows: “Aware of the
trend towards the selective but systematic abandonment of historical mon-
uments to oblivion and destruction, the Rijeka artist Nemanja Cvijanovi¢ has
erected a Red Rijeka Monument- A Self-Defense Monument at the top of a
Rijeka skyscraper. The sculpture is made of reinforced concrete and iron, in
the form of a large discarded and forgotten five-pointed Partisan star. Glass
broken into 2,800 pieces has been set into the face of the five-pointed star
to prevent anticipated vandalism; the glass symbolizes a structure that en-
dures and the monument’s ability to defend itself against the dangers of de-
struction or of being abandoned. In the artist’s words, the 2,800 shards of
glass are also a reminder of the 2,800 fallen fighters in the Battle of Rijeka,
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nik otvara pitanje pozivanja (ne)Zeljenoga gosta u tkivo grada, defanziv-
nosti kao vje¢nog pratitelja napada i za¢aranog kruga koji takva dinamika
stvara. Je li moguce prihvatiti nakrivljeni i okrnjeni simbol kao dio na-
Sega kulturnog naslijeda, koji ¢e, neovisno o stavu koji uz njega veZemo,
ostati dijelom onoga Sto €ini identitet ovoga grada?”

Da stvari moZzda nece zavrsiti miroljubivo moglo se naslutiti ve¢ iz
iskustva iz doba Frlji¢eve intendanture u rijeckom Hrvatskom narod-
nom kazalistu, kada je svaki projekt ili predstava kojim su se propitivali
opceprihvaéeni mitovi i nacionalisticke vrijednosti rezultirao protesti-
ma, pa i nasiljem, $to je posebno doSlo do izraZaja za vrijeme predstave
o Oluji, kada su navijacke skupine dosle pred kazaliSte s namjerom da fi-
zi€ki napadnu izvodace i publiku. U tome su kasnije, nakon predstave, i
uspjeli.

No, unato¢ tim signalima upozorenja, ono s ¢im se na kraju suocio
Cvijanovi¢, nadmasilo je ocekivanja i najvec¢ih pesimista. Sve je pocelo
saborskim govorom radikalno desnog politi¢ara, Zlatka Hasanbegoviéa,
koji je upitao ministricu kulture zasto ¢e dopustiti postavljanje te insta-
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although the monument'’s primary symbolism lies in the paradox of the now
rejected but still dangerous anti-fascist, revolutionary legacy. The monu-
ment erected on the top of a Rijeka skyscraper resembles the red star erect-
ed in 1945 in the very same place. Out of reach and pointing skywards, the
monument opens up the question of inviting an (un)desired guest into the
fabric of the city. Its features reference defensiveness as the eternal compan-
ion of attack, and the vicious circle that such dynamics create. Can a crooked
and chipped symbol be accepted as part of the city’s cultural heritage? Re-
gardless of the views inscribed in the material form of a red star, does it not
partly constitute the city’s identity?*

One might have sensed that things wouldn't unfold peacefully, if we
think back to Oliver Frlji¢'s experiences as head of the Croatian National
Theater in Rijeka. Every project or play of his that questioned widely accept-
ed myths and Croatian nationalist values resulted in protests and violence.
This was clear when a theatre play based on themes linked to Operation
Storm* (a military action in 1995 that resulted in the forced relocation of
many Serbian identified people from the territory of present-day Croatia),
resulted in football hooligans gathering at the front of the theatre, seeking
to physically attack performers and the audience. After the play had ended,
they succeeded in their intentions. Nevertheless, despite such warning signs,
what Cvijanovi¢ had to ultimately face exceeded even the most pessimistic
expectations. It all began with a speech in Croatian parliament by a radical-
ly right-wing politician, Zlatko Hasanbegovi¢, in which he asked the minister
of culture, Nina Obuljen KorzZinek, why she had permitted this installation.
Her reply repeated the mantra of how in the democratic society established
after 1990, matters of culture cannot be decided solely by political cadres.®
This exchange was motivated by Hasanbegovic's personal animosity toward
Obuljen Korzinek, as she had succeeded him in office. It is also relevant that
despite her formal refusal to intervene in the matter, she still regarded Cvi-
janovic's idea negatively. All this perfectly matched clear government efforts
to completely distance itself from the events in Rijeka - there were no gov-
ernment officials at the opening ceremony, for example. In September 2020

https:/rijeka2020.eu/en/program/
times-of-power/artistic-interven-
tions-in-public-space/the-turned-
out-pocket/the-monument-of-red-
rijeka-the-self-defensive-monu-
ment-nemanja-cvijanovic-hr/
Cvijanovic's project aimed to show
the repressed anti-fascist history of
the town by re-erecting a five-point
star earlier removed from a Rijeka
skyscraper, but in its new incarna-
tion the star included shards of
glass. This gesture was made in
honor of fallen Partisans and as a
commentary of how the Croatian
state treats this heritage.

Oluja (Operation Storm) was a
military action by the Croatian army
that liberated most of the country
that was controlled up until then by
Serbian paramilitary forces under
the auspices of the self-proclaimed
Republic of Serbian Krajina. From
its inception as a legitimate military
action, it aroused strong emotions
and antagonistic attitudes because
it resulted in the exodus of most

of the Serbian population, as well as
the murder of several hundred Serbs
who were left behind, followed by
the burning of around 20,000
houses owned by Serbs and by
institutional discouragement of their
return. On the one hand, it was the
moment of Croatian victory and, on
the other, of traumatic defeat.

She used the phrase “decision-mak-
ing in @ commissary manner”. This
refers to the usual cadre selection in
line with the interests of the ruling
party by disregarding any kind of
professional criteria. It has its roots
in the period of Partisan struggle.
However, the state capture of public
functions by the ruling party
continued to be perpetuated well
after the socialist period.
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lacije, na §to mu je ona odgovorila mantrom o tome da se u demokrat-
skom drustvu nastalom nakon 1990. ne mozZe komesarski odluéivati o
kulturi. Ovdje nije nebitno naglasiti Hasanbegovi¢ev osobni animozitet
prema Nini Obuljen Korzinek, koja ga je naslijedila na toj funkciji, ali i to
da je ovo ministri¢ino formalno odbijanje intervencije pra¢eno njenim
negativnim stavom prema Cvijanoviéevoj ideji. Sto se savrSeno uklopi-
lo u upadljivo nastojanje Vlade da nema nista s manifestacijom u Rijeci,
zbog ¢ega nitko iz Vlade nije bio ni na otvaranju projekta. Sama Obuljen
Korzinek je u rujnu 2020. kad je petokraka kona¢no postavljena na nebo-
der, javno istupila sa zaklju¢kom da je podignuta mimo odobrenja sta-
nara i konzervatora i bez propisane procedure, iz ¢ega slijedi da je rije¢
o necemu Sto potice ideoloske sukobe, a ona misli da kultura tome ne bi
trebala sluZiti. Ta proceduralna pitanja preusmjerila je na grad i tako po-
stigla cilj. Javno se ogradila od Cvijanovica, a posredno i od ¢itavog rijec-
kog projekta i izvukla se iz svega.

Sto nas dovodi do reakcija i ponasanja medija u tom razdoblju od
sije¢nja pa do pocetka listopada 2020., kada je skulptura i uklonjena. Ono
Sto prvo upada u o¢i jest izbjegavanje svih liberalnih i mainstream medija
da zauzmu nekakav stav o ovom pitanju. Jasno je da se iz poneke receni-
ce autora ¢lanaka ili priloga moglo iS¢itati Sto oni generalno misle o slu-
¢aju, ali sve je ostalo na razini aluzija. Televizija N1 napravila je tako prilog
o sluéaju, odmah nakon Hasanbegoviéevog istupa, na nacin da je rijecka
ekipa dala prostor svima, od ljudi iz projekta, preko umjetnika, gradona-
¢elnika Rijeke, do opozicije iz HDZ-a i ministrice kulture. Zagrebacki Ju-
tarnji list, kao i Tportal, objavili su velike tekstove o Nemanji Cvijanoviéu
i njegovom dotadasnjem radu, korektne preglede profesionalne biografi-
je, ali niSta viSe od toga. Slican tekst objavio je i Denis Romac u Vecernjem
listu. S druge pak strane, ¢itav niz desnih i radikalno desnih portala, od
kojih neki Zivotare na rubu medijskog prostora, ali su neki i prili¢no ¢ita-
ni, poput portala direktno.hr, putem senzacionalisti¢kih naslova, podizali
su temperaturu vlastitim ¢itateljima, mantrali o simbolu totalitarizma
i takoder objavljivali biografiju Nemanje Cvijanoviéa, koja je od izbora
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when the five-pointed star was mounted on the Rijeka skyscraper, Obuljen
Korzinek made a public appearance in which she concluded that the instal-
lation was erected without the consent of the tenants and of urban conser-
vators, and that the process had not followed due procedure. Her statement
implied that the installation is a gesture that incites ideological clashes, and
her conviction is that culture should not serve such interventions. She del-
egated the procedural issues surrounding it to the municipal level and thus
achieved her goal - she publicly distanced herself from Cvijanovi¢ - and im-
plicitly from the whole project in Rijeka — thus completely removing herself
from the entire event.

