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Tsiolkovsky. Second Advents (detail), mixed media, 2015-2016, courtesy: V-a-c Foundation and Gazprombank Collection

On the cover: Blacklight at Platforma, image by Simona&Ramona, 2015, accompanying the artist's project in the gallery section of this issue.

Aspiratiile celor care ar vrea sd izoleze arta de lumea sociald sint asemandtoare cu cele ale porumbelu-
lui lui Kant ce-si imagina cd, odata scapat de forta de frecare a aerului, ar putea zbura cu mult mai liber.
Daca istoria ultimilor cincizeci de ani ai artei ne invatd ceva, atunci cu sigurantd ca ea ne spune ca o arta
detasatd de lumea sociald e liberd sa mearga unde vrea, numai ca nu are unde sa mearga. (Victor Burgin)

The aspirations of those who would isolate art from the social world are analogous to those of Kant's dove which dreamed of
how much freer its flight could be if only were released from the resistance of the air. If we are to learn any lesson from the
history of the past fifty years of art, it is surely that an art unattached to the social world is free to go anywhere but that it has
nowhere to go. (Victor Burgin)
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Distributia sociala: trecut si viitor (?)
SOCIAL DISTRIBUTION: PAST AND FUTURE (?)
Alexandru Polgar

Nu ajunge sa proiectezi filme.

Manual metodologic pentru distributia sociald a filmului

IT'S NOT ENOUGH TO PROJECT FILMS:

A METHODOLOGICAL HANDBOOK FOR SOCIAL DISTRIBUTION OF FILMS

in rolul celui care rezolva situatia — nu ajunge sa proiectezi filme
IN SOLVING ROLE - IT'S NOT ENOUGH TO PROJECT FILMS

A

In rolul celui care rezolvd situatia — Nu ajunge sa proiectezi filme

(Un film de Sebestyén Kodolanyi despre distributia sociala, 2014 — subtitrari)
IN SOLVING ROLE - IT'S NOT ENOUGH TO PROJECT FILMS

(A film by Sebestyén Kodolanyi on Social Distribution, 2014 - subtitles)

Tabdrd (Un film de Sebestyén Kodolanyi si Teatrul Independent Budapesta,
2014-2016 — subtitrdri)

CAMP (A Film by Sebestyén Kodolényi and the Independent Theater Budapest,
2014-2016 - subtitles)

Filmele distributiei sociale
THE FILMS OF SOCIAL DISTRIBUTION

In rolul celui care rezolva situatia — programe de film, filme documentare

si metodologice legate de tema

IN SOLVING ROLE - FILM PROGRAMS, DOCUMENTARY AND METHODOLOGICAL FILMS
RELATED TO THE TOPIC

Simona&Ramona (AKA Claude&Dersch): Almanah 2017/ALMANAC 2017

Repatrierea universului
REPATRIATION OF THE UNIVERSE
Andrey Shental

Muzeologia de avangarda: cdtre o istorie a unui experiment-pilot
AVANT-GARDE MUSEOLOGY: TOWARD A HISTORY OF A PILOT EXPERIMENT
Arseny Zhilyaev

Cetdteni ai cosmosului, Scenariu pentru un musical
de Anton Vidokle, bazat pe un manifest al lui Aleksandr Sviatogor

CITIZENS OF THE COSMOS, script for a musical based on a manifesto by Alexander Svyatogor

Anton Vidokle

Fragment din ,Filosofia actiunii comune*
Arta imitdrii (a falsei refnvieri artistice) si arta realitdtii (a adevdratei reinvieri).
Arta ptolemeica si arta copernicana

THE ART OF RESEMBLANCE: (OF FALSE ARTISTIC REGENERATION) AND THE ART OF REALITY

(OF REAL RESURRECTION): PTOLEMAIC AND COPERNICAN ART
Nikolai Fedorov

,Sarbdtoarea nemuririi
“"IMMORTALITY DAY"
Alexander Bogdanov

Fragment din cartea Stdpinirea timpului
THE CONQUEST OF TIME (A Short Extras)
Valerian Muraviev
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Avangarda. O scurta serie de fragmente de text pe teme legate de Bulgaria:
istorie, stiintd, politica, arhitecturd si artd. Selectie de Stoyan Dechev
AVANT-GARDE: A SHORT SERIES OF TEXT FRAGMENTS ON BULGARIAN RELATED TOPICS:
HISTORY, SCIENCE, POLITICS, ARCHITECTURE AND ART. SELECTION BY STOYAN DECHEV

George Cringasu: Loz de rdzuit/Scratch Card

Perspectivele luptei. O conversatie cu Oliver Ressler
PROSPECTS OF THE STRUGGLE: A Conversation with Oliver Ressler
Alexandru Polgar

In memoriam Peter Waterman (1936-2017): De la internationalismul comunist

la miscarea de solidaritate si justitie globala

IN MEMORIAM PETER WATERMAN (1936-2017):

FROM THE COMMUNIST INTERNATIONAL TO THE MOVEMENT FOR GLOBAL JUSTICE AND SOLIDARITY
O T

Din copilaria mea re-re-revolutionard. Fragmente autobiografice
MY RE-RE-REVOLUTIONARY CHILDHOOD: AUTOBIOGRAPHICAL FRAGMENTS
Peter Waterman

Un spectru bintuie internationalismul sindical: spectrul comunismului
A SPECTRE IS HAUNTING LABOUR INTERNATIONALISM, THE SPECTRE OF COMMUNISM
Peter Waterman

Internationalismul sindical in epoca Seattle
TRADE UNION INTERNATIONALISM IN THE AGE OF SEATTLE
Peter Waterman

Necesar: o cartd globald a muncii
NEEDED: A GLOBAL LABOUR CHARTER MOVEMENT
Peter Waterman

Cinci, sase, multe noi internationalisme! (Noua reflectii despre a Cincea Internationald)
FIVE, SIX, MANY NEW INTERNATIONALISMS! (EIGHT NINE REFLECTIONS ON A FIFTH INTERNATIONAL)
Peter Waterman
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Distributia sociala: trecut si viitor (?)
Alexandru Polgar

Alegerea materialelor propuse cititorului in aceastd editie a rubricii ,arhiva“ e des-
tul de eclecticd: un manifest, un interviu, (,subtitrari“ la) doua filme si o filmografie.
Toate se leaga de tema ,distributiei sociale”, fie ajutind cititorul sa-si faca o imagi-
ne cft mai corectd despre acest fenomen maghiar al anilor 1970, fie oferind cfte-
va sugestii despre cum s-ar putea folosit aceasta ,unealta” astazi. I siajul cinemaului
comunitar al lui Medvedkin, distributia sociald a fost o incercare de a pune n prac-
ticd un mod deosebit de a ne raporta la filme atft in calitate de producatori, cft si
in calitate de public. Primul fragment, tradus dintr-un ,,manifest” (mai precis: un ,ma-
nual metodologic®) publicatin 1979, va oferi clarificari destule in acest sens. Aceasta
piesd nu are totusi un autor, desi se poate presupune cd redactorul general al mate-
rialului trebuie sa fi fost regizorul maghiar Istvan Darday, o figura centrald a distribu-
tiei sociale, cum cititorul va putea vedea in dosarul ce urmeaza.

A doua piesd din selectia propusa este un interviu — de fapt, o prima conversatie
— cu cineva cdruia proiectul distributiei sociale i s-a parut suficient de semnificativ
pentru a face un film documentar pe aceasta tema. Sebestyén Kodolanyi este cineast,
producdtor, actor; arhivist si cercetator dedicat unei revigorari a militantismului con-
cret, care implica filmul in constructia comunitard si in rezolvarea de probleme. i3
cadrul interviului el vorbeste despre doud filme ale sale si contextul lor mai larg. Pri-
mul, I rolul celui care rezolvd situatia — nu ajunge s proiectezi filme [Megoldé szerep-
ben — vetiteni nem elég] e o prezentare complexa a distributiei sociale ca temd, incepind
cu trecutul acesteia, dar terminindu-se cu posibile deschideri cétre viitor. Al doilea
film se numeste Tabdrd [Tdbor] si este un eseu considerabil mai scurt, care utilizeaza
metodele distributiei sociale pentru a reflecta asupra caracterului inept al regimu-
lui actual din Ungaria. In realitate, conversatile despre aceste doud filme se vor misca
in jurul unor teme contemporane, dintre care unele chiar urgente.

Abia dupd acest interviu am decis sa traducem partea vorbitd a celor doua filme,
pentru a reda ceva din atmosfera lor si logica fenomenelor discutate. Aici e locul
pentru a-i muttumi lui Miklés Erhardt pentru versiunea englezd a , subtitrarilor”.
In cele din urmd, dar nuin ultimul rind — o list3 de filme care au constituit baza fil-
mograficd a distributiei sociale in Ungaria anilor 1970, impreund cu citeva selectii
de Sebestyén Kodolanyi pentru o abordare a temei dintr-o perspectivd compara-
tistd. Pentru a incheia, multumirile noastre cele mai alese pentru toate materiale-
le si amabilitatea de a ni le pune la dispozitie.

arhiva — distributia sociald: trecut si viitor (?)

SOCIAL DISTRIBUTION: PAST AND FUTURE (?)
Alexandru Polgar

The selection of materials proposed to the reader in this edition of
the “archive” column is rather eclectic: a manifesto, an interview,
(“subtitles” to) two films, and a filmography.

They all relate to the topic of “social distribution”, either by helping
the reader to achieve a correct image about this Hungarian phenom-
enon of the 1970s, or by giving some hints about how to use this
“tool” today. In the footsteps of Medvedkin's community cinema,
social distribution was an attempt at working out a different way

of relating to film as both producers and public. The first fragment,
translated from a 1979 “manifesto” (more precisely: a “methodologi-
cal handbook”), will give enough clarifications in this sense. This
piece of text, however, seems to have no author, although it is pre-
sumable that the general editor has been the Hungarian film director
Istvan Darday, one of the central figures of social distribution, as the
reader will be able to find out from the dossier.

The second piece in the selection we propose is an interview — a very
first conversation, in fact — with someone for whom the whole project
of social distribution seemed significant enough to make a documen-
tary movie on this topic. Sebestyén Kodolanyi is a cineaste, produc-
er, actor, archivist and researcher dedicated to the rejuvenation of a
hands-on activism that involves film in community building and prob-
lem solving. In the interview he speaks about two of his films and
their wider contexts. The first, In Solving Role - It's Not Enough to
Project Films [Megoldc szerepben - vetiteni nem elég]is a complex
presentation of social distribution as a topic, starting with its past,
but ending with possible openings towards the future. The second
film is Camp [Tabor], a much shorter essay that uses methods of
social distribution in order to reflect on the ineptness of the current
regime in Hungary. In fact, the conversations about both movies will
circulate around contemporary topics, some of them quite urgent.

It was later after this interview that we decided to translate the spo-
ken part of the two movies, in order to render something of their
atmosphere and the logic of the phenomena discussed. It is here

the place to thank Miklds Erhardt for the English versions of the two
films.

Last but not least — a list of films that constituted the basis of social
distribution in Hungary in the 1970s, and a few selections by Sebes-
tyén Kodolanyi for approaching the topic in a comparative perspec-
tive. Finally, for all materials and the kindness of offering them to us,
we would like to express our deepest gratitude.



Nu ajunge sa proiectezi filme
Manual metodologic pentru distributia sociala a filmului
Budapesta, 1979
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Formele distributiei de film

Ce este distributia sociala?

— pentru cei care au doar | minut —

— pentru cei care au doar 3 minute —

— Pentru cei care vor sa nteleaga

— Pentru cei care vor s-o utilizeze

Bazele distributiei sociale si conditiile institutionalizarii sale

Nu e de ajuns sa proiectezi! De ce e nevoie pentru o distributie sociald reusita
a filmului?

Ce contine colectia de baza?

Lista in ordine alfabetica a filmelor, cu date filmografice

Clasificarea tematica a filmelor

Sugestii pentru programul de instruire a conducatorilor de dezbateri in cadrul
distributiei sociale
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Filmul e o modalitate de comunicare, un instrument de transmitere a stirilor si un

mijloc pentru distractie, spectacularitate vizuald si arta. Gratie exceptionalei sale diver-

sitati, comunicarea filmica ocupa un loc semnificativ in intregul culturii; ea poate satis-

face simultan o functie ce ajutd autocunoasterea societdtii, una educativa, culturald,

de orientare si de distractie.

Aceastd multitudine de functii sociale ale filmului — care difera si calitativ — prezintd

o diferenta esentiald si in ce priveste raportul dintre film si privitor — prin urmare,

are nevoie de situatii de receptare diferite.

Functia sociald a filmului poate fi realizatd doar prin contactul cu un public, din acest

motiv organizarea a ce se intimpla cu filmul cind acesta e terminat, distributia aces-

tuia, este o chestiune de continut.

Intiinirea dintre film si privitor n practica actuala a distributiei de film se realizeaza

in patru forme.

|. Televiziune: caracter public total, reglementat politic, care dd acces publicului celui
mai nuMeros.

2. Cinema: caracter public total, reglementat printr-o politica a culturii, care dd acces
unui public organizat in mod spontan.

3. Retele de cluburi de film: educatie in arta filmului, caracter public limitat de popu-
larizarea cunoasterii.

4. Distributia sociala: caracter public diferentiat, determinat de teluri politice, socie-
tate construita pe raportul dintre comunicarea fn masa si comunicarea personala.

Ce este distributia sociala?

Pentru cei care au doar | minut pentru asta

Societatea [...] e stratificatd. Interese fundamentale o Tmpart in clase si paturi.
Interesele comune ale anumitor clase si paturi asigurd posibilitatea creatiei de co-
munitate.

Fiecdrei comunitdti filmul potrivit —in acord cu interesele sale fundamentale!
Distributia sociala e un posibil forum al realizdrii democratismului.

IT'S NOT ENOUGH TO PROJECT FILMS
A Methodological Handbook for Social Distribution of Films
Budapest, 1979

Contents

Forms of Film Distribution

What is Social Distribution?

- For those who only have 1 minute -

- For those who only have 3 minutes —

- For those who want to understand

— For those who want to use it

Fundamentals of social distribution and the conditions of its
institutionalization

It's not enough to project films! Why a successful social distribution
of films is necessary?

What is its the basic collection [to be distributed]?

List of films in alphabetical order, with filmographic data
Topic-based classification of the films

Suggestions for the instruction program of debate leaders within
social distribution

Bibliography

Film is a mode of communication, a means for conveying news and
for entertainment, visual spectacle and art. Thanks to its exceptional
diversity, filmic communication occupies a significant place in the
totality of culture; it can simultaneously satisfy a function that helps
the self-knowledge of society, education, culture, orientation and
entertainment.
This diversity of social functions that characterizes films — functions
that are also qualitatively different — presents an essential difference
as regards the relationship between film and viewer, too —
consequently, it requires different situations of reception.
The social function of films can only be satisfied through contact with
a public. This is why the organization of the film's afterlife, of its dis-
tribution is a matter of content.
The encounter between film and viewer in the current practice
of film distribution has four forms.
1. Television: total public character, politically regulated, that gives
access to the largest public.
2. Cinema: total public character, regulated via cultural policy,
that gives access to a public organized spontaneously.
3. Networks of film clubs: education in the art of film, public charac-
ter limited by the popularization of knowledge.
4. Social distribution: differentiated public character, determined
by political aims; a society built on the relationship between mass
and personal communication.

What Is Social Distribution?

For Those Who Only Have 1 Minute

Society . . . is layered. Fundamental interests divide it in classes and
strata.

Common interests of certain classes and strata assure the possibility
of community creation.

To each community its proper film — according to its fundamental
interests!

Social distribution is a possible forum of fulfilling democratism.

This is not only projecting movies outside of cinema halls, just anoth-
er new form of distribution, but a new and effective means of public
education.

Nu e vorba pur si simplu de proiectia in afara sdlilor de cinema, de o noud forma
de distributie a flmelor, ci de un instrument nou si eficace al educatiei publice.
Esenta distributiei sociale este ca:

NU AJUNGE SA PROIECTEZI FILME!

Pentru cei care au doar 3 minute

Procesele sociale ale anilor | 960 au dat loc dezvoltarii stiintelor sociale, iar printre
ele dezvoltarii sociologiei.

Viziunea analitica pornind de la fapte concrete a impregnat viata spirituald; curen-
tul de filme documentare menite ,sd exploreze realul®, care s-a dezvoltat spre sfirsitul
deceniului in cadrul Studioului Béla Balazs, sta marturie pentru acest efect.
Aceste filme, datoritd continutului si lungimii lor depasind nivelul de caracter public
al cinematografului, n-au putut fi vazute Tn sdlile de cinema, de aceea si-au mode-
lat o forma de receptie adecvatd specificului lor — distributia sociala.

Distributia sociald este forma cea mai eficace de distributie a unor filme documen-
tare si artistice infatisind relatiile sociale in corelatiile lor, intr-un mod analitic, cu exi-
genta comentariului nemijlocit sau mijlocit si cu scopul schimbarii [sociale].
Distributia sociald constd, de fiecare data, dintr-o proiectie si o dezbatere.
Distributia sociala nu pune sub semnul intrebdrii functile de comunicare fn masd ale
distributiei de film sau ale televiziunii — dimpotriva, ea le completeazd pe acestea cu
o forma simultand a comunicrii in masd si a celei personale, care pe finga transmi-
terea unilaterald de informatie creeaza si posibilitatea de a ,reintegra” informatiile.
Reteaua distributiei sociale este o ,retea fard retea” pentru mobilizarea fortelor mate-
riale, spirituale si tehnice ale unor organizatii si institutii existente, in vederea armo-
nizarii activitatii acestora — nu e o organizatie separatd; ea are nevoie doar de
functionarea unui centru metodologic de coordonare.

Doar pentru cei ce vor sa inteleaga!

A/ Distributia sociald se deosebeste de alte forme de distributie a filmelor Tnainte
de toate prin principiul socialitdtii.

Tn expresia , distributie sociald" adjectivul ,social* nu se refer la faptul i aceasta forma
de distributie ar fi intretinutd de organe sociale sau la acela ca distributia ar avea loc
ntr-o munca sociald, cifnseamnd ca aceastd forma de distributie face receptorul/pri-
vitorul sd intre Tn contact ca fiintd sociald cu filmul.

E un lucru bine cunoscut cd omul si trdieste viata nu doar ca fiintd biologica, drept
individ ori ca ,,persoand privata”, ci —In mod fundamental — ca fintd sociald. Carac-
terul de fiintd sociald al omului poate fi surprins in primul rind in muncd. Pentru om,
MUNCA nu e doar o preocupare de opt ore: fiecare isi ocupa pozitia cit se poate
de concretd si de determinatd in societate prin munca sa, ceea ce dicteaza si rapor-
tul sdu cu societatea, n care fsi traieste caracterul de fiintd sociald in practica de zi
cu zi.

Tn acest punct, fiecare om dispune de un interes social, cici socialitatea apare pen-
tru el nu'in mod abstract, ci in functie de practica sa cotidiand, intr-un mod care poate
fi trait.

De aceea, acesta e unul dintre acele puncte in care Tntiinirea dintre film si privitor
poate fi organizata cel mai eficace. Astfel, in raportul dintre film si public, munca este
un releu de transmisie esential si are rolul de a trezi interesul. Prin urmare, pen-
tru distributia sociald, al carei scop e acela de a forma oameni care sé actioneze n
mod constient ca fiinte sociale, munca este un element esential, de mediere sociald
si de trezire a interesului.

Trasatura specificd a distributiei sociale — in corelatie cu cele spuse mai sus — este
aceea cd doreste sd duca filmul la comunitdti deja existente, organizate prin munca,

arhiva — distributia sociald: trecut si viitor (?)

The essence of social distribution is that:
IT'S NOT ENOUGH TO PROJECT FILMS!

For Those Who Only Have 3 Minutes!

The social processes of the 1960s made room for a development

of social sciences and, among them, of sociology.

An analytic vision that starts with concrete facts permeated spiritual
life; a proof of this is a current of documentary films meant to “explore
the real”, which has developed towards the end of this decade at the
Béla Balazs Studio.

These films, due to their content and length, which exceeds the pub-
lic character of cinema, could not be projected in cinema halls; this is
why they shaped for themselves a form of reception adequate to their
specificity — social distribution.

Social distribution is the most effective form of distribution for docu-
mentary or feature films that present social relations in their correla-
tions, in a way that is analytic, with the ambition of direct or indirect
commentary and with the aim of attaining [social] change.

Social distribution always consists of a screening and a debate.
Social distribution does not doubt the mass communication function
of film distribution or of television — quite the contrary; it completes
these with a form of mass communication that combines the latter
with personal communication, which, besides the unilateral broad-
casting of information, makes possible a “reintegration” of data.

The network of social distribution is a “network without a network”
for mobilizing material, spiritual and technical forces of an existing
organizations and institutions, in order to harmonize their activity

— it is not a separate organization; it requires only a methodological
center of coordination.

Only for Those Who Want to Understand!

A/ Social distribution differs from other forms of film distribution first
of all because of the principle of sociality.

In the phrase “social distribution” the “social” adjective does not
refer to the fact that this form of distribution would be managed by
social organs or to the fact that distribution would take place as a
social work, but it means that this form of distribution makes the
receptor/viewer to get into contact as a social being with the film.

It is a well-known thing that man lives his life not only as a biological
being, as an individual or as a “private person”, but — fundamentally
- as a social being. Man'’s social being character can be identified
first of all in work. For man, WORK is not only an eight-hour preoccu-
pation: each occupies his or her quite concrete and determinate
position in society through work, which dictates a certain relation-
ship with society, in which people live their social being character

in their everyday practice.

As regards this point, each individual has a social interest, for sociali-
ty appears not as an abstraction, but in relationship to an everyday
practice, in a way that can be lived.

Consequently, this is one of those points in which the meeting
between film and viewer can be organized most effectively. Thus, in
the relationship between film and public, work is an essential broad-
casting mechanism and plays the role of awakening the interest.
Therefore, for social distribution, whose aim is to form people who
act consciously as social beings, work is an essential element, of
social mediation and of awakening the interest.

The specific trait of social distribution — in correlation with those said
above - is that it desires to take the film to already existing communi-
ties, organized through labor or, more generally, it strives to build a
distribution network of films, which takes into consideration the
various levels of the mode of life, consciousness and place occupied in
the division of labor, which in the current state of society — and even

in the predictable future — are decisive factors of social stratification.
Thus, the viewer meets the film in a determinate sphere, that of his
or her interests, and the film does not appear in the lack of orienta-
tion characterizing leisure, as an alienated product of art or enter-



sau mai general: se strdduieste sd construiascd o retea de distributie a filmelor care
iain considerare diversele niveluri ale modului de viatd, ale constiintei si ale locului ocu-
pat in diviziunea muncii, care in starea actuala a societatii — si chiar in viitorul previ-
zibil — sint factori decisivi ai stratificarii sociale.
Astfel, privitorul se ntilneste cu filmul intr-o sferd determinatd, aceea a intereselor
sale, iar filmul nu apare deci n lipsa de orientare a timpului liber, ca produs alienat
al artei sau al diverstismentului, ci drept o continuare de altd naturd a activitdtii coti-
diene, ca un element ce poate fi integrat in aceasta. In aceastd ordine a corelatii-
lor, interesul privitorului e, la rindul sdu, diferit de acela al omului care doreste sa
se distreze: relatia dintre film si privitor se schimba deci in mod calitativ.
B/ Specificitatea distributiei sociale n raport cu alte forme de distributie a filmelor
este constientizarea, corelarea dinainte planificatd a filmului si a receptorilor.
Proiectile organizate prin distributia sociala nu fnseamnd doar sa faci filmele sa ajunga
la un public carecare, nici proiectarea lor in afara cinematografelor — cintilnirea din-
tre o comunitate interesata de o problema socialda concreta si produsul filmic ce
prezintd acea problema n mod analitic.
Prin urmare, n cadrul distributiei sociale pot fi raspindite doar filme care corespund
exigentelor acestei metode de distributie: incercarea de a explora problemele reale
si actuale ale epocii noastre ntr-un mod analitic, cu o credibilitate sociologica si sociosti-
intificd, facind posibild intelegerea corelatilor dintre fenomene, trezirea nevoii de anali -
zd si aprofundarea autocunoasterii sociale. E vorba de filme care si iau ca fundament
analiza concretd a situatiei concrete si generalizarea bazatd pe aceasta.
T distributia sociald, filmul documentar, cel artistic, cel de animatie sau cel experi-
mental Tsi gasesc locul Tn mod egal, dacd ele fac posibild analiza concretd a intere-
selor unei comunitati vizate — cu alte cuvinte, distributia sociald isi constituie baza
de filme de distribuit nu pe baza unor puncte de vedere formale sau stilistice, ci pe
baza unor criterii de continut ce rezulta din teorie.
C/ Trasatura specifica a distributiei sociale este ambitia ca intfinirea planificatd in mod
constient dintre film si receptori sa devind o experientd comunitard in gindirea, dez-
baterea comuna a problemelor sociale indusa de film. Asta fnseamna ca NU AJUN-
GE SA PROIECTEZI FILME! Adicd nu exist3 distributie social fard dezbaterea de
dupa film, fard gindirea aprofundata a problemelor atinse de film, caci doar in felul
acesta poate deveni intilnirea dintre film si receptori un forum specific, care da loc
activitatii colective, insusirii unei capacitati de creativitate sociala si realizrii practi-
ce a democratismului.
D/ n sistemul distributiei sociale — spre deosebire de distributia cinematografica
traditionald — nu filmul produs e punctul de pornire, ci conflictul ce poate fi identifi-
cat in realitatea sociald, o contradictie a cdrei prezentare prin film si analizd prin inter-
mediul flmului poate ajuta la constientizarea cauzelor conflictului, precum siin procesul
de dizolvare a contradictiilor, cu alte cuvinte, in cadrul distributiei sociale, filmul devi-
ne un instrument catalizator al proceselor sociale.
Punctul de pornire al distributiei sociale este, asadar, nu filmul, ci receptorul de -
terminat prin socialitatea sa, de care ne putem apropia doar pe baza diferentie-
rii sale date de pozitia sa sociala/locul pe care 1l ocupa in diviziunea muncii,
specificitatile de paturd sociald etc. Din acest motiv, distributia sociala este in pri-
mul rind o munca de educatie publica si abia Tn al doilea rind una de distributie,
ceea Cce presupune:
| cunoasterea modului de viata si a particularitdtilor sociologice ce caracterizeaza
mediul de receptie vizat (receptie),
2. crearea unor canale necesare pentru receptionarea reactiilor de transmis catre
producatorii filmului, favorizarea productiei de flme bazate pe cunoasterea
mediului de receptie (productie),

tainment, but as a continuation — with different means — of everyday

activity, as an element that can be integrated in everyday life. In this

order of correlations, the interest of the viewer is, in its turn, differ-
ent from that of a man or a woman desiring some entertainment: the
relationship between film and viewer changes in a qualitative manner.

B/ The specificity of social distribution in relationship to other forms

of film distribution is the awareness, the planned correlation before

film and receptors.

Screenings organized through social distribution do not only mean

to make movies get to a non-specific public, nor to project them out-

side of cinemas — but the encounter between a community interest-
ed in a concrete social problem and a film product that presents that
problem analytically.

Consequently, within social distribution one can only disseminate

films that correspond to the requirements of this method of distribu-

tion: the attempt at exploring current real problems of our era ana-
lytically, with a sociological and social-scientific credibility, making
possible the comprehension of correlations between phenomena,
awakening the need for analysis, and deepening the self-knowledge
of society. These are films based on the concrete analysis of the con-
crete situation and subsequent generalization on this basis.

In social distribution documentary, artistic, animation and experi-

mental films equally find a place, if they make possible the concrete

analysis of the interests shared by a community - in other words,
social distribution constitutes its films to be disseminated not on the
basis of formal or stylistic points of view, but according to criteria
pertaining to content and resulting from a certain theory.

C/ The specific trait of social distribution is the ambition that the

consciously planned encounter between films and receptors shall

become a community experience in a continuous thinking, debate

of social problems, triggered by the film. This means that IT'S NOT

ENOUGH TO PROJECT FILMS! That is, there is no social distribution

without the debate following the screening, without the in-depth

thought of questions touched upon by the film, for only in this way the
encounter between films and receptors can become a specific forum,
which gives room to collective activity, to appropriating an ability

of social creativity and to make democratism a practical reality.

D/ In the system of social distribution — as opposed to traditional cin-

ematographic distribution — not the produced film is the departure

point, but the conflict to be find in social reality, a contradiction whose
presentation and analysis through the film can help in being more
aware of the causes behind the conflict, as well as in the process of
dissolving contradictions, in other words, within social distribution,
the film becomes a catalyzing tool for social processes.

The starting point of social distribution is, therefore, not the film,

but the receptor determined by his or her sociality, which we can

approach only on the basis of its differentiation given by a certain
social position/the place occupied in the division of labor, a certain
specificity as a social stratum, etc. For this reason, social distribution
is first of all a work of public education and only second of all one

of distribution, which supposes:

1. knowing the mode of life and the sociological particularities char-
acterizing the receptor medium had in view (reception),

2. the creation of necessary channels for receiving reactions to be
communicated to the producers of the films, favoring a film
production based on knowing the receptor medium (production),

3. the assurance of technical or methodological conditions needed
by distributing films according to the goal highlighted above
(distribution).

The activity of social distribution is carried out as an interaction

between these three areas: reception — production - distribution.

On the basis of these particularities, one can notice that social distri-

bution means to create a new qualitative relationship (analyzed

above) between film and receptor (viewer), different from all other
forms of social distribution and adequate to the contemporary char-
acter of social requirements. Consequently, this is not only a way

3. asigurarea conditiilor tehnice, metodologice necesare desfacerii flmelor potri-
vit telurilor de mai sus (distributie).

Activitatea distributiei sociale se realizeaza ca interactiune intre aceste trei teritorii:
receptie — productie — distributie.

Pe baza acestor particularitdti se poate constata ca distributia sociald inseamna crea-
rea unui raport calitativ nou (analizat mai sus) intre film si receptor (privitor), diferit
de toate celelalte forme de distributie si adecvat caracterului contemporan al exi-
gentelor sociale. Prin urmare, nu e vorba doar de a transmite filmul la privitor in-
tr-un alt mod decit cel de pind acum, ci si de o schimbare a continutului, care implineste
in distributia de film o practicd a educatiei publice care sa fie noua si la zi.

-]
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of transmitting the film to the viewer in a way that is different from
other existing forms, but also a modification of the content, which
fulfils in film distribution a practice of public education that is new
and updated.



In rolul celui care rezolva situatia
— nu ajunge sa proiectezi filme

SEBESTYEN KODOLANYI (n. 1970, Budapesta), cineast, curator, arhivist, programator de film. ntre 1998
si 2004, a fost directorul Fundatiei Studioul Béla Baldzs, iar intre 2006 si 2016, fondator si curator principal al
Arhivei de Cercetare Béla Balazs. In prezent lucreaza drept cineast independent si curator. Este initiatorul pro-
iectului Connect Archives Initiation pentru dezvoltarea comunicarii in retea, a schimbului de date, a cercetdrii
si a posibilitatilor de expozitie pentru arhive de filme si colectii din Europa Centrald si de Est. De asemenea,
este dezvoltatorul si coproprietarul programului de management al bunurilor digitale Mnémé System.

SEBESTYEN KODOLANYI == Ceva a inceput, iar apoi, dintr-odats, s-a termi-
nat. Despre asta e vorba in filmul meu din 2014, In rolul celui care rezolvd situatia
— nu ajunge sd proiectezi filme.

ALEXANDRU POLGAR r=1 Am putea spune atunci cd tu ai incercat sd repui pe
tapet tema asta?

= Da, dar n-am reusit. T realitate, asta n-a devenit un discurs. Din motiv ci came-
nii care au initiat, iar mai tirziu au organizat acest lucru, lucrind la el in anii 1970,
oamenii astia, fn Ungaria contemporand — toti 1n etate — sint sustinatorii tocmai ai
acelei politici oficiale a puterii al carei scop este sfirtecarea oricarei comunitati; ei

ALEXANDRU POLGAR (n. 1976), absolvent de filosofie, traducitor, redactor de revista.

Sebestyén Kodolanyi portrait, 2017, photo: Nina Kreutzinger

IN SOLVING ROLE - IT'S NOT ENOUGH TO PROJECT FILMS

SEBESTYEN KODOLANYI (b. 1970, Budapest), cineast, curator, archiva-
tor, filmprogramer. From 1998 to 2004, he was the director of the Béla
Balézs Studio Foundation. From 2006 to 2016, he was founder and chief
curator of the Béla Balazs Studio Research Archive. Currently he is work-
ing as freelance independent filmmaker and curator. He is the initiator of
the Connect Archives Initiation for developing networked communication,
data-exchange, research and exhibition opportunities for Central and
Eastern European film archives and collections. Also, he is the developer
and co-owner of the Mnémé System digital asset management software.

SEBESTYEN KODOLANYI == Something has started and then, all of
sudden, ended. This is what my 2014 film, In Solving Role - It's Not
Enough to Project Films, is about.

ALEXANDRU POLGAR r=1 Could we say that you tried to bring back
this topic?

= Yes, but I did not succeed. In reality, this has never become

a discourse. Because people who initiated and later organized this

ALEXANDRU POLGAR (b. 1976), philosophy graduate, translator, jour-
nal editor.

incearca sa se articuleze in raspar cu viziunea colectivistd pe care ideea (idealul chiar
al) initiativei 1 reflecta.

De fapt, am putea spune ca actorii unei initiative de retea, clasic de stinga, s-au tre-
zit dintr-odata pe partea nationald si pentru ei asta inseamna un conflict interior, o
pana de autocomprehensiune, caci nu-si pot interpreta si comunica propria tine-
rete. Nu stiu dacd asta s-a vazut in film, c3 exista aceastd mare dualitate in viata lor.
Ei au organizat, de fapt, o chestie clar stingista si ar trebui sa interpreteze cumva
treaba asta acum, dar ea nu poate fi interpretatd, de aceea si cauta salvarea prin
bule de frazeologie, incercind sa-si prezinte activitatea ca pe ceva de rezistentd, de
opozitie, antisistem. Ceea ce nu-i adevarat. Céci esenta trebii a fost sa dai un elan
comunitatii prin utilizarea structurilor si infrastructurilor existente. Toate astea in Unga-
ria anilor 1970, socialista de stat. N-a fost o atitudine antisistem, ci una de corija-
re a sistemului, reformistd. Exista un sistem socialist de stat n principiu asezat pe
baze de stinga si ce ar fi dacd, prin citeva initiative cu sens, am Tncerca sd-I modifi-
cam ca sd devind o societate efectiv de stinga si comunitara.

Tema nu poate deveni una la moda si din cauza dualitatii societatii maghiare. Co-
munitatea intelectuald Imbatrinita a societdtii maghiare divizate, care se considera
pe sine determinanta si se autoarticuleaza impotriva sistemului si liberald, nu poate
privi altfel personajele din aceastd poveste decit ca niste sustinatori ferventi ai no-
menclaturii de dreapta; de aceea nici mdcar nu-s dispusi sa-si evalueze h mod pozi-
tiv, sau oricum, propriul trecut.

Gydrgy Aczél a fost responsabilul cu cultura al politicii culturale de pe vremea lui
Janos Kadar. Aczél a modernizat cultural sistemul Kadar printr-o politizare de stil
bizantin, bazat pe intretinerea de raporturi personale, precum si pe recompen-
se si sanctiuni personalizate. Conceptia culturald viguroasa a ,,consolidarii“ de dupa
evenimentele din 1956 fusese liberalizarea artistilor si intelectualilor tineri, mai ales
a intelectualitatii tehnice, si astfel asigurarea, cu un drum, sia controlul corespunzator
asupra acestui grup social, pe atunci in stare nca de o influenta sociala semnifica-
tivd, un grup care se articula pe sine, fn mod asumat, pe baze marxiste drept clasa.
Pozitia lui Aczélin 1967 a devenit tot mai puternica si el a preluat conducerea asu-
pra politicii culturale oficiale a Noului Mecanism, care dorea sd introduca modi-
ficdri economice si sociale. Comunistii de reforma ai Noului Mecanism si-au
imaginat masiv socialismul [ca find posibil] pe baze de piata. Ei erau adeptii mo-
dernizarii tehnice si sociale, sprijinindu-se puternic pe intelectualitate. Din 1968
si pind In 1974, In arte si stiinte sociale, Tn domeniul sociologiei (1), s-au produs
turndri fertile. Primind o sansa, generatiile tinere s-au putut integra in aceastd evo-
lutie a lucrurilor. In 1974, fractiunea de partid ortodox comunisto-bolsevica,
aflatd Tmpotriva reformelor economice si sociale, a revenit in forta, recucerindu-
si pozitile. Recunoscindu-si atunci sldbirea pozitiilor sale de putere, Aczél, aban-
donind politica sa reformista bazata pe elitele profesionale, a propus un concept
de educatie publica, pentru a-si pastra rolul determinant. Acest concept de edu-
catie publica a fost solul din care a crescut gindul unei distributii sociale. Nu doar
acest gind, de fapt, ci si pozitia lui Imre Pozsgay, principalul oponent al lui Aczél,
care a devenit mai tfrziu ministru al culturii.

Prin faptul ca Aczél a liberalizat viata culturald, el a incercat sd aducd intelectualita-
tea din anii 1960 Intr-o pozitie mai comodd, pentru ca sistemul sd nu aiba nicio
opozitie reald. Aceste generatii au putut dispune de posibilitdti exceptionale pen-
tru a-si dezvolta talentul. insa tinerimea anilor 1970, adici mica generatie a gene-
ratiei | 968 — generatia celor nascuti in epoca Ratkd, anii 1950, cind s-au nascut foarte
multi copii —, a produs un boom generational, cind deodatd prea multi au deve-
nit doritori de un spatiu de activitate creativ. A inceput un razboi al foamei; acest
strat nu mai putea fi finantat intr-un asemenea numar. Consecinta acestui fapt a fost
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thing, working on it in the 1970s, in contemporary Hungary these
people — all of a certain age — are the supporters of exactly that offi-
cial politics of power whose aim is the breaking of any community:
they try to conceive of themselves in opposition to the collectivist
vision that is reflected by the idea (or even ideal) of the initiative.

In fact, we could say that the actors of a classically left network initia-
tive woke up all of a sudden on the national side, and for them this
implies an internal conflict, a meltdown of comprehension, for they
cannot interpret and communicate their own youth. I don’t know if
this could be seen in the film, but there is this big duality in their lives.
They organized, in fact, a clearly leftwing thing, and must interpret
this somehow now, but it cannot be interpreted, and they try to reach
for salvation in bubbles of phraseology — they try to present their past
activity as something pertaining to resistance, opposition, anti-sys-
temic attitude. Which is not true. For the essence of the whole thing
was to give an impetus to community by utilizing existing structures
and infrastructures. All this in the state-socialist Hungary of the 1970s.
It was not an anti-systemic attitude, but one meant to improve the sys-
tem, a reformist one. There is a socialist system established in princi-
ple on leftwing fundaments, and the whole thing was to make it, via
some meaningful initiatives, a truly leftwing, communitarian society.
This topic cannot be in fashion also because of a certain duality of
Hungarian society. The aged intellectual community of the divided
Hungarian society, which considers itself decisive and self-character-
izes itself against the system and liberal, can only look at characters
in this story as arduous supporters of the rightwing nomenklatura,
and this is why these are not willing to assess positively — or, at least,
somehow — their own past.

Gyorgy Aczél was responsible for culture in Janos Kadar's era of cul-
tural policy. Aczél has culturally modernized the K&dar system via a
Byzantine style politics, based on entertaining personal relationships,
as well as on personalized compensation or sanction. The vigorous
cultural conception of “consolidation” after the 1956 events has been
the liberalization of young artists and intellectuals, especially of tech-
nical intelligentsia, assuring at once the necessary control over this
social group, at that point still capable of exerting a significant social
influence, a group that articulated itself, quite consciously, on a
Marxist basis as class. Aczél's position in the 1967 has become increas-
ingly strong and took over the leadership of the official cultural poli-
cy under the New Mechanism, which intended to introduce economic
and social modifications. The reform-communists of the New Mecha-
nism strongly imagined socialism [as being possible] on market
grounds. They were the supporters of technical and social moderni-
zation, leaning massively on the intelligentsia. Since 1968 to 1974,

in arts and social sciences, and especially sociology, there were fruit-
ful changes; being offered a chance, the young generations were
able to integrate in this progression. In 1974, the orthodox commu-
nist-Bolshevik faction in the party, being against economic and social
reforms, came back forcefully, re-conquering their positions. Realiz-
ing the weakening of his power positions, Aczél, abandoning his
reformist politics based on professional elites, has proposed a concept
of public education for keeping his dominant role. This concept of
public education was the ground for the thought of social distribu-
tion. In fact, it was the ground also for Imre Pozsgay, the main oppo-
nent of Aczél, later a minister of culture.

By liberalizing cultural life, Aczél has tried to bring intelligentsia of
the 1960s in a more comfortable position, for the system not to have
any real opposition. These generations were being granted excep-
tional possibilities for developing their talents. But the youth of the
1970, that is, the small generation of the 1968 generation - the gen-
eration of those born in the Ratké era, the 1950s, when many chil-
dren were born —, has produced a generational boom in which too
many desired a creative space for their practice. A hunger war has
started; these strata could not be funded to such extent. The result
was a division in fractions. Aiming at Aczél, as a representative of
the intellectual elite of urban Budapest, and against him, Pozsgay



ompdrtire pe fractiuni. Vizindu-| pe Aczél, ca reprezentant al elitei intelectuale din
Budapesta urbana, si impotriva lui, Pozsgay s-a articulat pe sine printr-o politica de
tip front popular; retematizind astfel conceptia popularului. A pus la nivel public pro-
blema disputei popular/urban din Ungaria anilor 1930. I realitate, asta a fost ince-
putul cancerului de care Ungaria nu scapa nici astazi. Adica faptul ca problematica
popular/urban din anii 1930, care si-a dat duhul cum a trebuit, si a fost redusa la
tdcere dupad cotitura de stinga de dupa razboi, de stalinism, de ,consolidarea” din
anii 1960, in realitate a revenit la viatd cu acest rdzboi al foamei. Si toatd harta poli-
ticd maghiard contemporand este consecinta acestui razboi. Toate se confruntd iarasi
intr-o interpretare urban/popular. De aici polarizarea care s-a concretizat in MDF
si SZDSZ ca partide si cercuri de interes care se opuneau una celeilalte.
Distributia sociald a putut deveni ceva oficial doar prin Pozsgay. Oamenii care mi-
sunau Tn jurul lui au intrat, dupa schimbarea de regim, Tn rindurile MDEF, iar apoi in
cele ale lui Viktor Orban. lar in zilele noastre elita intelectuald care se autocaracte-
rizeaza ca liberald si, uneori, in mod fals, ,de stinga“ se articuleaza pe sine in nos-
talgia dupd lumea lui Aczél.

=1 Pentru a reveni insd la cei implicati in mod direct in conceptul distributiei sociale.
Cum se manifestd astdzi caracterul lor de dreapta? Sint sustindtorii verbali ai lui Orbdn?
== Efectiv. De pilda, LaszI6 Vitézy, care a facut importantul film Mecena, In care
artistii — cu precadere pictori — sint readusi n lumea fabricii intr-o uzina de prelu-
crat pui, ceea ce reprezinta, dupa mine, o atitudine radicald de stinga, este una din-
tre bazele solide ale lui Orban.

=1 E prezent si in structurile institutionale?

= Masiv. Oamenii despre care vorbim sint factorii de decizie ai mecenaturii media,
membri ai Academiei Maghiare de Artad create de regimul Orban. LaszI6 Vitézy a
participat n mod activ la politizarea mass-mediei maghiare si la dezvoltarea progra-
mului ideologic al acesteia. I film, pur si simplu n-am putut sa fac cu el interviul care
sa dezvaluie tema. Interviul a avut loc. Dar n-am putut folosi din el decit vreo trei
propozitii. N-a cdzut de acord sa vorbeasca inteligent si constructiv despre trecu-
tul sdu, nu facea dedit sa-si reafirme falsa imagine de sine a unuia care a rezistat siste-
mului. Ca ei erau implicati acolo Tntr-o activitate subversiva impotriva sistemului si
la asta ar fi servit activitatea lor criticd. Asa ceva nu se confirma nici in filmele pro-
duse si T niciun alt document de epoca. Un lucru foarte straniu, intr-adevar. Deci
pur si simplu nu s-a putut discuta cu ei pe aceastd tema.

=1 (ind ei au inceput sd faca aceste filme, cine se dfla institutional in spatele lor?
Studioul Béla Baldzs? De la cine a venit nevoia de a redliza aceste filme care au fost
implicate in gindul distributiei sociale?

= Afost vorba de o nevoie proprie, interioard, dar, evident, cotitura politica amin-
titd, precum si cotitura lui Aczél in privinta programului sau de educatie publicd au
pus temeliile unei directii pentru ei.

=1 Fj au venit cu ideea? E conceptul lor?

= |n structura internd democratici a Studioului Béla Baldzs conducerea se schim-
ba o dat la trei ani. Gyorgyi Szalai, Istvan Darday [HUgo] si Vitézy au devenit membri
Tn comisia de conducere in 1972. In realitate, conducerea anterioars a configurat
o imagine a studioului care Tnainte nu existase. Conform cdreia Studioul Béla Baldzs
este un atelier de film unde pot merge si pot primi un serviciu si creatori care n-au
o formatie filmica oficiald, adica nu sint artisti ai filmului instruiti in acest sens. Con-
ducerea anterioard a liberalizat studioul. Zicea: atelierul are nevoie de faptul ca artisti
plastici, sociologi, filosofi, filologi, muzicieni etc. sa poatd avea acces la experimen-
tarea cu imaginea in miscare, iar asta va avea un efect de improspatare in ce pri-
veste ideile creatorilor profesionisti.

=1 Asta cind s-a intimplat?

articulated himself through a popular front type politics, re-bringing
into question the conception of the popular. He raised at public level
the question of the popular/urban polemics from the Hungary of the
1930s. Indeed, this was the beginning of the cancer that Hungary
cannot escape even today. That is, the fact that the popular/urban
problematic of the 1930s, which gave its last breath as it was sup-
posed to, being silenced by the leftwing turn after the war, by Stalin-
ism, by the “consolidation” in the 1960s, in reality came back to life
with this war of hunger. And the whole Hungarian political map is
the result of this war. Once again everything confronts everything in
an urban/ popular interpretation. Hence the polarization concretized
in MDF and SZDSZ as opposing parties and circles of interests.
Social distribution could become official only via Pozsgay. People
who were swarmed around him entered, after the regime change,
the ranks of MDF, and then those of Viktor Orban. And in our days
the intellectual elite that characterizes itself as liberal, and some-
times, falsely, as “left”, articulates itself in the nostalgia for the world
of Aczél.

r=1 [ would like to go back for a second to those directly involved in
the concept of social distribution. How does their rightwing attitude
appear? Are they verbal supporters of Orban?

= Yes, they are. For instance, Laszl¢ Vitézy, who made the impor-
tant film The Patrons [Mecénasok], in which artists — mostly painters
— are brought back in the world of the factory in the chicken process-
ing industry, which represents, according to me, a radically leftwing
attitude, is one of Orban’s solid bases.

=1 [s he also present in the institutional structures?

=3 Massively. The people we are talking about are factors of deci-
sion in media commissions, members of the Hungarian Art Academy
created by Orban. Laszlé Vitézy has actively participated in the poli-
ticization of Hungarian mass-media and in developing its ideological
program. In the film, I could simply not make with him the interview
that would bring the topic into the open. The interview has taken
place. But I could only use about three sentences of it. He did not
agree to speak intelligently and constructively about his past, he
only re-affirmed the false self-image of someone who resisted the
system. Namely, that they were involved there in a subversive activi-
ty against the system and this was the main aim of their political
activity. But this is confirmed neither by the movies they authored,
nor by any other document from that period. Very strange, indeed.
So, simply I could not talk with them on this topic.

r=1 When they started making films, who was behind them institu-
tionally? The Béla Baldzs Studio? Who felt the need of creating these
films involved in the thought of social distribution?

== [t was a personal, internal need, but, of course, the mentioned
political shift, as well as Aczél's shift in his public education program
has laid the fundaments of a direction for them.

=1 [t was them who came with the idea? Is this their concept?

== In the democratic internal structure of the Béla Balazs Studio,
the leadership changed every three years. Gydrgyi Szalai, Istvan
Darday [Hugo] si Vitézy have become members in the directorial
committee in 1972. In reality, the previous leadership configured an
image of the studio that did not exist before. According to this, Béla
Balazs Studio is a film studio accepting and giving a job also to crea-
tors who do not have an official filmic education, that is, are not for-
mally trained film artists. The previous leadership liberalized the
studio. They were saying: the studio needs people such as visual
artists, sociologists, philosophers, philologists, musicians, etc. to
have access to experiments with moving images, and this will have
a refreshing effect also on the ideas of professional creators.

=1 When was this?

== The turn took place in 1970-71-72. Initially there was no authen-
tic debate, there was no structural preoccupation with social ques-
tions. Very important documentary films were made, from the
perspective that: here we are, intellectual boys from the capital city,
we take a trip to the countryside or mingle with some workers, and

= Cotituraaavutlocin 19707 1-72. Initial n-a existat o disputa veritabild, n-a exis-
tat nicio preocupare structurata cu chestiuni sociale. S-au facut flme documenta-
re pretioase, din perspectiva c3, iata-ne, baieti intelectuali din capitald, mergem undeva
la tara sau Intre muncitori si aratdm noi cum e aia si atunci ,ce brutal!”... Sau ,fete
tinere din Budapesta se culca cu tot felul de gigolo italieni, iar apoi se casatoresc
cuei”. Bune filme, dar se simte n ele distanta, faptul cd ne uitdm la toate din caldu-
ra familiard a Studioului. Dar Hlgo Darday, Gyorgyi Szalai si Vitézy au considerat
Ca toatd treaba trebuie ridicata la nivel social, deci ca filmul este un mijloc de ex-
presie menit sa fie distribuit, ca are efecte, cd este 0 arma si 0 asemenea unealta
trebuie folositd. Au facut o serie de filme sub titlul Serial pe teme din sfera educa-
tiei [Neveléstigyi sorozat], constind din cinci piese, fiecare de o ord si jumatate. Por-
neste de la viata cotidiand a unei familii de pedagogi din provincie. S-au mutat pur
si simplu in locuinta unei familii de pedagogi din provincie. Au trait impreund cu ei
timp de luni de zile si au prelucrat cotidianul lor din diverse perspective, statutul lor
social, sistemul lor de relatii. Asta a fost baza a toate.

I-a inspirat foarte tare conceptia lui Aleksandr Medvedkin din Uniunea Sovietica a
anilor 1920 — kinopoezd. Esenta acesteia este ca filmul nu e doar instrumentul artis-
tic al agitatiei si al propagandei, ci este un instrument de comunicare, trebuie mers
cu camera de luat vederi la problemd, trebuie facut filmul si proiectat cinemaul ter-
minat la fata locului, sa confrunti comunitatea cu problema, creind astfel situatii de
dezbatere si in mijlocul disputei sa misti comunitatea in directia solutiei. Acesta a
fost proiectul trenului de film al lui Medvedkin, dar s-a stins Intr-un esec, caci po-
porul nu voia deloc sa vada pe ecranele cinematografelor propriile-si probleme,
voia doar sd se distreze ih marele sau chin.

Poate ca a existat aici ceva inspiratie occidentald neostingistd, la sfirsitul anilor 1960
si lanceputul anilor 1970, Medvedkin a devenit extraordinar de la moda in Franta.
Chris Marker a si facut un film despre asta, iar mai tirziu chiar un eseu documen-
tar mai lung.

In cadrul Studioului Béla Balézs au organizat un grup de lucru mai numeros, in care
au atras instructori populari si esteticieni de film, sociologi, specialisti ai teoriilor socia-
le. Ainceput 0 munca de atelier,; dar incd pe parcursul ei a inceput divizarea pe
fractiuni.

=1 |artd-md, te intorc un pic din drum. Cind spui cd existd opozitia asta dintre popu-
lar si urban, la ce te gindesti propriu-zis?

= Este capcana eternd a est-europenismului cd initiative foarte destepte, foarte
puternic sociale, reprezentind niste valori de stinga esueaza in interpretari nationa-
le. Pind si-n ziua de azi. Politica si societatea maghiara trdieste iardsi experienta aces-
tei capcane astdzi. Adicd intentia de a face sd fie mai bine ajunge intr-o capcand
nationalista. Drept raspuns, atitudinea modernista contemplativa, analitica si urband,
care i se opune, in mod necesar si firesc puternic internationalista (occidentalizantd)
si, de aici, prea supusa modelelor, i serveste interpretdri distante. Nu se atinge de
chestiunile sociale, nu duce efectiv lucrurile la nivelul social. De ce a fost si este atit
de puternica in Ungaria arta conceptuald? Pentru ca s-a putut si se poate crea o lume-
rezervatie extraordinar de palpitanta cu aceasta atitudine interpretativa alienatd, fara
ca sa trebuiasca sa te amesteci efectiv in probleme la nivel social. I clipan care
arta ia problema n mfini, creatorul trebuie sa se dilueze, trebuie sa faca parte din
societate, asadar, potrivit principiului sau legitimeaza nivelul sistemului social si, daca
o face, asta se Intimpld efectiv in sprijinul ,,comunismului si al puterii sovietice” sau
al regimului tocmai aflat la putere, sistemul lui Orban, de pilda. Intelectualul maghiar
care se considera pe sine ca etalon evitd mereu acest pas socializant, iar cei care
au intrat sau intrd n joc — cum ar fi, de pildd, creatorii si organizatorii distributiei socia-
le — devin instrumentele unui razboi pe tabere iscat, evident, de sus, plin de grija
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we show how it is and then “wow, how brutal!”... Or “young girls
from Budapest make sex with all sorts of Italian gigolos, and then
they marry them”. Good movies, but one can feel in them the dis-
tance, the fact that one looks at everything from the familiar coziness
of the Studio. But Higo Dérday, Gyorgyi Szalai and Vitézy consid-
ered that the whole thing must be brought up to the social level,
that film is medium meant to be spread, that it has effects, that it is
a weapon, and such a tool must be used. They made a film series
titled Film Series on Education [Neveléstigyi sorozat], constituted of
five pieces, each one hour and a half long. The series starts with the
everyday life of a provincial teacher family. They literally moved in.
They moved in the home of a provincial family of teachers. They film-
makers lived together for months with the family and processed its
everyday life from various perspectives, their social status, their sys-
tem of relationships. This was the ground for everything.

They were very inspired by Aleksandr Medvedkin's conception from
the Soviet Union of the 1920s — kinopoezd. The essence of this con-
ception is that the film is not only an artistic tool of agitation and
propaganda, but also a means of communication; one must go with
the movie camera to the problem, one must make the film and proj-
ect it right there, to confront the community with the problem, thus-
ly creating situations of debate and, in the middle of the disputation,
to move the community in the direction of a solution. This was
Medvedkin’s project of a movie train, but it disappeared in a failure,
for the people did not want to see on the screen of cinemas their
own problems, it wanted only some distraction in its great distress.
Perhaps there was some neo-leftwing western inspiration here,

at the end of the 1960s and the beginning of the 1970s, Medvedkin
has become very fashionable in France. Chris Marker has even made
a movie about this, and later a longer documentary-essay.

Within the Béla Balazs Studio they organized a larger work group,

in which they attracted popular instructors and film aestheticians,
sociologists, specialists of social theories. A studio work has started
and since then also a division along fractions.

=1 Forgive me, I make you return a bit on your path. When you were
talking about the opposition between popular and urban, what exactly
did you have in mind?

== [t is the eternal trap of Eastern-Europenism that very smart, very
social initiatives, representing leftwing values end up in national
interpretations. Even today. Hungarian politics and society experi-
ences again this trap. That is, the intention of making things better
ends up in a nationalist trap. As an answer to this, the modernist
attitude — analytical and urban, which opposes the trap, being nec-
essarily and strongly internationalist (westernizing) and, because of
that, too subordinated to patterns — produces some external, distant
interpretations. It does not touch upon social questions, it does not
take things at the social level. Why conceptual art has been and still
is so strong in Hungary? Because it was and it is possible to create an
extremely fascinating reserve-world with this alienated interpretive
attitude, without even being necessary to get involved with prob-
lems at the social level. When art takes the problem in its hands, the
creator must dilute, must be part of society, therefore, according to
its principle, the creator legitimizes the level of the social system
and, if it does so, this happens actually in support of “communism
and of Soviet power” or of the regime at power at a certain point,
the Orban system, for instance. The Hungarian intellectuals who take
themselves as standards of quality always avoid this socializing step,
and those who enter or entered the game - as it happened, for
instance, with the creators and organizers of social distribution —
become the tools of a war between various camps, ignited, obvious-
ly, from above, full of care for careers and permeated by politiciza-
tion. The power has kept this in sight, as it does today, enjoying the
benefits of this phenomenon according to its own interests. It is not
accidental, on the other hand, the tendency that I see today, namely
that Orban’s cultural policy starts to daintily and carefully befriend
conceptual art, and even more to adopt conceptualist traditions of



Stills from Film Series on Education, Hungary, 1973

Stills from Methods [Mdédszerek], dir. Judit Vas, Hungary, 21", 1968
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1 Think Life is Great Fun
[Nekem az élet teccik nagyon],
dir. Katalin Macskassy, Hungary, 9, 1968



pentru cariere si impregnat de politizare. Puterea a tinut cont de asta, asa cum tine
cont si astdzi, tragind potrivit intereselor sale foloasele acestui fenomen. Nu e Tn-
fimplatoare, de altfel, tendinta pe care o vad in zilele noastre, si anume aceea cd
politica Tn privinta culturii a lui Orban incepe sa se imprieteneascd gingas, precaut
cu, ba chiar sa adopte traditile conceptualiste ale ,neoavangardei®, caci poate gasi
acolo discursul anticomunist ce neaga traditiile colectiviste de stinga.

Conceptia despre distributia sociald s-a farimitat intr-un proces similar. Perioada Kadar
nu sprijinea deloc curentele curat de stinga. El a ghidat totul in mijlocul gri si moale.
Asa cd si acest gind a ramas doar o idee cu multe documente. A existat un pro-
gram, o lista de filme organizate in jurul unor tematici; au existat publicatii, cu stu-
dii, una, doud ncercari de proiectie.

=1 S-qu putut vedea in film, tin minte, exemple de dezbateri ocazionate de proiectia
la fata locului a filmelor, cind filmele au fost duse inapoi la oameni. Ei au putut reactiona
la ele, puteau spune ce credeau despre ele. As fi curios sd dflu care a fost protocolul aces-
tei desfdsurdri. Creatorii filmului mergeau si ei cu filmul pe teren, cind acesta era prezen-
tat, si-au discutat ei oare punctele de vedere cu ,publicul”, sau filmul era Idsat sa-si faca
dreptate singur, iar oamenii discutau ntre ei? latd citeva intrebdri care-mi vin in minte.
A existat in genere un protocol, o logicd, fundamentatd, eventudl, teoretic sau s-a
inventat cumva? Sau lucrurile trebuiau sd se petreacd in mod spontan, cit mai spontan?
== Nu, n-a existat nicio spontaneitate aici. A fost o chestiune foarte ,de luptd“ si,
cum spuneam, ea n-a ajuns pina la urma niciodata la practica efectiva, caci intentia
initiald a fost, desigur, aceea de a crea situatii de dezbatere n cadrul unor mici comu-
nitdti ale societdtii civile, daca putem numi ceva ,civil* in acea structura socialistd de
stat. A cartografia conflictele locale prin dezbateri si a face un film despre ele, iar
apoi ducerea acestui film In comunitate si initierea unei noi dezbateri, crearea docu-
mentelor acesteia, iar dupa aceea forma ei...

=1 S-a imaginat si un sfirsit al acestor procese sau ele puteau merge la infinit.

= Nu, n-afostimaginat, si asta a fost frumusetea in toatd povestea. Si de aceea imi
place mie acum, cddi, in realitate, pe atunci formele filmice si tehnologia nu permi-
teau, de fapt, lucrul de care are nevoie o asemenea conceptie, adica ea e servita cu
adevdrat bine de infrastructura digitala contemporana. Nu trebuie sa ne gindim la forme
incheiate; poti face un film n asa fel ca nu zici niciodatd cd e gata. Ci spui cd asta e,
aici ma aflu, asta poate fi vazut. Se leaga de toate astea cutare si cutare material fil-
mic. In spatiul digital care se afld la dispozitia noastra se pot crea structuri incrucisate
bazate pe referinte reciproce. Ei au imaginat ceva ce poate fi ficut cu adevarat bine
doar astdzi. Pe atunci totul se ntimpla foarte greoi, trebuia sa cari role grele de fim,
aveai nevoie de incaperi de proiectie create 'h mod special, prezentarea cerea un mediu
tehnic complicat, care deranja. Azi poti rezolva o proiectie cu un simplu telefon mobil
si tot cu el poti inregistra o dezbatere si ce vine dupad ea.

A fost o initiativa avangardistd. Tn aceasts perioadd a fost generatd opozitia dintre
documentarism si film experimental in cadrul Studioului Béla Balazs; si asta a fost
un fel de divizare pe fractiuni. Istoria filmului maghiar ofera interpretarea ca a fost
o mare perioada de dezbatere a filmului progresist maghiar, n care adeptii filmu-
lui documentar se opuneau adeptilor filmului experimental. Teoria flmului de la noi
discuta doar despre filmul experimental in cadrul tematicii avangardei, nu si filmul
documentar. Gabor Bédy, generatorul sectiunii de film experimental K3, nu gin-
dea deloc in distinctii atit de rigide. Producerea filmului si distribuirea sa le consi-
dera probleme de tratat la acelasi nivel si la fel de creativ, asa cum ilustreaza revista
video Infermental creata de el in anii 1980 pe casete VHS.

=1 Bédy a scris oare ceva despre asta?

== Sjgur! Are o scriere scurta foarte bund intitulata , Aventurile filmului tihar ma-
ghiar”, cred; e din 1978. Acolo el oferd o analiza perfect clard a experimentului dis-

the “neo-avant-garde”, for it can find there an anti-communist
discourse that denies leftwing collectivist traditions.

The idea of social distribution got crumbled in a similar process.

The Kadar era did not support the purely leftwing currents, it guided
everything in a grey and fluffy middle. This is how this thought was
meant to remain only a well-documented idea. There was a pro-
gram, a list of films organized around certain topics; there were pub-
lications, studies, one or two attempts at projections.

r=1 One could see in the film, I recall, examples of debates occa-
sioned by projecting the films on the spot where they were made,
when films were taken back to people, they could react and say what
they thought about them. I would be interested in the protocol of
this process. The creators of the film would also go on the terrain
with the movie, when this was presented; would they discuss their
points of view with the “public”, or the film was left alone to do
Justice to itself, and people would only talk amongst themselves?
These would be some questions that came to my mind. Was there
generally a protocol, a logic, founded, for instance, theoretically

or invented somehow? Or things were supposed to happen sponta-
neously, the more spontaneously, the best?

= No, there was no spontaneity here. It was a very militant thing
and, as [ was saying, it never arrived to actual practice, for the initial
intention was, of course, to create situations of debate within small
communities of civil society, if we can call anything “civil” in that
state socialist structure. Mapping local conflicts via debates and cre-
ating a film about them, and then taking back this film in the
community and initiating new debates, documenting them, and later
the form...

=1 Was there imagined an end to these processes or they could go
forever?

= No, there was no end and this was the beauty of the whole story.
And this is why I like it now, for, in reality, at that point filmic forms
and technology would not make possible, in fact, the thing most
needed by such a concept, that is, this is better served by today’s
digital technology. It is not necessary to think in terms of ended
forms, one can make a movie in such a way that it never ends. One
says, here I am, this is what can be seen. All this is in relationship
with this and this filmic material. In the digital space at our disposal,
one can create cross structures based on reciprocal references. They
imagined something that can be done really well only today. At that
point everything was very heavy, you had to carry heavy rolls of film,
you needed special projection halls, the presentation required a
complicated technological environment, which was disturbing for
the subjects. Today you can carry out a projection through a mobile
phone, just as you can record the subsequent debate and what
comes after.

It was an avant-garde initiative. This is the same period when the
opposition between documentarism and experimental film has
appeared within the Béla Balazs Studio; and this was a fractionaliza-
tion. The history of Hungarian film offers the interpretation that it
was a great debate period of Hungarian progressive film, in which
supporters of documentary films opposed those of experimental
movies. Film theory in Hungary only discusses experimental film
when it comes to avant-garde, not also documentary film. Gabor
Bddy, the generator of the K3 experimental film section, did not
think in such rigid distinctions. He considered the production and
the distribution of films questions to be treated at the same level
and with the same creativity as films themselves, as illustrated by his
Infermental video-zine he created in the 1980s on VHS tapes.

=1 Did Bédy write something about this?

= Of course! He has a very good brief writing called “The Journeys
of Young Hungarian Film”, I believe; it is from 1978. There he offers
a perfectly clear analysis to the experiment of social distribution. He
writes that the initiative is a radical left approach to society. When I
confronted subjects I interviewed with this sentence, they seemed to
be most troubled by this aspect. Therefore, they were troubled by

tributiei sociale. El scrie acolo cd aceasta initiativa este o abordare radicala de stin-
ga a societatii. Si cind i-am confruntat pe subiectii intervievati de mine cu acest fapt,
ei pareau sd fie cel mai fncurcati de acest aspect. Deci i-a incurcat interpretarea cea
mai clard. Dar aceasta a fost o interpretare pozitiva, deci nu una critica...

= Stii oare dacd existd cineva care sd incerce refacerea distributiei sociale?

= Da, stiu, eu.

=1 Doar tu? Nimeni altcineva? Spune-mi, te rog, atunci citeva cuvinte despre asta.
= lnainte de a vorbi despre asta trebuie sd spun ca existd o nelntelegere, care a
dus la polemici serioase inca de pe atunci, pe marginea initiativei distributiei socia-
le. In mod declarat, distributia sociald nu e club de film. Filmul nu e proiectat si dis-
cutat ca reprezentind o valoare estetica artistica, ci este folosit ca instrument al dezbaterii
sociale, sin acest punct... aici se deconstruia din capul locului toatd initiativa, caci au
aparut teoreticieni ai filmului in cercul acesta din anii 1970, care dintr-un motiv sau
altul nu erau pur si simplu Tn stare sa priceapa radicalismul initiativei sau nu voiau si
au reindreptat totul spre o problematica de estetica si istoria filmului. Asta a fost o
polemicd mare, ca de ce se crede cd trebuiau proiectate doar documentare des-
pre probleme sociale actuale. De ce nu proiectdm deci Cele patru sute de lovituri si
vom dezbate asta cu muncitorii fabricii de textile, ce util este asta. Deci ca poporu-
lui si clasei muncitoare fi trebuie transmise valori artistice de calitate si prin asta ei se
vor ndlta, le va fi mai bine, nu vor mai fi asa inculti. Am avansat asta caci din anii 1990
si pind azi au existat multe initiative cvasiprogresiste, independente pentru o altd forma
de distributie a filmului, eventual in afara cadrului economiei de piata. Cind am ince-
put sd propag ideea cd activitatea de tip distributie sociald ar trebui continuata, atunci
m-am confruntat mereu cu raspunsul cd exista destule initiative in acest sens. Daca
un film place si cineva il considerd important, atunci, prin retea, chiar prin crowdfun-
ding, se creeaza o infrastructurd, resurse ca filmul sd ajungd la cft mai multi privitori.
Mereu mi s-a aruncat in fata ca nu exista nimic nou in ce vreau eu sa fac. Pe de alta
parte insa, Tn treacat fie spus, de ce ar trebui ca initiativa sa fie noud? La urma urmei
aceasta conceptie se bazeaza in mod asumat pe niste antecedente. Adica mi se zice
sa ma uit la nu stiu ce bdieti, care iata ce bine fac toatd treaba.