This brings us to the reactions and the behaviour of the media during
that period, i.e. from January to the beginning of November 2020 when the
sculpture was removed. What is most striking is how the liberal and main-
stream media avoided exhibiting any kind of definite attitude toward the
issue at all. General sentiments could be gleaned by reading between the
lines of a newspaper opinion piece, or by judging the tone of a television re-
port, but all references remained at the level of allusions. Immediately after
Hasanbegovic's speech in the parliament, the television channel N1 broad-
cast a report concluding that the Rijeka team had made space for everyone
involved, from the people working on the project, through to artists and the
mayor of Rijeka, amid opposition from the HDZ and the minister of culture.
The national newspaper Jutarnji list and the online news site tportal.hr pub-
lished texts on Nemanja Cvijanovi¢ and his previous artwork, and accurate
summaries of his professional biography, but nothing more. A text in a simi-
lar vein was published by Denis Romac in the newspaper Vecernji list. Equal-
ly, however, a series of right-wing and radical-right websites -including both
those on the margins and those that are widely read (e.g. direktno.hr) used
sensationalist headlines that incited their readers. They repeated mantras
describing the star as an accursed symbol of totalitarianism. They also pub-
lished Nemanja Cvijanovic's biography in a vein closer to a Wanted! Dead or
Alive poster (judging from the headlines) than to a facts-based discussion
of his achievements to date. In mentioning that Cvijanovi¢ was running in
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local elections and illustrating the article with a photograph of a prominent
Rijeka-based socialist politician (Katarina Peovi¢ from the Workers' Front),
the web portal direktno.hr concluded that Cvijanovic is more of a politician
than an artist. Such media exposure has further propagated the idea that the
entire episode is more about political provocation than art. The right-wing
web portal narod.hr published a whole series of texts in the same vein, which
proves that the installation has provoked more reactions within the right-
wing media scene than elsewhere. Echoes of the entire story also reached
media outlets in Serbia. They followed this case with passion, but once again
at the sensationalist level of headlines and illustrations. Thus, Vecernje nov-
osti, a newspaper from Belgrade, accompanied a short feature on their cor-
respondent from Zagreb, Jurica Kerbler, with the title They Don’t Want a
Five-Pointed Star: Croatian Right-Wingers are Furious. On the well-known
web portal pescanik.net, | published a text on the issue. Unlike the left-liberal
columnists who have mainly avoided this topic, right-wing columnists in the
mainstream media have conveyed their sense of outrage, typically in poorly
written texts full of bad humor and meaningless comparisons. One example
is lvica Sola’s article in the Split-based newspaper Slobodna Dalmacija, which
he concluded as follows: “This is not a text about the people of Rijeka, but
about their artists and commissaries, and that is why | am pronouncing Rije-
ka to be the Chinese Capital of Culture”.

Interestingly, many more texts that dealt with the specific accusations
of right-wingers and tried to counter them were published in Bosnia and Her-
zegovina than in Croatia. Similar texts were published on the Mostar-based
web portal tacno.net, where Vedran Srsen and Nenad Bunjac launched a po-
lemic that resulted in objections from the right. One of the most extensive
texts on the topic was published on the web portal nomad.ba by Hajrudin
Hromadzi¢, a university professor in Rijeka. In his text, Rijeka’s Five-Pointed
Star and Troubles with the Right, he described the recent history of street-lev-
el right-wing organization in Rijeka. He also criticized the programme of the
European Capital of Culture from a leftist position, and the reduction of the
Left to mere symbolism. A similar attitude is present in Marko Kostanic’s




naslova do opreme teksta izgledala puno viSe kao ispisana potjernica,
nego kao taksativno navodenje osnovnih biografskih podataka. Portal di-
rektno.hr je tako, navodeéi Cvijanoviéevo sudjelovanje na izborima, uz fo-
tografiju pokraj Katarine Peovié, zapravo zakljucio da je rije¢ o politi¢aru,
puno prije nego umjetniku. Sto se opéenito uklopilo u tezu da je rije¢ o
bespotrebnoj politickoj provokaciji, a ne o umjetnosti. Portal narod.hr je
takoder imao ¢itav niz tekstova u istom tonu, dokazujuéi to kako je in-
stalacija puno viSe reakcija izazvala na desnoj medijskoj sceni. Odjek ¢i-
tave price dosao je i do medija u Srbiji, koji su s izvjesnom strascu pratili
¢itav slucaj, opet ponajprije na razini naslova i opreme teksta. Beograd-
ske Vecernje novosti su tako kratku, skoro agencijsku vijest svog zagrebac-
kog dopisnika Jurice Kerblera, opremili naslovom Nece petokraku: naljutili
se hrvatski desnicari. U medijima u Srbiji, toénije na portalu Pescanik.net,
objavljen je i moj tekst o sluéaju, no za razliku od lijevo-liberalnih koji su
uglavnom izbjegavali temu, desni kolumnisti u mainstream medijima su,
uobicajeno loSim tekstovima, punim neuspjeSnog humora i jos besmisle-
nijih usporedbi, izrazavali sablazan, poput Ivice Sole u splitskoj Slobod-
noj Dalmaciji. On je svoj tekst zakljucio na sljedeéi nacin: ,Ovo nije tekst
o Rije¢anima, ve¢ o njihovim umjetnicima i komesarima zbog kojih Ri-
jeku, slijedom recenog, sve¢ano proglasavam Kineskom prijestolnicom
kulture.”

Zanimljivo je da je puno viSe tekstova koji su se pozabavili kon-
kretnim optuzbama desnicara i pobijanjem istih objavljeno u medijima
u Bosni i Hercegovini nego u Hrvatskoj. Tako su na mostarskom portalu
tacno.net objavljeni tekstovi Vedrana SrSena i Nenada Bunjca koji su po-
lemizirali sa zamjerkama s desnice. Jedan od opseZnijih tekstova o temi
objavio je na sarajevskom portalu Nomad.ba sveuciliSni profesor Hajru-
din Hromadzi¢, inace Rije¢anin. On je u tekstu pod naslovom Rijecka zvi-
jezda petokraka i nevolje s desnicom opisao noviju povijest aktivnosti uli¢ne
desnice u Rijeci, koju sam naveo na pocetku teksta, ali i slijeva kritizirao
program europske prijestolnice kulture i svodenje ljevice tek na simboli-
ku. Na sliénom tragu bio je i Marko Kostani¢ na portalu Bilten.org, koji je
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text, published on the web portal bilten.org, in which he analysed protests
against Cvijanovic's art and the statements of all political actors. He conclud-
ed that this kind of installation essentially represents a defeat for the Left,
and not for the Right, albeit not blaming the artist for this. In short, Kostani¢
finds the fact that the five-pointed star's meaning has transformed from a
political programme to an artistic installation dubious. The Zagreb weekly
Novosti also covered the entire story, from the first confrontations to the lat-
er protests, through texts by Boris Postnikov and Goran Borkovi¢, but again,
these lacked more substantial analyses.

Finally, perhaps the grimmest role in the whole story was played by
the local Rijeka newspaper Novi list. This newspaper, once very famous, be-
came a right-wing bulletin dedicated to the topic. Tihana Tomci¢ concluded
in her column, Who Needs a Five-Pointed Star? that the entire issue was an
unnecessary everyday form of political provocation devised to stir up emo-
tions in the city. This is an interpretation similar to those made by people
from the political center who were bothered by Frlji¢'s theatre plays and his
actions during his time as head of the Croatian National Theatre in Rijeka.
Furthermore, the installation’s removal happened without the artist be-
ing made aware. Rijeka’s daily newspapers accused the city government of
non-transparent decision-making, while the most problematic text of all was
written by Jakov KrSovnik after its removal, in which he asked whether the
five-pointed star should have been installed at all. He described Cvijanovic's
artwork as unoriginal, artistically unnecessary, and unjustified — an assess-
ment that largely repeats the attitudes expressed by Nina Obuljen Korzinek.

Ultimately, it became obvious to everyone following this case that
Cvijanovic's installation served as an incentive motivating the repetition of
tiresome right-wing theses. This occurred amid the political centre’s all-en-
compassing relativization of social reality, a now traditional silence by the
left-liberal mainstream media on the topic of Yugoslav heritage, and a cheap
sensationalism widespread throughout the Yugoslav area. All in all, it is yet
further proof of the absence of serious discussions over the relativization of
anti-fascism and the position of the Left today. %
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analizirao prosvjede protiv Cvijanovi¢eve umjetnosti i izjave svih politi¢-
kih aktera, zakljuéivsi to da je ovakva instalacija sustinski poraz ljevice,
a ne desnice, iako bez krivnje samog autora. Kostaniéu je, ukratko spor-
no to Sto se petokraka od politickog programa pretvorila u umjetnicku
instalaciju. Zagrebacki tjednik Novosti je takoder pratio ¢itavu pricu, od
prvih prijepora do kasnijih prosvjeda, kroz tekstove Borisa Postnikova i
Gorana Borkoviéa, ali opet bez nekih sadrzajnih analiza.

Na koncu, moZda i najmracniju ulogu u ¢itavoj prici odigrao je do-
madi, rijecki Novi list. Te, nekoé¢ slavne dnevne novine, pretvorile su se
gotovo u bilten desnice po ovom pitanju. Tihana Tomiéi¢ je tako u svojoj
kolumni pod naslovom Kome treba zvijezda u sustini zakljuéila kako je ri-
je¢ o bespotrebnoj dnevno-politi¢koj provokaciji smisljenoj da uznemi-
ri duhove u gradu, 5to je interpretacija sliéna onoj koju su koristili oni
ljudi s centra kojima su smetale Frljiceve predstave i akcije za vrijeme
mandata na éelu HNK. Cak i samo skidanje instalacije proteklo je u ne-
razumijevanju autora i rijekih dnevnih novina koje su grad optuzili za
ga ispisao Jakov KrSovnik, pitajudi se je li petokraka uopce trebala biti
postavljena. UpuStajuéi se u ocjenjivanje Cvijanovic¢evog rada kao neori-
ginalnog i umjetnicki nepotrebnog, on je zakljucio da je samim time i ne-
opravdan, $to je u biti tek modificirano ponavljanje stava Nine Obuljen
Korzinek.

Na kraju moZemo reéi da je svakome tko je pratio ovaj slucaj, a Sto
ovaj kratki pregled potvrduje, postalo ocito kako je Cvijanoviceva insta-
lacija posluzila kao povod za ispaljivanje zamornih i uvijek istih teza de-
snice, sveopcu relativizaciju drustvene stvarnosti s centra, za sad vec
tradicionalnu Sutnju lijevo-liberalnih mainstream medija o temi jugosla-
venske bastine, jeftini senzacionalizam diljem jugoslavenskog prostora i
kao jo$ jedan dokaz izostanka ozbiljnih rasprava o relativizaciji antifasiz-
ma i danasnjoj poziciji ljevice.
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Sto je u zvijezdi?
Jugoslavenska
povijest kroz
krhotine stakla

What's in a Star?
Yugoslav History
through the Shards
of Glass
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Nakon Sto su jugoslavenski partizani 3. svibnja 1945. go-
dine oslobodili Rijeku, iskoristili su fasadu tada jedinog
gradskog nebodera kao ekran. Na éetrdeset cetiri balko-
na, ¢iji pravokutni okviri ¢ine strog geometrijski raster
koji dominira proceljem modernisticke zgrade, postav-
ljene su Cetrdeset Cetiri identi¢ne zastave sa znakom srpa i ¢ekiéa, a na
vrh nebodera postavljena je crvena zvijezda petokraka ispod koje je bije-
lim slovima pisalo: TITO. Sedamdeset pet godina kasnije, 20. rujna 2020.
godine, umjetnik Nemanja Cvijanovi¢ ponovio je tu gestu, s izmjenama
koje su sugerirale i radikalno izmijenjen karakter vremena u kojem se to
ponavljanje izvodi. Balkoni su sada stajali netaknuti, u skladu s princi-
pom nedodirljivosti privatnog vlasnistva koji je, kroz tranzicijske proce-
se od devedesetih nadalje, potpuno potisnuo ideal drustvenog vlasnistva
jugoslavenskog samoupravnog socijalizma. Za razliku od one idealne,
savrSeno ujednacene i simetri¢ne kompozicije koja je slavila pobjedu
proleterske revolucije, privatni i privatizirani balkoni sada su stajali ne-
uravnoteZeno i asimetri¢no, onako kakvima su ih toga dana, svjesno ili
ne, svijetu prikazali njihovi vlasnici: s potpuno ili djelomiéno spuStenim
ili podignutim roletama, s navuéenim ili zadignutim zastorima, s nakale-
mljenim kutijama rashladnih klima-uredaja ili bez njih.

Stovise, neki od vlasnika ili korisnika stanova balkon su iskoristili
kao vlastiti ekran i na njega postavili svoje ,zastave.” Razli¢ito oblikovani
transparenti-premda svi u istoj koloristickoj, plavo-bijeloj shemi- ogla-
Savali su tako Veleudiliste u Rijeci, Radio Korzo i Polikliniku Pro Vita,
specijaliziranu za medicinu rada. Te tri reklame, premda su se sluéaj-
no zatekle na istoj fasadi, predstavljaju neke od najvaznijih institucija
moderne drZzave: obrazovanje, masovne medije i zdravstvo. Jedan od re-
zultata ili, bolje reéeno, posljedica postsocijalistic¢ke tranzicije je sve ve¢a
privatizacija ovih institucija, koje su se u socijalizmu, barem nacelno ako
ne uvijek u praksi, vodile principima jednakosti i solidarnosti, dok danas
postuju nacelo profita i sluze onima koji ih si mogu priustiti. Tako Po-
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After Yugoslav partisans liberated Rijeka on May 3rd 1945,

they used the facade of the only existing city skyscraper as

a screen. Forty-four identical flags with hammer and sickle

designs were installed on 44 balconies, whose rectangular

frames formed a strict geometrical grid upon that mod-
ernist building. In addition, at the top of the building, a large red five-point-
ed star was erected, with the inscription “TITO” written beneath it in white
letters. Seventy-five years later, on September 20" 2020, the artist Nemanja
Cvijanovic repeated this gesture with modifications that suggested the rad-
ically changed character of the times in which its repetition took place. This
time the balconies remained as they are, in accordance with the principle of
the inviolability of private property. This very principle has, through the pro-
cesses of transition from the 1990s onwards, completely pushed back the
ideal of social property championed by Yugoslav self-management social-
ism. In contrast to the ideal, perfectly even and symmetrical composition
that in 1945 celebrated the victory of the proletarian revolution, the now pri-
vate and privatized balconies seemed unbalanced and asymmetrical. That
is how on the opening day of the installation their owners, consciously or
not, presented them for the world to see - some with completely or par-
tially rolled down blinds, some with closed or open curtains, some decorat-
ed with AC boxes.

Moreover, some of the flat owners or tenants used their balconies as
their own private screens, mounting their own “flags”. Variously designed
banners, although all in the same blue and white color scheme, advertised
the Polytechnic of Rijeka, Radio Korzo, and the Pro Vita Polyclinic specializ-
ing in occupational medicine. Those three advertisements, although placed
together purely by chance, represent some of the most important institu-
tions of a modern state: education, mass media, and healthcare. One of the
results or, better yet, consequences of the post-socialist transition is the
growing privatization of those institutions that in socialist times used to
be guided, if not always in practice then at least in theory, by the principles
of equality and solidarity, while they are nowadays submitted to the princi-
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1 A shorthand for the World
War Il clash between the
military forces of the pro-fas-
cist Independent State of
Croatia (the Ustasha) and the
anti-fascist resistance, led by
the Yugoslav communists
(the partisans). (Translator's
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ple of profit and accessible only to those who can afford them. Hence, the
Pro Vita Polyclinic ad at the facade of the Rijeka skyscraper - advertising a
private clinic devoted to the affirmation of life (pro vita) and dedicated to,
ironically, labor and workers - embodies the nowadays especially acute is-
sue of quality healthcare that is the least accessible for the working class,
condemned to make do with the increasingly diminishing resources of the
public healthcare system. The Polytechnic of Rijeka, although a public in-
stitution, is an index of transition in the field of education. The first poly-
technics, as schools for higher learning dedicated to expert and specialized
education, emerged during the late 1990s and were followed by the rise of
the first private polytechnics as well as by the ever-growing commercializa-
tion and increased tuition fees in public education which is thus today no
longer accessible for everyone. Radio Korzo is a private radio station large-
ly owned by the Akter-Public company that was in charge of a smear cam-
paign during the last elections for the right-wing Homeland Movement led
by Miroslav Skoro.