Esentialul este hsd ca daca asezi aceastd inttiativa pe bazele unor valori artistice este-
tice, atunci ea e pierduta. I clipa in care ncepi sa vorbesti despre calitdti estetice,
povestea e deja falsa. Faptul ca am Tnceput sa experimentez cu forma aceasta are
o cauza. Ea este ca m-am intilnit cu un grup [Rodrigd Balogh si Teatrul Independent],
care incearcd sa dezvolte comunitatea cu mijloacele teatrului si ale social training-ului.
Unde esentialul e tocmai cd aici nu incercam sa transmitem valori estetice sau sa asi-
mildm asemenea forme Tn cadrul grupurilor, ci sd initiem comunicare personald, dis-
putd chiar, incercind sa punem oamenii in dialog si sd le infatisam conflictele, Tntr-un
fel modelat de ei, de pilda prin asumarea unei alte identitati. Ei se confrunta cu con-
flictele lor interne si comunitare cu propriile lor cuvinte. Si‘n asta am integrat filmul,
deci ce s-ar intimpla daca i-am inspira cu un film pentru o asemenea autocompre-
hensiune, respectiv ce s-ar intimpla daca s-ar uita la ei insisi, si atunci concepem un
proces Tn care ei se uitd la un exercitiu si, reinterpretindu-, ajung iar intr-o situatie
de disputa cu eiInsisi. Asemenea experimente am facut in ultimii ani. Nu multe, dar
sint foarte interesante. Evident, asta nu s-a transformat intr-o miscare, caci la niciun
nivel nu reusim sa gasim resurse, adica nu doar la nivel de stat, ci in mod curios, nici
macar la fondurile independente care sprijind societatea civild... deci nici astea n-au
vrut s ne finanteze, n-au avut nevoie de asa ceva, probabil cd treaba nu i s-a parut
suficient de emblematicd, n-au crezut cd e de efect la nivel de PR,

=1 M-ar interesa dacd mi-ai putea descrie un exemplu despre cum are loc un ase-
menea exercitiu. Trebuie sd md gindesc la ceva de forma unei piese de teatru? Adicd
intru intr-un teatru si voi sinteti acolo cu trupa voastrda? Citi sinteti in acest grup?
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the clearest interpretation. And this was a positive interpretation,
not a critical one...

=1 Do you know if there is anybody who would try to re-make social
distribution?

= Yes, [ know, L.

=1 Only you? Nobodl else? Tell me something, please, of this.

= Before that, allow me to tell you that there is a misunderstanding,
which generated serious polemics at that point already, as regards the
initiative of social distribution. In a programmatic way, social distribu-
tion is not a film club. The film is not projected and discussed as repre-
senting an aesthetic artistic value, but is used as a tool of social
debates, and at this point... here the whole initiative was deconstruct-
ing itself, for in this group from the 1970s there were theoreticians of
film who were simply unable to understand the radical character of
the initiative or did not want to understand it, and rechanneled every-
thing in the thematic area of film aesthetics and film history. This was
a great debate, the fact that why it is believed that one must project
documentaries about current social problems. Why we do not project
The 400 Blows and debate this with workers of a textile factory, how
useful is that. So that one must transmit quality values to the working
class and they will rise, they will be better, they will not be so unculti-
vated. I said this in advance because since the 1990s to today, there
were many cvasi-progressive, independent initiatives for a different
form of film distribution, possibly beyond the frame of market econo-
my. When I started to propagate the idea that the social distribution
type activity should be continued, I was always faced with the answer
that there are enough such initiatives. If a film is liked and somebody
considers it important, then, through a network, through crowd-fund-
ing even, an infrastructure is created, resources that would make the
film to get to the biggest number of viewers. I was always told that
there was nothing new in what I want to do. On the other hand, how-
ever, why would the initiative need to be new? After all, this concept
is based quite explicitly on some precedents. And I am told to look at
this or that guy who does the thing so well.

The essential is that if one puts this initiative on fundaments con-
stituted by artistic aesthetic values, the whole thing is lost. In that
moment when you start speaking of aesthetic qualities, the story is
false already. The fact that I started to do experiments with this form
had a trigger. This was that I met a group [Rodrigé Balogh and the
Independent Theater], which tries to develop community by means
of theater and social training. Where the essential is that here we do
not try to transmit aesthetic values or to assimilate such forms within
the groups, but to initiate personal communication, even dispute,
trying to create a dialogue and to present the conflicts of people, in
a way modeled by them, for instance by assuming a different identi-
ty. They confront with their own words their internal and community
conflicts. It was in this that we integrated film, the question of what
would happen if we were to inspire through a film for such a self-
comprehension, in other words what would happen if they would
look at themselves. And then we conceived of a process in which
they watch an exercise and, reinterpreting it, they arrive again to a
situation of dispute with themselves. I made such experiments in the
past years. Not many, but they are very interesting. Of course, this
never became a movement, for we did not manage to find any
resources at any level, that is, not only at the level of the state, but,
curiously, neither from independent funds supporting civil society...
briefly, they did not want to fund us either, probably because the
thing did not look emblematic enough, they did not believe it to be
too effective in terms of PR.

=1 [ would be curious to hear an example of how such an exercise
takes place. Do I have to think of something that takes the shape of
a drama? That is, I step into a theater and you are there with your
crew? How many are you in this group?

== This is not a closed company. The crew always changes and
functions strongly in a network. There is no membership and every-
thing is organized in a very improvised manner, so all the time...



=2 Nu e vorba de o trupa inchisa. E Tn permanenta schimbare si functioneaza intens
in retea. Adicd aici nu existd statut de membru si totul se organizeaza foarte impro-
vizat, deci mereu...

=1 Deci nu existd nici ,piese” in sens clasic.

== Nu exista si nu existd nici trupa de teatru, cdci echipa nu si-ar putea permite
asta oricum, nefiind vorba de o treabd finantatd, deci participa mereu aceia care toc-
mai fsi pot permite asta, au timp si sint deschisi cdtre acest tip de spiritualitate. in
realitate, toate proiectele de acest gen incep prin evaluarea tipurilor de energie pe
care le are fiecare si a timpului de care dispune pentru a se ocupa cu asta. Adica
asta trebuie clarificat mereu de la bun inceput. Ca timp de o saptamind vom face
asta, toatd lumea sd se gindeascd bine daca poate participa la acest proces sau nu,
caci dacd nu poate, atunci sa nu participe, dar nici sa nu-i para rau ca nu a partici-
pat, adica nu trebuie sa facd o problema de constiintd din faptul cd, pentru a-si sustine
viata de zi cu zi, se ocupa de alte surse de cistiguri financiare. Tocmai de aceea toatd
treaba este foarte civild. Ceea ce este si frustrant, caci nu poti planifica. Din acest
motiv totul are un caracter de hobby si de ceai de dupa-masa, cauzd de nenumara-
te dispute si conflicte Tntre noi. Eu sint de obicei acela care reprezintd o directie con-
form careia asemenea actiuni necesitd implicare maximd. Dar existd o altd directie
care spune nu. Si poate ca au dreptate, adicd eu pot cddea de acord cu cei care
mi se opun, cu prietenii mei care spun: ,Nu se poate face cu implicare maxima pen-
tru cd atundi ar trebui sa ne angajam cu totul de partea acestei activitati, pentru care
am avea nevoie de resurse si in clipa aia ar trebui sa ne punem pe harta politica,
sd ne sacrificdm independenta“. Asa cd treaba asta este, ntr-adevar, ceva experi-
mental, o comunitate care fncearcd sa experimenteze cu aceste situatii fn masura
posibilitdtilor; dar nu va reusi niciodata sa fie atft de organizata cum ar trebui pen-
tru a functiona, pentru cd ar mai fi nevoie ca toate felurile de comunitdti ale societatii
sa simta nevoia de a participa la procese de acest tip. Ar fi bine daca am putea sa-
i inspiram si pe altii, sa fie multe comunitati care fac acest lucru. Nu ca vine un artist
regizor si o trupad de teatru, ci apuca-te linistit de dezvoltat asemenea exercitii in-
tr-o casa de cultura, ntr-un sat, sau la o scoala, sau oriunde. In realitate e vorba
deci de o cunoastere, nu de transmiterea unei cunoasteri, ci de generarea unei nevoi
de cunoastere si metoda, dar e un rdzboi cu morile de vint, sa fim sinceri.

=1 Fy as fi totusi curios de un asemenea experiment. Cum functioneazd ce faceti,
dacd ai schita un pic sau mi-ai descrie.

== P4, de pilda... una dintre situatiile fundamentale este cind mergem la comunitati
segregate. Acolo ne ocupam de cameni, de obicei, scolari care... fiind vorba cel mai
adesea de comunitati rome, duc lipsa de comunicare interpretativa si inteligentd ntre
ei, pentru ca nimeni nu introduce in comunitatea lor o situatie prin care ei ar putea
recunoaste ca asta se poate face, deci cd se poate supravietui nu doar intr-un raport
ierarhic, In care exista subordonati si supraordonati, ci cotidianul are o posibilitate dis-
cursiva. Asta poate fi remarcat si observat adesea si in cazul copiilor; adica in comu-
nitatile scolare segregate se pot vedea aceleasi elemente ierarhice i care exista parintii
lor si, din pacate, in comunitatile rome, acestea sint extrem de puternice, adicd exista
o ierarhie extrem de serioasd, supraordonarea si subordonarea find foarte puterni-
ce, exista multe lucruri despre care nu se vorbeste. Rodrigd si echipa Iui duc elemen-
te de training Tn aceste comunitdti, prin care le elibereaza, deci le fac apte pentru a
comunica intr-o formd deschisa cu ele insele. Elementul urmétor este dind fiecare poate
lua o alta identitate, deja in cadrul exercitilor; dind participantii ajung pind la punctul
de a-si putea insusi o altd identitate, aleasa de ei. I general, ei aleg o identitate care
exista Tn comunitatile lor. Asa reusesc sd prelucreze propriile conflicte interne, scapind
de conflictul personal sau de frustrarea rezultata din faptul ca lucrul despre care vor-
besc dnt eu fnsumi. In asemenea exercitii de situatie oamenii devin mai relaxati si la

r=1 Therefore, there are no “drama plays” in a classical sense.

= No, and there is no company either, for the team could not
afford this at this point anyhow, not being a funded thing, so there
are always those who can afford to participate, have time and are
open to this type of spirituality. In fact, all projects of this sort start
with an assessment of energy types we all have and of the time we
have to do this. This is what we need to always clarify at the begin-
ning. For instance, that for one week we would do one thing. Every-
body should think well, whether they can participate to this process
or not, for if they cannot, they shall not participate, but they should
also not feel bad for not participating, for there is no reason to make
a moral question out of being there, if they need to deal with sources
of funding meant to assure their existence. This is why the whole
thing is very civil. Which is also frustrating, for one cannot make
plans. For this reason everything has a strong hobby and afternoon
tea character, which is a cause for countless disputes and conflicts
between us. Usually I am the one who represents a direction sup-
porting full involvement. But there is another directions that says no.
And perhaps they are right, that is, I can agree with those who
oppose me, my friends who say: “It cannot be done with full involve-
ment because we would need to fully commit to this activity, and we
would need resources and at that point we are on the political map,
we must sacrifice our independence”. So, this thing is really some-
thing experimental, a community of people who try to experiment
with these situations as much as they can, but will never manage

to become as organized as its functioning would require. For this
would require all sorts of communities of society to feel the urge to
participate to processes of this sort. It would be great if we could
inspire others, to have many communities that do this thing. Not that
one day comes a stage director and a theater company, but you can
start right away to develop exercises in a culture house, in a village, or
in a school, or anywhere. In reality, this is a knowledge, not the trans-
mission of a knowledge, but the creation of a need for knowledge and
method, but it is a war with the windmills, to be honest.

=1 [ would be still curious of such an experiment. How does it work
what you do, if you could make a sketch or a description.

= Well, for instance... one of the fundamental situations is when we
go to segregated communities. There we deal with people, usually,
pupils, who... since most of the time these communities are Roma,
and they lack interpretive and intelligent communication between
each other, for nobody introduces in their community a situation
whereby they could recognize that this can be done, that is, that one
can live also beyond hierarchic relationship with subordinated and
superordinate people, and the everyday contains a discursive possi-
bility. This can also be noticed often in the case of children. In segre-
gated school communities one can find the same hierarchic elements
in which their parents live and, unfortunately, in Roma communities
these elements are very strong, there is a very serious hierarchy,
rank and subordination being very strong, there are lots of things of
which no-one speaks. Rodrigé and his team have taken elements of
training in these communities, whereby they liberate the communi-
ties, they make them capable of communicating in an open form
with themselves. The next element is when each can assume a differ-
ent identity, within the exercises already, when participants arrive to
the point of being capable of appropriating a different identity cho-
sen by them. In general, they choose an identity that exists in their
communities. This is how they manage to process their own internal
conflicts, escaping the personal conflict or frustration resulting from
the fact that I am the one that I am talking about. In such situational
exercises people become more relaxed and in the end we find out
that they simply speak out their everyday life and their conflicts, and
this will become a significant experience for them. Such an exercise
can also be seen in the end of the film In Solving Role - It's Not
Enough to Project Films. This is where we introduced film. It was
interesting that, when they looked at the films, among others to the
animation film I Think Life Is Great Fun [Nekem az élet nagyon

sfirsit aflam cd isi vorbesc pur si simplu cotidianul si conflictele lor, iar asta va deveni o
experientd marcantd pentru ei. Un asemenea exercitiu poate fi vazut si la sfirsitul fil-
mului I rolul celui care rezolvé situatia — nu ajunge sd proiectezi filme. Aici am intro-
dus noi filmul. Afost interesant cd, atunci dind s-au uttat la filme, printre altele la animatia
Mie viata imi place tare [Nekem az élet nagyon teccik], am observat ca treaba n-a avut
efecte Tn mod direct, deci efectul n-a fost ca am vazut asta si ne-am uitat la film ntre-
bindu-ne in ce mdsurd seamand el cu cotidianul nostru, ci au vazut efectiv un film de
animatie care le-a placut, care i-a facut sa rida, caci au recunoscut situatille care sint
aceleasi cu cele din viata lor de zi cu zi, dar dupd aceea, pe parcursul procesului, i
realitate pe parcursul procesului de training, totul actioneaza doar la nivelul inconstien-
tului si trebuie sa-ti asumi acest lucru. Dar asta... si aici spun ca e o metoda cu totul
diferita de atunci cind... duci filmul la popor, ardti filmul, iar apoi 1l interpretezi estetic
si social, dupd care Tntrebi intelectualitatea unui mic oras despre parerea pe care o
are in legdturd cu asta. Din asta nu rezulta niciodata nimic. Deciin raport cu asa ceva,
aceastd metoda e o chestie mai complicatd. Cind proiectezi un film, nu trebuie sa-I
intrebi pe privitor sau sd intrebi comunitatea ce crede despre film, ci trebuie s le spui,
da, acum am vdzut un film, acum sa ne jucdm ceva. Dar filmul acela e deja acolo, in
constiintd, deci nu se lasa deoparte, este ca o buna... ca vizionarea unei expozitii bune,
a unei expoxzitii care a beneficiat de o asistentd curatoriald de buna calitate, deci ca
din succesiunea elementelor se constituie ceva, dar nu existd sageti in expozitie sau
un ghid audio, care sa precizeze ca asta a fost important pentru ca dacd mergi la ur-
matoarea instalatie, atunci vei intelege ca... deci nu generarea unui interes structu-
rat, ci sa lasi oamenii sa se desfasoare.

Celalatt film facut de mine pe care I-ai vazut, intitulat Tabdrd [Tdbor], utilizeaza o atta
metoda. Acolo fac inregistrari documentare In situatii sociale contemporane si, prin
analiza acestor inregistrari documentare, situatiile sint remodelate fn conditii de tea-
tru de actiune. Dar nu doar la nivel de scend, ciin cadrul unui proces de proba in
care sintem impreuna zile Tntregi, preluind acele identitdti pe care le-am vazut n
filmul documentar. Zile ntregi sintem impreund in asa fel ca existam impreuna prac-
ticind aceste identitati preluate. Cu alte cuvinte, modelam realitatea prin faptul ca
o tragem peste noi, iar astfel, la urma urmei, procesul de probd nu e niciodata des-
pre scenele insele, ci despre asemenea momente de a fi impreund potrivit unor
identitdti preluate, iar cind facem spectacolele, atunci ajungem doar pina la punc-
tulin care stim sigur ce fel de situatii sa vind unele dupa altele si credm doar Tmpre-
jurdrile fizice ale situatiilor; dar nu ,repetam” niciodata nimic. Toate procesele de
proba de acest fel iIncep prin faptul cad identitdtile asumate ni le prezentdm unii atto-
ra intr-un monolog, fiecare spune cine este. De pilda, in cazul filmului Tabdrd, cind
vorbesc eu, adicd identitatea mea, ceea ce apare acolo e un fel de prima dezvalui-
re, cind ghicesc cine sint, si atunci identitdtile astea care sint inregistrate vor fi inte-
grate n spectacole, aceste inregistrari sint proiectate... prin asta se pot obtine
niste efecte dramaturgice foarte interesante. Deci aici filmul nu e o poveste drama-
turgicd de compozitie liniard, ci un instrument.

r=1 Pe marginea acestui film, apare cumva de la sine intrebarea: el cum este distribuit?
Cum incerci sd-I duci inapoi la mediul din care provine? Sau ajunge el oare la subiecti...
nu la cei care sint complet implicati, find vorba de viata lor, ci de cei care trec prin
experiente similare? A putut fi vazut filmul si de un asemenea public?

= P3i, tocmai asta e problema. Ca nu.

=1 Tu incerci sd reconduci gindul distributiei sociale si la acest film? Te intereseazd
asa ceva?

= Asta ma intereseaza cel mai mult, dar aici sint blocat, caci nu stiu ce... Deci ntre-
barea cea mai importanta este ce naiba sd fie cu asta, cum s-ar putea asta... da, cd
ar trebui dus Tnapoi, ar trebui proiectat, ar trebui discutat. ..
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teccik], we noticed that the thing had no direct effect. The effect was
not that we have seen this and we watched a film asking to which
extent it resembles our everyday life, but they have seen an animation
film that they really liked, that made them laugh, for they recognized
situations similar to those from their own everyday life, but after that,
during the process, in reality during the process of training, everything
acted only at the level of the unconsciousness, and one must assume
this thing. But this... this is why I am saying that it is a totally different
method from... the one in which you take film to the people, you show
the movie, then you interpret it aesthetically and socially, after which
you ask small town intelligentsia of its opinion on this. Nothing comes
out of this. Never. So, in comparison to something like this, this
method is a bit more complicated. When you project a film, you must
not ask the viewers or the community what they think about the film,
but you must tell them: yes, we have seen a movie, now let us play
something. But that film is already there, in their consciousness, they
are not simply left behind, it is like a good... like visiting a good exhibi-
tion, a well-curated exhibition, something comes out from the succes-
sion of elements, but there are no arrows in the exhibition or audio
guides explaining that this was important because if you go to the
next installation, you will understand that... so not generating a struc-
tured interest, but to let people be.

The other film made by me that you have seen is Camp [Tabor].

It utilizes a different method. There I do documentary records in
contemporary social situations and, through the analysis of these
records, the situations are re-modeled in an action theater environ-
ment. Not only at the level of a scene, but within a process of try out
in which we spend days together, taking up those identities that we
have seen in the documentary. For days we are together in such a
way that we practice these mock identities. In other words, we
model reality by wearing it, and in this way, at the end, the process
of repetition is never about the scenes themselves, but about such
moments of being together according to some assumed identities,
and when we make shows, we get to the point when we only know
for sure the succession of situations and we create only the physical
environment of the situations, therefore, in fact, we never “repeat”
anything. All processes of this sort commence with a presentation

of the assumed identities in a monologue, everybody says who they
are. For instance, in the case of Camp, when I speak, that is, my
identity, what appears there is a first disclosure, when I invent who

I 'am, and these recorded identities are integrated in shows, these
records are projected... through this one can arrive to very interest-
ing dramaturgic effects. So, the film here is not a dramaturgic story
with a linear composition, but a tool.

=1 Talking of this film, a question appears quite naturally: how is it
distributed? How do you try to take it back to the environment from
which it originates? Or does it arrive to the subjects... not to those
who are fully implicated, this being their life, but to those with similar
experiences? Was the film also available for such a public?

= No. This is exactly the problem.

=1 Do you try to apply the thought of social distribution to this film,
too? Are you interested in such a thing?

== This is what interests me most, but this is where I am blocked,
for I don’t know what... So the most important question is what the
hell this should be, how one could... yes, it would require to be taken
back, it should be projected and discussed...

=1 Of how you feel Hungarian society at this moment, to which
extent this can be done? What would it be if you have taken this film
to a culture house in Matészalka, a small provincial town, to be
projected there?

= What I do now is that I project it in house communities and it
has a great effect, it shocks. If I would take the film to Matészalka it
would have a great effect, and it would shock. This is what should
be done; it should be taken to Matészalka, but no, first it should be
taken to Ozd, for that's the place where the documentary records
were made. Only that there are two hindrances. You must be there,



r=1 Din cum simti tu acum societatea maghiard de acum, in ce mdsurd se poate face
asta? Ce-ar fi dacd ai duce acest film la o casd de culturd din Mdtészalka pentru a
fi proiectat acolo?

= Ceea ce fac acum e cad-I proiectez in comunitati de locuire si e de mare efect,
socheazd. Daca as duce filmul la Matészalka, ar fi la fel de mare efectul si ar soca. Asta
ar trebui ficut; ar trebui dus la Matészalka, dar nu, inainte ar trebui dus la Ozd, nu-i
asa, acolo unde au fost realizate Tnregistrarile documentare. Doar ca exista doua
piedici. Trebuie sé fii acolo, sa-i dai lucrului un spatiu, sa-i creezi o conditie fizica pen-
tru o proiectie, dar nici asta nu-i asa de complicat, caci un proiector poate fi dus
intr-un rucsac oriunde...

r=1 Dar nu... cdci problema nu e una de ordin tehnic de acest nivel, ci in jurul a ce
fi aduni cu adevdrat pe oamenii cdrora acest film si foarte multe filme ar trebui sd le
vorbeascd.

== Si ca oamenii sd aiba curajul de a participa la asta. Aceasta e o chestiune extrem
de importantd fn Ungaria contemporand: ca oamenii sd aiba curajul de a participa
la ceva. Da, si lucrul cel mai important: ar trebui obtinute efecte la nivelul clasei de
mijloc.

=1 Pdi, da.

= CAci e foarte usor sd stai de vorbd cu comunitati saracite, segregate, deci sd
faci o proiectie pentru o comunitate de romi si o dezbatere la circiuma... am facut
asta de mai multe ori... e foarte simplu de facut si se pot crea situatii minunate, la
fel cum pentru comunitatile extrem de bogate ale elitei, se poate organiza o pro-
iectie in apartamentul de lux al cuiva, iar acolo fn compania sampaniei si a altor mate-
riale se pot crea dezbateri imense, extrem de interpretative. Dar faptul ca societatea
pedagogilor sau comunitatea bibliotecarilor sa-si permitd vizionarea unui aseme-
nea film la nivel comunitar si sd se lanseze intr-o dezbatere, sa discute despre el,
sd se autoprezinte... Aici lucrurile nu functioneaza, cacin clipa aia si-ar pune in peri-
col subzistenta, intretinerea cotidianului, adica fiecare poate deveni oricind adver-
sarul partenerului sau colegului sau, pind la nivelul la care fi spune sefului: ,Zsuzsika
te-a criticat ieri foarte tare din cauza structuriil”

=1 Pdi, da, cdci despre asta este vorba si in intrebarea mea. Cdci sigur cd ai putea
duce filmul in mediul artistic contemporan, sa-I plasezi in locuri mai mici, progresiste,
dar intrebarea este dacd acesta este oare, intr-adevdr, publicul care te intereseazd,
cdci din punctul meu de vedere tocmai cd... bine, partial da, dar intr-un fel sau altul
oamenii acestia sint preocupati deja de aceste teme, deci e un pic ca atunci cind un
proces s-a pus deja in miscare despre ce se intimpld in tard, deci ei ar intelege, s-ar
prinde, dar...

=2 Dar cu asta n-am facut nimic. Adevarul e ca asta e problema.

=1 Sau nu multe. Cdci nu e vorba de nimic. E important sd... uite, oricit de mult ar
sti cineva cum sint raporturile sociale in general, adicd autoritatea si cum se miscd ea.
Asta se poate sti la modul destul de general sau ne mai informdm din presd. Dar.... si
acum vorbesc strict de mine, cind vad totusi intr-un film cum are loc si la ce nivel ac-
tioneazd, pdi, nu stiu, cumva surubul se mai intoarce o datd, adicd pot calibra mai
bine cum sd md raportez la redlitdtile sociale ale Ungariei de azi.

= Bine, dar problema cu aceasta artd sociald, care merge extraordinar acum, si
eu ma bucur tare cd e asa, doar ca...

r=1 Fy cred cd e bine pentru toatd lumea, dar problema e cd niciunde altundeva nu
se mai discutd despre asemenea chestiuni decit in interiorul artei. lar din acest punct
de vedere arta este un ghetou.

== Problema e ca noi discutdm extraordinar de bine problema, dar ca asta nu va
duce niciodata la nimic, doar ca noi sintem de acord la modul maxim in privinta a ceva
si aceste mari intelegeri eu le interpretez ca elitism. Deci dind oameni inteligenti dau
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to give the things its space, to create the physical condition for a
projection, but this is not very complicated either, for a projector can
be taken wherever in a backpack...

=1 But no... for the problem is not of a technical order of this level,
the question is around what to bring around the people for whom
this film and many other films should speak.

= And that people have the courage to participate in this. A very
important question in contemporary Hungary — that people have
the courage to participate in anything. Yes, and the most important
thing: one must reach effects at the level of middle class.

=1 Of course.

== For it is very easy to communicate with impoverished and
segregated communities, that is, to make a projection for Roma and a
debate in the local bar... We did this many times... It is very easy and
wonderful situations can be created, just as for the extremely wealthy
communities of the elite, one could organize a projection in someone’s
luxury condo, and there, in the company of champagne and other
substances, huge, very interpretive debates appear, but the fact that
for the society of pedagogues or for the community of librarians to
afford to see such a film at a community level and to launch in a
debate, to discuss the film, to disclose him- or herself, this is where
things stop functioning, for in that moment one endangers his or her
subsistence, the financing of everyday life, that is, one can become
anytime the adversary of his or her partner or colleague, to the extent
that he or she goes to the boss and says: “Zsuzsika has been criticizing
you a lot yesterday because of the structure!”

=1 Yes, for this is what I am asking in my question. For, of course,
you can take the film in the contemporary artistic environment,

to spread it through small progressive places, but the question is
whether this is the public that interests you, for, from my point of
view, precisely... alright, partially yes, but in a way these people are
already preoccupied by these topics, so it’s a bit like when a process
has already started about what happens in the country, so they
would understand, it would make sense to them, but...

=3 We cannot do anything with this. The truth is that this is the
problem.

=1 Or at least you can’t do much with it. For there is at least
something. It's important to... look, regardless of how much would
someone know about how social relationships in general are, that is,
the authority and how it moves. One can know this generally or we
can get information via the press. But... and now I talk strictly about
myself, when I see in a movie how things happen and at what level,
somehow the screw turns one more time, and I can better calibrate
my relationship with social realities in today’s Hungary.

= Alright, but the problem with this social art that lives a great
time now, and I am happy for it, only that...

=1 | believe that this is good for everybody, but the problem is that
nowhere else do we discuss such issues but within the confines of art.
And from this point of view art is a ghetto.

= The problem is that we discuss extremely well the question, but
this will not lead to anything, only to the fact that we are in maximal
agreement about something and these great agreements I interpret
as elitism. So, when intelligent people nod their heads to certain
thoughts, this is elitism itself for these are some intelligent people
who can afford this.

r=1 Yes and no, for there is some truth in what you say, but no,
because... things must be discussed. Look, for instance, yesterday

I started to write a text — for you can imagine that I am pretty much
fed up with the whole situation. There is a proverb in Romanian.

The country is burning and the old lady combs her hair. Good, I say.
And us? What do we do, when the whole world burns? We live our
lives just the same, we move, laugh, meet with friends, as if nothing
has happened. We write our texts. This might bear the mark of elit-
ism, but how shall we find against what and how we shall fight, if we
do not think about it? And where does thinking take place if not in

a text or a conversation?

Still from Those from Kertész Street [Kertész utcaiak], dir. Sandor Mihalyffy, Hungary, 94, 1972
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Still from The Oath [Fogadalomtétel],
dir. Istvan Darday, Hungary, 70, 1975
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din cap la gindurile lor, atunci asta e elitismul fhsusi, pentru ca acestia sint niste cameni
inteligenti de asa natura ca Tsi pot permite asta.

r=1 Da si nu, pentru cd pe undeva ai dreptate, dar si nu, pentru cd... lucrurile trebuie
discutate. Ulte, ieri m-am apucat sd scriu un text — cdci iti dai seama cd sint satul deja
de toatd situatia. Existd in romdnd un proverb. Tara arde si baba se piaptdnd. Bine,
zic. Si noi ce facem, cind toatd lumea arde? Cdci acum e un moment n care toatd
lumea arde. Deci ce facem? Ne trdim vietile la fel, ne miscam, ridem, ne intilnim cu
prietenii, de parcd nu s-ar intimpla nimic. Ne scriem textele. Asta poate fi pecetluit cu
marca elitismului, dar cum sd gdsim impotriva a ce si cum ar trebui luptat, dacd nu
ne gindim la asta? Si unde are loc gindirea dacd nu intr-un text, intr-o conversatie?
= Sigur, pe undeva textul, discutia, interpretarea sint ceva probabil la locul lor. Deci
cred cd gindim lucruri excelente. Dar cred ca nu ne ocupam destul cu tehnicile prin
care toate astea pot fi canalizate inspre societate sau prin care putem crea situatii
de dezbatere intre oameni care nu sint oameni ce gindesc despre asta, ci care simt
pe pielea lor in fiecare zi aceasta durere imensd si nici macar nu stiu sa interprete-
ze Tn ce se afla. Fiecare al doilea cetdtean al Ungariei primeste zilnic un telefon de
la un administrator din centrul de telefonie al vreunei banci. E intrebat cind are de
gind sa-si plateasca datoria la rata de 5000 sau 20 000 de forinti si i se reproseaza
zilnic cd un nenorocit de sdrdntoc, slugd, taran, animal sau ,plateste Tn clipa asta!
dacd nu platesti, du-te sa muncesti, du-te si fd-te sclav*, asta i se transmite popo-
rului. Si nu doar din partea bancilor. Ci'si din partea puterii alese de popor. Oame-
nii acestia nu au niciun moment inspirator in viata lor, cind ar putea sa gindeasca in
ce anume se afld. Si dind noi ne Intretinem despre astea intr-o galerie sau in aula
Universitatii de Artd, atunci degeaba sintem foarte destepti, aceste mesaje nu
ajung la concetdtenii nostri, care sufera zilnic toate astea. I timp ce instrumenta-
rul existd deja, caci nu mai e o chestie tehnicd.

r=1 Dar stii si tu foarte bine cd orice gindire are loc intr-un limbaj. Deci nu pur si sim-
plu intr-o limbd. A invata un limbaj echivaleazd cu invdtarea unei limbi strdine, deci
dacd incep sd interpretez situatia actuald cu un instrumentar politico-filosofic sau cu
unul filmic, ca sa vorbim de film, intrd in actiune un sistem de coduri, care trebuie cunos-
cut, cdci altfel degeaba, instrumentarele nu vorbesc de la sine. Nu existd lipsd de cod,
nu existd o limbd virgind prin care sd putem dezbate lucrurile.

=2 Ba, existd, eu cred Tn asta. Si aceea este o limba si si ea poate fi interpretatd, si
probabil cd e deja o enigma rezolvatd, caci lumea psihanalitica a secolului al XX-lea
a rezolvat toate enigmele si chiar profitd de asta. Dar existd. Exista de pilda mingi-
iere. Si adesea cu o atingere, cu o mingliere si cu un Zimbet potrivit poti atinge rezul-
tate mult mai serioase, adica poti face oameni sa se deschidd. Si cind se deschid
vorbesc, iar cind vorbesc se interpreteazd deja pe ei nsisi si dacd se interpreteazd
deja pe einsisi atunci Tsi imbundtatesc deja situatia. Asemenea unelte trebuie folo-
site si dezvoltate, dupa mine, si nu sa fi extraordinar de sociocritic intr-o galerie mica,
n conditii de comert de arta.

=1 Nu vreau sd md lansez in vreo polemicd scolasticd, semiteologicd, dar as mai putea
adduga la toate astea: nu existd oare o desconsiderare a subiectului cdruia ai vrea
sd-i vorbesti si pe care ai vrea sd-I aduci la interpretarea ta desteaptd? Nu crezi oare
cd el are deja o gindire proprie si cd aceastd gindire e bund si toatd lumea sd se pre-
ocupe de propria gindire? Sa gindim corect in capul nostru, sd nu incercam a-i invdta
si pe altii ceva.

= Tocmai asta e esental Ca nu trebuie predat, ci trebuie creata o situatie n care
participantii fsi recunosc propria stiintd existentd. Pdi, asta e esenta! Asta nu e peda-
gogie, eu Nu-mi impun cunoasterea nimanui, ci creez situatii in care el insusi recu-
noaste ca stie ceva de multd vreme deja, dar n-a avut posibilitatea, Tn aceasta structura,
de a gindi pina la capat si nici macar de a recunoaste ca e vorba de o cunoastere.
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== Of course, in a sense text, discussion, interpretation are alright.
So I believe we think excellent things. But I also believe that we do
not care enough with strategies of how all this can be channeled
back to society, or how to create situations of debate between peo-
ple who are people who do not think about such issues, but feel on
their own skin everyday this tremendous pain and cannot even inter-
pret in what they are. Every second citizen of Hungary receives daily
a phone call from an administrator from the call center of a bank.
They are asked when they intend to pay their debt rate of 5,000 or
20,000 Ft, and are reproached on a daily basis with being a poor, a
servant, a peasant, an animal, or “pay right away!”, or if you don’t
pay, go work, become a slave - this is what they transmit to people.
And not only from the banks. The power chosen by the people does
the same thing. These people do not have any moment of inspiration
in their lives, when they could think in what they are. And when we,
intellectuals, entertain each other in a gallery or in the aula of the
Art University, it does not matter that we are very smart, these mes-
sages do not get to our fellow citizens, who suffer these things on

a daily basis. While a tool box exists already, for this is no longer a
matter of technology.

r=1 But you know very well that any thinking takes place in a special-
ized language. So not simply in any language. This is why thinking is
like learning a foreign idiom, so if someone starts to interpret the
current situation with a political-philosophical toolbox or with one
that comes from film, to talk about this, enters a system of codes,
which must be known, for otherwise toolboxes do not speak by
themselves. There is no lack of code, there is no virginal language in
which we could have our debates.