It might seem nonsensical to begin a text about Cvijanovic's interven-
tion with such random information. After all, the above mentioned advertis-
ing banners were not explicitly a part of the artwork, and neither were the
balconies on which they were displayed. If, however, we declare them to be
an indispensable part of the work via an interpretative gesture after the fact,
they become ready-mades of the post-socialist transition. As such, they of-
fer new layers of reading of the artistic intervention, the public reception of
which has been marked by the otherwise much more sensationalist topic of
“ustasha vs. partisans”. It is this kind of building - in which privatized eco-
nomic propaganda has replaced the collective propaganda of working class
emancipation - that represents a necessary mise-en-scéne for Cvijanovic's
red five-pointed star, placed on top of the Rijeka skyscraper as if to mark the
endpoint of the proletarian revolution’s historical defeat. Such an interpre-
tation is substantiated by the fact that the balconies were not the only point
of difference between the interventions on the skyscraper in 1945 and 2020.
In the new iteration, the inscription “TITO"” was missing, and the five-pointed



vita) i namijenjena, ironi¢no, radu i radnicima, na fasadi rije¢kog nebo-
dera utjelovljuje danas posebno akutno pitanje kvalitetne zdravstvene
zastite, koja je najmanje dostupna upravo radnickoj klasi, osudenoj na
sve mizernije resurse javnog zdravstvenog sustava. VeleuciliSte u Rijeci,
premda javna institucija, takoder je indeks tranzicije u podruéju obrazo-
vanja. Prva su veleudiliSta nastala kasnih devedesetih, kao visoke sko-
le namijenjene stru¢nom i specijaliziranom obrazovanju, a praéena su
otvaranjem i prvih privatnih veleudiliSta, kao i sve ve¢om komercijaliza-
cijom i poskupljenjem javnog obrazovanja, koje danas viSe nije dostupno
svima. Radio Korzo je privatni radio koji je strukturom vlasniStva vezan
uz tvrtku Akter-Public, koja je vodila tajnu kontrapropagandnu kampa-
nju blacenja konkurencije za desnicarski Domovinski pokret Miroslava
Skore tijekom nedavnih izbora.

MoZda nema smisla tim nasumi¢nim informacijama zapocinjati
tekst o Cvijanovicevoj intervenciji. Uostalom, ti reklamni transparenti
nisu deklarirani kao dio umjetnikova rada, kao ni balkoni na kojima su
stajali izloZeni. Ako ih, medutim, naknadnom interpretacijskom gestom
proglasimo neizostavnim dijelom rada, oni se pretvaraju u ready-made
postsocijalistike ekonomske tranzicije i nude nove slojeve ¢itanja radu
¢ija je javna recepcija obiljeZena i ina¢e puno razvikanijom tematikom
sustasa i partizana!” Upravo je ta i takva zgrada, u kojoj je privatizirana
ekonomska propaganda zamijenila kolektivnu propagandu klasnog oslo-
bodenja, nuZna mizanscena za Cvijanovi¢evu crvenu zvijezdu petokraku
postavljenu na vrh rijeckog nebodera poput tocke na i povijesnom kra-
hu proleterske revolucije. Naime, balkoni nisu ¢€inili jedinu razliku izme-
du intervencije na neboderu 1945. i 2020. Natpisa TITO nije viSe bilo, a i
sama zvijezda je bila drukc¢ija: njeno crvenilo dolazilo je od 2800 stakle-
nih krhotina koje su joj ispunjavale povrsinu, i bila je nagnuta na jednu
stranu, tek jednim krakom oslonjena na krov nebodera, umjesto da je
stajala ravno, évrsto oslonjena na dva kraka. U svom opisu projekta, Cvi-
janovié je interpretirao njeno stanje kao paradoksalno: ,Ova nakrivlje-
na i okrnjena zvijezda u svojoj primarnoj simbolici komunicira paradoks
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star itself was different. Its redness was made up of 2,800 glass shards at-
tached to its surface, and it was tilted in such a manner that it rested on the
roof of the skyscraper on only one of its points, while the one placed there in
1945 rested firmly on its two lower points. In the description of his project,
Cvijanovic interpreted its state as paradoxical: “This crooked and chipped star
communicates in its primary symbolism the paradox of a cast out yet still
‘dangerous’ anti-fascist, but also revolutionary heritage, as the symbol of the
international workers’ movement and the struggle for a more just society.”

The dangerous character of Cvijanovic's star also follows from the
fact that it is defined by the author himself as a “self-defensive monument”:
2,800 sharp shards of glass are sticking out, presenting a threat for anyone
who might try to smash them. After all, they are already smashed and their
passive-aggressiveness is the result of their own historical shatteredness.
The 2,800 partisan fighters who fell during the liberation of Rijeka no longer
have their proper place in the ideological-historical order of a state that was
established out of another war some 50 years later. Cvijanovi¢'s Monument
to Red Rijeka - Self-Defensive Monument has thus embarked on an impos-
sible mission to compensate for the thousands of damaged, torn down and
destroyed Yugoslav monuments to the People’s Liberation Struggle that
had no such defensive spikes, and were thus unprepared to receive attacks.
The feverish media attention surrounding the artistic intervention as well
as the protest actions of the right-wing groups that followed it, have entire-
ly disregarded the “chipped and crooked” character of the star, and by the
same token that of thousands of monuments, memorial plaques and oth-
er public markers throughout Croatia and entire East Europe from which
the red star was removed. Moreover, the vehemence of hateful reactions
against the artist and, above all, against the red star, has given this symbol
of the communist revolution a surreal power that is undoubtedly dispropor-
tionate to its real weakness in today’s political landscape. Thus, quite ironi-
cally, the bitter and enraged haters of the five-pointed star have become its
most passionate believers, who, blinded by the phantasmic and hypnotizing
power of the red symbol, fail to see its “chipped” state.




odbacenog, ali josS uvijek ‘opasnog’ antifasistickog, ali i revolucionarnog
nasljeda, kao simbol medunarodnog radnickog pokreta i borbe za pra-
vednije drustvo”.

Opasan karakter zvijezde proizlazi i iz ¢injenice da je definirana
kao ,,samoobrambeni spomenik”: oStri Siljci 2800 komada stakla strsi-
li su prema van, prijetec¢i svakom pokusaju da ih se razbije. Uostalom,
ve¢ su bili razbijeni, i njihova pasivna agresivnost proizlazila je upravo
iz vlastite povijesne razbijenosti, ¢injenice da 2800 partizanskih boraca,
poginulih u bitci oslobadanja Rijeke, viSe nemaju svoje mjesto u ideolos-
ko-historijskom poretku drzave nastale u nekom drugom ratu, pedeset
godina kasnije. Cvijanovicev se Spomenik crvenoj Rijeci-Samoobrambeni
spomenik, otisnuo u nemogucu misiju kompenzacije za tisuce oStecéenih,
sruSenih i uniStenih jugoslavenskih spomenika Narodno-oslobodilaé-
koj borbi, koji nisu imali obrambene Siljke i nisu bili spremni na napad.
Medijska buka koja se digla oko ove umjetnicke intervencije kao i pro-
testne reakcije desnicarskih skupina koje su uslijedile, u potpunosti su
zanemarili ,,okrnjeni i nakrivljeni” karakter zvijezde, a samim time i ti-
suce spomenika, spomen-plo¢a i javnih obiljezja diljem Hrvatske i éitave
istoéne Evrope, s kojih je ona uklonjena. StoviSe, Zestina mrzila¢kih re-
akcija, usmjerenih na umjetnika ali prije svega na samu crvenu zvijezdu,
dala je ovom simbolu komunisticke revolucije nadrealnu mo¢, svakako
nesrazmjernu onoj koju ima u danasnjoj realpolitickoj slici svijeta. Tako
su, ironi¢no, ogorceni i bijesni mrzitelji zvijezde petokrake postali njeni
najstrastveniji vjernici koji, zaslijepljeni fantazmatskom i hipnotiziraju-
¢om moéi crvenog simbola, nisu vidjeli njegovu ,okrnjenost.”

S druge strane, ovi branitelji ,svega Sto je hrvatsko”-Sto se onda
proteZe i na sve Sto je antikomunisticko, pa tako i europsko, svega sto
pripada jednako fantazmagoriénom tzv. civiliziranom, demokratskom
svijetu-nisu tek zaludeni paranoici, nego im je jasno da je i njihova vizi-
ja svijeta u najmanju ruku okrnjena. Trijumfalisticko poimanje takozva-
nih ,demokratskih promjena“ devedesetih godina -u Jugoslaviji pra¢enih
uZasnim ratnim nasiljem -kao konaéne historijske revolucije koja je
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On the other hand, those defenders of “everything that is Croatian”
- which is then also extended to everything that is anti-communist and,
thus, European, i.e. everything that belongs to an equally phantasmic “civ-
ilized and democratic world” - are not just some deranged paranoiacs, but
pretty aware of the fact that their own worldview is at least likewise chipped.
A triumphalist understanding of the so-called democratic changes during
the 1990s - that in Yugoslavia took place through the horrific violence of
war - as the final historical revolution that liberated peoples of East Europe
from the Stalinist cage of Communism, has lost its original radiance. The
global financial crisis of 2008, followed by protests against growing social
and economic inequalities as well as against an increasingly imminent eco-
logical catastrophe, has reawakened consciousness about the destructive-
ness of the extractive, colonizing and competitive logic of capitalism. The
Marxist critique of the political economy has become relevant once again,
and socialism has again started being regarded as a viable political alterna-
tive — or, at least, as a genie released out of its bottle and posing another
threat to the established order.

The Yugoslav model of socialist self-management is especially suita-
ble for the present-day re-actualization of socialism because of its connec-
tions with the principles of direct democracy and because of its negation
of Stalinism as a widely accepted horror-variant of actually existing social-
ism. Yugoslav third-way politics and its leading role in the Non-Aligned
Movement provide another bridge between the past and the contemporary
politics of epistemological, cultural and political decolonization. Self-man-
agement, nonalignment, and the partisan movement, i.e. the People’s Lib-
eration Struggle during WW2, make up the Holy Trinity of a new belief in
the potential of Yugoslavia's revolutionary past to illuminate the road for
new contemporary struggles, a belief that manifests itself, above all, in the
fields of art and the humanities and social sciences. This is not a radical nov-
elty, because already in the 1960s, Yugoslav self-management began to at-
tract the attention of historians and philosophers such as Henri Lefebvre or
Fred Singleton, the latter having founded a research platform and, later, a
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postgraduate program entitled Yugoslav Studies at the University of Brad-
ford in 1967. Today, when the epistemological as well as the political object
under the common name of Yugoslav Studies has been once again estab-
lished, the novelty consists above all in the fact that its research takes a
form of self-exploration. Those that embark on such research are those who
sense the history in question as their own past, which, despite this sense of
belonging, they are yet to get to know as their own.

This kind of research - which thus takes the form of a collective, al-
though not necessarily coordinated, (self-)historicizing, (psycho-)analytical
séance - is principally conducted by the members of a generation who were
born in Yugoslavia, but who reached their adulthood, like some unfulfilled
promise, outside of it. They bore witness to the disappearance of the coun-
try of their birth, as they were being born again in some other countries with
new personal documents, and without being asked about these matters by
anyone. They are really the last witnesses of Yugoslavia, but they are un-
reliable witnesses since they lived through their Yugoslav-ness as children.
Now, they are returning to it as researchers equipped with artistic and sci-
entific tools in order to transform their unspeakable experiences into histor-
ical documents, and in order to stand up against the attempt to reduce the
whole of 20th-century Yugoslav history to an error that is to be covered up
with Tipp-Ex.

It is in this context that Cvijanovic's intervention on the Rijeka sky-
scraper should be situated, as part of an already considerable corpus of
artistic and scientific works produced over the past decade in all former Yu-
goslav republics, autonomous regions and their diaspora. These works are
concerned with the effort to re-activate the heritage of Yugoslav socialism,
as well as its prehistory since the establishment of the Communist Party of
Yugoslavia in 1919. Utilizing the archives of the former Museum of the Rev-
olution in Rijeka, Cvijanovi¢'s works such as Za mnom drugovi, ura! [Follow
me Comrades, Hooray!] (2002) and Jedna i tri stolice [One and Three Chairs]
(2003) represent some of the earliest artistic thematizations of the erasure
of the memory of the People’s Liberation Struggle in Croatia, together with



istoénoeuropske narode izvela iz staljinisticCkog kaveza komunizma, iz-
gubilo je svoj prvotni sjaj. Globalna financijska kriza 2008. godine, prace-
na prosvjedima protiv sve veéih drustvenih i ekonomskih nejednakosti
i sve ocitije ekoloske katastrofe, iznova je probudila svijest o destruk-
tivnosti ekstraktivne, kolonizirajuce i kompetitivne logike kapitalizma.
Marksisticka kritika politicke ekonomije opet je postala aktualna, a so-
cijalizam se iznova poceo razmatrati kao politi¢ka alternativa, ili barem
kao duh koji je puSten iz boce i koji iznova prijeti.

Jugoslavenski model socijalistickog samoupravljanja narocito je
podoban za suvremenu reaktualizaciju, zbog svojih poveznica s direk-
tnom demokracijom, i zbog svoje negacije staljinizma kao opéeprihva-
¢ene horor-varijante realsocijalizma. Jugoslavenska politika treéeg puta
i vodeéa pozicija u Pokretu nesvrstanih takoder nude most izmedu
proslosti i danas aktualnih politika epistemoloske, kulturne i politicke
dekolonizacije. Samoupravljanje, nesvrstanost, te partizanski pokret /
Narodnooslobodila¢ka borba u Drugom svjetskom ratu, ¢ine tako sve-
to trojstvo nove vjere u potencijal jugoslavenske revolucionarne pros-
losti da osvijetli put novim borbama u sadasnjosti, koja se prije svega
manifestira u polju umjetnosti i drustveno-humanistic¢kih znanosti. To
nije radikalna novost, jer je jugoslavensko samoupravljanje jos od Sez-
desetih godina tema koja je privladila povjesnicare i filozofe, od Henri-
ja Lefebvrea do Freda Singletona, koji je na Sveucilistu u Bradfordu u
Engleskoj 1967. osnovao istrazivacki, a kasnije i postdiplomski program
pod nazivom Jugoslavenski studiji (Yugoslav Studies). Ono $to je novo, da-
nas kada se iznova formirao epistemoloski ali i politiéki objekt pod za-
jednic¢kim nazivnikom jugoslavenskih studija, jest to da istrazivanje
prije svega poprima vid samoistrazivanja, odnosno oni koji ga provode
su oni koji tu povijest osjecaju kao vlastitu proslost koju, unatoc toj vla-
stitosti, tek trebaju upoznati kao svoju.

U tom istrazivanju, koje tako ima vid udruZene, iako ne nuzno i
koordinirane, (samo)historizacijske analiticke seanse, sudjeluju u veli-
kom broju pripadnici generacije koji su rodeni u Jugoslaviji, ali su svoju
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those such as Sanja Ivekovic's Gen XX [Gene XX] (1997-2001) and SOS Nada
Dimi¢ (2000) or Scene za novo naslijede [Scenes for a New Heritage] (2004)
by David Maljkovi¢. In the meantime, the modernist monuments to the Peo-
ple’s Liberation Struggle were rediscovered and became hallmarks of the
entire history of Yugoslav socialism and its geopolitical position “between
the East and the West". This position is also embodied in the oxymoronic
aesthetic determination of socialist modernism - as a socialist, thus endog-
enous and not exogenous, opposition to socialist realism (which has itself
recently become an object of lively research interest). In addition, a whole
series of artworks came about, as well as entire artistic opuses, dedicated
to researching and re-activating the history of self-management, of non-
aligned politics, of the People’s Liberation Struggle. Alongside all that has
been mentioned so far, new political parties are being formed that explicit-
ly refer to leftist politics and the heritage of Yugoslav self-management so-
cialism.

The protestors that railed against Cvijanovic's red glass-shard star by
burning red paper stars, thus executing their self-proclaimed artistic perfor-
mance, have therefore not lacked reasons for recognizing a newly awakened
red danger. Monument to Red Rijeka - Self-Defensive Monument can be inter-
preted as a synecdoche for those new awakenings, especially in the field of
art. By the virtue of reducing its symbolic resources to a hyperbolized symbol
of the red five-pointed star, Monument to Red Rijeka embodies the achieve-
ments as well as the contradictions of contemporary art practices that are
concerned with the historization and re-activation of the Yugoslav and, more
generally, socialist past. Their achievements are more or less obvious - such
practices articulate a form of resistance to the nationalist and neoliberal tel-
eology of individual freedom, nation and the free market, they affirm the
revolutionary undertakings of the past and encourage new struggles, they
formulate a new aesthetic in dialogue with 20th-century traditions of en-
gaged and avant-garde art, etc. Though what are the contradictions?

One of the most obvious and most frequently mentioned is nostal-
gia — or in its expanded East European variant, ostalgia (derived from the




punoljetnost, poput neispunjena obecanja, docekali izvan nje, svjedoce-
¢i gubitku svoje zemlje rodenja, i radajuci se iznova, u nekim drugim ze-
mljama, s novim dokumentima, a da ih nitko niSta nije pitao. Oni su,
zapravo, posljednji svjedoci Jugoslavije, ali oni su njeni nepouzdani svje-
doci, buduéi da su svoje jugoslavenstvo prozivjeli kao djeca. Sada mu se
vracaju kao istrazivaci, opremljeni umjetnickim i znanstvenim alatkama,
kako bi svoje neizrecivo svjedo¢anstvo preveli u historijski dokument, i
suprotstavili se pokusaju svodenja ¢itave dvadesetostoljetne jugoslaven-
ske povijesti na korektorom premazanu gresku.