= No, there is one, I believe in this. And that is a language, too,
and it can also be interpreted, and probably is already a solved mys-
tery, for the psychoanalytic world of the 20th century has solved all
mysteries and profits on this. But there is. There is, for instance,
caressing. And often with a touch, with a right smile you can reach
much more serious results, that is, you can make people open up.
When they open up, they talk. When they talk, they already interpret
themselves. When they interpret themselves, they already improve
their situation. According to me, such tools must be used and devel-
oped, and this is something else than being very socio-critical in a
small gallery in an artistic commercial setting.

r=1 ] do not want to launch myself in some scholastic, semi-theologi-
cal polemics, but I could still add to all this: is there no belittling of
the subject to whom you want to talk and whom you would like to
bring to your smart interpretation? Don't you believe that he or she
alreadly has a thinking of his or her own and this thinking is good, and
everybody shall mind their own thinking? Let us think correctly in our
own head, let us not try to teach something to other people, too.

= This is exactly the essential! That we must not teach, but create
a situation in which participants recognize their own existing knowl-
edge. This is what the whole thing is about! This is not pedagogy,

I do not impose my knowledge on anyone, but create situations in
which they themselves can recognize that they know something for
a long time, something they never had the possibility to think over in
this structure, and do not even recognize as a knowledge.

r=1 [ agree. Our discussion s a little abstract, for we have this knowl-
edge, but we do not talk of the concrete content of this knowledge.
For, in essence, I don't know... As regards me, I do not consider the
situation so complicated as to not allow for an easy actual compre-
hension. For instance, to know when someone is aggressive with you,
or when someone does something he or she is not allowed to do.
How come that we live in a society in which most people are in a way
or another someone else’s subaltern, and this is not right. What does
it mean that a part of the people must sell their workforce in order
to live, while others can buy this force and can make a business out
of it in their own interest. This would be the knowledge. Probably a
larger knowledge than this is not even necessary as regards politics
and social issues. That is, this should suffice. What we do not know,

=1 OK, de acord. Discutia noastrd este nitel abstractd, cdci avem aici cunoasterea
asta, dar nu vorbim despre continutul concret al acestei cunoasteri. Caci, in esentd,
nu stiu... in ce ma priveste nu consider situatia atit de complicatd ca asta s impiedice
o comprehensiune veritabild usoard. Deci a sti cind cineva e agresiv cu tine sau cind
cineva face ceva ce n-ar avea voie sd facd. Cum se poate cd trdim intr-o societate in
care cea mai mare parte a oamenilor se subordoneazd, sub o formd sau alta, celuilalt,
si cd asta nu e corect. Ce nseamnd cd o parte a oamenilor trebuie sd-si vindd forta
de muncd si sa trdiascd din asta, in timp ce altii pot cumpdra aceastd fortd si pot face
o afacere din ea pentru propriul lor interes. Pdi, despre cunoasterea asta ar fi vorba.
Probabil cd o cunoastere mai mare decit atita nici nu e necesard in ce priveste cele
politice si cele sociale. Deci cd asta ar fi suficient. Ceea ce nu stim insd este cum am
putea fesi din aceastd situatie de ierarhie. Cum am putea Idsa in urma noastrd acest
sistem Tn care ne-am ndscut, pe care il cdrdm si in care noi sintem benzina.

== Bine, dar sistemul nu e o inventie noud, e aceeasi ordine de raporturi pe care
omenirea o dezvoltd in permanenta de-a lungul mileniilor; asta e ierarhia si atunci
dnd... deci vulnerabilitatea produce orbire, dacd trebuie sa lucrezi zilnic doudspre-
zece ore pentru un salariu al foamei umilitor si sa-ti fie fricd mereu cd miine poate
n-o sa-ti mai permiti nici sa fii sclav doudsprezece ore, ca daca s-ar intimpla sd strici
ceva, atundi esti trimis la naiba si ti se spune ca in locul tau sint alti treisprezece. Cind
esti fmpins n aceasta situatie de viatd, atunci degeaba esti... deci degeaba ai tu un
simt al dreptdtii bine structurat, nu-I vei exprima si nu-I vei comunica, lasindu-In
dezbatere cu tovardsii tai, cu comunitatea ta restrinsa, caci esti condamnat la a-ti
pastra adevdrul pentru tine Tnsuti si taci din gurd. Si e evident cd in lucrul de care
vorbim noi, ceea ce e periculos e instrumentarul pe care l-am descris aici si pe
care-| consider ca fiind unul pozitiv, functional tocmai la nivelul clasei de mijloc. Caci
n aceastd ordine sociala ierarhica poti sa-i pui pe oameni in pericol, adica sd creezi
o situatie in care dacd vor incepe s vorbeasca despre propriul adevar isi vor deveni
propriul dusman. Si ordinea noastra actuald a puterii in Ungaria, tot mai populara
n toatd lumea, ia in calcul acest lucru. Cu alte cuvinte, intreg sistemul se bazeaza
pe faptul ca tu sd nu te vorbesti pe tine Tnsuti in public. Si e evident c3, in mediul
artei, cind vorbim despre elitism, ar trebui sd discutdm despre cine Tsi poate per-
mite sd fie artist.

=1 De acord, dar trebuie vorbit, de asemenea, despre nevoia de artd (de ce e nevoie
de artd?). Sa termindm cu ea. De ce sd pdstrdm aceastd iluzie conform cdreia ceva se
intimpld, ceva important are loc, mergem la nenumdrate expozitii, care chiar n-au nici-
un sens.

== Respectiv ca aceastd conditie creativa si-o poate permite astdzi doar cineva a
carui viatd e aranjatd in asa fel incit sclavia sa fie exclusd. Dar dacd nu trebuie sa fii
un sclav, atunci, in schimb... si faci artd sociald, de pilda, atunci fd macar o artd sociald
care e redistributivd, adicd se intoarce la lucrul despre care vorbeste, fa o arta care
are efecte, nu unain care putem avea o discutie foarte buna despre ce este cu prie-
tenii nostri elitisti.

=1 Cu asta pot fi de acord. Categoric.

== Deci bilbiiala asta e prostie.

=1 Pdi, sd nu mai fie atunci artd contemporand, sd nu se mai facd artd, caci arta
este, intr-adevdr, ideologie, sG dezafectdm cu totul acest nivel. Existd citiva oameni
care ar spune cd aceastd dezafectare trebuie sd aibd loc prin si in institutiile existente
(scoald, institutii ale societdtii civile), cd nu e cazul sa renuntdm, sd pdrdsim terenul,
sd ne facem mereu , propriul underground”.

=2 P3j, despre asta spunea distributia sociald in anii 1970 ca trebuie facutd o retea
fard retea in cadrul infrastructurii existente. Deci ca retele exista oricum, exista reteaua
caselor de culturd, reteaua cinematografelor, reteaua filmului amator si alte retele
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however, is how we could get out of this situation of hierarchy. How
we could leave behind this system in which we were born, which we
carry and in which we are the fuel.

= Alright, but the system is not a new invention. It is the same order
of relationships that humankind has permanently developed since mil-
lennia; this is the hierarchy and when... so, vulnerability produces
blindness. If you have to work twelve hours a day for a humiliating
hunger pay and to always live with the fear that tomorrow you will not
be able to afford to be a slave for twelve hours, if you do something
wrong, you are fired and there are another thirteen people to replace
you at any time. When you are pushed in this life situation, it doesn't
matter that you are... that you have a well-structured sense of justice,
you will not express it and you will not communicate it, letting it into
a debate with your peers, with your narrower community, because
you are condemned to keep your truth to yourself and to shut your
mouth. And it's obvious that in the thing of which we are talking
about, what is dangerous is the toolbox that I described here and
which I consider to be a positive one, functional precisely at the level
of middle class. For in this hierarchic social order you can endanger
people, that is, to create a situation in which if they will start talking
about their own truth they will become their own enemies. And our
current order of power in Hungary, increasingly popular all over the
world, take this into consideration. In other words, the whole system
is based on the fact that you keep your mouth shut in public about
yourself. And it is obvious that, in the environment of art, when we
talk of elitism, we would need to talk of who can afford being an
artist.

r=1 [ agree, but we also need to talk, at the same time, about the
need for art (why is art needed?). We could end with it. Why keep
this illusion according to which something is happening, something
important takes place, we go to endless exhibition that have no
sense.

= Or that this creative condition can be afforded today only by
someone whose life is arranged in such a way that slavery is exclud-
ed. But if you do not need to be a slave, then, in turn... and you
make social art, for instance, then do at least a social art that is
redistributive, that is, it returns to the thing about which it speaks;
do an art that has effects, not one in which we can have an excellent
discussion with our elitist friends about what is happening.

r=1 With this I can agree. Categorically.

== This stuttering is stupid.

=1 Well, no contemporary art then; people shall not make art, for
art is, indeed, ideology - let us eliminate this level altogether. There
are some people who would say that this elimination must take place
through and in existing institutions (school, civil society), that one
must not give up, must not leave the ground empty, must not always
create a separate underground.

= Well, of this social distribution was saying in the 1970s that one
must create a network without a network within the existing infra-
structure. So that networks exist anyhow, there is the network of cul-
ture houses, the network of cinemas, the network of amateur films
and other very important networks, funded by the state structure,
and being in general in a decrepit and nihilist state, which would
need to be filled with intelligent content, which could resist in a
debate. Obviously, when you would start filling up this structure, the
power, the system would realize this at once and would make every-
thing so that you are not able to do the filling, to do what you want
to do, to not watch the movies that you want to watch. It is very
interesting to observe the amateur film movement in the 1960s-
1970s, for instance, an amateur film club in a factory. No, don't you
film the production line, don’t you film your colleagues as they work,
but go in a wood and film the blossoming flowers. And at that point,
when you are the engine of such an initiative that you say: no, return
from the rose garden and make a record about the everyday life of
your closest colleague. In that moment you endanger that system
polished to be very safe, in which, in fact, you can only be a moron
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foarte importante, finantate de structura de stat, aflate in general intr-o stare decre-
pita si nihilistd, care ar trebui umplute cu un continut inteligent, care sa stean picioa-
re intr-o dezbatere. Evident, n clipa n care ai incepe sa umpli aceste structuri,
puterea, sistemul si-ar da seama imediat si ar face totul ca tu sa nu poti face aceasta
umplere, sa nu faci ce vrei sa faci, sa nu te uiti la filmele pe care vrei si le vezi. E foar-
te interesant de observat miscarea filmului amator din anii 1960—1970, de pilda, un
club de film amator intr-o fabricd. Nu, nu filma linia de productie, nu-ti filma colegii
cum robotesc, ci du-te in padure si filmeaza florile cum infloresc. Si'n clipa aceea, dind
esti motorul unei initiative de asa naturd incit spui: nu, intoarce-te din gradina cu tran-
dafiri si fa linistit o nregistrare despre viata de zi cu zi a celui mai apropiat dintre cole-
gii tai, In clipa aceea pui in pericol acel sistem slefuit sa fie foarte sigur, in care, de fapt,
poti fi doar un cretin in timp ce te uiti la artd. Aceastd intreaga miscare de pedagogie
si educatie populard a fost facutd pentru asta — si este si mai mult astazi. Caci e vorba
de aceeasi miscare si face aceeasi prostire a poporului, cu idicatele sale sculpturi in
lemn si cu tot cacatul, sa faci orice, dar sa nu cumva sd te preocupe vreo secundd ce
se Intimpla cu tine. Sitocmai de aceea, acum ne-am dat seama ce trebuie facut. Dar
in clipa in care structura recunoaste ce vrei sa faci, ea se Tntoarce impotriva ta si nu
te lasa sa-ti prezinti filmul sociocritic. Si nu-ti va spune ca nu se poate, ci-ti va spune...
ah, nu, tie nu-ti va spune nimic, ci mediului in care traiestifi va spune: N-ar fi mai bine
oare sd organizam un gastrofestival pastrator al traditiilor; decit sa te uiti la prostille astea...
=1 [ g ghiveciul liberal de stinga” — asa am auzit cd se spune azi, intr-o emisiune
de dezbateri de pe careva canal de televiziune unguresc. Intr-adevér, totul e despre
asta. E stabilit ca oricum ai critica lucrurile, e vorba de un ,ghivechi liberal de stinga".
Ce-i asta? Habar n-au despre ce vorbesc, dar e deja decis cd nu poti avea dreptate.
Orice ai spune, dacd vei critica sistemul existent, nu poti avea dreptate. Cdci creierul
tdu a fost cumva spdlat si gindesti deja intr-un mod bolnav. Esti slab si gata. Trebuie
sd dispari. Asta la nivelul Ungariei. In Roménia, din acest punct de vedere, lucrurile...
nu stiu, poate cd lucrurile nu sint incd delimitate asa de clar, nu e chiar la fel de lim-
pede ce nu e permis, dar si acolo, oricum, dacd s-ar formula ceva in termeni un pic
mai de stinga, atunci s-a terminat cu el, n-are nicio legitimitate.

== Dupa mine, trebuie suprimata si notiunea de stinga. Caci sintem propriii dus-
mani dacd tinem la lucrurile astea ca la o traditie. Devenim astfel reperabili si se poate
face orice impotriva noastra.

=1 Desigur. Pot intelege perfect si asta, dar e clar cd asta nu trebuie sd insemne o
renuntare la anticapitalism. Desigur, dacd vorbim de politica efectivd, de politica de
partid, stinga este doar o formd a dreptei. Asta e valabil adesea si pentru organiza-
tiile societdtii civile. Existd efectiv un liberal-social-fascism — stinga procapitalistd, rasism
umanist, ecofascism — si alte asemenea paradoxuri care reprezintd singurul drum politic
pe care se poate merge astdzi. In asta trdiim la nivel mondidl. Si Impotriva acestui lucru
ce se poate face, ce putem face?

= |a nivelul Europei de Est, liberalismul este la fel de conservator si de dema-
gogic ca demagogia orbénistd bazatd pe traditile nationale — forteazd aceleasi
nevoi obsesive de identitate.

=1 Pdi, dacd spui asta, atunci sint destul de curios sd aflu ce crezi despre CEU [Cen-
tral European University], care pare sd fie amenintatd de regimul Orbdn. Cit ti-e de
teamd pentru CEU? Sau sd plece? Sa dispara? Sa fie inchisa?

= Nu.

=1 Care sint sentimentele tale in legatura cu CEU?

= Critic de multd vreme aceasta universitate. Problema mea cu ea este cd a creat
o lume extraordinar de Tnchisd. Dar nu spun cd ar trebui inchisd.

=1 Defineste totusi un pic inchiderea, cdci ei reprezintd, se zice, societatea deschisd,
cel putin la nivel conceptual, totul se bazeazda pe asta.
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when you look at art. This whole movement of popular pedagogy
and education was done for this — and is much more done for this
today. For it is the same movement and makes the same brainwash-
ing of people, with its stupid wooden sculptures and all the shit, in
order not to care for a moment about what is happening to you. And
precisely because of this, we now realized what must be done. But in
the moment that structure will also realize what you want to do, it
will turn against you and will not let you present your sociocritical
film. And they will not tell you that they can't let you do it, they will
tell... and not to you, but to the environment in which you live:
Wouldn't be better to organize a traditional gastro-festival than
watching these stupidities...?

r=1 These “left-liberal concocts” - this is what I heard today in a talk
show on a Hungarian TV channel. Indeed, everything is about this.

It is established that however you would criticize things, this shall be
a "left-liberal concoct”. What is this? They do not even know what
they are talking about, but it is decided that you cannot be right.
Whatever you would say, if you would criticize the current system,
you cannot be right. For your brain has been somehow washed and
you think in a way that is sick. You are weak, and that's it. You must
disappear. This in Hungary. In Romanta, from this point of view,
things... well, I don't know, perhaps things are not as clearly delimit-
ed yet, it is not very clear what is forbidden, but if you would try to
articulate something in more leftwing terms, it's all over, you have no
legitimacy whatsoever.

= To my mind, we shall give up on the notion of the left, too. For we
are our own enemies if we stick to such things as to a tradition. We
become thusly identifiable and then anything can be done against us.
=1 Sure. I can perfectly understand this, too. But it is clear that this
shall not mean to give up on anti-capitalism. Of course, when we talk
of actual politics, of party politics, the left is only a form of the right.
This is often true for civil society organizations, too. There is, in fact,
an actual liberal-social-fascism — procapitalist left, humanist racism,
ecofascism, and many other such paradoxes that represent the only
political path on which we could go today. This is what we live in
globally. What can be done, what can we do against this?

== At the level of Eastern Europe, liberalism is just as conservative
and demagogical as Orban’s demagogy based on national tradition
— it forces the same obsessive needs for identity.

=1 Well, if you say this, I am very curious to hear what you believe
of the CEU [Central European University], which seems to be threat-
ened by the Orban regime. How concerned are you because of the
CEU? Do you want it go? To disappear? To be closed?

= No.

r=1 Vhat are your feelings about the CEU?

== [ criticize since long this university. My problem with it is that
the CEU has created an extremely closed world. But I am not saying
that we should close down the university.

=1 Still, please define a little this closure of the CEU's world, because
they represent, they say, open society, at least conceptually all stands
on this.

== Sixteen years ago, I contacted Istvan Rév, the director of the
Open Society Foundation in Hungary, the foundation that funded the
establishment and functioning of the CEU. I am not so sure if I con-
tacted them or they contacted me. Anyways, the reason was the col-
lection of the Béla Balézs Studio, for they would have liked very
much to have this collection in their archive. When we sat down in
his office, Rév told me he wants to make something clear from the
very beginning, namely that the place where we were - this hap-
pened in Budapest - is not Hungary, but the United States. From
then on we had nothing to talk about. But regardless of this, the
question is a very tormenting one, we are in a very hard situation

as regards opinion making...

=1 Well, yes, because one must defend liberals, who, in reality...

= We criticize something for decades, namely the fact that the
CEU and the Open Society Foundations live their lives in Budapest
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Patrons of Art [Mecénasok], dir. Laszl6 Viteézy, Hungary, 24, 1976

=3 Acum saisprezece ani |l-am cdutat pe Istvan Rév, un director al Fundatiei pen-
tru o Societate Deschisa, care finantase constituirea si functionarea CEU. Nici nu
mai sint sigur dacd eu i-am cautat pe ei sau ei pe mine, oricum, era vorba de colectia
Studioului Béla Balazs, pentru ca le-ar fi placut foarte tare ca aceasta colectie sd faca
parte din arhiva lor. Cind ne-am asezat in birou, discutia a inceput cu Rév explicin-
du-mi cd ar vrea sa-mi clarifice ceva: despre orice am incepe sa discutam, locul in
care sintem — era la Budapesta — nu e Ungaria, ci Statele Unite. De aici incolo n-
am mai avut ce sa discutdm. Dar, indiferent de asta, e vorba de o intrebare foar-
te spinoasd, ne aflam intr-o situatie extrem de grea in ce priveste formarea de opinie...
=1 Pdi, da, findca trebuie apdrati liberdlii, care, in redlitate...

= Criticdm ceva de decenii intregj, sianume cd CEU si Fundatia pentru o Socie-
tate Deschisa Tsi traiesc viata budapestana ca intr-o rezervatie, iar acum ne aflam
dintr-odata in situatia in care acest lucru nu poate fi tematizat... nevroza lucrului nu
poate fi tematizatd, caci singura posibilitate este aceea de a ne angaja de partea ei,
adicd de partea a ceva ce criticdm. Rodrigd spunea, de pildd, ca asta-i o prostie, ca
nu trebuie sd ne angajam de partea CEU, dar el fsi poate permite sa zicd lucruri
din astea, findcd el este un... ridem o gramada in legatura cu asta, dar din acest motiv
e bine sa fii minoritar, deci, de pildd, rom, sau poti sa ai gura mare pentru ca ai o
pozitie proasta bine determinatd si de acolo vorbesti. Dar eu? Un alb hetero, intelegi?
Mie Tmi este mult mai greu sa declar asa ceva. Artistul oficial este alb si hetero, de
acolo i umbld gura, si poate ajunge Tn povestile sale pina la a dezbate ceva cu un
alt alb hetero la galeria mica, iar asta n-are niciun sens...

in a reservation, and now we are all of a sudden in the situation
when this thing cannot be discussed... the neurosis of the whole
thing cannot be brought into discussion, for the only possibility is to
engage on its side, that is, on the side that we criticize. Rodrigé said,
for instance, that this is stupid, one must not engage on the side of
the CEU, but he can afford to say such things, because he is a... we
laugh a lot about this, but this is why it is good to be in a minority,
to be, for instance, a Roma, or you can have a big mouth because
you have a well-determined bad position and that's where you talk
from. But I? A white hetero, you understand? To me it's much harder
to declare such a thing. The official artist is white and hetero; this is
where he keeps on talking, and in his stories he arrived perhaps to
debate something with another white hetero in the small gallery, and
this makes no sense whatsoever...
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In rolul celui care rezolva situatia — Nu ajunge
sd proiectezi filme

(Un film de Sebestyén Kodolanyi despre distributia sociald,
2014 — subtitrari)

Partea intii

Vince Zalan, critic de film:

— Daca aiintreba, nu stiu daca o faci, daca s-ar putea face distributie sociala astézi,
atunci ar trebui sa-ti dau un raspuns foarte dubitativ si nehotarft, iar asta din trei moti-
ve. Primul e acela, cel mai important desigur, ca s-au schimbat complet imprejurari-
le sociale. Dar in interiorul acestui fapt poate lucrul cel mai decisiv este ca nu exista
vreun atelier care sa realizeze filmele de care ar avea nevoie distributia sociala. E
nevoie de un producdtor — in cazul de fatd ar putea fi statul — care nu asteaptd vreun
folos de pe urma filmelor realizate, mai precis nu se asteapta la un folos econo-
mic. Aceasta este esenta lucrului: sa nu se astepte la un folos economic. Caci daca
ne gindim cd activitatea omului nu se indreapta doar spre productia de bunuri mate-
riale, ci spre acel mic plus care nu e de ordinul bunurilor materiale, atunci filmul
tine neapdrat de acest plus.

Cred, dar poate cd aici eu nu am dreptate, ca mai ales n anii 1970 si 1980 inte-
lectualitatea maghiara fusese efectiv solidara cu oamenii care fard vina lor n-au reusit
sd se ridice Tn societate. Cu alte cuvinte, intelectualitatea, de care apartin si regi-
zorii de film, Tsi asuma responsabilitatea aflatd in miinile ei. Astazi acest tip de ati-
tudine pare sa dispara cu totul. In societatea consumului, totul e despre faptul de
afituinsuti. E foarte greu sa spargi aceasta singuratate. La asta ar servi, dar ele nu
sint date de-a gata, comunitdtile. Trebuie deci create. Dupd mine, chiar prin film.
Asadar, nu e vorba de a prezenta filme n diverse locuri pentru oameni care nu
le-au vazut, ci sa ardtdm filme care i vizeazd pe ei si pot fi puse n legaturd cu viata
lor, iar dupad vizionare ei trebuie sd-si spuna parerea. , Irebuie”-le 1l inteleg aici In-
tr-un sens prietenos. Oamenii trebuiau, asadar, sa spuna ce credeau despre film
si despre problema formulatd de acesta, iar asta pentru cd asa se puteau confrun-
ta cu situatia lor. Ceea ce a produs foarte multe complicatii in distributia sociala,
dar cam despre asa ceva a fost totusi vorba. Ar fi foarte greu sa gasesti in societa-
tea actuald asemenea spatii culturale sau nu stiu cum sa le numesc.

Voce din off [citind Nu e de ajuns sd proiectezi filme. Manual metodologic pentru dis-
tributia sociald a filmului, Budapesta, 1979]:

,Societatea maghiard e stratificatd. Interese fundamentale o fmpart in clase si
paturi. Interesele comune ale anumitor clase si paturi asigura posibilitatea creatiei
de comunitate. Fiecarei comunitati filmul potrivit —in acord cu interesele sale fun-
damentale!

Distributia sociald e un posibil forum al realizdrii democratismului. Nu e vorba pur
si simplu de proiectia in afara sdlilor de cinema, de o noud forma de distributie a
filmelor, ci de un instrument nou si eficace al educatiei publice. Esenta distributiei
sociale este cd: NU AJUNGE SA PROIECTEZI FILME!

LaszI6 Vitézy, regizor de film:

— Contradictia principald a fost cd in Studioul Béla Baldzs — dar asta au spus-o pro-
babil si altii — trebuia sau puteai sa faci filme fara a fi obligat sa le prezinti. Ceea ce
era echivalent cu interzicerea filmului. Caci obligatia nu se referea la noi, cei ce faceau
filmul, ci la cinematograf si televiziune. Prin urmare, aceste filme n-au fost proiec-
tate niciodata in public, televiziunea era incd foarte incipienta. Am planuit totul Tm-
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IN SOLVING ROLE - IT'S NOT ENOUGH TO PROJECT FILMS
(A film by Sebestyén Kodolanyi on Social Distribution,
2014 - subtitles)

Part 1

Vince Zalan, film critic:

— If you asked me whether social film distribution was possible
today, I wouldn’t know what to answer. The social conditions have
totally changed, to start with. Most importantly, there is no work-
shop to produce films for social distribution, in the first place. You'd
need a producer — it could be the state, in this case — that expects
no profit from the films. That is, no financial profit. For human activi-
ty isn't only driven to produce material goods but also aimed at
something more subtle. And cinematography is certainly such an
activity.

I might be wrong but I think the Hungarian intelligentsia in the 70s—
80s was sympathetic toward and felt responsible for those marginal-
ized by society. As part of the intelligentsia, filmmakers assumed
responsibility, too. By today this kind of attitude has vanished.

In consumer societies there is only one imperative: be yourself!

And it's very difficult to break through the walls of loneliness it
brings about. Only communities can help but they have to be creat-
ed - by means of films, among other things. We shouldnt indiscrim-
inately show films to people just because they haven't seen them
yet, but find the right films for each audience. Films that interest
them, that connect to their lives. And then, they have to share what
they think of them. Well, I mean “have to" in friendly terms.

They should discuss their opinion on the issues raised by the films
because this is how they learn to face their own situation. This gen-
erated a lot of complications within social distribution at the time —
but this is the thing! To sum up, in today’s society it would be very
difficult to find such cultural spaces or whatever you'd call them.
Narration [reading from It's Not Enough to Project Films: A Method-
ological Handbook for Social Distribution of Films, Budapest, 1979]:
"Hungarian society is layered. Fundamental interests divide it in
classes and strata. Common interests of certain classes and strata
assure the possibility of community creation. To each community its
proper film — according to its fundamental interests.

Social distribution is a possible forum of fulfilling democratism.

This is not only projecting movies outside of cinema halls, just anoth-
er new form of distribution, but a new and effective means of public
education. The essence of social distribution is that: IT'S NOT
ENOUGH TO PROJECT FILMS!”

Laszl6 Vitézy, film director:

- The main contradiction was that although one was free to make
films in the Béla Balazs Studio without the obligation of public
screening, at the end of the day this amounted to an actual censor-
ship. For the obligation wasn’t supposed to be our obligation as pro-
ducers, but of the cinemas and the television. These films, therefore,
were simply not shown publicly. Then, Hugé (Istvan Darday) and I
had the idea to show them in vocational trainings and postgraduate
courses in universities. That was possible as in the statute of the Béla
Balézs Studio there was a passage that even if there is no obligation
to public screenings but the films might be screened in film clubs.
So we wanted to check on what constituted a “club screening”.

And, of course, a teachers’ vocational training qualified as such.

preund cu Hugd, mai precis: Istvan Dérday. La vremea aceea existau nenumara-
te cursuri de calificare suplimentard si extraordinar de multd formare la nivelul liceu-
lui si al universitatii. in plus, exista un pasaj in documentul de infiintare al Studioului
Béla Balazs, potrivit caruia flmele erau facute fara obligatia prezentarii, dar puteau
fi proiectate, fard probleme, n cluburi. Atunci ne-a venit ideea vicleand de a ne uita
cum sint reglementate proiectile de club. Si, bineinteles, se puteau face proiectii
de seard dupa cursurile de calificare suplimentard pentru pedagogi.

Insert: Casd colectivd, regia: LaszIo Vitézy, 1980

Daca se intetea vreo discutie, atmosfera era deja aproape revolutionard, de
schimbare a regimului. Scopul inttiativei era acela de a simti, dintr-un motiv sau aftul,
cd nu era bine cum era. Eu, de pildd, am avut chiar informatii confidentiale des-
pre asta. Cdci asta ne Ingrijora mereu. Am creat pe lingd noi grupuri de cameni
de stiintd, cu care dezbateam n ce se va transforma socialismul si, la aceste dez-
bateri, filmul spunea lucrurile destul de dur si de pe sleau, spre deosebire de epoca,
care Tncerca sd atenueze totul. Si a venit — o spun Intre ghilimele — ,un artist din
capitald“, care spunea lucrurile de o sutd de ori mai dur n public decit ar fi avut
voie sa auda privitorii. Noi spuneam n fata marelui public, prin atmosfera creata
de film, niste lucruri... — exista si rapoarte in acest sens, caci existau peste tot infor-
matori; ba cd era Impotriva sistemului, ba cd ar fi chemat la revolta.

Caci trebuie stiut ca, dupd al treilea vorbitor, se ridica imediat si al patrulea si spu-
nea cd la ei nu e doar asa, ci mai asa, iar atunci Tncepea sa explice cum stau lucru-
rile acolo, la ei.

Gyorgyi Szalai, regizor de film:

— Exista In noi o extraordinara angajare de partea schimbarii lumii, deci de a ob-
tine efecte cu aceste lucruri.

Istvan Dérday, regizor de film:

— Am umblat printr-o gramada de locuri in care camenii au inceput sa vorbeasca
despre lucruri despre care nu se vorbea, cel mult acasa sau la crisma, cu priete-
nii.

Andras Szekfll, istoric al filmului, sociolog media:

— Conceptia asta a distributiei sociale a luat nastere Tn mai multi pasi. Caci, initial,
Hugd si ai lui au facut o serie sub titlul Scrisori pentru Congres [Kongresszusi leve-
lek]. Realizate cu ocazia Congresului Asociatiei de Tineret a Partidului Comunist
Maghiar [KISZ] si cu scopul ca, oriunde in tard, la intrunirile de filiala ale KISZ ce
pregateau marele congres, aceste filme sd poata fi proiectate si dezbatute, ajutind
astfel la o anticipare demna si solidd a congresului.

Laszl6 Vitézy:

— Ei nu aveau cum sa controleze ce filmam noi, dar peste tot ziceam cd faceam
filmele pentru Congresul KISZ.

Insert: Alegerea delegatilor, regia: Istvan Darday, 1972

— Oamenii se nasc egali — egali si-n drepturi! — si, astfel, nu putem sa-i privim de
sus pe ceilalti doar pentru cd sint muncitori, iar noi avem bacalaureatul.

— Primesti un pahar de bere!

— Chiar asa?

— Pe vremuri, cind beneficiam de aceasta posibilitate oferita de KISZ, am trecut prin
multe momente grele legate de modelarea raportului dintre tineretul muncitor si
cel care Invata.

— Dar, spuneti-mi, cum se poate asta in genere?

—In esent3, muncitorul tindr are o alta sferd de interes decit aceea a tineretului care
nvata.

— Cind ati vorbit impreund ultima oara despre lucrurile astea?

— Poate niciodata.

arhiva — distributia sociald: trecut si viitor (?)

Stills from In Solving Role [Is Not Enough to Project Films] Part 1-2, dir.
Sebestyén Kodolanyi, Hungary, 2.53', 2014-2017

Insert: Collective House, dir: Laszlé Vitézy, 1980

After the screenings, at the discussions, invariably a certain
dissident atmosphere was created. Everyone had the vague feeling
that socialism was unsustainable. I had confidential information in
the topic as this was what intrigued us. We organized intellectual
groups with whom we discussed the perspectives of socialism.

The films spoke freely and radically in an era that tended to blur
everything. These filmmakers were a lot more radical than what an
average audience was used to. We made dissident statements in the
atmosphere created by the films — a lot of reports by secret agents
testify to it, as these agents seem to have been everywhere.

The way it normally happened was that sooner or later a person
from the audience stood up and shared with us how things really
were in his or her environment.

Gydrgyi Szalai, film director:

— We had a terrific engagement to change the world, to have a real
impact with these programs.

Istvan Darday, film director:

- In many occasions, people opened up and spoke publicly about
things they would only talk about at home or in the bar, among their
pals.

Andras Szekfd, film historian, media sociologist:

— The concept of social distribution evolved gradually. First, Hugé
and his friends made a series of films called Letters to the Congress
for the then forthcoming congress of the Communist Youth
Organization (CYO). These films were supposed to be screened and
discussed at various local preparatory CYO meetings all around the
country so that the congress would become more meaningful and
worthy.

Laszl6 Vitézy:

— The trick was that no one could interfere with the actual shootings,
even if, and because of, the films were declaredly being made for
the CYO Congress.

Insert: Election of Delegates, dir. Istvan Darday, 1972

- Every person is born with equal rights and so you cannot look
down on the other because he’s a worker and you are a graduate.
- You'll get a beer...

- Really?

- Back in time, in the leadership of the CYO, we had a hard time
speaking of how to shape the relationship between young workers
and students.

- But tell me, how can such a thing exist at all?

- Essentially, young workers have other interests than the students.
— When was the last time you spoke about these things together?

- Maybe never.

— Never.
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— Niciodata.

Insert: Admitere de membri, regia LaszI6 Vitézy, 1972

— Ajutd mult partidul. Ajuta deoarece partidul se straduieste sa-i integreze pe
tineri si, din acest motiv, el face tot posibilul. Pentru a ajuta munca sa, ca tineri membri,
puteti face un mare pas Tnainte. Daca si tinerii sint membri de partid, atunci tine-
rii se inteleg mai bine intre ei, decft atunci cind un membru mai tinar vorbeste cu
unul mai in virstd. Altfel se inteleg dacd vorbesc doi tineri decit atunci cind vorbesc
unul mai in Virstd si unul mai tinar. Multumesc, asta ar fi, nu-mi vine Tn minte nimic
altceva.

Istvan Darday:

— Lucrurile astea dansau foarte tare pe lama cutitului si a trebuit multa diplomatie
pentru a prezenta ceea ce voiai sa obtii, fird sé fie prea evident ce vrei cu adevarat.
Caci daca spui ca vrei aia sau alta, te dau afara din prima clipa. Deci totul, adica fap-
tul cd am putut avea acces la sedintele aparatului de partid si ni s-a permis sa filmam
inclusiv presedinti ai consiliilor, totul a fost pentru cd am putut vinde la fata locului
aparenta ca sintem sprijiniti de foarte de sus, de cel mai de sus, de tovarasul Kadar,
intelegi? Au existat citeva ocazii cind am cerut sa putem vorbi pe linia telefonica spe-
ciald. Si sunam pe cineva. Faptul ca vorbeai pe linia speciala era un lucru extraor-
dinar, sigur paream ceva ,granguri‘ — dstora nu le poti zice nu.