U taj kontekst treba staviti i Cvijanovi¢evu intervenciju na Rijeckom
neboderu, koja je dio sada veé nemalog korpusa umjetnickih i znanstve-
nih radova proizvedenih tijekom posljednjeg desetlje¢a u nekadasnjim
jugoslavenskim republikama, autonomnim pokrajinama i njihovoj dijas-
pori, koji se bave reaktivacijom naslijeda jugoslavenskog socijalizma, i
njegove pretpovijesti od osnivanja Komunisticke partije Jugoslavije 1919.
godine. Cvijanovicevi radovi iz ranih 2000-tih, s predmetima iz fundusa
nekadasnjeg Muzeja revolucije u Rijeci (Za mnom drugovi, ura!, 2002., Jed-
na i tri stolice, 2003.), zapravo spadaju medu najranije umjetnicke temati-
zacije brisanja sje¢anja na Narodno-oslobodila¢ku borbu u Hrvatskoj, uz
radove Gen XX (1997.-2001.) i SOS Nada Dimi¢ (2000.) Sanje Ivekovié i Sce-
ne za novo naslijede (2004.) Davida Maljkovié¢a. U meduvremenu su iznova
otkriveni modernisti¢ki spomenici NOB-u postali svojevrsnim zastitnim
znakom €itave povijesti jugoslavenskog socijalizma i njegove pozicije ,iz-
medu Istoka i Zapada®, koja je utjelovljena i u oksimoronskoj estetickoj
odrednici socijalistickog modernizma (kao socijalisticke, dakle endoge-
ne a ne egzogene, suprotnosti socijalistickom realizmu, koji je i sam u
novije vrijeme postao predmetom Zivog istrazivackog interesa). Takoder,
nastao je ¢itav niz radova, pa i umjetnickih opusa usmjerenih na istraZi-
vanje i reaktivaciju povijesti samoupravljanja, politike nesvrstanosti, na-
rodnooslobodilacke borbe, a formirane su i nove politicke stranke koje
se eksplicitno nadovezuju na lijeve politike i naslijede jugoslavenskog sa-
moupravnog socijalizma.
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Ostalgia was the title of an
exhibition curated by Mas-
similiano Gioni in the New
Museum in New York in 2011
Svetlana Boym, The Future
of Nostalgia, Basic Books,
New York, 2001.

Wendy Brown, "Resisting
Left Melancholy”, boundary
2, Vol. 26, no. 3,1999, pp.
19-27.

Tatjana Juki¢, Revolucija i
melankolija. Granice pamce-
nja hrvatske knjiZzevnosti
[Revolution and Melancholy.
The Limits of Memory in
Croatian Literature], Ljevak,
Zagreb, 201, p. 44.

Wendy Brown, “Wounded
Attachments.” Political The-
ory 21, no. 3 (1993): 390—410.
According to Brown, the pol-
itics of identity that is based
on sexuality, gender and race
addresses, on the one hand,
real social inequalities and
injustices, but, on the other,
reveals systemically produces
powerlessness in bringing to
consciousness and conse-
quently questioning the class
structure of the society as
well as the bourgeois political
ideals of the middle class.

German compound term Ostalgie). It represents a particular petrification
of the past into an imaginary format of a sentimental picture postcard, thus
becoming yet another reified and commodified object in the consumerist
cabinet of curiosities. In the meantime, some alternative interpretations of
nostalgia have been offered, such as the idea of prospective nostalgia (ori-
ented towards the future) by Svetlana Boym.? Nevertheless, most of the
artists and researchers more or less explicitly distance themselves from this
aspect, by articulating their work as an alternative to both the discourses
and practices that demonize (Yugoslav) socialism, as well as to those that
approach it with nostalgia, thus once again taking the already proverbial
Yugoslav third way. In practice, the existence of such an anti-nostalgic dis-
tancing is often dubious, but even then, it is still usually less a matter of nos-
talgia and more of what Wendy Brown, following Walter Benjamin, terms
left melancholy - a certain infatuation with the fervor, ideas and methods
of struggles from the past, which incapacitates the contemporary left from
take part in contemporary struggles in a truly efficient way.*

However, maybe melancholy and revolution do not stand in contra-
diction of one another - they are both, as Tatjana Juki¢ suggested, driven by
a non-economic, and thus anti-capitalist, logic in which a subject gives her/
himself to something that is outside her/himself. In other words, accord-
ing to Juki¢, melancholy is not a consequence of revolution, but its precon-
dition.® Cvijanovic's star encompasses this relationship by literally building
the star out of the symbolic bodies of 2,800 partisan fighters who have giv-
en their lives for social revolution. Those bodies are still today, in their glass
and petrified form, prepared to defend the ideals for which they sacrificed
their lives. At the same time, it is in this very place that the contradiction ris-
es, one that is more important than the potential objection for nostalgia. It
is articulated in another text by Wendy Brown where she speaks of wound-
ed attachments as the foundation of the contemporary politics of identity
in neoliberal capitalism.® Although Cvijanovic in his description of the pro-
ject explicitly designates the red star as the universal symbol of a workers’
movement and the struggle for a more just society, the artwork is above all




1 Tako se zvala izloZba koju je
Massimiliano Gioni kurirao
u New Museumu u New
Yorku 2011. godine.

2 Svetlana Boym, Buducnost
nostalgije (Beograd: Geopoe-
tika, 2005.)

3 Wendy Brown, “Resi-
sting Left Melancholy’,
boundary 2, Vol. 26, No. 3
(1999), 19-27..

Prosvjednici koji su, bunedéi se protiv Cvijanoviéeve ostakljene cr-
vene zvijezde, u vlastitom samoproglaSenom performansu palili papir-
natu crvenu zvijezdu, nisu dakle bez razloga prepoznali novoprobudenu
crvenu opasnost. Spomenik crvenoj Rijeci - Samoobrambeni spomenik moZe
se Citati i kao sinegdoha tih obnovljenih budenja, narocito u polju um-
jetnosti. Svode¢i svoje simbolicke resurse na hiberbolizirani znak crve-
ne zvijezde petokrake, Spomenik crvenoj Rijeci- Samoobrambeni spomenik
utjelovljuje postignuca ali i kontradikcije suvremenih umjetnickih prak-
si koje se bave historizacijom i reaktivacijom jugoslavenske i, opéenito,
socijalisticke proslosti. Postignuéa su manje-viSe ocita - suprotstavljanje
nacionalistickoj i neoliberalnoj teleologiji slobode individue, nacije, i trZi-
Sta, afirmacija revolucionarnih teZnji iz proSlosti i poticanje novih borbi,
formiranje nove estetike u dijalogu s dvadesetstoljetnim tradicijama an-
gazirane i avangardne umjetnosti itd. Sto su kontradikcije?

Jedna od najoéitijih i najéeSée spominjanih je nostalgija — u pro-
Sirenoj, istonoeuropskoj varijanti, ostalgija (iz njemacke kovanice
Ostalgie)' - svojevrsno zamrzavanje proslosti u imaginarni format sen-
timentalne razglednice, koja tako postaje jo$ jednim od reificiranih i ko-
modificiranih predmeta u konzumeristi¢kom kabinetu ¢udesa. Premda
su u meduvremenu ponudene i alternativne interpretacije nostalgije,
poput ideje prospektivne (u buduénost usmjerene) nostalgije Svetlane
Boym,” ipak se veé¢ina umjetnika i istraziva¢a manje ili viSe eksplicit-
no ograduje od ovog afekta, artikulirajuéi svoj rad kao alternativu kako
diskursima i praksama koji demoniziraju (jugoslavenski) socijalizam,
tako i onima koji se nostalgiéno odnose prema njemu, birajuéi time i u
ovom slucaju veé poslovi¢no jugoslavenski treéi put. U praksi je ¢esto
upitno postojanje tog antinostalgijskog odmaka, ali je tada ipak najce-
S¢e manje rije€ o nostalgiji, a viSe o onome $to Wendy Brown pozivajuéi
se na Waltera Benjamina naziva lijevom melankolijom, odredenom zalju-
bljenosti u Zar, ideje i metode borbi iz proslosti koje suvremenoj ljevici
onemogucavaju da se zaista i na efikasan nac¢in ukljuéi u borbe u sadas-
njosti.:
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defined as a monument - the central material and discursive object of the
politics of memory. In this case it is connected to the memory of the victims
that were necessary for the victory over the fascist occupation during WW2,
and more intermediately to the memory of the wound inflicted on the world
at large that was caused by the violence of fascism. Moreover, the work is
defined as a self-defensive monument, meaning that the wound it refers to
is not only situated in the past but also in the future, since it literally counts
on being attacked.

The precondition of the existence of a self-defensive monument is the
existence of the adversary expected to attack it, the one with whom it is in-
extricably connected and with whom, in the last instance, it shares the same
terrain, the same boxing ring. In that ring the enemies of the monument, ac-
cording to the rules of the game, won't simply engage in direct attacks, but
will also show their own wounds - Bleiburg, Goli otok, Gulag, Domovinski
rat (Croatian War of Independence), etc.” - for which they will blame the red
star (itself chipped and wounded). The ‘Croat-ness’ that they are defending
cannot exist without those wounds, as per the classic definition of the na-
tion given by the French historian Ernest Renan. In order to establish a na-
tion and the feeling of national belonging, Renan claimed, the cultivation of
remembrance of common suffering is necessary, much more than the mem-
ory of victories. What is the artistic intervention that would be able to step
out of this enchanted boxing ring? If the goal of engaged or even commu-
nist art is to awaken the consciousness of those that are not yet able to see
clearly, what is the artistic intervention that would not count on the inher-
ent vandalism of the radical right — which necessarily makes the artist at the
same time a victim and a hero - but would count instead on the chance of
their joining to another kind of struggle, the “struggle for a more just socie-
ty”? An artwork that would make even its “adversaries” see in the facade of
the Rijeka skyscraper the history of conflict between the common good and
its privatization?

After all, one of the useful lessons taken from the heritage of the com-
munist movement and the People’s Liberation Struggle regards the tac-

7 All these places and events
represent crucial points of
disagreement between the
left and the right, and reflect
deeply divided opinions
about World War I, socialist
Yugoslavia, its history and
the way it was dismantled
(Translator’s note).




4 Tatjana Jukié, Revolucija

i melankolija. Granice pa-
mcenja hrvatske knjiZevnosti
(Zagreb: Ljevak, 2011), 44.

5 Wendy Brown, “Wounded
Attachments.” Political Theo-
ry 21, no. 3 (1993): 390-410.
Prema Brown, politike
identiteta koje se temelje
na seksualnosti, rodu i rasi
s jedne strane adresiraju
realne drustvene nejedna-
kosti i nepravde, no
istovremeno pokazuju
sistemski proizvedenu
nemo¢ da se osvijesti

i dosljedno dovede u pitanje
klasna struktura drustva

i burzoaski politicki ideali
srednje klase.

6 Ernest Renan, “What is

a Nation?," u: Nations and
Identities, ur. Vincent P.
Pecora (Oxford: Blackwell,
2001), 162-76.

Medutim, melankolija i revolucija mozda i nisu u kontradikeiji-i
jedno i drugo, kako je predlozila Tatjana Jukié, vodi neekonomska, pa
tako i antikapitalisticka logika u kojoj se subjekt daje za nesSto izvan
sebe. Drugim rije¢ima, kako tvrdi Jukié¢, melankolija nije posljedica re-
volucije, ve¢ njen preduvjet.* Cvijanoviceva zvijezda objedinjuje taj od-
nos, doslovno gradedi zvijezdu od simbolickih tijela 2800 partizanskih
boraca koji su svoj zivot dali za drustvenu revoluciju, tijela koja su i da-
nas, u ostakljenom i zamrznutom obliku, spremna braniti ideale za koje
su se zrtvovali. Istovremeno, bas na tom mjestu pociva kontradikcija
koja je vaZnija od mogucéeg prigovora za nostalgiju, a ¢ija se artikulacija
moZe pronaci u jednom drugom tekstu Wendy Brown, u kojem govori o
navezanosti na povredu (wounded attachments) kao temelju za suvreme-
ne politike identiteta u neoliberalnom kapitalizmu.® Iako Cvijanovié u
opisu projekta eksplicitno govori o zvijezdi kao univerzalnom simbolu
radnickog pokreta i borbe za pravednije drustvo, rad je prije svega defi-
niran kao spomenik, srediSnji materijalni i diskurzivni objekt politika
sje¢anja, ovdje jasno vezan uz sjecanje na ljudske Zrtve kojima je pla-
¢ena pobjeda nad fasistickom okupacijom u Drugom svjetskom ratu, a
posredno i sje¢anje na povredu na svjetsko-historijskoj razini uzroko-
vanu nasiljem fa$izma. Stovise, definiran je kao samoobrambeni spo-
menik, Sto znac¢i da povreda za koju je vezan nije smjeStena samo u
proslost veé i buduénost -on doslovno rac¢una na napad.

Preduvjet postojanja samoobrambenog spomenika je postojanje pro-
tivnika koji ¢e ga napasti, s kojima je na taj naéin neraskidivo vezani s ko-
jima se, u konaénici, nalazi na istom terenu, unutar istog ringa. Na tom
terenu, u skladu s pravilima igre, protivnici spomenika nece jednostav-
no napasti nego ce i sami pokazati svoje rane - Bleiburg, Goli otok, Gulag,
Domovinski rat, itd.-za koje ¢e okriviti crvenu zvijezdu (takoder okr-
njenu i ranjenu). Hrvatstvo koje brane ne postoji bez tih rana, bas pre-
ma klasiénoj definiciji nacije francuskog povjesnic¢ara Ernesta Renana,
koji je tvrdio da je za formiranje nacije i osjeéaja nacionalne pripadnosti
kljuéno njegovanje sje¢anja na zajednicku patnju, viSe nego na pobjede.*
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8 SeéiHi'ge K.a/t,rins HaUIQr Cre- tical rethinking of strategies of enlargement and mobilization. Even back
ating a Socialist Yugoslavia: . . .
Tito, Communist Leadership  then the red star was not used in a lighthearted manner. In fact, during the

and the National Question,|. jnitial stages of their struggle the zealous Yugoslav communists received
B. Tauris, London, 2012

warnings from Moscow because of their explicit employment of communist
propaganda while they were expected to follow the line of a broad people’s
front in accordance with the politics of the war alliance with the West.? The
act of mounting the red star, together with hammer and sickle emblems, on
top of Rijeka skyscraper in 1945 may also be seen as the final revelation of
the fact that in the thick and thin of the anti-fascist struggle a socialist rev-
olution was realized or, at least, started to take place, and that the strug-
gle was not simply against the occupying fascist forces, but also for a new
and more just society. One reason why the post-war triumphant usage of
the tallest building in Rijeka for the purpose of the announcement of a new
age was effective is the monumentality of the building, but another impor-
tant one is its provenance. It was built in 1939 by Marko de Albori, who re-
turned from the US after his family got rich during the Prohibition, and who
modeled the building after the American office-residential skyscrapers. The
top floor of the building was occupied by a luxurious and elitist penthouse,
which was effectively topped in 1945 by the red star thus making a promise
to abolish the economy of excess and social hierarchies. Although Cvijano-
vic's artistic repetition of that gesture was - for the most part quite expect-
edly - co-opted by a sensationalist media narrative about the clash of high
culture and the radical right, it should be read above all as a gesture that
poses a question about historical destiny and today’s actuality of that prom-
ise, especially in the context of the large-scale event that promoted the “cul-
tural capital” of Europe. It also poses a question regarding the artistic and
social potential of the language of symbols, and the historical dialectic that
can be read from their “chipped and crooked” state, which, in the case of the
red star, is the result not only of the history of violent external attacks, but
also the history of its internal failures and contradictions. %
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sTO JEU ZVIJEZDI? JUGOSLAVENSKA POVIJEST KROZ KRHOTINE STAKLA
WHAT'S IN A STAR? YUGOSLAV HISTORY THROUGH THE SHARDS OF GLASS

IVANA BAGO




7 Vidi Hilde Katrine Haug,
Creating a Socialist Yugosla-
via: Tito, Communist
Leadership and the National

Question (London: 1. B. Tau-

ris, 2012).

Kakva bi bila umjetnicka intervencija koja bi izisla iz tog zac¢aranog rin-
ga? Ako je cilj angaZirane ili éak komunisticke umjetnosti da osvijesti one
koji joS ne vide, kakva bi bila umjetnicka intervencija koja ne bi racunala
na inherentni vandalizam radikalne desnice -koja nuzno i samog umjet-
nika ¢ini Zrtvom i herojem-nego na njihovo pridruZzivanje drugoj vrsti
borbe, ,borbi za pravednije drustvo"? Umjetnicki rad koji bi uéinio da ¢ak
i njegovi ,protivnici” u procelju rijeckog nebodera vide povijest sukoba
izmedu zajednic¢kog dobra i njegove privatizacije?

Uostalom, jedno od naslijeda komunisti¢kog pokreta i NOB-a je tak-
ticko promisljanje strategija Sirenja i mobilizacije. Crvena zvijezda se ni
tada nije olako koristila; zapravo, u poéetnim stadijima borbe zaneseni ju-
goslavenski komunisti dobivali su opomene iz Moskve zbog eksplicitnog
Sirenja komunisticke propagande umjesto drZanja linije Siroke narodne
fronte, u skladu s politikom ratnog saveznistva sa Zapadom.” Postavlja-
nje zvijezde, srpa i €ekic¢a na Rijecki neboder 1945. mozda se tako moze
vidjeti i kao kona¢no razotkrivanje ¢injenice da je u jeku antifaSisticke
borbe nastala ili barem nastajala socijalisti¢ka revolucija, da borba nije
bila tek protiv, nego i za-za novo, pravednije drusStvo. Trijumfalna upo-
treba najviSe zgrade u Rijeci za najavu novog doba uéinkovita je ne samo
zbog monumentalnosti zgrade, nego i ¢injenice da je zgradu 1939. godine
po uzoru na americke poslovno-stambene nebodere sagradio povratnik
iz Amerike Marko de Albori, ¢ija se obitelj obogatila u Americi za vrije-
me prohibicije. Na zadnjem katu nebodera izgraden je najvedi, elitni stan,
i upravo je njega 1945. nadvisila crvena zvijezda, s obe¢anjem ukidanja
ekonomije nadvisivanja i drustvenih hijerarhija. Premda je-dobrim di-
jelom ocekivano-kooptirano senzacionalnom medijskom pri¢om o sra-
zu visoke kulture i radikalne desnice, umjetnicko ponavljanje ove geste,
i to u sklopu manifestacije koja se bavi ,kulturnim kapitalom” Europe,
prije svega je postavljanje pitanja o povijesnoj sudbini i danasnjoj aktual-
nosti tog obec¢anja. Ono takoder postavlja i pitanje o umjetni¢kom i drus-
tvenom potencijalu jezika simbola, te povijesnoj dijalektici koja se moZe
iSc¢itati iz njihove ,okrnjenosti i nakrivljenosti, koja, u sluéaju crvene zvi-
jezde, ne proizlazi samo iz povijesti nasilnih neprijateljskih napada, vec¢ i
iz povijesti njenih vlastitih neuspjeha i kontradikcija. *
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1 R Ciccarelli, Pierre Dardot: un
abbraccio mortale per la
gauche, u "Il Manifesto’,
Roma, 16 giugno 2021, https:/
ilmanifesto.it/pierre-dar-
dot-un-abbraccio-morta-