Andras Szekfd:

— Trebuia sd ne deghizam in mod similar; cum s-a intimplat, de pildd, cu Gyula Gaz-
dag si Judit Ember, pentru a fi priviti ca parteneri si pentru a putea intra la sedintele
comitetului de partid al cantonului.

Insert: Hotdrirea, regia Judit Ember, Gyula Gazdag, 1972

Era o constringere generala de a fi simpatic, de a te ardta tovards, pentru ca filme-
le sd poata fi facute. Acest secretar ideologic al cantonului, care era ,autorul prin-
cipal” la nivel local, domnul, nu: tovarasul Estélyi, credea ca ei trateaza exemplar
aceastd chestiune si, de aceea, asta se va putea ardta ulterior cu mindrie. Acesta
a fost motivul pentru care a permis accesul echipei de film. Tn acest sens, asta a
fost o mare ocazie, caci nu trebuia decit sa arati realitatea si s-o lasi sd se demaste.
Dupa Scrisori pentru Congres, HUgo si echipa sa au inceput sa faca Serialul pe teme
din sfera educatiei [Neveléstigyi sorozat]. Acesta a fost realizat de un colectiv de cinci
regizori si s-a facut un film cu cinci episoade. Prin asta, si altii au ajuns sa se ocupe
de teme din sfera educatiei. Si, cumva, [la distributia sociald s-a ajuns] din aceasta
situatie, cd existau filmele, dar ele nu aveau distributie, cdci [dacd in cazul] Scriso-
rilor pentru Congres, [acestea] au fost duse Tnainte de sirul de actiuni organizat de
KISZ, de curentul acestora, find, intr-adevdr, proiectate n cadrul organizatiilor KISZ,
in diverse locuri, Serialul pe teme din sfera educatiei nu si-ar mai fi gasit privitori de
la sine.

Istvan Darday:

— Si atunci ne-am trezit cu cinci filme si a venit bomba peste noi: era in reguld ca
am facut cele cinci filme, dar ce urma, sa facem inca cinci? Si atunci, in loc sa ne fi
gindit la noi filme, am inceput si ne gindim la ce si fie cu serialul asta. In realitate,
din punctul acesta se poate spune ca a aparut distributia sociald. Initial doar instinc-
tiv, caintrebare a ce sd facem cu filmele. Sd le aratdm corpurilor didactice si peda-
gogilor! Dupd aceea paleta publicului s-a largit si s-a format, in cele din urma, o
structurd a carei esenta fusese sa ncercam a proiecta filmele potrivit intereselor
siin functie de diviziunea muncii celor care erau inevitabil implicati in ceea ce vad,
Cdci se ocupau cu asa ceva, Tsi trdiau viata de zi cu zi pe acel teren, acolo lucrau,
acolo luptau pentru succes sau acolo erau sortiti esecului etc.

Insert: Societate pe actiuni la Kilsévat, regia Istvan Darday, 1973
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Insert: Admission, dir. Laszlé Vitézy, 1972

- The Party helps, because the Party wants the youth in its ranks and
does everything to help young members in their career. When
young people are also members of the Party they can get along bet-
ter with each other than with an older member. Two young persons
share more things than a young and an old one. Thank you, that was
it, I have nothing more to add.

Istvan Darday:

— There was a lot of risk involved. You had to show a great diplomat-
ic sense in proposing your ideas in order never to show all your
cards. For if you had told them straight what you wanted, they
would have kicked you in the ass. The fact that we could shoot at
meetings of local party apparatuses and make interviews with coun-
cil presidents was possible because we had made them believe that
we were backed from the top of the hierarchy. Sometimes we would
pretend to make phone calls to party leaders and improvised some
bullshit talk for those present to see we were well connected and
protected. Then they just did what we asked them to do.

Andras Szekf(:

- Gyula Gazdag and Judit Ember also had to camouflage themselves
in order to make their film Resolution.

Insert: Resolution, dir. Judit Ember, Gyula Gazdag, 1972

It was a general rule to keep smiling and act as a good comrade if
you wanted your film done. In this particular case, comrade Estélyi,
the ideological secretary who was the main actor in Resolution was
convinced of his exemplary conduct and proudly let the crew in.

It was a unique opportunity: you only had to switch the camera on
and let reality unveil itself. After the Letters to the Congress, Hugé
and his colleagues started to work on the Film Series on Education,
a collaborative work of five film directors, and in the end five inde-
pendent films came out of it. The situation then was that, although
Letters to the Congress was still shown in CYO cells and meetings,
the Series on Education would not have had any viewers on its own.
Istvan Darday:

- So we had these five films, and then what? Should we make anoth-
er five? At that point, instead of planning new projects, we started
to think of what to do with the existing ones. That was the birth of
social distribution. It started instinctively, we first showed the films
in teachers’ collectives, then the circle widened and in the end a
new structure was formed in which we presented specific films to
those who work or live in the given environments, where their
successes and failures were located.

Insert: Joint Stock Company in Kiilsévat, dir. Istvan Darday, 1973
We called this structure a “network without a network” as we had
come to realize the country was full of various networks; we didn‘t
need to make up one, only made use of what was there anyway. So
we organized screenings and discussions in CYO clubs, in postgrad-
uate and vocational courses, high schools and universities, always
using their infrastructure and tools in the process.

Insert: The Oath, dir. Istvan Dérday, 1975

— Which government would support open subversion against its poli-
cies and social order? I think no state would allow that. For sure, we
hear of demonstrations here and there, in France or in the United
States, but that's very different because, as we commonly say, we
have the dictatorship of the proletariat.

Andras Szekfu:

— In the early 70s, communist politics severed and the reformist
forces got defeated. You cannot stick to the reforms in Hungary
while Czechoslovakia was getting invaded, that much was clear.
Vince Zalan:

—In '73-74 an orthodox turn occurred: the now notorious Béla
Biszku and his pals had enough of “this capitalist cesspit” and
attempted a coup d'état within the Party leadership which in the
end did not succeed the way they had expected. But Janos Kadar, in
order to keep power and make Biszku happy, had to hold reforms
back strongly.

Atunci a aparut un lucru pe care l-am numit retea fara retea. Caci, in realitate, tara
e plind de diverse retele si nu trebuie creat nimic, nici retea de cinematografe, nici
retea de cluburi de film, nimic, ci doar trebuie folosite retelele. Si atunci am ince-
put totul la KISZ, cu pedagogii, la diversele cursuri de calificare suplimentard, in uni-
versitdti, in scoli, in licee. Am decis sa proiectam filmele, pe cit posibil cu tehnologia
de care dispuneam la fata locului si cu utilizarea infrastructurii lor.

Insert: Jurdmintul, regia Istvan Darday, 1975

— Ce fel de putere de stat permite agitatia deschisa si manifestatia impotriva poli-
ticii sale si a intregii orinduiri sociale? Cred ca niciun stat nu permite asa ceva. Acum
sigur ca auziti despre tot felul de demonstratii ici, colo, in Franta, in SUA, doar ca
diferenta e imensa, fiindca se spune ca la noi exista dictatura proletariatului.
Andras Szekfu:

— Lainceputul anilor 1970 politica comunista a avut loc o nasprire; fortele refor-
miste au suferit o Tnfringere durd. Nu se putea sa invadezi Cehoslovacia si, toto-
datd, sd faci pe reformistul in Ungaria, asta era destul de clar, nu-i asa?

Vince Zalan:

— 1973-1974 a existat o cotitura de stinga, cind de atunci faimosul Béla Biszku si
aliatii sdi au considerat cd a ajuns atita putregai capitalist si au incercat sa facd un virgj
spre stinga fn conducerea de partid, ceea ce nu a reusit sau nu a mers asa cum
si-au imaginat ei. Oricum, pentru a-si putea pastra puterea, Kadar trebuia sd le arun-
ce ceva si celor din tabdra Iui Biszku, iar asta a fnsemnat o piedica semnificativa.
Andras Szekfu:

—In aceasts situatie de Infringere, o parte a comunistilor reformisti, cei asociati in
general cu numele lui Gydrgy Aczél, au ghicit cd dacd nu se poate reforma eco-
nomia, atunci e nevoie sd se gindeasca un program de educatie publica, adicd sd
se facd un pas Tnainte cumva pe acest teren. Deci totul primea un inteles progre-
sist. Oricum, acesta e fundalul lucrurilor — infringerea reformistilor din anii 1960.
In era contraatacului dogmatic, trebuia ghicit ceva de care nimeni nu se putea lega
— aidi se accentueaza constiinta comunistd —, dar putea genera sau masca even-
tual anumite tipuri de miscare.

In aceeasi perioadd, se elimind din partid grupul de eretici ai Institutului de Filoso-
fie. Li se intenteazd un proces lui Mikiés Haraszti si aliatilor sdi, Agnes Heller, Ferenc
Fehér si Gyorgy Markus. Altii au fost surghiuniti in strdindtate.

Insert: Béla Biszku, secretar al CC:

— Nu poate fi un lider bun cineva care nu stie sd reprezinte interesul public ntr-
un mod omenos, cu respectarea tovarasilor sai de munca!

Andras Szekfu:

—Tn realitate, acest program de educatie publicd, potrivit politologilor cititi de mine,
este transpunerea intr-o ofensivd sau intr-o actiune a infringerii suferite de Gyor-
gy Aczél si a grupului marcat de numele lui.

Insert: Gyorgy Aczél, secretar al CC:

— Rezultatele prescriu in mod obligatoriu sa ne continuam drumul pe aceasta cale!
Sarcinile noastre pe viitor trebuie gindite aici, pe pamint, tinind cont de realitati.
Continuind tot ce s-a dovedit a fi util si bun, dar opunindu-ne critic si autocritic la
tot ce-a fost eroare sau distorsiune.

Andras Szekfu:

— Totodatd, sa zicem ca realizatorii Serialului pe teme din sfera educatiei au profi-
tat de aceastd ocazie ca de o posibilitate de a ridica drapelul foarte sus, de a te nre-
gimenta de partea acestei cauze, nemaifind vorba de filme eretice, ci de aderarea
la o decizie de partid in privinta educatiei publice si de traducerea sa in limbajul fil-
mului.

arhiva — distributia sociald: trecut si viitor (?)

Andrés Szekfii:

- In this situation of defeat, reform communist leader Gyérgy Aczél
had the idea that in place of the frustrated economic reforms they
would launch a new public education program in order to safeguard
the idea of progress. Thus, the background is this: in order to com-
pensate for the failed reforms of the 60s, they had to come up with
something immune to dogmatic attacks — that was why socialist con-
sciousness was emphasized all along - but still had a progressive
edge to it.

It was at that time that the “heretic” group of the Institute of Philos-
ophy was expelled from the Party; Miklés Haraszti and others were
put on trial, Agnes Heller, Ferenc Fehér, Gyorgy Markus and others
were forced to exile.

Insert: Béla Biszku, secretary of the Central Committee

- He who cannot combine the representation of public interests with
benign conduct and the appreciation of his colleagues cannot be a
good leader.

Andrés Szekfii:

- This new cultural program, according to political scientists, was a
reform communist attempt to turn the defeat into some kind of a
counter attack.

Insert: Gyorgy Aczél, secretary of the Central Committee

— Our achievements command us to proceed on this road, to make
further plans. Down to earth, keeping an eye on the realities. To
keep on to whatever has proved to be useful and good while being
critical and self-critical towards the errors and distortions.

Andras Szekf:

- At the same time, the authors of the Film Series on Education
understood this as an opportunity: “Let’s identify with the idea of
public education! From now on, we won't make 'heretic’ films but
translate the party decree in filmic language and advertise it."
Istvan Dérday:

The main problem with the ruling power is that they have no clue
about what's beyond their immediate surroundings. And the Béla
Balazs Studio was interested in just that: in whatever outside of that
circle and its relation to the power structure dominating over the
whole field.

Gyula Kozak:

- I don't believe the Party Congress in 1975 could give us any
impulse in terms of a new institutional framework for social distribu-
tion. It surely couldn't.

Géza Porés, editor:

- The Béla Balazs Studio organized a summer camp in 1976 in
Tahitétfalu. Everyone was invited, politicians included, and many
attended from the state administration of the film industry. One of
the issues on the agenda was social distribution. Everyone involved
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Istvan Darday:

— Problema cea mai mare a puterii este mereu cd n-are habar de ceea ce se htimpla
cu cindi sute de metri mai fncolo. Studioul Béla Balazs era preocupat tocmai de
ce se Intimpla cinci sute de metri mai incolo si raportul acestei realitati cu structu-
ra de putere care domina tot terenul.

Gyula Kozak:

— Nu cred cd la Congresul de Partid din 1975 am fi primit vreun impuls venind
de susin ce priveste institutionalizarea in niste cadre noi a distributiei sociale. Asta
mi se pare exclus.

Géza Poros, redactor:

— Studioul Béla Baldzs a avut o tabdra de perfectionare, cred ca era’n 1976, spre
sfisitul verii, la Tahitotfalu. Toatd lumea a fost invitata atunci acolo, inclusiv sefi ai sta-
tului, Incepind cu Istvan B. Szabd, sd zicem, foarte multi sefi in administratia de stat
in ce priveste filmul au venit si s-a discutat despre distributia sociald. S-au chemat
si oameni care, intr-un fel sau altul, au fost implicati in ea. Din provincie am fost
doi, cred, voi da numele Iui Ibolya Fekete, pe care am cunoscut-o acolo.

Ibolya Fekete, regizor de film:

— Pentru asta am facut acel grupaj imens de studii, doud volume, care s-a trans-
format intr-un motiv de scandal. in acesta am putut introduce critici aspre despre
filmele documentare scurte ale Studioului de Stiri si Filme Documentare. Dar si
asta a servit mai degraba la a demonstra, a defini sau a dezvolta un fel de mod de
gindire documentarist sau o atitude documentaristd, lucrurile asupra carora cade-
am de acord sau pe care le gindeam. Pentru asta a existat un material demons-
trativ, productia de filme asa-zis documentare ale Studioului de Stiri si Filme
Documentare, care erau extraordinar de false si de mincinoase.

Insert: Lumea lui Lajos Csige, un film al Studioului de $tiri si Filme Documentare
— Ne-am casatorit cu cinci ani in urmd; ne-am cunoscut aici, in formatie.

— Lucrez ca arhivist la Tntreprinderea de Transporturi a Capitalei, avem un bdietel
de patru ani, pe care-l aducem de multe ori la probe.

— Cu ocazia cdsétoriei noastre, Karcsi Falvay ne-a onorat cu un numar de dans pe
care |-a inventat pentru noi. Numele sau: ,Dans pentru cdsdtoria lui Lajos Csige
si Mari Simon"”.

Andras Szekfd:

— Acest joc de putere, caci la urma urmei a fost un joc de putere, in care ei n-au
avut o influentd foarte mare, a fost unul in care au incercat sa dribleze puterea, sa
pund n miscare puterea comunista. Aici au facut o alegere proasta din mai multe
puncte de vedere. In ierarhia de partid si-au ales ca principal punct de contact o
persoand numitd LaszIé Mardthy.

Ibolya Fekete:

— Gindindu-ma in urma, de la distantd, impresia mea este cd aceste asa-numite
jocuri politice s-au betonat in structurile culturale profund birocratice ale socialis-
mului si aveau loc intre oameni care apareau cu vreo idee noud, iar din acest punct
de vedere era vorba, ntr-adevar, de o luptd pe viatd si pe moarte in care se deci-
dea dacd ramineai pe margine sau daca reuseai sa modifici structura. E mereu vorba
de structurd. Aceasta structura n-a fost o chestiune politica in acest sens, ci meca-
nismul acelui sistem de raporturi deja instalat al puterii, care nu permite niciun fel
de conceptie diferita.

Gyula Kozak:

— A venit tovardsul Maréthy. Pentru mine a fost prima experientd cu un membru
al comitetului de partid. Cu citeva ore Tnainte de sosirea sa a venit... ei bine, nu
Directia Antiteroristd, cum se cheamd acuma, pe atunci avea un alt nume; dar au
venit si au cautat bombe, cladirea a fost inconjurata de lunetisti. La un moment dat
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in it was invited. From outside of Budapest there were two of us;
that's where I first met Ibolya Fekete.

Ibolya Fekete, film director:

— We put together this enormous, two volume compilation of deeply
critical essays we wrote on the film production of the State News
and Documentary Film Studio, which later became a scandal.

But our goal was to demonstrate and define, at first negatively, a
certain documentarist attitude, a theoretical approach we could all
support. And these incredibly fake and liar documentaries made by
the State News and Documentary Film Studio were our demonstra-
tion material.

Insert: The World of Lajos Csige, a film of the State News and Docu-
mentary Film Studio

- We married five years ago, we got to know each other in the
dance group.

—Iam an archivist at the Budapest Transport Company; we have

a four year old son who often accompanies us to the rehearsals.

- It was a great honor that Karcsi Falvay created a special choreog-
raphy for our wedding. It's called: “Dance Piece for the Wedding of
Lajos Csige and Mari Simon”.

Andras Szekf(:

- In the end, this was a power game in which the only power these
filmmakers had was to try and deceive the communist administra-
tion. And they had a rather bad idea to pick a guy called Laszlé
Maréthy as their main contact from the administration.

Ibolya Fekete:

- In retrospect, I have the impression that these so called political
power games actually happened between those firmly embedded
in the bureaucratic socialist cultural structure and those coming up
with new ideas. For the latter, it really was a vital question whether
you stay in the periphery or manage to change the structure. It was
always about the structure. In this sense, it wasn't really a political
question but one pertaining to this petrified system of power
relations that did not leave any room for other ideas.

Gyula Kozak:

- Comrade Maréthy arrived. I experienced for the first time what
was it like when a member of the Central Committee of the Party
visited you. Some special units arrived hours before him to scrutinize
the whole place, looking for explosives or what, and people with
binoculars, snipers surrounded the camp. And then Maréthy arrived
in a big black car. We were all totally shabby, you can imagine. He
enters, greets us, 'Hi boys!’ He visited us in the second day of the
camp. He was then the secretary of the Central Committee of the
CYO and as such also a member of the Political Committee of the
Party. Hugo had convinced him that the social distribution was a
proper task for the CYO. That is, Hugd offered him a new idea, a
good cause to support. He never had any idea on his own anyway.
Insert: Laszlé Maréthy, secretary of the Central Committee of the
CYO:

- By today, science and the arts are part of our lives, almost imper-
ceptibly forming us and our environment. Young artists and young
scientists will play an important role in public education. It is
because we think high of them that we set the standards high. What
the CYO asks them to do seems simple. They should tell about our
problems as those are their problems, too. They should look for
answers to our questions as these are their questions, too. We do
not ask them to simplify our complex world via superficial and
cheap representation. Do not hold back your imagination! We are
happy to join the expedition lead by modern art but only if there is
really something to explore. It is not formal complication that
startles the audience: young people often miss the messages
because of the ideological perplexity of an art for art's sake.

Of course, we need a sensitive and responsive audience to hear the
lesson. The activity by young scientists and artists in public edu-
cation has proved instrumental in the formation of such an audi-
ence...

a sosit tovardsul Mardthy cu o masind mare, neagrd. Noi am fost acolo; precari-
tatea aia nu mai trebuie s-o prezint, nu-i asa! Apoi a venit tovardsul Mardthy si ne-
a spus: ,Salut, bdieti!” Aceasta a fost tabara de la Tahitotfalu. A tinut douad zile, iar
a doua zi a venit tovarasul Maréthy, de dragul tinerilor. El era pe atunci chiar prim-
secretarul Comitetului Central al KISZ. Hugd I-a convins. Eli-a explicat ca asta tine
si de sarcina KISZ. |-a dat practic o sarcina. Desigur, el era, din oficiu, si membru
al Comitetului Politic si dacd ne ajuta, sprijinea o cauza nobild. Din capul lui nu iesea,
oricum, niciodatd nimic, asa cd putea vinde aceasta initiativa conducerii partidului
cafiind a sa.

Insert: Laszld Maréthy, secretar al CC al KISZ:

— Astdzi in vietile tuturor stiinta si arta sint ca acasd, modelfind aproape pe neobser-
vate mediul nostru inconjurdtor si pe noi insine. Un rol important le revine n edu-
catia publicd tinerilor artisti si tinerilor practicanti ai stiintei. Tocmai ca semn al marii
pretuiri a vocatiei si talentului lor trebuie sa punem etalonul cit mai sus in ce-i pri-
veste. Ceea ce le cere Asociatia de Tineret este, in aparentd, simplu. Sa vorbeascd
despre grijile noastre, caci acestea sint si grijile lor. Sa caute un raspuns si la intrebari-
le noastre, caci aceste intrebari i preocupa si pe ei. Nu dorim ca, prin infatisari super-
ficiale si ieftine, ei sa simplifice lumea noastra complexa si palpitanta pentru o ntelegere
mai usoard. Nu avem nimic Tmpotriva fanteziei lasate libere. Participam cu place-
re la expeditia la care ne cheama arta modernd, dar numai fn cazul in care existd
intr-adevar ceva de descoperit. Ceea ce este alarmant nu e mereu limbajul for-
mal complicat. De multe ori experienta e ratatd deoarece confuzia ideologica si
jocul lipsit de gind al formelor le blocheaza tinerilor accesul la invataturile care le
sint menite. Pentru a auzi aceste lectii e nevoie, desigur, de un public educat. Acti-
vitatea tinerilor oameni de stiintd si a tinerilor artisti pe terenul educatiei publice a
demonstrat si pind acum ca ei pot face multe...

Janos Palotai, profesor, estetician:

— Pe de o parte, inainte ei au fost comanditarii Scrisorilor pentru Congres, iar pen-
tru Dérday si echipa lui asta s-a dovedit a fi decisiv, cdci asta le-a furnizat un fundal
pe care sa se poata sprijini, si nu unul care sa-i atace din spate. Asadar, ei voiau sa
modifice asta atft politic, cit si estetic. A fost foarte interesant, caci li s-au proiectat
materialele realizate la Studioul de Filme Documentare, dar si pasaje din Scrisori.
lar acolo baza a constituit-o acel text al lui Maréthy. El zicea cd, Tnainte de a veni
in tabard, a fost avertizat ca va vedea filme experimentale. Trebuia sd se pregateasca
deci, sa nu se astepte la niste documentare clasice. lar el le-a vizionat cu mare sur-
prindere si bucurie, aducind drept exemplu chiar Scrisorile, spunind ce bune sint.
Ele nu sint pur si simplu experimentale, nu trebuie sa ne speriem de ele, ci mai
degrabd sa le sprijinim.

Insert: Altceva, regia Pal Erddss, 1972

— Cer de la dumneavoastra in cele opt ore cit sintem la fabricd, adica pe turd, sa
va prezentati de fiecare data la locul de munca. As dori, de asemenea, sd va comu-
nic ca daca ati avea vreo problema, sa veniti cu curaj la mine, ne vom stradui s-o
rezolvam. De asemenea, ne-ar placea sa va simtiti aici la fel de bine ca acasa, ba
chiar un pic mai bine.

Insert: Poporul lui Doja, regia Andrés Ferenc, 1972

— Caracterul revolutionar este, cel putin asa am simtit de fiecare data cind am auzit
expresia sau am folosit-o, ceva de respiratie larga, o problema care vizeaza cu
adevarat straturi sociale si clase... Si nu e vorba de cuvinte mari, cum ca sta In picioa-
re sau pica [sicl], de pilda in cazul lui Gheorghe Doja a fost vorba tocmai de asa
ceva, aia era. Cdci acolo au fost de toate, moarte, tot, si acolo nu incapea vorba
de discutie, sau se facea, sau nu, acolo nu se putea... intr-adevar, a luptat, s-a straduit
si a cazut in cele din urma.

arhiva — distributia sociald: trecut si viitor (?)

Janos Palotai, professor of aesthetics:

- The CYO had been the commissioner of the Letters to the Con -
gress and for the Darday-group it was vital to have a steady and
loyal background. They needed it both politically and aesthetically.
They showed Maréthy the films made by the State Documentary
Film Studio and, as a contrast, pieces from the Letters to the Con-
gress. Marothy said he had been warned that he would have to watch
some experimental films, that is, that he shouldn’t expect traditional
documentaries. And he was surprised and glad to see how good the
Letters to the Congress were. He said these were not experimental
films: you didn’t need to be afraid of them but support them.

Insert: Something Else, dir. Pl Erdéss, 1972

— I 'ask you to show up on time at your station and do the eight
hours of our shift. At the same time, I ask you not to hesitate to turn
to us if you had any problem. We will do our best to solve it.

And we'd also like you to feel at home, just like us, even more so.
Insert: Dozsa’s People, dir. Andrés Ferenc, 1972

- Revolution — whenever I hear this word I always think of
something of great consequence, something in the vital interest of
social classes and groups which really... Like Ddzsa: he really was

a revolutionary. His was a situation of life or death; he had no real
choice but to keep on doing it. He fought as a man and got killed in
the end.

- So, you specifically mean armed fights, clashes...

— Well, not necessarily... Even if it's not as strong a thing as with
Dézsa but I'd consider it a revolutionary thing if I were, say, an
American youngster and organized movements, strikes, sabotages
or whatever, to set Angela Davis free. I mean, some real thing. For
us, at the moment, revolution is easy, I just go to the CYO Commit-
tee or the Party Committee and there I will get all the support,
workers' guard, police, everything.

- That's what you need education for. You have to raise those kids
to become revolutionist. You have to plant that idea in them.

Janos Palotai:

- It seemed at the time that this trend, represented by young
filmmakers like Darday or Vitézy, would get the green light.
Andras Szekfii:

- An organ to manage social distribution was formed, the Public
Education Unit. That's what we called it at the time. This unit hadn’t
really got a structure. That is, there was no internal distribution of
labor, the individual tasks and responsibilities were not properly
defined.

Gyula Kozak:

- It was organized by Hugé, Gyorgyi Szalai and Vitézy and they were
going at it hard. They used us, young scientists like Andras Szekf(,
Balazs Szabd, Ibolya Fekete and Janos Palotai, myself — I'm not
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— Asadar, doar aceste lupte si conflicte armate...

— Nu, mai spun si ca nu cu aceasta... Nu e de aceeasi putere precum caracterul
revolutionar al lui Doja, dar as spune totusi cd e ceva revolutionar dacd eu as fi un
tindr american si, nu stiu, as organiza miscari, greve, sabotaje sau orice altceva pen-
tru eliberarea Angelei Davis. Lucruri din astea, care chiar... Pe moment, situatia de
aici este ca revolutionarismul ne vine foarte usor, caci merg la Comitetul KISZ sau
la Comitetul de Partid si mi se oferd tot sprijinul din partea garzilor muncitoresti
sau a politiei.

— Educatia serveste la a-l invata pe copil sa devind un revolutionar. El trebuie sa-si
nsuseasca acel ideal.

Janos Palotai:

— Asadar, curentul reprezentat de Scrisori..., de tineri, de echipa lui Darday si a Iui
Vitézy parea sd primeasca unda verde.

Andras Szekfl:

— S-a Infiintat acest asa-zis organ al distributiei sociale, grupul pentru educatie
publica. Pe vremuri i mai spuneam si KMCS [GEP — grup pentru educatie publicd].
lar acest grup de lucru nu avea o structura veritabild. N-a existat o diviziune
internd a muncii, nu existasera nici sarcini bine delimitate Tn interiorul sau.

Gyula Kozak:

— Asta a fost ceva organizat 100% de Hugd [Darday], de Gyorgyi [Szalai] si de
Vitézy, iar ei s-au implicat intr-adevar cu toate puterile. Si au facut-o foarte serios,
iar noi, ceilalti, Szekfd, Baldzs Szabd, Ibolya Fekete, Janos Palotai si eu, eram in-
strumente, N-o spun cu un tais peiorativ. Noi eram tineri oameni de stiinta care
stiam sd vorbim limba politicii si a stiintei, sa zicem. Ei nu stiau, deci aveau nevoie
de o echipd de ,traducdtori” care intelegeau lumea filmului si intentiile sale, intele-
geau si limbajul politicii si, Tn plus, mai erau si intelectuali.

Gyorgyi Szalai:

—Undeva fingd piata Rékdczi exista un mic teatru. Nu mai stiu cum am ajuns acolo,
dar acolo ne tineam intiinirile. A existat acolo o discutie foarte dura, brutala chiar,
eu nici nu tin minte fn mod concret, iar asta poate chiar intentionat, caci eu nu stiam
nimic despre erorile noastre, nimeni nu-i perfect, toatd lumea greseste sau spune
ceva nepotrivit la momentul nepotrivit sau jigneste pe cineva fard sa-si dea seama,
dar nu tin minte, caci noi nu am comis nimic impotriva nimanui. Caci ceea ce faceam
noi era implicarea oamenilor, cdutarea lor, si nu respingerea, excluderea lor.
Asadar, ceea ce Andrés Szekfl a nregistrat pe banda magneticd a fost extrem de
neplacut si de dur.

Andras Szekfl:

— Gabor Bédy, care purta numele conspirativ de Pesti, a spus urmdtoarele politis-
tului Zoltan Kazai pe data de 3 octombrie 1977, adica intr-un moment cind gru-
pul de lucru pe teme de educatie publica fusese deja dizolvat:

,Cu un an si jumatate in urmd, in cadrul Studioului Béla Balézs, s-a format in jurul
regizorului Hugd Dérday o grupare de al cdrei nucleu mai tinea si sotia lui Dar-
day [pe atunci Gyorgyi Szalai] si cameramanul Laszlé Vitézy. Ei au creat o comi-
sie cu scopul ca filmele documentare sd fie distribuite pe canale sociale (clubul KISZ,
case de cultura etc.). Ei au propus un proiect oficial in acest sens, care a fost apro-
bat de Directia Film. Mai tirziu, grupului i s-a aldturat si Andras Szekfl. Dupa perioa-
da de inceput, activitatea grupului s-a caracterizat prin faptul 3, n detrimentul fimelor
documentare, se raspindeau filmele facute de acest grup, in primul rind de Dar-
day. Szekfd a primit insarcinarea de a organiza dezbateri dupa proiectiile de film.
La un moment dat, Szekfd a dus discutia intr-o directie politiceste foarte chestio-
nabild si, din acest motiy, atft el, cit si comisia au primit o criticd din partea orga-
nelor oficiale. Darday si echipa lui au incercat sa puna toatd responsabilitatea pe
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being derogatory here - as tools. We were able to speak in that lan-
guage that I could call the language of politics or of science. They
did not speak it so they needed a group of translators who under-
stood both the world of cinema and their intentions, and the
language of politics.

Gy6rgyi Szalai:

- There was a little cultural center where we sometimes held our
meetings. And there exploded this terribly harsh quarrel. I don’t
even remember what it was about, probably because I still don't
know what we had done wrong. Nobody is perfect, we might make
mistakes, offend someone without even noticing - but I just don’t
remember because we didn’t do wrong to anyone. Our work was
always about involving people, looking for contacts and not about
exclusion. So, it was indeed very unpleasant and rough and Andras
Szekfii even recorded it.

Andrés Szekf(:

- This is what undercover agent “Pesti”, Gabor Bédy, reported to
police Lieutenant Zoltan Kazai on 3rd October 1977. The public edu-
cation unit had already dissolved by then:

“One and a half years ago in the Béla Balazs Studio a group was
formed around film director Hugé Dérday. Other core members
were his wife, and cameraman Laszl6 Vitézy. They set up a commit-
tee to distribute documentaries through so called social channels
(Communist Youth clubs, cultural centers, etc.). They put the whole
thing down in a draft which got approved by the Film Directorate.
Later, Andras Szekf( joined the group. After the initial period, the
activity gradually shifted to propagandize their own, first of all Dar-
day’s, films, to the detriment of documentaries. Szekfii was delegat-
ed to lead the discussions that followed the projections. At one
occasion, he let the discussion go off in a problematic direction after
which both him and the committee was harshly criticized by the
authorities. Darday tried to shift off all responsibility to Andréas Szek-
fli but some members of the group did not agree. The group had
become centered on Dérday, and his leadership had dictatorial
traits, at times he would submit proposals in the name of the group
even though he had not discussed them with anyone, besides Vitézy.
Thus some members, led by Szekf(, brought about a scission, saying
that the Dérday-leadership is sectarian, dogmatic, orthodox Marxist
and dictatorial. Prominent figures of this subgroup, beside Szekfd,
are the Gulyas-brothers, both filmmakers. Allegedly, they have the
same goal but they wish to reach it by more eclectic politics and
more democratic means. Fact is, nevertheless, that Darday's position
is stronger as he has the official stamp on it. Andrés Szekfii comes
from a bourgeois family that before the liberation had some reac-
tionaries among the collateral relatives. Szekf( is basically a leftist
but has no crystallized political notions. He has the habit of joining
groups that represent fashionable political tendencies...”

Gydrgyi Szalai:

— Jealousy played a part in it, too. They tried to conspire against us
which in the end didn’t work out. And that Hugd wanted a 5th film
studio... of course he wanted one! But not for himself, not a one-man
studio. That came to be the Partnership (“Tarsulas”) Studio.

Janos Palotai:

It was a scission, which didnt mean that we who remained on this
side fully agreed... When they asked me to sign this, I said that we
shouldn’t have their mind made up for them. I said, let's sit down
and talk through this together, publicly. Then a flaming row came
out of it, followed by a sort of disaffection.

Andrés Szekf(:

- Very characteristically, we, the secessionist group, only started to
really discuss things about social distribution after the secession.
Here it's worth mentioning that in the Béla Balazs Studio not every-
one was happy with it. On the one hand, they smelled the stink of
power on it, that is, that it was too close to the authorities, that we
were manipulating them in order to have it function, to have the
means and tools. So they got fuzzy about it. On the other hand, they

umerii lui Andrés Szekfd, lucru cu care anumiti membri ai grupului de lucru n-au
fost de acord. in plus, gruparea a ajuns sa fie centrata pe Darday, care dirija prin
metode dictatoriale si nu o data ficea propuneri in numele intregului grup, desi
nu se consultase in aceastd privinta decit cu Vitézy. Astfel, mai multi membri ai gru-
pului, sub conducerea lui Szekfl, au produs o schisma, pe motiv cd metodele dic-
tatoriale ale lui Darday duc la o conducere sectard, dogmatica, marxist-ortodoxa.
Pe fingd Szekfd, membri acestei fractiuni sint fratii Gulyds, ambii regizori de film.
Scopul lor este, in principiu, acelasi cu cel al primului grup, dar incearcd sa-l atinga
cu o paletd politicd mai eclectica, cu metode mai democratice. E un fapt insa ca
pozitia echipei lui Darday e mai puternica, deoarece ei dispun de acordul oficia-
litatilor. Tine de caracterizarea lui Andras Szekfl ca face parte dintr-o familie bur-
gheza, iar printre rudele sale s-au numdrat, inainte de eliberare, reactionari. La baza,
Szekfli e de stinga, dar nu are o conceptie politica cristalizata. Se lipeste mereu de
grupurile ce reprezintd curente politice la moda..."

Gyorgyi Szalai:

— C3 aexistat si 0 asemenea gelozie e de-nteles cumva, dar cind se incearcd fabri-
carea a ceva din toate astea, nu stiu ce, dar la urma urmei n-au reusit sa faca nimic.
lar faptul cd Hugd voia si un al cincilea studio... bineinteles ca voia, nu pentru el,
nu un studio de o persoana. Si s-a si facut — Studioul Tarsulas [Asociereal.

Janos Palotai:

— Atunci a avut loc 0 asemenea rupturd, ceea ce nu fnsemna ca membri ramasi
de partea aceasta... Eu, de altfel, cind am fost cautat de ei pentru a semna, am spus
sa nu asezam conducerea in fata unor fapte implinite, ci sa ne asezam cu totii, iar
echipa sd discute totul impreuna si in mod public. Din asta a iesit o cearta pe cin-
ste, care a avut drept rezultat racirea relatiilor dintre membri.

Andras Szekfu:

— Tntr-un mod foarte caracteristic, in acest grup secesionist am nceput sd discutdm
abia dupa ruptura despre distributia sociald, dacd e bine cum e, despre ce era vorba.
Totodatd, as reveni si la faptul ca, in cadrul Studioului Béla Balézs, nu toata lumea
s-a bucurat de distributia sociald. Pe de o parte, si ei au mirosit in acest proiect duhoa-
rea puterii, adicd faptul cd se afla prea aproape de putere, ca se incerca manipu-
larea acesteia pentru ca ea sd functioneze si ca sd existe mijloace. Nici asta nu
convenea foarte tare. Pe de alta parte, iar in aceasta privinta aveau dreptate, s-a
pus problema esteticului, a valorii artistice. Oare rolul fimelor este ntr-adevar doar
acela de a lua pozitie ntr-o problema sociald, politicd? Nu au ele si o valoare artis-
ticd? Nu e sigur ca mecanismul efectului artistic este unul si acelasi cu latura explo-
ratoare de probleme sau cu latura sociologizanta a filmului.

Istvan Dérday:

— Toatd aceastd estetica si lumea de forme a filmului, ca sa nu mai vorbim de ceea
ce e caracteristic pentru toatd epoca in ce priveste chestiunea artei, si anume pre-
siunea sub care s-a aflat dezvoltarea intregii scoli a filmelor documentare si au fost
atft de putini bani, a fost asa de greu sa se faca filmele, incit majoritatea lor sint sub
nivelul la care ar fi putut ajunge daca existau bani si dacd se puteau face linistit. Aler-
gind Tnsa la minister, de acolo la centrul de partid, apoi la participanti, a fost greu.
Sa zicem, Hotdrirea [Hatdrozat], datorita compozitilor judicioase, poate fi numit
filmul facut ,,cel mai cu gust”. Tns3 faptul cd am fi renuntat complet la estetica in cadrul
distributiei sociale, ca aceasta ar fi fost linia de separatie, nu e adevarat. Caci noi
am facut si filme artistice. Cu acestea am fi vrut sd continuam toata treaba dupa
experimentul nostru la nivel judetean. Dar asta nu s-a mai intimplat niciodata. Con-
tradictia statea in faptul cd ei se raportau la lucruri intr-un mod mult mai liberal, mai
sindicalist, mai ingaduitor, mai ca la cluburile de film, operind si cu efecte estetice.
Asta e drept. Ceea ce voiam noi insd, ca un lucru ortodox, in care te concentrezi
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were rightfully questioning the artistic value of the films. Is it that
films are only about making statements about this or that political
issue? Shouldn't films also have artistic values? Because films affect
us in a different way artistically than analytically or sociologically.
Istvan Darday:

- As to the aesthetics, the formal quality of the films... we were
under so much pressure from the start, we had so little money and it
was so difficult to have the films done that they indeed don’t meas-
ure up to what they could have been like with more money and time
available. But when in the morning you have to run to the ministry,
then to the party headquarters, and drive to the shooting only after,
then, you know... Maybe Resolution with all those tracking shots and
mannered compositions is done the nicest. But it's not true that we
refused aesthetics per se in social distribution. We even wanted to
continue the experiments with fiction films, but that didnt happen.
The conflict rather was that they had a more liberal, more per-
missive attitude towards social distribution, operating more like a
film club, with more aesthetic criteria. And we, as an orthodox initia-
tive, we focused exclusively on the essentials: we wanted social dis-
tribution. And such an attitude can easily seem uninviting from the
outside as there's an obvious pushiness in it. We said we want to do
it in this and that county and we don't give a shit about anything
else. And so it came back to us that we were such pushy, bolshie go-
getters. They couldn’t tell we were careerists as this was no career-
option of any kind. Had it been one, they'd have named us that, too.
Vince Zalan:

— In the Béla Balazs Studio there was an antagonism between the
experimentalists, so to say, and the documentarists. The leading fig-
ures were Gabor Bédy and Istvan Darday, respectively. The main
reason of the conflict was, to put it shortly: money. Indeed, every-
body was fighting for their own films — that's justified. And since the
budget was very limited, these were tough fights and arguments.
Glasses were flying in the air — I saw it with my own eyes.

Gyula Kozak:

- Béla Balazs Studio meeting in the Filmmakers’ Association. We're
talking politics, arguing. Bédy is wasted but still clever. Hugé arrives
with his dog. A glass door behind him. He was late by 20 minutes;
we were already in for it. Body in the opposite end of the room.
They just hated each other. Bédy notices Hugé and the dog.

He grabs the liquor glass next to him and throws it full blast towards
the door. Hugé steps aside, the glass breaks, poor dog starts bark-
ing. So, this might illustrate the kind of tension I'm talking about.
Vince Zalan:

- In the end it was not life threatening. Gabor Bddy, for example,
published a paper called “The Journeys of Young Hungarian Film" in
Valosag, which was a quite good literary magazine.
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doar pe esential, a pus totul deoparte. In caltate de comportament, asta poate parea
prea putin simpatic pentru multi, caci se simte Tn asta un fel de ambitie n sens nega-
tiv, un arivism poate, o trecere peste tot si toate. Pina si faptul cd am spus ca aidi,
in judetul cutare, vom face treaba asta, orice ar fi, ne vom ocupa doar de asta. Ceea
ce apdrea ca un fel de bolsevism, de parvenitism, ca am fi nu stiu cum, unii care
,bagd“ din rasputeri. Nu puteau spune ca am fi carieristi, cici nu se putea face nicio
cariera cu asta. Dacd s-ar fi putut nsd, atundci ar fi zis cd sintem carieristi.

Vince Zalan:

— A existat Tn interiorul Studioului Béla Baldzs o opozitie destul de puternica intre
cei care faceau film experimental si cei care faceau film documentar. Figura cen-
trald a experimentalistilor era Gabor Body, iar cea a documentaristilor Istvan Dar-
day. In mod lapidar, as putea spune ci asta tinea de capitolul ,impirtirea banilor".
In realitate, toati lumea lupta, in mod firesc, pentru filmele sale preferate. Ceea
ce e valabil pentru toatd lumea si e perfect legitim. fnsa bugetul era fix, de unde
au iesit o gramada de lupte si certuri; am participat la sedinte in care zburau efec-
tiv paharele.

Gyula Kozak:

— Sedintd Béla Balazs la Asociatia de Film. Politizam o gramada, ne certam. Bédy
era beat turtd. Era destept si atunci. Hugo a aparut cu diinele lui. Sala avea o usa
de sticld facuta din bucati mai mici. Afntirziat douazeci de minute, am nceput deja
toatd tardsenia. Bédy in capatul celdlalt al incaperii. Se urau. il vede pe Hugd cum
intra cu ciinele, ridica paharul de tuica si l arunca in usa de sticld cu toatd puterea.
Usa se sparge, saracul ciine incepe sa latre. Asta arata destul de bine tensiunea cu
care se petreceau lucrurile.

Vince Zalan:

—Tn cele din urmi a iesit la iveald ci n-a fost niciun pericol. Gabor Bddy, de pilda,
a scris un studiu cu titlul ,Aventurile filmului tinar maghiar”. Materialul a fost chiar
publicat n revista Valdsdg, care era o revista excelenta.

Insert: Gabor Bédy, ,Aventurile filmului tindr maghiar®, Valésdg, 1976. Lectura:
— Prin Serialul pe teme din sfera educatiei, documentarismul a facut pasul prin care
a depasit initiativa individuald si a reprezentat o noua conceptie despre functiile socia-
le ale filmului. Seria consta in cinci filme de aproximativ o ora si jumatate fiecare
si este rezultatul a doi ani de munca a unei echipe de realizatori. Personajul prin-
cipal al flmelor care alterneaza genul reportajului si al cine-veriteului este o fami-
lie din provincie ai carei membri, cu exceptia unuia singur, sint pedagogi. Cind
urmareste viata lor de familie si activitatea lor pedagogica, filmul se concentreaza
pe aspectele legate de conceptia despre lume. Realizatorii apeleazd adesea la mij-
loacele confruntdrii, In asa fel incit ,personajele” sint puse sd revadd propriile
declaratii anterioare. Metodologic, filmul, care, de altfel, nu si-a atins o formd per-
fect clarificatd, isi primeste noutatea din acest mod de a implica ,personajele“si din
tot ce provine de aici, de pilda, largirea dimensiunii temporale. Dincolo de reali-
zare, echipa care a produs filmul a participat si la distributia acestuia. Ei au reusit
sd obtina ca, dincolo de publicul obisnuit si ingust al filmelor documentare, seria
sd poatd fi vazutd si dezbdtutd, de asemenea, de cei implicati in educatie, in pri-
mul rind de pedagogii nsisi. Filmul a facut posibile dezbateri despre sfera educatiei
maghiare, de multa vreme asociata cu reforme, dar avind nevoie in continuare de
o reformd, iar prin asta s-a ndscut conceptia distributiei sociale si a documentaru-
lui dirijat.

Este vorba de o conceptie despre film extrem de cerebrald, gindita sub toate aspec-
tele si marxistd, legindu-se ideatic de curentul sovietic al kinopoezd din anii 1920,
dar pe un sol social evident cu totul diferit.
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Insert: Gabor Bédy, “The Journeys of Young Hungarian Film”,
Valosag ('Reality’), 1976:

Narration:

- With the Film Series on Education, documentary film reached a
higher plane in assuming a new social function. It consists of five
feature-length films, the result of a two-year long working process
of a group of filmmakers. The main subject in this cinema verité
reportage is a family from the countryside in which every member
except one is a teacher. While following their family life and peda-
gogical activity, the films concentrate on the ideological aspects.
The authors take advantage of the means of confrontation, the sub-
jects are often confronted with their own earlier statements.
Methodologically, these moments of feedback and the temporal
dimension they bring about constitute the originality of this other-
wise not fully cleared-out movie. The group has also participated in
the distribution of the series. They have succeeded in reaching out
to audiences directly involved in education, first of all the teachers,
beyond the usual narrow circle interested in documentaries. The
films keep on generating discussions about the reforms concerning
public education all around the country. Thus the idea of social dis-
tribution and guided documentary was embodied.

This is a radical Marxist concept, theoretically linked to the Soviet
kinopoezd of the 20s, albeit rooted in a totally different social ground.
Vince Zalan:

- For Darday, one could not make a greater compliment than this
sentence by Bddy.

Janos Palotai:

- They wanted a new, second distribution when it became clear, in
the early 70s, that the official publicity is not really public. So, they
felt the need of a second public sphere where one could articulate
that the ideological bases of the system were just dysfunctional. The
system thought itself superior to capitalism in three domains: educa-
tion, housing and health care, as these were free to everyone. Then
again, the Film Series on Education questions it, the film Family Nest
questions the housing situation...

Insert: Family Nest, dir. Béla Tarr, 1977

- I hope they leave me in, if not... I hope a lot...

Janos Palotai:

- And such things made the people in the audience ask themselves,
“Are we really the ruling class, the proletariat?”

Ibolya Fekete:

- What was this whole attitude? I would say, it was being outside
the system, mostly as far as Darday’s position in the film industry is
concerned. The engine was his deep, inherent nonconformism in
which Gydrgyi was his true and consistent partner. Now, that's an
outrageous thing, nonconformism, then as much as today. The basis
of it is that we don't consider things within their usual albeit not so
attractive regime but try to assume them differently and see what
happens then? Their whole professional activity was based on this
nonconformism. From that point of view, the two of them have been
very consistent throughout the years. Film people hardly tolerated
it, as in the end they challenged the way films were being made and
used. And the scene just didn't want this, it just couldn’t sustain it.
They remained outsiders, always fighting to stay alive, so when,

in the end, they created their own film studio, the film industry was
shocked and reluctant. It was a bitter fight all along. Their noncon-
formism is best represented by the films the studio produced.
Istvan Darday:

- The apparatus declared it impossible to build new networks. But
this was contradicted by the fact that we did create a new film stu-
dio, the Tarsulas (Partnership). It lent us a new momentum that
some things were still possible, even if no one in the film industry
could imagine a fifth film studio. Then, it got eliminated under dou-
ble pressure, because the film industry was against it as much as
high politics. Well, then, in Bédy's The Dog’s Night Song there was
the scene with the police superintendent and the general of the

Vince Zalan:

— Lui Darday nu i-a trebuit o lauda mai mare. Nimeni nu l-ar fi putut lduda mai bine
decit aceastd propozitie a lui Gabor Body.

Janos Palotai:

— Cum voiau sa inventeze o alta forma de distributie, caci, asa cum a reiesit, carac-
terul public oficial nu era cu adevarat public, iar asta a devenit evident spre ince-
putul anilor 1970, au simtit deci nevoia unui alt caracter public, unde se putea formula
adevarul cd toate bazele ideologice pe care s-a construit sistemul nu functionau
sau, daca preferati, aratd exact opusul [a ce este]. Cu alte cuvinte, acel sistem se
considera de rang mai Tnalt decit capitalismul in trei privinte: educatia, chestiunea
locuintelor si sistemul de sanatate, deoarece acestea erau gratuite. Serialul pe te-
me din sfera educatiei pune lucrurile sub semnul intrebdrii in ce priveste educatia,
Focarul familial [Csaladi tlizfészek] pune sub semnul intrebarii locuirea...

Insert: Focar familial, regia Béla Tarr, 1977

— Sper ca md lasd sa ramin acolo... tare sper...

Janos Palotai:

— Toate astea i-au pus pe ginduri pe camenii aceia; cum ca noi am fi clasa domi-
nantd, sa zicem, proletarul?

Ibolya Fekete:

— Dacd as vrea sa pun cu adevdrat in cuvinte ce a fost aceastd intreagd atitudine,
as spune mai degraba cd a fost ceva in afara sistemului, mai ales dacd ma uit la pozitio-
narea in cadrul breslei cineastilor si al lumii filmului. lar arcul care a facut totul sa
functioneze a fost nonconformismul instinctiv, profund, fundamental al lui Dérday,
in care Gyorgyi i-a fost un partener apropiat si consecvent pind la capat. Noncon-
formismul fti punea singele n miscare, si atunci ca si acum. Aceastd atitudine atft
de profund nonconformistd se baza pe faptul de a ne uita efectiv la ce este, la cum
aratd lucrurile daca ne uitam la ele nu potrivit ordinii lor de functionare obisnuite
si prea putin simpatice, ci dintr-o altd perspectiva. Toata activitatea lor se baza pe
acest tip de nonconformism. Si din acest punct de vedere trebuie sa spun ca ei
doi au fost foarte consecventi pina la capat, poate pind in ziua de azi. Breasla nu
prea suporta acest lucru, caci era chestionata in mod radical nu doar realizarea fil-
mului, ci si utilizarea acestuia. Ei s-au luptat mereu pentru a rdmfne in picioare pe
linie de partid, la fel cum au infiintat pind la urma Studioul Tarsulds, care aproape
cdi-afacut pe cei din breasla sd aiba atacuri de furie. Nu voiau sd accepte. S-a dat
o lupta teribild si pind la capat. Si cit de putin conformist era acest lucru e demons-
trat efectiv de filmele pe care le-a produs acest studio.

Istvan Darday:

— Reactia aparatului [de partid] a fost aceea cd e imposibil. Era nevoie de noi retele.
Acestui lucru i se opunea faptul cd am creat studioul nou-nout numit Tarsulat; de
altfel, asta a tulburat si in capetele noastre imaginea pind atunci clard. Asta ne-a dat
iardsi un bobirnac, in sensul cd am simtit ca totusi poate fi ficut ceva, cd s-a putut
face acest pas care parea de neimaginat pentru toatd breasla, si anume sa se nasca
al cincilea studio. Desfiintarea sa a avut loc sub o dubld presiune, breasla I-a blo-
cat la fel de mult ca si politica. Si cind, in Cintecul de noapte al clinelui [Kutya éji dala]
al lui Bédy, seful suprem al politiei si comandantul suprem al armate merg pe Dunadre,
precum si fn multe alte scene, au existat rapoarte extrem de serioase, nu atit pe
linie culturald, cft pe linie militard, intrebind: Ce dracu’ se intimpla aici? Politicii i-a
venit extrem de bine cd breasla a fost cea care s-a opus si a cerut desfiintarea. Asa
cd, In cele din urmd, politica a rdmas in rolul celui care ride la urma, spunind: Daca
trebuie desfiintat, 1l desfintdm si gata.
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army on the Danube, not to mention other “dangerous” scenes, so
we had very tough interrogations, not from the cultural government
but from the military, they wanted to know what the fuck was going
on with us... It was a lucky coincidence for the politicians that the
film associations kept on mumbling that the studio had to be shut
down. In the end, they were the third who profits, saying, “Oh, if
you say we have to shut it down, then we do shut it down.” And that
was it.

Part 2

Vince Zalan, film critic:

- To get somehow rid of our daily apathy — which is of course justi-
fied — and get ready to face something we usually don't, that is, our
human condition, we need some kind of inspiration. Films can pro-
vide that.

Sebestyén Kodolanyi:

- To what degree do people enjoy seeing their own problems on the
screen?

Vince Zalan:

— Well, it shouldn’t be obvious and revealing as we don’t want to be
exposed before the others, that's where more or less the line is
drawn. The French philosopher Roland Barthes said somewhere that
it's one thing to know our partner cheats on us, and another to see it
actually happening. But the point here is that the very way of mak-
ing the film changes when the author knows it will be socially
distributed. Surely we'll be talking more about the Film Series on
Education, which

I think — I hope the authors won't be offended — was not made for
artistic purposes. They didn‘t want to create a masterpiece of cine-
matography. What they wanted was fostering a kind of social aware-
ness. Therefore I think that social cognition is as important as the
cognition through art — which is also possible, isn't it?

Gy6rgyi Szalai, film director:

- Because then we still believed that you can change the conditions,
and that education and schooling are cardinal points where you
could try to intervene and induce a change.

Istvan Darday, film director:

When we had delimited our subject matter this way, a one year
preparation followed; we visited and organized film clubs in all the
teachers’ training colleges of the country.

Insert: Teacher Misses, dir. Janos Rézsa, 1971; Strokes Upon
Request, dir. Janos Rozsa, 1972

Gydrgyi Szalai:

— At that time, we already had parts of the Letters to the Congress
plus our student films made back in the Film Academy. What's
more, we also had films on the subject of education.
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Partea a doua

Vince Zalan, critic de film:

— Pentru a iesi cumva din amorteala cotidiand, care isi are, bineinteles, cauzele sale,
si pentru a ne Intfini cu ceva cu care nu ne intilnim In mod obisnuit, si anume cu
conditia noastra omeneascd, e nevoie de ceva care sa ne inspire. Acest ceva poate
fi chiar filmul.

Sebestyén Kodolanyi:

—Tn ce misurd, la ce adincime le convine oamenilor si-si revads propriile probleme?
Vince Zalan:

— Pai, n asa fel incit sa nu fie evident si sa nu aiba un caracter de demascare n ce
i priveste. Mai ales nu in fata altora. Aproximativ aici e granita. Pentru a da un exem-
plu simplu: existd un filosof francez, Roland Barthes, care intr-o cdrtulie spunea ca
e un lucru sd stii cd esti inselat de partenerul tau, dar altceva sa vezi asta. Oricum,
esentialul e ca realizarea, crearea filmului se schimba daca stim ca el e menit dis-
tributiei sociale. Vom mai vorbi, probabil, despre Serialul pe teme din sfera educatiei,
care, cred, si poate autorii nu se vor simti jigniti, n-a fost realizat cu un scop artis-
tic. N-a fost vorba de a crea o capodopera pentru marele ecran, ciau vrut sa ser-
veascd un fel de autocunoastere sociald. Aceastd forma de cunoastere sociald este,
dupd mine, la fel de importanta precum cunoasterea ce are loc prin arta, caci si
asta e posibild, ba chiar atunci e cu adevarat buna o opera artistica, daca exista
cunoastere in ea.

Gyorgyi Szalai, regizor de film:

— Céci pe atunci mai credeam ca se pot schimba raporturile sociale si ca exista un
punct decisiv — educatia si scoala, in care o interventie si o schimbare pot fi riscate.
Istvan Ddrday, regizor de film:

— Si dind a existat deja terenul delimitat, momentul cind stiam ca ne vom ocupa
de asta, si nu de altceva, atunci a urmat o pregatire de un an, partial teoretica. Am
mers la facultdti de pedagogie si am organizat cluburi de film n fiecare dintre ele,
proiectind fime.

Insert: Domnisoarele invdtdtoare, regia Janos Rdzsa, 1971; Loviturd cu bdtul la ce-
rere, regia Janos Rézsa, 1972

Gyorgyi Szalai:

— Aveam deja pe atunci Scrisorile pentru congres, precum si filme studentesti. I plus,
existau si filme pe teme pedagogice.

Insert: Cei de pe strada Kertész, regia Sandor Mihalyfy, 1972

— Acum 1l voi ruga pe Robi si un voluntar, multumesc, sa fie amabili si sd adune...
O dlipa, o clipa, oameni buni! Pdi, dacd asta e comic, atunci asteptati pind ies sa adun
chistoacele si chibriturile aruncate in fata usi.

Trebuie facut un ambient n care sa se simta bine, in care sa constientizeze carac-
terul lor omenesc, unde simt ca se ridica si, din acest motiv, se naste o atractie sau
am pierdut bdtdlia. Pai, un anumit procent poate fi convins in mod administrativ,
dar atunci am pierdut batalia. Asa ca am pornit de aici si asta ne-a obligat, cdci Tnca
n-am raspuns la intrebare, asta ne-a obligat la democratie, s-o numim asa pe scurt,
caci nu era doar democratie pur si simplu. Cealaltd intrebare care, acutizatd, s-ar
putea formula in felul urmator este daca modelul care exista propriu-zis in scoli este
adecvat sau nu modelului social. Elevii de azi nu vor vedea la fabrica sau la locul
de muncad lucrurile despre care sint invatati: nu cream oare fatd de ei niste asteptari
de care ne facem vinovati?

— E mereu extrem de enervant; pind cind pot sa ma duca de nas?

Insert: proiectarea filmului Cei de pe strada Kertész unor elevi de clasa a opta
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Insert: Those from Kertész Street, dir. Sandor Mihalyfy, 1972

- I'd ask Robi and another volunteer to go and pick the ciga...
(laugh) Wait a minute, people! In case this is funny then you'll have
to wait until I collect those cigarette butts and matchsticks myself.
Either you create a milieu in which they are comfortable and realize
their humanity, where they feel improving and so they're affected,
or the battle is lost. I mean, administratively, we might win some
battles but the war is lost. So that was our starting point and that
forced us to introduce democracy — I call it so even if it's not your
usual democracy. The other issue, if I want to polarize, is the model
that exists in our school does not fit with the social model. These
kids will find other conditions in the factories, in their workplaces.
And so I ask myself, aren’t we guilty in producing too great expecta-
tions in them?

My naivety totally pisses me off. Just how long will they lead me by
the nose?

Insert of text: screening of Those from Kertész Street to 8th grade
students

- In the 7th grade the kids are saying, “Why, that’s not stealing”.
They don't even feel the weight of it. As to me, I'm against the
Leaders Council making the decision. I mean, the kids should not
feel it was the LC's decision but instead we should decide about the
punishment ourselves.

- I'd say, a decision should be made by us and another one by the
LC.

- I'm just afraid the class leaders aren't in control this year; they
don’'t measure up to their task.

- Right.

- For example, what's the situation in your class, Janos?

- Well, the leader himself is involved in the case. That's the
situation.

— Is there any hope to get it through with the fifth level?

- Well...

Teacher 1 (Péter Pintér):

- Let’s look into some of the issues the film proposed, but surely
everyone has different scenes in mind. Think which one was interest-
ing for you. Do you remember the one with the mother and the
daughter sitting in a narrow room with heads bowed, talking about
how little money they have?

Student 1:

- Yeah.

Teacher 1:

- Do things like that happen today, to people around us, here where
we live, in the two housing projects? Are there families, kids among
us who live in poor conditions?

Students:

- Yes, there are.

Teacher 1:

— Where else do they speak about money?

Students:

— At school.

Teacher 1:

— At school. In what context? Near the end of the film, a long scene
was about that something had disappeared from the factory.
Student 1:

- Telephones. Factory.

Teacher 1:

- Does anyone remember what exactly disappeared?

Student 1:

- Telephones.

Student 2:

— Boxes.

Teacher 1:

- Telephone parts. They called these parts diode. Does this have to
do with money? Why on earth did they disappear?

Students:

— La nivelul clasei a saptea, copii intreaba: De ce?; nu e niciun fel de furt. Cu alte
cuvinte, ei nu-i simt inca greutatea. Eu, de pildd, sint Tmpotriva faptului sa existe o
decizie a comitetului de comandanti, adica sa le inoculdm copiilor ca deciziile sint
luate de comitet; noi sintem cei care ludm decizia, asta e pedeapsa.

— Cred cd si noi trebuie sa luam o decizie, dar si comitetul sd ia o decizie.

— Mie mi-e teama doar ca nu vom putea influenta suficient diversele clase, garzile
de comandanti din anul acesta nu mi se par capabile s-o faca.

— Da.

— De pildd, Janos, cum stau lucrurile la tine in clasa?

— Pai, tocmai comandantul e implicat in treaba asta. Asta e situatia.

— Existd oare sperante ca totul va merge bine cu clasele de a cincea si a sasea?
—Pai...

Profesor | (Péter Pintér):

— 53 ne uitdm la citeva probleme pe care filmul le-a inregistrat; dar probabil ca fiecaru-
ia i vine in minte acum o altd scend. Gindeste-te la ce-a fost interesant pentru tine.
Tineti minte cind, Tntr-o cdmarutd, statea o mama si, cu capul plecat, o fata care
vorbeste despre cit de putini sint banii?

Elev I:

— Da.

Profesor |:

— Existd lucruri aseminitoare in zlele noastre? In cazul unor oameni ce traiesc in
jurul nostru? Chiar aici, in cele doua cartiere Tn care trdim, locuim? Exista si prin-
tre noi familii, copii care trdiesc in conditii materiale mai aspre?

Elevi:

— Da, exista.

Profesor |:

— Si unde a mai fost vorba de bani?

Elevi:

— La scoala.

Profesor 1:

— La scoala. In legitura cu ce? Spre sfirsitul flmului o intreaga suitd de scene s-a ocu-
pat de faptul ca a disparut ceva din fabricd.

Elev I:

— Telefonul.

Profesor 1:

— Cine Tsi aduce aminte exact ce a disparut, ce au disparut?

Elev I:

— Telefoanele.

Profesor |:

— Piese de schimb pentru telefoane. Niste diode pentru telefoanele de atunci. Au
ele legdtura cu banii? De ce au disparut?

Elevi:

— Fiindcd le-au furat.

Profesor |:

— De ce le-au furat?

Elev I:

— Casd le vinda, sa faca bani.

Profesor 1:

— Sd le vinda. Existd asemenea lucruri si astazi?

Elevi:

—Da.

arhiva — distributia sociald: trecut si viitor (?)

- They got stolen.

Teacher 1:

- Why?

Student 1:

- So they can sell them for cash.

Teacher 1:

- To sell them. Does this happen nowadays?

Students:

- Yes it does.

Teacher 1:

- Have there been situations of this kind in our school? Or in the
summer camp, if you remember? Or in the general life situation of
today?

Students:

- Yes.

Teacher 2:

- Let me ask you a question: Is there any difference between that
case in '72 and when a schoolboy steals today? Are the motivations
different or the same?

Student 2:

- The same.

Teacher 2:

- And what is the motivation?

Student 1:

— Not the same!

Student 2:

- Why, both are...

Teacher 2:

— Why did they steal then and why does someone steal today?
Student 2:

- Why are we doing it?

Student 1:

- Why?

Teacher 2:

- So, we always say “for the money”, but let's look at this money
thing from another angle. Why does stealing aways happen?
Because there is some poverty, because you have a desire you can-
not fulfill. Now, money mediates that but let's put money aside. One
doesn't steal for money but to fulfill that desire. Isn't that our ambi-
tion, in everything we do? You can laugh afterwards. We act in order
to have our desires...

Students:

- ..fulfilled!

Teacher 2:

- ...fulfilled. We are always more affected by what we don't like.
What didn’t you like in the film?
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Profesor |:

— Au existat si la noi in scoald situatii cind ne puteam ntiini cu asemenea cazuri?
Sau ne mai amintim de tabdra de vard? Exista asemenea lucruri si in situatiile de
viatd de acum?

Elevi:

— Da.

Profesor 2:

— As dori sd pun si eu o intrebare. Exista o diferenta intre motivul furtului din 1972,
de ce au furat, si furtul comis de un elev din zilele noastre? Exista oare diferente
sau au ele acelasi motiv?

Elev 2:

— Acelasi.

Profesor 2:

— Si care e acest motiv?! De ce se furd astazi?

Elev I:

— Ca sd se faca bani.

Profesor 2:

— Asadar, vorbim de bani, dar hai sd incercam sa formulam asta un pic altfel. De
ce se ajunge la furt? Fiindca exista o sdrdcie, o dorinta pe care n-o poti indeplini.
Acum tot intervine banul, dar sa-I punem un pic deoparte. Nu se furd pentru bani,
sd zicem, i se furd pentru indeplinirea unei dorinte. Caci omul se straduieste mereu
sa-si satisfaca dorintele. De ce face el ceva, orice? Putem ride mai incolo. De ce
face el orice? Pentru a-si satisface dorintele.

Profesor 2:

— Omul e captivat mereu mai mult de ce nu-i place. Ce nu ti-a placut?

Elev 3:

— Totul.

Profesor |:

— Andrés, spui ca nimic nu ti-a placut. Ce ntelegi prin asta?

Elev 3 (Andras):

— Pai, filmul nu mi-a placut.

Profesor |:

— Dar daci filmul a semanat foarte tare cu ceea ce trdim si noi, acum, in 2013, la
Mésztelep, cartierul 67 Majoritatea a spus asta, nu tu ai spus, de aceea te intreb
pe tine. Dacd nu ti-a placut filmul, dar el seamana cu ce traim, atunci nici asta nu-
ti place?

Elev 3:

—Pai...

Profesor |:

— Pune atunci, te rog, n cuvinte ce nu-ti place tie in toate astea. Sint curios ce zice
Andrés; sa-l ascuttam.

Elev 3:

— Dar eu nu vreaul!

Profesor |:

— Nu vrei, tu multe nu vrei, dar asteptdri ai o gramada. Sint si oameni din dstia i
film, am vazut, au fost copii care nu doar ca ar fi vrut multe, dar si-ar fi dorit multe,
sa aibd si ei, s li se indeplineasca dorinta.

Gyorgyi Szalai:

— Cu asta am bdtut tara in lung si-n lat. Si, in mod propriu-zis, acestea era deja pro-
iectii in cadrul distributiei sociale, caci aceste filme care nu puteau fi prezentate la
cinematograf au ajuns in cele din urma la publicul lor tinta si fn primul rind la el.
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Student 3:

— The whole.

Teacher 1:

— Andrés, what do you mean by saying, “the whole"?

Student 3 (Andrés):

- I didn't like the whole film.

Teacher 1:

- I see. But if this film is very similar to our life, here and now, in the
housing project no. 6, in 2013 - the way most of you were saying —
then if you say you didn't like the film it also means you don't like
this life. Is it so?

Student 3:

- Well...

Teacher 1:

— Could you articulate what you don't like in this whole thing today?
I'd be curious to hear what's in Andras’ mind, let’s listen to him.
Student 3:

- I don't want it, I dont want it!

Teacher 1:

- You don't want a lot of things, but you do expect a lot. Also in the
film, there were kids like you who didn‘t want to deal with a lot of
things but wanted to own things instead, wanted their desires
fulfilled.

Gydrgyi Szalai:

- And then we toured the whole country with this program. This was
practically social distribution at work already as these films, banned
in the cinema, eventually reached their audience - first of all their
target audience.

Istvan Darday:

- We got a deep insight into this whole world as to what kind of
knowledge and approach future teachers are given in teachers’
training colleges; what do they transfer on to the kids in the schools;
where are the distortions, falsifications, historical and otherwise,
that dominate the whole system.

Insert: Film Series on Education II. — She Will Be the Sixth Teacher in
the Family, dir. Istvan Darday, Laszlé Mihalyfy, Gyorgyi Szalai, Laszlo
Vitézy, Pal Wilt

Gydrgyi Szalai:

- In the end, this was field preparation for the Film Series on Educa-
tion.

Istvan Darday:

— We were looking for subjects for the documentary. We divided the
field between the five of us and decided then that these wouldn't be
five films by five directors but a film series co-directed by the five of
us.

Gydrgyi Szalai:

- We worked out some methods and one was confrontation. We had
the idea that the footage would be projected onto translucent paper
while the subject was sitting there, and so one could see the two
pictures at the same time. That is, you could see the subject’s reac-
tion as well as the footage s/he was confronted with. More indirect-
ly, already the way we focused on public education by focusing on a
family was confrontation.