»U svakoj zemlji’, ustvrdio je nedavno Pierre Dardot, ,si-
tuacija je razlic¢ita” Rije¢ je o vrlo vaznoj tvrdnji jer je lje-
vica sklona odnositi se prema neoliberalizmu kao prema
jedinstvenoj pojavi. Postoji, medutim, razli¢ito primje-
le-per-la-gauche/ njivanje strategija na lokalnoj razini. [...] ,Ono $to im je
thlt/%sc;i/mﬁggsg-eumpa- pak strateski zajednicko jest naglasak na autoritarizmu u naéinu vladanja
TA-9-2019-0021_IThtml i sklonost logike vladajuéih da iz faze oblikovanja gospodarskih i socijal-
nih politika iskljuée javnu raspravu”’ Takvo iS€itavanje situacije u najuzoj
je vezi s onim Sto se dogodilo 19. rujna 2019., kad je Europski parlament
donio rezoluciju koja na nekoliko mjesta izjednacava nacizam i komuni-
zam.” Ali to je samo najeklatantniji primjer ocite tendencije povijesnog
revizionizma koji promice elita EU, poistovjecujuci tout court euroatlant-
ski kapitalizam s demokratskim reZimima upravo u trenutku kad se ¢ini
da tradicionalni oblici predstavnicke demokracije gube na teZini kao ni-

kada prije.

Stoga bi, drugim rije¢ima, na uklanjanje sjec¢anja trebalo gledati kroz
prizmu onih sredstava koja se s vremena na vrijeme sustavno i beskrupu-
lozno rabe kako bi se europske politike uskladile s neoliberalnom ideo-
logijom, dakle u korist njezinih dominantnih klasa. Istovremeno se €ini
da je upozoravanje na desnicarski neofasizam ili, kako se u zadnje vrije-
me govori, suverenizam-a pogotovo na odvratne aspekte onih politi¢kih
pokreta koji viSe-manje gravitiraju takvim idejama - naizgled jedino ¢ime
tzv. progresivne snage mogu opravdati smisao vlastitog postojanja te pri-
vuci glasaée ,manjeg zla" koji ¢e inace posluziti da se-premda na blazi i
meksi naéin-progura vrlo sli¢na, a ponekad ¢ak i identi¢na agenda pro-
tivnicke desnice.

Jasnu presliku takvog politickog obrasca nalazimo u Italiji posljed-
njih nekoliko godina: medu populistima ,ni desno, ni lijevo” koji prvo
predlazu referendum za izlazak iz eura, zatim odjednom postaju uvjereni
atlantisti i europeisti te se nadu medu ,najtvrdim suverenistima Europe”
koji, isto tako, iznenadno i istovjetno spomenutim populistima, poZele
biti nosivim stupovima Pax Draghiane.
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"The situation is different in every country,” Pierre Dardot

recently afirmed, “This is very important to state because

there is a tendency on the left to view neoliberalism as a

unique phenomenon. Instead, there are different strate-

gies adapted locally. [..] What they have in common,
however, is the accentuation of authoritarianism in the mode of gover-
nance and a tendency to impose a logic of government that takes the
direction of economic and social policies away from public decision-mak-
ing." Such a reading should be understood in close relation to events that
took place on September 19, 2019, when the European Parliament issued a
resolution that, in several passages, equated Nazism and communism.?
Though this is not the most emblematic episode in this clear tendency,
pushed by EU elites, to rewrite history and identify tout court Euro-Atlantic
capitalism and democratic regimes precisely at the moment in which tradi-
tional forms of representative democracy seem to have been emptied of
weight like never before.

The removal of memory should be understood, in other words, in the
set of means adopted from time to time, unscrupulously, so as to conform
Europe’s policies to neoliberal reasoning, and therefore to the advantage of
its ruling classes. The same agitation of the specter of a right wing tinged
with a neo-fascist regurgitation or, as we have been saying for some years
now, ‘sovereignism’ — without wanting to underestimate the repugnant as-
pects of the political forces more or less linked to this area - would appear to
represent, in the end, the only real foothold available to give meaning to the
existence of progressive groups and to gain “useful votes” that will then in-
variably serve to enable - albeit with a soft hand and sweet tone - an agenda
that is in fact very similar, and in some points even overlapping, with that of
their opponents.

The case of Italy in recent years is emblematic: among the “neither
rightist or leftist” populists who propose a referendum on exiting the euro
and then all of a sudden declare themselves to be committed Atlantists and
Europeans and the “hardest sovereignists of Europe” that, once again
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3 E.Vannini, Quando la fiction suddenly and in line with the above mentioned populists, discover them-
fﬁf"m’fﬁ‘f recitailgenere,in — galyes eager to become pillars of the Pax Draghiana.
achina’, Rome, 12 June 2021,

In short, the immediate present seems to give us a picture in which ev-
ery centrifugal push ensuing from the crisis that began in 2007-2008 - be it,
as in the first years, attributable to a radical anti-liberal left, along the lines
of Syriza or Podemos, or, as in the following years, based on an opposition
to the eurozone in the name of the problematic concept of national sover-
eignty, is suddenly absorbed the moment it enters the sphere of government.
This phenomenon has certainly been helped by the pandemic crisis, though
it is hard to escape the feeling that the situation would have evolved in the
same direction anyhow, by virtue of the mammoth apparatus of technical
control whose power has been consolidated by the restrictions of the last
year and a half, but which certainly did not need them to prosper.

It is not simply, or only, a matter of describing contemporary society
being subjugated by a kind of Orwellian Big Brother. Though certainly that
too! The most disturbing node resides, | would argue, in the illusion of the
neutrality of technology, which whilst being masterfully confuted by, among
others, Glinther Anders with his theory of the outdatedness of human be-
ings,? is today more resistant to dying than ever.

Hence Draghi’s success - but also that of some of his predecessors -
since, although the Recovery Plan is presented in “futuristic” tones, the
“optimists” can only imagine it as being all too similar to that - perhaps
mythical - flourishing recent past in which restaurants were full, goods were
produced and sold, jobs were plentiful and people made it to the end of the
month. Only everything will be more digital, greener, and of course more
global! Nothing to do, therefore, with faded memories of the “future sun to
come” associated with communist symbolism.

Itis not possible to understand the most typically right-wing tendenc-

( es without framing them within the discourse of the above-mentioned crisis
in the paradigm of representative democracy, with - on one the one hand -

the increasingly weak capacity of resistance and lack of autonomy of the

politician with respect to the big lobbying interests. This is especially true of
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,DRUSTVENO ANGAZIRANA" UMJETNOST U SLIJEPOJ ULICI

“SOCIALLY ENGAGED" ART AND ITS IMPASSE

STEFANO TACCONE




Sve u svemu, Cini se da u neposrednoj sadasSnjosti vidimo kako
sva centrifugalna kretanja nastala uslijed recesije 2007.-2008., bilo da
se vezu uz radikalnu antiliberisti¢ku ljevicu (Syriza ili Podemos) u pr-
vom razdoblju, bilo da se nesSto kasnije, u obliku protivljenja eurozoni,
poistovjecuju s, blago receno, problemati¢nim konceptom ,nacionalnog
suvereniteta’, bivaju apsorbirana ¢im im se pruzi prilika da udu u sferu
vladajuéih. Zasigurno je tome pridonijela i velika pandemijska kriza, no
teSko se suzdrzati od pretpostavke da bi se situacija svejedno razvila u
istom smjeru, s obzirom na mastodontski aparat tehnicke kontrole nepri-
kosnovene mo¢i, neovisno o tome $to su joj restrikcije pomogle u utvrdi-
vanju snage tijekom posljednjih godinu i pol dana.

Ne radi se toliko ili samo o tome da se suvremeno drustvo opise time
da je opc¢injeno nekom vrstom orvelovskog Velikog Brata. Nema sumnje
dajeio tome rije¢. Medutim, mislim da je ono $to u sustini najviSe uzne-
miruje, iluzija o neutralnosti tehnike koju je-medu ostalima - svojevre-
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