Vince Zalan:

- They found a family with five teachers. That meant that within a
single family the whole structure of education could be analyzed
from grade school up to college. It was a great opportunity to
demonstrate the social structure of this thing.

Istvan Darday:

- Our friendship developed, we got close to each other. Indeed,
they disclosed themselves so genuinely that even caused little
conflicts time to time as this kind of intimacy and sincerity, when
performed publicly, is never without frictions.

Gy6rgyi Szalai:

- We filmed a monologue of the mother. By then - it had been a
long time — we felt like at home, they fully accepted us. And then

Istvan Darday:

— Am primit o imagine foarte percutantd, profunda despre toatd aceasta lume; am
aflat care e cunoasterea sau perspectiva care e transmisa viitorilor pedagogi la facul-
tate, ce li se transmite copiilor la scoald. Am aflat unde sint acele distorsiuni, falsi-
ficarile istoriei si de altd naturd care domina intregul sistem.

Insert: Serial pe teme din sfera educatiei Il. — Ea va fi al saselea pedagog al familiei,
regia Istvan Darday, LaszIlé Mihalyfy, Gyorgyi Szalai, LaszI Vitézy, Pal Wilt
Gyorgyi Szalai:

— Asta a fost, propriu-zis, pregdtirea Serialului pe teme din sfera educatiei.

Istvan Dérday:

— Am cdutat cine ar putea fi personajele filmului. Am Tmpartit terenul; eram cinci.
Atunci s-a decis cd nu va fi vorba de cinci flme a cinci regizori diferiti, ci vom regi-
za fiecare episod Tmpreund, toti cinci.

Gyorgyi Szalai:

—Ne-am gindit la diverse metode, si una dintre ele a fost confruntarea. Una a fost
confruntarea directa, pe care a ghicit-o Feri Pap, cind proiectasem filmul pe hirtie
de calc, iar subiectul stitea acolo, lingd ea, asa cd puteam vedea cele doua imagini
deodata. Deci si lucrul cu care se confrunta, si felul in care reactiona. Dar au exis-
tat si alte tipuri de confruntari. De pilda, chiar si Serialul pe teme din sfera educatiei.
Noi ne-am concentrat pe educatie, iar in interiorul acesteia pe o familie din pro-
vincie.

Vince Zalan:

— Au gasit o familie In care erau cinci pedagogi. lar asta a Tnsemnat ca, in aceeasi
familie, puteam analiza intreaga structura a educatiei, de la scoala generala la uni-
versitate. Ceea ce ne interesa era sa identificam structura sociald a unei chestiuni.
Istvan Dérday:

— S-a legat o prietenie tot mai bund, un raport tot mai strins si, in cele din urmd,
ei ni s-au destanuit intr-un mod foarte sincer, ceea ce, ocazional, ducea la mici con-
flicte, cdci sinceritatea nu e niciodata fara probleme pentru sfera publica.
Gyorgyi Szalai:

— Am facut un monolog cu mama. fi frecventam deja de multa vreme, mergeam
deja aproape ca acasd; ne-au acceptat cu totul. Ea ne-a spus toate nemultumirile
ei. Cele legate de profesie, sianume cd n-a reusit niciodata sa se evidentieze, apoi
cele legate de sot.

Insert: Serial pe teme din sfera educatiei . — Pentru o educatie socidlistd, regia Istvan
Dérday, Laszlé Mihalyfy, Gyérgyi Szalai, LaszIo Vitézy, Pal Wilt

— Spun asta doar caintre prieteni. Uitati, nu vreau, asta nu, asta nu. Se supdra sotul
meu. Am avut si asa o viatd deja destul de grea, asa ca ma gindesc bine la ce sd
zic. Eu as vrea doar pace si calm. Sint deja distrusa. N-am fost asa cum ma vedeti.
Pe mine viata m-a facut s fiu cum sint. Eu n-am presupus nimic rau despre nimic
niciodata. M-am uitat mereu la ce-a fost mai bun in cameni, iar acum... omul se
tot nsald.

Gyorgyi Szalai:

— Si atundi ar fi fost vorba sa organizam o confruntare. A fost un meci foarte serios.
Insert: Serial pe teme din sfera educatiei I. — Pentru o educatie socialistd, regia Istvan
Darday, Laszlo Mihalyfy, Gydrgyi Szalai, LaszIé Vitézy, Pal Wilt

— De ce afost o problema cu Tibor si cu Agnes? Pai, de asta a fost. Cei cinci copii
au fost lasati de capul lor. Eu am stat saptamini ntregi, cfteodata luni intregi la spi-
tal, iar barbatul meu era la Eger, ca sa poata decide in sfirsit unde apartine. Asta e.
Asta vreti sd Tnregistrati? Asta nu poate fi inregistrat. Vom ajunge iar ca sotul meu
imi spune: Adio. Dar eu il voiam pentru cei cinci copii, Tn pofida a toate, in pofida
tuturor dusmanilor; m-au facut in toate felurile; au zis ca-s nevrotica, doar pentru

arhiva — distributia sociald: trecut si viitor (?)

she shared with us all her grievances, about her career, about the
fact that she could never really get on, and about her husband...
Insert: Film Series on Education I. - For a Socialist Education, dir.
Istvan Darday, Laszlé Mihalyfy, Gy6rgyi Szalai, Laszlé Vitézy, Pal Wilt
- I'm only saying it between you and me, as friends, I don't want it...
Look, no, I don’t! My husband will get offended. And my life has
been hard enough to think twice before I speak out. I only want
peace and calm because I'm already ruined. I used to be different
from what I am now. Life made me so. I had never thought ill of oth-
ers, only found the good in everyone but now what comes my way is
just disappointments.

Gyorgyi Szalai:

- Then we were supposed to do the confrontation part. And that
was hard.

Insert: Film Series on Education I. - For a Socialist Education, dir.
Istvan Darday, Laszlé Mihalyfy, Gydrgyi Szalai, Laszld Vitézy, Pal Wilt
— Why did we have problems with Tibor and Agnes? That's why:
because these five children were left alone. I was for weeks, even
months, in the hospital while my husband stayed in Eger deciding
where he belongs... That's it! But that's what you want to record
with the microphone? This is not something to be recorded. Then
we'll get to the point that my husband will again say goodbye!
There were the five kids and I had many enemies; they called me
hysterical, they called me everything just because I was consistent
and, as I had a job myself, I demanded my husband to help me with
the kids. And the others made fun of him. They turned him against
me. They wanted to deprave him and took him out to drink all over
the place.

Gyorgyi Szalai:

But the mother gave her consent and then the father could watch the
monologue. Afterwards, the question arose whether they'd let us put
it in the film. Basically, it was at this point that the docufiction idea
came about. Because then we understood there were two limits you
cannot cross. One was the official party line where we went as far as
was possible but soon hit the wall. The other limit is the privacy of
the subjects. This case here was delicate enough but the couple was
just fantastic. They said they reckoned the film helped the cause of
the teachers, which is their cause, too, so they consented.

Vince Zalan:

Here I'd stop and bring up John Grierson’s name and his English
documentary school whose original inspiration came from the Amer-
ican journalist Walter Lippmann.

The point is that they, Grierson and Lippmann, thought that such
films were supposed to provide the citizens with information
required for a democratic behavior, and also to train them in such
behavior.
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ca eram consecventa si i-am cerut imperios sotului ca, dacd eu lucrez sifi cresc
pe cei cinci copil, atunci sa ma ajute si el. Ceilalti rideau de el. Si-lintorceau impo-
triva mea. Ceilalti au vrut sa faca din el un betiv, 1l duceau la dirciumd, incoace si
incolo.

Gyorgyi Szalai:

—In cele din urm3, mama si-a dat acordul, iar tatil a putut vedea monologul. Atunci
i-am Tntrebat daca ne dau voie sd ldsam asta in film. Acesta a fost momentul in care
aTnceput filmul artistic documentar. Céci in legdturd cu educatia a devenit evident
ca exista doud granite peste care nu se poate trece. Prima era linia oficiald de par-
tid, acolo am mers pind unde am putut merge, dar de la un punct incolo, portile
s-au nchis. Cealalta granitd a fost viata privatd a oamenilor, care era un lucru foar-
te delicat, legat de perechea de soti, dar ei au fost fantastici, findcd au spus ca isi
dau seama cd filmul este in interesul pedagogilor si, totodata deci, in propriul lor
interes, asa cd au acceptat sd-si asume responsabilitatea.

Vince Zalan:

— Aici m-as opri pentru o clipd si as reaminti scoala documentarista engleza a ui
John Grierson, a carei inspiratie initiald a fost reprezentata de publicistul american
Walter Lippmann. In fine, esentialul este ci si ei au crezut, chiar cu aceasti origi-
ne americand, ca aceste filme trebuie facute pentru a furniza cetatenilor informatia
necesara pentru un comportament democratic si, eventual, chiar cu tehnologia prin
care sd si-l pund in evidenta.

Insert: De ce e nevoie pentru distributia filmului?

Siaici vine cea de a treia parte — dezbaterea. Se oferd o ocazie pentru practica-
rea ei. Caci asa ceva se poate obtine doar in practica, si nu prin teorie, nu-i asa?
Doar daca existd alti oameni care stau fata in fatd cu tine si care fti spun ceva, iar
tu nu esti de acord si Tncerci sa argumentezi opusul, sau invers. Bdtdlia trebuie fnsa
datd pentru a ajunge la un acord sau la altceva, iar pentru asta e nevoie de aptitu-
dini. Intiinirea dintre public si film este un lucru planificat, este ceva creat in mod
constient.

Initial am avut o Incercare n acest sens n sectorul opt din capitald, in toate scoli-
le din cartier, mai precis. N-a fost simplu de organizat, autorizatii, disponibilitatea
pedagogilor, apoi ce se intimpla la fata locului etc. Trebuie sa marturisesc ca ade-
sea ne-am trezit Tn situatii foarte dificile sau, mai degrabd, m-am trezit, mai bine
sa vorbesc la singular. Céci pedagogii trebuiau sa-si spund pasurile in aceasta
situatie creatd de film. Dar atunci au simtit mereu ca, daca ar spune ceva, asta s-ar
putea intoarce Tmpotriva lor — si aveau probabil dreptate. De aceea, trebuia lucrat
cu ei cu foarte multd empatie n asa fel incit adevarul sa fie rostit, cumva oblic, dar
ei sd nu poatd fi trasi la rdspundere, caci noi, cineastii, plecam pur si simplu. Dar
ei ramfneau.

Insert: Serial pe teme din sfera educatiei |. — Pentru o educatie socialistd, regia Istvan
Dérday, Laszlé Mihalyfy, Gydrgyi Szalai, LaszIo Vitézy, Pal Wilt

— La scoala numdrul trei nu o data mi s-a spus, cind incercam sa vorbesc mai sin-
cer decit trebuia, cind spuneam intr-adevdr ceea ce simteam, cind spuneam ceea
ce cerea simtul meu al adevdrului, nu o data mi s-a spus, intre patru ochi, Vezi,
ai grijd, ai dreptate, dar la ce bun? Gindeste-te bine la ce zici, asta nu Tt ajutd cu
nimic. Ai cinci copii, gindeste-te la astal” Pdi, asta era, instinctul care exista n fie-
care s-a dublat deci cu aceasta precautie, cu aceasta teama de a spune adevarul
si pind si eu ma gindesc mai nou foarte bine la ce sa spun. Exista si in mine o oare-
care precautie.

Gyula Kozak, sociolog:

— La primul episod, s-au dus doud treimi din public. La al doilea episod, o treime.
La al treilea, abia dacd a mai plecat cineva. La cel de al cincilea, despre care le-am
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Insert of text: What is needed for film distribution?

Then the third thing comes in: discussion. Citizens are offered an
occasion of practicing it. For this skill comes with the practice, not
with the theory, doesn't it? Someone in front of you makes a state-
ment, you disagree and contradict or the other way round. In order
to fight this battle of agreement-disagreement, you need skills.

The audience’s meeting with the film is a consciously planned situa-
tion.

We made our first experiment in the 8th district of Budapest, involv-
ing every school of the district. It wasn't easy to organize it; you
needed permissions, the willingness of the teachers, then to plan
what will happen, etcetera. Sincerely, we... I'd rather say, I often
ended up in difficult situations. Thing was that the teachers were
supposed to speak their minds, inspired by the film. But they were
afraid, with a reason, that if they said something, it might harm
them. So we had to be very sensitive about the whole thing. We
wanted them to tell the truth but didn't want them to take the
blame... because we, the crew, will move on. But they'll stay.

Insert: Film Series on Education I. - For a Socialist Education, dir.
Istvan Darday, Laszlé Mihalyfy, Gyorgyi Szalai, Laszlo Vitézy, Pal Wilt
- In the school, whenever I'd been more direct than appropriate
and set my sense of justice free, so to speak, I was often told
privately, “Hey, you're right but what is this good for? Think twice
before you speak your mind. You have five children, think of them
This inherent life instinct that's inside all of us developed such cau-
tion in people, this fear of telling the truth. Sure enough, I've also
learned to think before I speak and I'm more careful nowadays.
Gyula Kozék, sociologist:

- Two thirds of the audience walked out of the first part. One third
walked out of part 2. Of part 3, almost no-one. With part 5, when we
announced that we would discuss the five parts together, the room
was packed; even those came who for some other duty couldn't see
some of the parts. This film got them irritated psychologically.

And we were never talking about the films. Well, in the first 15 min-
utes we did, then this whirl of complaint unleashed and local teach-
ers, parents started to poor their hearts out about their lives under
that regime. The films only gave them a little kick. They realized
speech here was free, and the guy on the stage was surely not a
policeman as he kept saying incredible things himself.

Istvan Darday:

- I 'think social distribution would be more topical today than at that
time. To organize it would be very simple, almost a one-person task.
But the same technical advantage will bring about a problem: it's
more difficult to be personal. It's possible technically or virtually,
but the real-time presence is indispensable.

Laszl6 Vitézy, filmdirector:

- You can't do it today; wouldn't make sense, either. With the
regime change, a legitimate parliament and democratic organiza-
tions were established. You can be critical with the regime change,
whether it was real or not, but the multiparty system and the institu-
tional system are there. And from that point on, politics, as in politi-
cal films, is necessarily partisan politics because by today parties
and politicians took the role we had then. Back in time, the political
system wasn't pluralist and culture had to work against it. Today, art
and culture should rather work on recuperating the wasted time.
That theme would almost be worth of social distribution but as I see,
only one TV-channel lives on getting rid of the cultural rubbish of
the last 25 years and trying to find some kind of new value system.
Gy6rgyi Szalai:

- The first step could be to focus on history, that's there for
everyone to see. It might be also an interesting experiment to show
the film to a school staff today and see what kind of conclusions they
will draw from it. They'll maybe realize their situation is not that
bad. Or it's the same bad. Only hell knows. I haven't thought of that
but it could be interesting. You could do it, in the framework of this
film!

G

spus ca o sa dezbatem lucrurile impreund, atirnau si de candelabre. Au venit pina
si cei care, dintr-o obligatie familiald sau vreun alt motiv, n-au apucat sa vada cele-
lalte episoade. A fost deci un iritant psihologic cu care am reusit sa-i convingem
pe oameni sd se uite la film. Si n-a fost vorba niciodata de film. I primul sfert de
ceas discutam Tntr-adevar despre film, cel putin asa a fost cu Serialul..., dar dupa
aceea Incepea potopul de plingeri, despre cum Tsi duceau viata ei — ca localnici,
ca pedagogi, ca parinti, ca cameni ai acelui sistem. Filmul acesta n-a facut decit sa
dea un mic bobirmac, un mic efect de tipul ,acum se poate vorbi despre asta“. Eram
noi, tipii dia de pe scend, si era clar ca nu veneam din partea politiei secrete, pen-
tru ca noi nsine spuneam lucruri uluitoare.

Istvan Darday:

—Mie mi se pare ca astdzi toatd aceasta distributie sociala e mai actuala decit a fost
pe vremuri. Partea de organizare a devenit extrem de simpld astdzi, aproape cd
poate fi rezolvata de o singurd persoana. Acest avantaj tehnic produce nsd si 0 noua
dificultate, si anume aceea ca problema vietii private devine astfel si mai compli-
catd. In pofida faptului cd se poate rezolva acest caracter personal, cea mai mare
parte a problemei poate fi rezolvata totusi doar virtual, iar raportul personal e abso-
lut necesar.

LaszI6 Vitézy, regizor de film:

— Astdzi nu s-ar putea face distributie sociald si nici n-ar avea sens. Caci odatd cu
schimbarea regimului anterior s-a creat un parlament credibil; organele democra-
tice au aparut efectiv. Se pot formula critici in legatura cu schimbarea regimului, ca
afost, cd n-a fost, dar exista un sistem pluripartinic si exista un sistem institutional.
Din acest moment, film politic se poate face doar in functie de pozitii de partid,
cdci partidele si politicienii au preluat rolul care ne revenea odinioard noud. Caci
politica de atunci n-a fost pluralista. Cultura trebuia sa functioneze impotriva sa. Azi
asa ceva nu mai are niciun sens, sarcina artei si a culturii ar fi repunerea in fitini a
timpului pierdut. Aproape ca ar merita o distributie sociald, dar vad deja cum un
intreg canal de televiziune trdieste din faptul de a incepe sa iasa din mizeria cultu-
rald a ultimilor douazeci si cinci de ani si sa gdseasca un sistem de valori.

Gyorgyi Szalai:

— Ne-am putea concentra ntr-o primd faza pe istorie, caci e o tema care aproa-
pe ca se recomanda singurd. Ar fi interesant, ar fi un experiment interesant dacad
am proiecta astdzi acest film pentru un grup de pedagogi ca sa vedem cum il comen-
teazd. Poate ca si-ar da seama ca nici nu e asa de rau. Sau poate ca si-ar da seama
cd e lafel de rau, cine stie? Oricum, nu m-am gindit la asta, ar putea fi un experi-
ment interesant. Ai putea fncerca in cadrul filmului acestuia.

Insert: Proiectia Serialului pe teme din sfera educatiei pentru personalul scolii gene-
rale de pe strada Flzes din Tatabanya

Profesor | (Péter Pintér):

— Majoritatea dintre voi v-ati intfinit imediat dupad facultate cu filmele reprezenta-
te de a doua generatie a Studioului Béla Balazs, Dérday, Vitézy. La ce s-au anga-
jat ei la inceputul anilor 19707

Profesor 2:

— Eu cred cd am vazut un model de parcurs profesional din anii 1970.

Profesor 3:

— Care e fard sperantd.

Profesor 2:

— Ce a rdmas (pentru prezent) din acel model de parcurs profesional in care traia
familia de pedagogi din provincie? Care sint asemdndrile si ce a rdmas identic? Ne
luptdm oare si noi, la rindul nostru, cu asemenea griji? Cum sintem noi?

arhiva — distributia sociald: trecut si viitor (?)

Insert: Screening of the Film Series on Education to the staff of the
Grade School in Fiizes Street, Tatabanya

Teacher 1 (Péter Pintér):

- Many of you might have seen — in the college or afterwards - films
made by the second generation of the Béla Balazs Studio, Darday,
Vitézy and others. What was their goal in the beginning of the 70s?
Teacher 2:

- I think we've seen one about a teacher’s career path from the 70s.
Teacher 3:

— Which was hopeless.

Teacher 2:

— What is still valid today of that kind of a career this man and his
wife had? What's similar, what's the same? Do we have similar wor-
ries? What are we like?

Teacher 1:

— Well, talk about career paths... Now, as our salaries changed a
couple of months ago, raised if you want, but our extra hours and
fill-ins are now included... We all know the situation, but can we get
by this way? I admit I can’t.

Teacher 3:

- My wife and I are both teachers so the situation we've seen in the
film is quite touching for me.

Teacher 1:

- Also, sorry, your daughters too...

Teacher 3:

Sure, that's how it is with us, somehow our kids choose to become
teachers. But here, too, we have a colleague whose mother is a
teacher, she’s sitting here with us. Who knows... We were asked,

at the time, why we hadn’t talk our girls out of it. We said it hadn't
occur to us to do so because we liked very much, and I think even
now we still like what we do.

Teacher 4:

- I'love my job - you know me. I've been doing it for 34 years but
when my son wanted to be a physical educator, I told him to think
twice. For a man to maintain a family, at that time, with that salary,
it wasn't easy. And it's no easier today for a teacher to settle down
and have, God forbid!, one or two children. So, my son, just think,

I said — and not because of the mentality but strictly because of the
money. Strictly because of the money, I must say. Don't do it
because if you are a physical educator, you'll need extra jobs, after-
school trainings and so on in order to maintain the family and you'll
never be home. Like with the family in the film. You'll never be
home, your wife will have all the burden, also the education of the
two kids, everything. And when they are 18, you'll need to introduce
yourself to them as their father. That's what I thought then, and the
situation hasn’t change much since.
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Profesor |:

— Si toate astea tinind cont, evident, de faptul ca de citeva luni ni s-a schimbat si
salarizarea. Dacd preferati, salariul a crescut, dar doar pentru ca orele suplimen-
tare si suplinirile de odinioara au fost incadrate in salariul de bazd. Cunosc situatia
tuturor colegilor de aici, reusim sa ne gospodarim din banii pe o luna? Eu nu.
Profesor 3:

— La noi amindoi sintem dascdli, deci modelul pe care |-am vazut in film pe mine
ma priveste de foarte aproape.

Profesor |:

— Ba chiar, scuze, si fetele tale sint profesoare.

Profesor 3:

—Da, lanoi mai e si asta, ca si copii au ales sa devina dascdli. Dar avem si aici exem-
ple fn acest sens, stau intre noi cameni cu pdrinti dascdli. Pe noi ne-au Intrebat odi-
nioara de ce nu le-am deconsiliat pe fete sd devind profesoare. Le-am rdspuns ca
nici nu ne-a trecut prin cap, caci noua ne placea foarte tare ce faceam si ne place
nca si acum, cred.

Profesor 4:

— Simie Tmi place foarte tare munca mea, ma cunoasteti. O fac de treizeci si patru
de ani, dar cind baiatul meu mi-a spus ca vrea sa se facd profesor de educatie fizica,
i-am spus, dragul meu, gindeste-te bine. Nici pe atunci nu era usor sa intretii o fami-
lie, catatd, din acel salariu. Nici azi nu e. Dacd un profesor de educatie fizica si-ar
intemeia o familie si ar mai avea si unul sau doi copii... Eu i-am spus, dragul meu,
gindeste-te, si nu din cauza celor spirituale, ci din cauza celor materiale. Doar din
cauza asta, marturisesc. Deci am spus nu, findcd daca tu te faci profesor de edu-
catie fizicd si vei avea o familie, ca sd cistigi bani va trebui sa tii antrenamente dupa-
masa si sa mai faci si multe alte lucruri, nu vei fi niciodata acasd. Acum mi-am adus
aminte de familia din film. Asadar, nu vei fi niciodata acasa, totul va ramine pe ume-
rii sotiei tale, impreunad cu educatia celor doi copii. lar cind vor implini optspreze-
ce ani, s ai grija sa-i saluti ca sa stie ca tu esti tatdl lor, cacitimp de ei nu vei avea.
I situatia de atundi, asa am vazut lucrurile, iar ea nu s-a schimbat prea mult.
Profesor |:

— Poate cd acesta e unul dintre motivele pentru care n-am avut niciun candidat la
concursul pentru postul anuntat mai bine de o lund? Ca tinerii nu s-ar mai intoar-
ce la cariera asta sau, cind terming, nu mai vor sa fie pedagogi? Nu stiu. Poate parintii
ii deconsiliaza sau situatia de viatd e de asa naturd ca nu se poate alege din punc-
tul de vedere al viitorului.

Insert: Printesa zdrenturoasd, reg. Istvan Darday, 1975

— Ce simti, care e cea mai mare problema a ta?

— A mea? Pai, as fi vrut sd fac ceva cu viata mea. Si cumva n-am reusit. Degeaba
am avut vointa, degeaba se spune cd unde exista vointd, exista tot. Asta nu e vala-
bil In toate cazurile, caci si in mine a existat vointa si tot nu s-a intimplat nimic.
Tamés Szegedi (actor):

— Sau se concentreazd foarte tare pe o meserie si pleacd in strdinatate; sau recu-
noaste ca aici e gdina care face oud de aur. Atundi, In realitate, trebuie sa stai aproa-
pe doar de banii care merg in buzunar si sa-ti tii buzunarul.

Tamés Boros (actor):

— Atunci eu ma duc la consiliul local si discut cu ei una dintre candidaturile mele,
daca a primit ceva finantare au ba. lar consiliul fmi spune ca nimeni nu ia niciun ban
de data asta, dar sa mergem sa-i fnvdtdm etica pe copiii de tigani.

Rodrigd Balogh (regizor de teatru):

— Filmul e Tn realitate despre faptul cd existd o asemenea spdlare pe creier. Sa nu
te gindesti la sistemul politic actual, sa nu gindesti cd tu n-ai nici macar un Trabant
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Teacher 1:

- Maybe that’s why no one has applied for the vacancy for more
than a month? That young people leave the field after college?

I don’t know. Either the parents discourage them or they simply see
no future in it.

Insert: Princess in Rags and Tatters, dir: Istvan Darday, 1975

- What is your biggest problem?

- Well, I wanted to do something with my life. And it didn't come
together. I had the will — and if there’s will, there’s everything, they
say. But that doesn’t hold to my case because I had the will and it
still didn’t work out.

Tamas Szegedi (actor):

— Either they get professional in something then go abroad to work
or realize the golden goose is here to be found.

In the latter case you just stay close to the cash fountain and keep
your pocket open.

Tamas Boros (actor):

- Then I would go to the government office and check on one of my
applications, to make sure it got supported. And then they would
tell me that all my applications failed now but we can still go and do
ethics courses for gypsy kids.

Rodrigé Balogh (theater director):

— That's what the film is about: the brainwashing, you know. You'd
be better not thinking about the political system or about why you
don’t have a Trabant and a telephone line. Just keep quiet, stay in
the workers' hostel and then you can watch My Fair Lady or whatev-
er show of public education you get, and that will be sooo good!
But that's exactly what you have today! Now you have your educa-
tors, fresh from the production line, who deliver courses on ethics.
Insert: Princess in Rags and Tatters, dir. Istvan Darday, 1975

- And a play like this can be a compensation?

- No... It just relaxes me. That is a good thing in itself, disengage-
ment. It switches off my brain.

Marton Illés (actor in role):

- By now, it's clear for everyone that the liberal education policy
failed. For what did their fantastic illusion entail, in reality?

Insert: Half a Century of Gypsies and Peasants, performance by the
Independent Theater, Roma Parliament, 2013.12.13.

“Free choice of school” - that made total segregation possible. Very
good, everyone should bring their kid where they want to. And then
the Gypsy kids will stay in the worst ones.

Tamas Boros (actor in role):

- Bravo, bravo! Mr Council President, excuse me, I'm Tamas Boros,
from the roundtable, you know...

Marton Illés (actor in role):

- Yes, the roundtable...

Tamas Boros (actor in role):

- We have submitted an application with the party to you...

Marton Illés (actor in role):

- Your party... or, rather, association?

Tamas Boros (actor in role):

— Er... yes, association.

Marton Illés (actor in role):

- Your association seems having many experts in Gypsy issues.
Tamas Boros (actor in role):

- Yes, artists, teachers.

Marton Illés (actor in role):

- How great! How many people are you?

Tamas Boros (actor in role):

- Two hundred.

Marton Illés (actor in role):

- Fantastic! We've just launched this program of moral education
with a special focus on Gypsy kids, with messages they need, passed
to them by authentic Gypsy persons. How many, two hundred you
said?

Tamas Boros (actor in role):

si nici telefon fix legat, taci din gurd, stai frumos in cdminul tdu de muncitori si atunci
te poti uita la vreo emisiune de educatie populard care se cheama My Fair Lady
si ce bine fti merge tie. Dar asta e acelasi lucru cu ce e acum! Merg profesorii de
eticd cu banderole negre, sau ce stiu eu, si tin orele de etica.

Insert: Printesa zdrenturoasd, regia Istvan Darday, 1975

— Un asemenea spectacol te recompenseazd oare!

—Nu. Nu md poate recompensa, cel mult md deconecteaza. Si e un sentiment
placut, dacd imi distrage atentia, gindul.

Marton lllés (actor in rol):

— Acum a ajuns sa ne fie clar tuturor ca politica educativa liberald a esuat. Caci ce
nseamnd aceasta fantastica iluzie pe care ne-au pus-o in fata?

Insert: O jumdtate de secol de tigani si tdrani, spectacol al Teatrului Independent
Budapesta, Parlamentul Romilor, |3 decembrie 2013

Alegerea liberd a scolilor? Ea a facut posibila segregarea totald. E foarte bine ca fie-
care sa-si ducd odrasla unde vrea, copiii de tigani ramin in scolile cele mai proas-
te.

Tamés Boros (actor n rol):

— Bravo, bravo. Domnule presedinte al consiliului, dati-mi voie sa va deranjez un
pic, ma numesc Tamas Boros, vd mai amintiti poate de la masa rotundd.

Marton lllés (actor in rol):

— A, da, masa rotunda.

Tamés Boros (actor n rol):

— Vaé caut deoarece am depus cu partidul o candidaturd la dumneavoastra pentru
o finantare.

Marton lllés (actor in rol):

— Partid? Sau sa-I numim mai degrabd asociatie?

Tamas Boros (actor in rol):

— Asociatie, asociatie.

Marton lllés (actor in rol):

— Asociatia asta are destul de multi experti tigani.

Tamas Boros (actor in rol):

— Da, artisti, pedagogi.

Marton lllés (actor in rol):

— O, excelent, si cam citi sinteti?

Tamés Boros (actor n rol):

— Cam douad sute...

Marton lllés (actor in rol):

— Fantastic, fantastic! Céci tocmai a apdrut acest program de educatie morald si am
dori sd acorddm o atentie speciala copiilor tigani. Sa le transmitem anumite teme
la care sa fie atenti, oameni credibili, oameni tigani, de care au nevoie. Cliti ati zis,
dousd sute?

Tamés Boros (actor n rol):

— Da, si cincizeci, doua sute cincizeci.

Marton lllés (actor in rol):

— Doud sute cincizeci chiar? Extraordinar, caci noi ar trebui sd ajungem cam in o
mie de scoli si avem sase sute de milioane de forinti pentru asta.

Tamés Boros (actor n rol):

— O, sase sute de milioane de forinti? Pentru o mie de scoli?

Marton lllés (actor in rol):

—Da, da, da.

Tamas Boros (actor in rol):

— Se poate rezolva, cred.

arhiva — distributia sociald: trecut si viitor (?)

— Fifty... two hundred fifty, yes.

Marton Illés (actor in role):

— Two hundred fifty? That's good as we shall reach a thousand
schools and we have 600 million forints for it.

Tamas Boros (actor in role):

- Oh, 600 million? For a thousand schools?

Maérton Illés (actor in role):

- Yes, yes, correct.

Tamas Boros (actor in role):

— We can do something about it.

Mérton Illés (actor in role):

- You have to go to every school only once.

Tamas Boros (actor in role):

- That's all right, traveling expenses and everything are in it, in the
end. All right.

Marton Illés (actor in role):

- I'm gonna tell you when we'll announce it, right?

Tamas Boros (actor in role):

—You'll call me? That's very nice, thank you! Then we will form the
association by that time.

Marton Illés (actor in role):

- Very glad to hear. Now I have to run, but it was very nice meeting
you.

Tamas Boros (actor in role):

— My pleasure. Cheers.

Marton Illés (actor in role):

- Cheers.

Tamas Szegedi (actor in role):

— Well, well. There are decisions that look difficult, then there are
easy looking decisions. If we look back at the past fifty years and the
handshakes that happened behind our backs and then, say, we look
forward to the coming fifty years, we might think that in effect it is
up to us how these handshakes happen. Just think what would hap-
pen if these two people didn’t give a helping hand to each other but
to society, to those who need it desperately.

Teacher 1:

- So, we are in '73; the last operative law of public education had
been issued in ‘61. They mention a party decree that could bring
about some changes. The main character reports of how much he'd
been struggling with the overloaded curriculum, the low quality

of the textbooks and the the host of methodological problems.

I wouldn't exclude that it was also the effect of the films that the
new law of education got issued only five years later, in '78. We
already know that only the law of ‘85 liberalized substantially the
school system. And the situation we live in today is that one and a
half years ago the Law on National Education was issued which
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Marton lllés (actor in rol):

— Trebuie mers doar o singurd data peste tot.

Tamas Boros (actor in rol):

— Pai, sigur, e in reguld, cheltuieli de drum, totul e inclus la urma urmei. Aha, bine.
Marton lllés (actor in rol):

— Nu peste mult timp se va anunta concursul, si atunci va zic, bine?

Tamas Boros (actor in rol):

—Tmi ziceti? Ah, ma chemati, mersi frumos, va multumim foarte frumos. Pind atunci
ne vom constitui si noi ca asociatie.

Marton lllés (actor in rol):

— Bine, ma bucur tare, trebuie sa plec acum, dar ma bucur foarte tare ca ne-am
cunoscut.

Tamas Boros (actor in rol):

—Sieu. Salut.
Marton lllés (actor in rol):
—Pa.

Tamés Szegedi (actor in rol):

—Pai, da. Exista anumite decizii care par atft de grele si altele care par atft de usoa-
re, dar dacd ne uitam napoi la ultimii cincizeci de ani si la intelegerile secrete facu-
te pe la spatele nostru si, sa zicem, privim si fnainte la urmatorii cincizeci de ani si
ne gindim ca depinde de noi cum au loc aceste intelegeri. Mie mi-a trecut prin cap
ce ar fi dacd acesti doi oameni si-ar intinde o mina de ajutor nu unul celuilalt, ci amin-
doi societtii, care are intr-adevar nevoie de ea.

Profesor |:

— Are loc, asadar, In 1973; Tnainte de asta, In 1961, a existat o lege a invatamin-
tului. Aici aminteste o hotdrire de partid, care ar putea aduce o schimbare. Chiar
si personajul principal spune ca se lupta de ani de zile deja cu supraincdrcarea mate-
rialului didactic, calitatea manualelor si o gramada de probleme metodologice. Nu
exclud cd a putut fi un efect al filmului ca au mai trebuit cinci ani pentru a se naste,
in 1978, noua lege a educatiei/invatamintului. Noi stim deja ca abia legea Képeczi
din 1985 a dat o deschidere veritabild scolilor. lar astdzi, ultima lege a educatiei publi-
ce a intrat in vigoare acum un an si jumatate, ceea ce pentru mine mai poartd ecou-
rile lui 1978, chiar si in ce priveste punctul de pornire al conceptiei, caci pune
invatdmintul in prim-plan.

lar acum ne afldm aici, la scoald, unde nu e nimic mai important — ii facem expe-
rienta zi de zi — decit educati, caci pind nu reusim sa-i Tnvatdm pe copii sa stea in
bancd, sa-i facem a pretui de la sine ceea ce pot primi la ore, toti vedem la ord,
oricare ar fi materia, ca e foarte greu sa facem pasi inainte. Ce sa facem acum? Pe
baza propriei mele experiente, sa tot fie vreo treizeci si cinci de ani de cind m-au
vazut doi oameni, inspectori, predind. La facultate, da, acolo participau uneori la
ora chiar si doudzeci, treizeci de colegi de grupa, ba chiar si pedagogi practicanti;
analizam, discutam ce se Intimpla acolo. Dar In ultimii treizeci si cinci de ani, de
cind sint in profesie, cel mult de doud ori a fost cineva sd vada ce fac. Cu toate astea,
eu m-am simtit foarte liberd.

Profesor 5:

—Eu, la vremea aceea ca pedagog incepator (am fost un incepdtor absolut atunci),
am reusit sd ma trezesc cu o asemenea vizitd la ord. Da, vizitd la ord. Expresia asta
e pina n ziua de azi baubaul pentru mine, caci faptul ca stau acolo doi oameni, cel
putin doi, dar se putea sa fie chiar trei sau mai multi, si pindesc cind fac ceva gresit
si cite emotii am e o experientd catastrofald. Acum, odata cu legea nationald a edu-
catiei publice, a apdrut iar problema introducerii unui sistem de control profesio-
nal. Astept cu nerabdare sa vind si la noi colegii de la controlul profesional. Oare

44

vaguely reminds me of the law of ‘78 as it brings edification back
into the focus.

And, in our school, edification is the foremost issue because as long
as we don’t manage to sit them down and make them believe that
they can get something from us, then it will always be difficult to
make any progress.

What's to be done? My experience is that in the past 35 years there
might have been two persons who saw me teaching a class. Back in
the college times, yes, my peers, professors, even practicing teach-
ers visited my classes, we analyzed my teaching, discussed it togeth-
er. We have no time for that anymore, to visit each other, to discuss
our work. In the last 35 years it happened two times at most. But in
despite of — or because of - this, I felt to be free.

Teacher 5:

— When I'was still a junior teacher, very green, I did get a moni-
toring. This expression for me has been a bugbear ever since. You
have two or three or more people in the classroom scrutinizing you,
looking for your mistakes while you are sweating from stage fright —
that's something truly horrible. And the National...er... the new pub-
lic education law disposes of the re-introduction of this control
system. Well, looking forward to seeing what these people will tell
about our work here. For I've been working here for more than ten
years but still haven’t managed to teach a class the way it should be
done. And for me it's really frustrating that my freedom is over or
will be over.

Teacher 4:

- In my opinion, the evaluation of a teacher should be a process, not
the result of one single visit.

Teacher 6:

- It should do no harm that they come here to advice someone pro-
fessionally. But when it is about making a report of that person that
will have an impact of his or her salary, to put a “bad teacher” or
“good teacher” stamp on him/her, now that’s a problem.

Teacher 3:

- It will be bloody difficult to evaluate our work here if they don’t
calculate with our ‘input’, so to speak.

Teacher 1:

- But we suppose they will. Why, we have all the approved test
results of the incoming firstgraders. If I'm correct, their IQ and EQ
correspond to a 3,5-4,5 year-old's level.

Teacher 3:

- But there’s no way of being sure of it as it's up to the given super-
visor's attitude.

Teacher 5:

— This or that kid would pass the grades but his or her level of edifi-
cation wouldn’t improve, to say the least.

Teacher 1:

- But I agree with you here, Ani, about their conduct, sure I do.

But, as we've already mentioned half an hour ago, their environment
hasn't improved, either. So, the point is not that. What I'm talking
about is their test results in different subjects; in maths for example
we learn to count up to twenty in the first grade and then in the
beginning of the following year I check on what they remember

of it.

Teacher 3:

- And there’s the plus energy that you're investing. You're about
going to bed at home, brushing your teeth and you're still chewing
upon what to do with this or that kid the following day, what trick to
find to bring them to your side so that you can work together.
There's no way to register the quantity of these thoughts you invest
in it day by day.

Teacher 1 (Péter Pintér, school director):

— I think the point of this new law is that it brings edification back in
the foreground. I'm sure that in today's society there’s the need for
some kind of moral education, be it religious or secular ethics. My
colleagues, I feel, are a bit afraid but maybe only because they got

ce vor spune ei despre ceea ce facem noi aici, caci eu, care lucrez aici de peste
zece ani, N-am reusit sa tin fnca o ord asa cum scrie la carte. Pentru mine e extrem
de frustrant ca libertatea mea a incetat sau tocmai inceteaza sa existe.

Profesor 4:

— Eu cred cd a caracteriza o activitate pedagogica trebuie sa fie un proces, si nu o
singura ocazie.

Profesor 6:

— Deci faptul cd vine cineva aici si da un sfat profesional cuiva nu e problematic.
Dar cind e vorba ca se da un calificativ despre cineva, pe baza unor experiente,
un calificativ care mai tirziu va avea si un efect material, deci vor exista profesori
buni si profesori mai putin buni...

Profesor 3:

— La noi e foarte greu sd caracterizezi munca depusd daca personalul de control
nu tine cont de intrari.

Profesor |:

— Pe de o parte, nu vom presupune ca nu va tine cont; dar masuratorile la ince-
putul scolii, la nivelul clasei ntfi, sint cele mai pregnante. Daca zic bine, 1Q-ul ele-
vilor este la nivelul unor copii de 3,5-4,5 ani, adica la un nivel pur afectiv.
Profesor 3:

— Dacd verificarea e facutd de oameni, nu stim care e perspectiva lor.

Profesor 5:

— Se poate mdsura ca un elev a ajuns la cutare nivel, dar, sa zicem, nivelul edu-
catiei sale nu s-a schimbat, dimpotriva, dimpotriva.

Profesor 1:

— Nu polemizez cu tine, Ani, daca md uit la nivelul educatiei, e clar. Dar am spus acum
o jumatate de ord, Tmpreund cu altii poate, cd mediul copiilor nu s-a schimbat. Dis-
cutia noastra cu Ani nu asta a fost; sub acest aspect, nici nu incape discutie. Eu vor-
besc despre masurdtorile pe materii, ca la matematica am ajuns la cifrele de peste 20,
la inceputul anului, o saptdmind, doud saptamini, recapitulam, verific ce stie elevul.
Profesor 3:

— Sivaloarea adaugatd vine si ea la pachet. Ma pregdtesc acasa de culcare, ultimul
spalat pe dinti, si ma gindesc la ce sa fac miine cu x sau v, la cum as putea sd-i con-
ving sa fie de partea mea, cum am putea sa lucram Tmpreund sau ce stiu eu. Nu
poti verifica numarul gindurilor pe care le dedici acestor aspecte. Asta nu se inre-
gistreaza niciunde.

Profesor | (Péter Pintér, director de scoald):

— Unul dintre aspectele esentiale ale legii de acum tine, cel putin asa cum vad eu
lucrurile, de faptul ca reasaza educatia in prim-plan. In societatea noastrd de acum,
cred cd nu pot sa nu fiu de acord cu faptul ca e necesara predarea unui fel de etica.
Ca e vorba de o ord de religie sau vreo altd materie dedicatd nu conteaza. La cole-
gii mei, in raport cu vremurile trecute, simt un fel de teama in anumite domenii,
dar poate doar din cauza faptului cd s-au dezobisnuit de ceva in ultimii doudzeci
de ani. In acest rastimp, a iesit la iveald, adesea cu ocazia unor dezbateri sau dis-
cutii, cft de mult lipseste controlul profesional de odinioard, cd nu exista o verifi-
care din exterior, nu exista o Intarire din exterior a muncii unui profesor de
specialitate. Cd depinde doar de director ce calificativ acordad unui profesor. Cu sigu-
rantd, un conducdtor de institutie trebuie sa fie multiplu calificat, dar n-am stiut nicio-
datd n ultimii doudzeci de ani ce fel de director e n stare sa fie specialist n
conducerea institutiilor de invatamint, expert n chestiunile legate de personal, jurist,
pedagog, iar asta chiar si la o scoald generald, fie cd vorbim de ciclul primar sau de
cel secundar. A fost rard, cred, acea individualitate care sd evalueze munca cole-
gilor sdi si sa dezvolte scoala pe baza unui sistem de valori de ncredere. Asadar,

arhiva — distributia sociald: trecut si viitor (?)

unaccustomed to some things during the last 20 years. In all those
years, we have repeatedly discussed, and complained for, the lack of
a monitoring system, that there’s no feedback, no affirmation of our
efforts from the outside, and that only to the given director evalu-
ates. A leader no doubt has to be a versatile person but I wasn't
sure myself whether all directors could perform equally well as deci-
sion-makers, experts in pedagogy, HR managers, lawyers or
teachers, even in grade schools. Such an ideal personality must be
rare who'd have a reliable value system to evaluate his/her col-
leagues and develop his/her school at the same time. So, it has often
been suggested in the last years to recuperate such professional
monitoring. But now many of my colleagues seem to be afraid of the
same.

Insert: I Think Life is Great Fun, dir. Katalin Macskassy, 1975

- Let me introduce myself. We are in good circumstances. My father
produces coal and is paid well as the work is dangerous. They called
him to Pécsi Street, Kossuth-pit, high salary. You can paint the mine
with cold colors only as it is unfortunately like mourning. My father
is sometimes poor, sometimes rich. When he's rich he buys two
crates of beer and invites Granny and Uncle Karcsi. When he’s poor
we just lay down and watch tv.

— My favorite singers are Zsuzsa Cserhati and Demis Roussos, the
religious one.

— My first sorrow was when my sister’s husband kicked her in the
belly. I was sorry for her because she was pregnant. The second sor-
row was when my father walked out on us though I loved my father
dearly. He was a street sweeper and made a good living. When he
was with us, he bathed me every Saturday in the basin. And my
biggest joy was when I learned to paint in the school. But there are
girls in the warren who marry at 12 and are released from school.
They just set up a big wedding. Babies are brought by storks to do
surprise. The stork collects a lot of frogs, puts them in a kettle and
that's how the baby is made.

In the warren, there are huge mass fights on pay-days. Also my
father was once stabbed but he lived, thank God. Red blood is poor-
ing all around the place. You should once come and see it. It's the
most beautiful thing.

Teacher 6:

— Just look at how elite schools work in the world. There’s no
democracy in the coolest, first class schools. Democracy means that
the parents can come to the school when they feel to and blame the
teacher as they wish, sue him/her and they are always right. That's
what has led to where we are now, that we have no more means to
pursue our goals. The biggest problem is that there’s no any chance
to teach anything, neither the situation nor the means are provided,
except that you can still ask the schoolkid, “would you please stay in
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pe de o parte, n ultimii ani s-a pus problema a cit de bine ar fi sa ne ntoarcem la
sistemul cel vechi. Dar acum simt o teamd: o bund parte a colegilor mei se tem
de faptul cd va exista iar un control al invatamintului.

Insert: Mie viata imi place tare, regia Katalin Macskassy, 1975

— As vrea sa ma prezint. Trdim in conditii bune. Tatal meu produce carbuni si pri-
meste multi bani pentru asta, findca este o munca foarte periculoasa. L-au che-
mat si aici, pe strada Pécsi, la mina Kossuth, salarizare de exceptie. Mina poate fi
desenata doar cu culori reci, caci este ca un doliu. Tatdl meu e uneori sdrac, alteori
bogat. Cind e bogat, cumpara doudzeci de sticle de bere sifi cheamd pe bunica
si pe nea Karcsi. Cind e sdrac, ne bagam n pat si ne uitdm la televizor.

— Cintdretii mei preferati sint Zsuzsa Cserhati si Demis Russos, religiosul.

— Prima mea supdrare a fost cind sora mea mai mare a fost lovita in burta cu picio-
rul de sotul ei. Mi-a fost mila de ea fiindcd a fost gravidd. A doua supdrare a fost
cind taicd-meu a plecat. L-am iubit foarte mult. A fost mdturator de strada si cisti-
ga bine. Cit a stat cu noi, Imi facea baie in fiecare simbata in covatd. Cea mai mare
bucurie a mea a fost cd am Tnvatat sd pictez la scoald. Dar exista fete aici in colo-
nie care la doisprezece ani se cdsatoresc acasd, spun la scoald si primesc o scuti-
re. Fac o nunta mare si gata. Copiii sint adusi de barza, ca sa fie o surprizd. Aduna
o gramadd de broaste pe care le pune intr-o oald mare si din asta se face copilul.
In colonie, de zi de salariu este mereu o bitaie intre toti. Taici-meu a fost njun-
ghiat o datd, dar, din fericire, traieste. fi curgea singele cel rosu. Trebuie sd vedeti
asta o datd! N-ati mai vazut niciodata ceva asa de frumos.

Profesor 6:

— Dacéd ne uitdam la scolile de elita din lume, acolo nu existd democratie. Demo-
cratie, adicd una permanenta, care sa fie permisa in educatie si invatamint, in sen-
sul cd vine périntele si evalueazd munca profesorului, 1 da n judecatd si el are dreptate
etc. Asta a dus exact la unde sintem acum, profesorului i s-au luat toate mijloace-
le. Da, problema cea mai mare este ca din capul locului nu exista posibilitatea ca
tu sd predai ceva, caci nu existd situatia si n-ai niciun mijloc n afara de acela ca
rogi pe elev sa rdmind in sald, sa stea jos, sa nu faca galdgie, nimic altceva. Poti sa-i
dai o posibilitate si el decide daca o foloseste sau nu.

Profesor |:

— Dacd te Inteleg bine, Péter, spui cd abia dupad satisfacerea diverselor niveluri de
exigente putem acorda o democratie mai mare? Pentru mine exista o singura demo-
cratie, dar accept din ce spui partea conform cdreia, pind nu reusim sa transmi-
tem anumite lucruri fundamentale pe calea educatiei, cu greu am putea sa-|
includem pe elev In dirijarea propriului sau destin. Uitindu-ma iar la proiectia fil-
mului Cei de pe strada Kertész [A Kertész utcaiak], eu am vdzut altceva. Elevii, coman-
dantii de detasament, erau implicati in toate decizille acelei institutii de director, de
corpul didactic si de consiliul de uzind unde lucrau ei.

Profesor 6:

— Eu nu despre asta am vorbit, ci despre faptul cd democratia trebuie nvétata si
cei care nu stiu sd practice democratia nu vor avea o democratie functionald. lar
democratia nici macar noi, adultii, nu stim s-o practicam; si nici ei, acesti copii.
Profesor |:

— Atunci exact acelasi lucru l-am spus si eu, dar altfel. Cred ca dupd anumite rea-
lizari ei pot fi deschisi sa participe la rezolvarea propriilor probleme, pentru a nu
fi doar subiecti pasivi.

Insert: Atelier cu Teatrul Independent

— Mie mi-ar pldcea dacd ar reiesi, dupa aceasta scurtd discutie, ce fel de proble-
me sint in acest sat. Care sint problemele, dificultdtile cu care trebuie sd se con-
frunte locuitorii de aici.
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the classroom, sit down and be quiet?” You can provide them with
the opportunity and he or she decides whether to live with it or not.
Teacher 1:

- If I get it right, Péter, you're saying that only after the basic requi-
rements are met should we give bigger and bigger democracy. For
me there’s only one democracy, but I can accept when you're saying
that as long as we fail with basic education, we can hardly involve
them in the control of their own lives. But the film we saw in the
morning showed a different example. In that technical school the
director, the faculty and the council of the factory where the school-
boys worked involved the boys, through their leaders, into every
single decision.

Teacher 6:

- I'wasn't talking about this, but that one has to learn democracy
and where people cannot cultivate democracy, it won't work.
Neither are we, adults, able to cultivate democracy nor are these
kids here.

Teacher 1:

— Then I said the same thing with other words. What I think is that
after certain achievements they can be active participants in the
decisions, not only subjected to them.

Insert: Workshop with the Independent Theater

- I'd like to have a little discussion about the problems you have in
this village. What are the hardships the inhabitants of the village are
facing with? Problems shared by all the three families. Are there
any?

- Yes.

- Great. Let's see what happened. What's the problem of the Simp-
son family?

- It's that Lada, that is, Andrés never leaves us alone.

- I didn't say a word!

- He's always peeping through the window.

- He's always peeping and he's a thief. He stole my husband's bike
that he used to go to work with.

— What does “always” mean? In daytime? In the night?

- Day and night. He's stealing things.

— Does he steal things?

- He does. And the Balogh family will tell you the same.

- Is it right? Alright. Is the fact that a family member is stealing day
and night a problem for the Toth family?

— Well, sincerely...

- What does the mother say?

— The mother? But she had told him to steal!

- Is it true that your son is a thief? Speak out or I'll beat you up!

- I'wouldn't tell you're just acting!

- It's true. He cannot be commanded.

- Now look at me, pals!

— Let me ask something: is that's a problem for you?

- That's my pen!

- It's not!

- Oh, leave that! Stop monkey around. Sorry, sorry! There'll be a
fight.

- I'd like if — where is my son? — if Rikdrdd and Bettina would make
peace and Granny would let them talk to each other.

- No way, too big age difference.

- Age difference doesn’t matter in love!

- But here it does matter.

- Enough!

- Daddy, don't!

- Let them be friends.

— Look, now a lot of problems emerged. One is that the Téths have a
son...

- Let him speak!

- I'm gonna get a heart attack if you don't keep quiet!

— ... that the Téths’ son is always peeping.

— Exista ceva cu care sd se confrunte toate trei familile, ceva care sd le dea bata-
ie de cap la toate?

—Da.

— Bine, foarte bine. Sa vedem atunci ce s-a intimplat. Care e problema familiei
Simpson?

— Pai, ca Lada, adica Andrés, nu ne lasa niciodatd in pace.

— Nici mdcar n-am vorbit cu tine!

— Pindeste mereu la geam!

— Pindeste mereu la geam. Hotul. A furat bicicleta de muncitor a sotului meu.

— Ce Tnseamna mereu? Ziua, noaptea’

— Noaptea, ziua. E hot.

— Hot?

— Da. Asta spun si cei din familia Balogh. Acelasi lucru.

— E adevdrat? Bine. $i faptul cd in familia Téth existd un asemenea om, care e hot
si ziua, si noaptea, N ce masurd e problemd pentru aceastd familie?

— Pai, eu o s-o spun sincer...

— Ce spune mama familiei?

— Mama!? Ea i-a spus sa mearga la furat!

— E adevarat cd asta face fiul tau? Spune sau te bat!

— Cit de serios, cum stie sd joace asta.

— Asa-i! Nu i se poate porundci.

— Fiti pe fazd acuma, baieti!

— Dati-mi voie sa intreb. Asta-i o problema pentru voi?

— Stiloul meul!

— Nul!

— Potoliti-va! Nu faceti scandal! Scuze, scuze! O sd iasa cu scandal!

— Mi-ar pldcea dacd... Unde e baiatul meu? Dacd Rikardé... cici Bettina a plecat
deja. Nu conteazd. Mi-ar placea daca Bettina si Rikardd ar face pace si bunica i-ar
ldsa sa povesteasca pur si simplu.

— Nu, fiindca e prea mare diferenta de virsta.

— Dar in dragoste nu conteaza diferenta de virsta!

— Ba, aici conteaza!

— Gata, gatal

—Tatd, nul

— S fie prieteni!

— Fiti atenti, au aparut o multime de probleme. Una este ca in familia Téth este
un baiat care...

— Dati-i voie sa vorbeasca.

— Fac infarct daca nu taceti!

— ... care pindeste la geam.

— lar aici e cearta.

— Deci, scuze!

— Cele doud familii nu fac pace.

— Deci cd... Scuze, un pic de liniste, va rog. E vorba de faptul cd existd o problemd.
T familia Téth este un baiat care furd. Asta e una. Cealalt3 este i intre familia Balogh
si familia Simpson exista un mic conflict de familie, caci nu-i lasa pe copii sa se imprie-
teneascd. Relatia dintre Rikardd si mamica nu e permisd, chiar daca aceasta e deja
independents, fiind vaduva.

— Doamnelor, domnilor, as vrea sd va prezint pe cineva, bine? Imi dati voie? Sin-
teti atenti? Tmi permiteti? As vrea sd va fac cunostinta cu cineva. Nu peste mult va
veni la noi cineva. Sarcina lui este ca, atunci cind simte undeva o problema, o ten-
siune, el sa ajute comunitatea cu probleme.

arhiva — distributia sociald: trecut si viitor (?)

— And here we have a quarrel.

- So... excuse me!

- The two families do not reconcile.

- So... Excuse me, a little silence, please. One of the problems is that
the Téth boy is a thief. That's one. The other is the conflict between
the Balogh and the Simpson families, for they don't let their children
make friends. They are against Rikardd’s and the young mother’s
relationship even if the latter is a widow, so she's independent.
Ladies and Gentlemen, I'd like to introduce you someone. Will you
let me do it? Are you listening? Soon, someone will arrive. His task is
to help communities to solve their problems and tensions.

So, he'll solve the problem.

- Exactly, but...

- But he can only help...

- If Granny lets him do it!

— ...if he finds accomplices. Who could help this man and how? I
give a sheet to everyone and I'd like you to write it down.

- Will he really come?

- Sure, he'll really come.

- And then, afterwards, will we dance to music?

- Then we'll dance. In the very end.

- Our mother should stop being an alcoholic and quit her
relationship with Rikardd Simpson.

- How could you help her?

- We make him move from here!

— We make so that she and my dad make friends again and then
split up in peace.

- That he'd just leave, clear off!

- He goes right, we go left.

- We'd like Andras to go to the doctor; they should examine him, as
he’s clearly lunatic and should be brought to the rehab so that he
doesn't steal anymore.

- So, rehab, that's what you propose.

- Gydrgy Simpson is 34 years old and should leave my sister alone!
- He's 34 and is molesting her.

- He’s molesting a 19 year-old.

- Am I? When?

- But you just licked her...

- That wasn't for real!

- That was his twin brother!

- How would the Balogh family like to have this problem solved?
Betti...

- With Rikérdd, that is, my son... that Betti, this bitch blamed me for
doing such things. I see this thing doesn’t work. Chill down. Just for-
get the whole thing and cut all ties with this family. Balogh family
goes this way, Simpson family goes that way.
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— Deci rezolva problema.

— Exact, dar...

— El poate sd ajute doar daca...

— Daca bunica ii permite!

— ... daca isi gaseste aliati.

— Cine ar putea sa-| ajute pe acest omulet? Mi-ar placea, acum... fiecare primeste
o coald de hirtie pe care sa puteti nota...

— Si chiar va veni?

— Si chiar va veni omuletul?

— Dupa ce am terminat asta vom dansa pe muzica?

— Da.

— Chiar la sfirsit.

— Mama noastra sa nu fie alcoolicd si sa pund capat relatiei sale cu Rikardd Sim-
pson.

— Cum ati putea s-o ajutati voi?

— 53 se mute de aici

— S& se Impace cu taticul meu si dupa aceea, cu amabilitate, sa divorteze.

— S& se care de aici, sd-si ia talpasita.

— Ea spre dreapta, noi spre stinga.

— Ne-ar pldcea sa se ducd Andras, sa- ducem la medic, sa-l analizeze, se vede clar
cd e nebun, sa-l duca la o sectie unde sa-| dezobisnuiasca de furat, ca sa nu mai fure.
— Dedi sa-I dezobisnuiasca, asta recomandati.

— Gydrgy Simpson are 34 de ani si sa nu se mai lege de sora mea mai mare!

— 34 de ani si deja 0 molesteaza.

— Are 34 de ani si molesteazd o fatd de 19 ani.

— Eu? Cind, cum?

— Si mai devreme o lingeai, asa...

— N-a fost adevarat!

— Afost fratele sau geaman!

— Cum ar rezolva familia Balogh problema?

— Betti...

— Cu Ricsi, cu fiul meu, cdci Betti, scroafa aia, m-a acuzat pe mine, cd eu as face
lucruri din astea. Vad ca situatia asta cumva nu functioneaza, calmeaza-te, fti zic.
Sa lasdm toatd treaba asta, sa rupem orice relatie cu familia asta, familia Balogh sepa-
rat, familia Simpson separat.

— Nuuuul!

— Sinu veniti sa mincati la noi!

— lar fratele meu mai mare nu poate fi ajutat, e nebun de legat, nu poate fi ajutat,
fura de la toatd lumea.

— Bine. Familia Simpson a sugerat sd fie dus la doctor. L-ati duce?

—Da.

— Pai, atunci avem o Intelegere.

— Am distigat procesul?

— Chiar daca n-a fost un proces, exista o intelegere.

Tamés Szegedi, pedagog de teatru:

— Sarcina filmului a fost aceea de a furniza o cantitate necesard de date despre o
tema definitd, care ne preocupa. Si indepartindu-ne un pic, adica facind doar un
pas Tn afard, cu un pic de distanta am reusit sa patrundd in mod sincer si cu
usurinta in temele abordate de film.

Rodrigé Balogh, pedagog de teatru:

— Ceea ce s-aintimplat la scoala generald din Tatabanya este un fel de sinceritate.
Ceea ce am aflat de acolo, pe toate planurile, este destul de socant. E interesant
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- Nooo!

- And you won't come to eat in our place!

- We cannot help my brother because he is demented, he steals
from everyone.

- Right. The Simpson family proposed that you bring him to a
doctor. Will you?

- Yes.

- So, we got an agreement.

- Did we win at the lawsuit?

- There was no lawsuit but there is an agreement.

Tamas Szegedi, drama educator:

- The film’s task was to provide sufficient information on a given
issue that we were dealing with. And, by distancing it a bit, by step-
ping back, we managed to get them genuinely and shoulder to
shoulder involved in the very issues this film proposed.

Rodrigé Balogh, drama educator:

— Now, all the things that happened in this grammar school in Tata-
banya, that kind of sincerity that comes through in every level, is
quite schocking. Remember, I told you about my own prejudices
concerning this performance of ours in the Roma Parliament, and
then when you presented this film, the Those from Kertész Street to
the same class, the issue of stealing pops up as a sort of stigma.
And even if in the film there was a moment aside where someone
stole something, here the kids brought this up as an independent
topic. And the psychological satisfaction for us is that even though
we had offered this fictional character who would come and solve
their problems, they did not use the chance, in the end. It's always
moving that they say, “Alright, we will square it in our way, whatev-
eritis”. It's also intriguing that with these 14 to 16 year-old kids the
solutions are not the least bit better than with the adults.

Tamas Szegedi, drama educator:

We mentioned this mysterious stranger who would listen to your
problems. The best thing in it is that you have undertaken the prob-
lem and with that you delivered the solution, too.

English version by Miklés Erhardt

ca eu ti-am vorbit pe marginea spectacolului despre Parlamentul romilor [Roma Par-
lament] despre prejudecitile mele. Cind s-a proiectat aceleiasi clase filmul Cej de
pe strada Kertész, atunci, ca un stigmat, a aparut problema furtului. I film apdrea
prin diode. lar acum la noi; ce interesant ca filmul, da, intr-adevar, continea un mic
moment in care ceva nu se potrivea si cineva si-a insusit ceva ce apartinea aftcui-
va, dar tinerii au introdus asta ca pe o temd separata si au formulat-o ca atare. Ceea
ce poate regla psihologic omul este, de pilda, ca atfta timp cit noi am anuntat ca
va veni cineva care va rezolva problemele noastre, n-au avut deloc nevoie de el.
Este frapant mereu sd vezi cd se descurca ei cum pot. Si ce interesant ca in cazul
acestei generatii de clasa a opta, vorbim de tineri de |4—16 ani, posibilititile de solutie
nu sint cu nimic diferite de acelea ale adultilor.

Tamas Szegedi, pedagog de teatru:

— Afost vorba de acest strain misterios care a ascultat problemele voastre. Lucrul
extraordinar este nsa cd, impreund cu abordarea problemei, voi, fiti atenti, v-ati
asumat si rolul celui care rezolva situatia.

arhiva — distributia sociald: trecut si viitor (?)
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Tabara
(Un film de Sebestyén Kodolanyi si Teatrul Independent Budapesta,
2014-2016 — subtitrari)

Janos:

— Pai, tu nu stii cd Géza se gindeste la lucruri mari? Toatd treaba asta e mai mare
decit ai credea. Nu e despre a transpune aceste bucati in format digital. E despre
licitatii imense in care resursele trebuie alocate unor companii — intr-un fel sau altul.
— Acest Centru de Digitizare este un experiment. Vezi cfte aparate avem aici? Crezi
ca ne Tncurcdm cu un singur scanner sau ce! Nu, cumpara o sutd, doua. lar Géza
stia exact cd ai nevoie de doud sute...

O voce de femeie din off:

— Ce ma-sa stie Géza! Ce pizda ma-sii stie Géza?

Janos:

— Chiar asa, hai sa vorbim despre asta. Uite, Géza are acces la banet si tu n-ai acces
la nimic. Nevastd-sa lucreaza pentru cabinet. Are pile, intelegi? Stie cind, pentru ce
si pentru cine se anuntd o licitatie, pentru ce merita licitat, ce indicatori sint nece-
sari si asa mai departe.

— Tu nu stii toate asteal De ce ma mai intrebi pe mine!? Chiar asa? De ce? Ce stii
tu de toate astea? Sau ce!?

Lucratori publici intr-o padure:

— Trebuie sd intram mai adinc?

— Poti. Dar poti lua de oriunde. Mergi linistit.

—Bire.

— Casd avem surcele.

Tabdrd [titlu]

— Encd verde, lasa-l.

— Arata mort, dar nu e. Asa-s ei.

— Dar nu-I rupi, nu-i asa?

— Nu! Te-ar durea daca ti-as reteza un deget.

— Dar l-ai auzit urfind?

—Aifi putut...

— E mai bine sa nu auzim plantele strigind.

— Sianimalele urld, dar nu le auzi.

— Unde e David?

— Sigur, David?

— David ne-ar putea spune ce sa facem si cum, nu-i asa?

—Va veni.

— Bine, hai sa fumam o tigard atunci. Are careva una’

Prezentare a lucrdtorilor publici care muncesc la digitizarea unor materiale:
—Vafinr. 4826.

— Avem aparate foarte bune, doar cd trebuie sd le folosim un pic.

— Pasdre.

— Neagra, din plasticd, un picior rupt.

— Nu-ti baga mfna acolo, Orsds!

—Nr. 6625.

Janos:

- anegistrez totul fard oprire. Nu ma intereseaza detalille. Asta imi place la tele-
foanele destepte. Ce nu-mi place la camerele de luat vederi sint reglajele. Telefoa-
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Stills from Camp [Tabor], dir. Sebestyén Kodolanyi
Independent Theater Budapest, Hungary, 22', 2016

CAMP
(A Film by Sebestyén Kodolanyi and the Independent Theater
Budapest, 2014-2016 - subtitles)

Janos:

- So you don't know that Géza thinks big? This whole thing is larger
than you imagine. It's not about digitalizing these items. It is about
huge tenders where the resources have to be allocated to companies
in one way or another.

- This Digitalization Center is an experiment. See how many
machines we have here? Are we crapping around with one scanner
or what? No: you buy hundred, two hundred scanners. And Géza
knows exactly that you need two hundred...

Woman (off):

- What the fuck does Géza know? What the fuck does Géza know?
Janos:

— Really, let's talk about that. Look, Géza has access to the dough
and you've got no access to nothin’. His wife works for the Cabinet.
He has hooks, see? He knows when, what for and for whom they call
a tender, what's worth bidding for, what indicators needed and so
forth.

- You don't know this? Why are you askin’ me? Really. Why asking?
- What do you know of all this? Or what?

— Public employed workers in the forest:

- Do we have to go deeper?

- You can; you can pick from everywhere. You can go calmly.

- I think so.

- So that we have kindling.

Camp (title)

- This is a living tree, leave it.

- Looks dead but it's not. That's their way.

- But you don't hurt it, do you?

— Sure you do! You'd be hurt if I chopped your finger.

- But have you heard it scream?

- Well you could...

— Better for us not to hear the plants scream.

- Also beasts scream but you don't hear it.

- Where is David?

- Sure, David?

- David could tell us what to do and how, couldn’t he?

— He will come.

— Alright but let's smoke then. Does anyone have a bone?
Presentation of public employed works on digitalization:

- It'll be the no. 4826.

- We have very good devices, just have to run them in a bit.

- Bird.

nele destepte sint destepte; le pornesti si merg. I-am spus lui Péter sa-mi bage o
memorie de 64 GB; i dau drumul dimineata si i dau cartela seara.

—mi plac compozitiile... poate cd imi face placere partea asta... sa incadrez fetele
in felul dsta.

Bérbat din off:

— Deci filmezi de jos si atunci apar mai mari si din astea?

Janos:

— Clar, imi place sa le filmez asa. Si nici macar nu-si dau seama. De parcd as avea
50 de modele ca sd lucrez cu ele. Pot sd ma bag in fetele lor, vezi, ei lucreaza cu
aparatul si eu le filmez fetele de aproape.

— Nimeni nu zice nimic.

Barbat din off:

— Care e perversiunea ta?

Janos:

—N-am niciuna (ride), n-am timp de asa ceva.

Prezentare a lucratorilor publici care muncesc la digitizarea unor materiale:

— Pahare din plastic.

— 64 de bucati.

Janos:

— Clind am fost dat afard, am devenit somer. Am primit trei luni de zile ajutor de
somaj, cum mi s-a spus cd trebuie sa fac. Pentru ca am terminat o facultate, tre-
buia sd fac munca publica pentru licentiati.

— Afost straniu cind seful meu m-a concediat. Pe deasupra, mai si avea dreptate.
Pe scurt, mi-am depasit atributiile si mi-am asumat responsabilititi pe care nu le
aveam. A fost o problemd imensa. Nu pentru mine totusi, ci pentru seful meu, cci...
caci el e In tot felul de afaceri dubioase... asta face el... asa cd ultimul lucru de care
are nevoie este ca altcineva sa-i dea batdi de cap suplimentare managerului finan-
ciar... Asa ca era nasol pentru el, dar eu nu m-am prins atunci. Lucram intr-o arhiva
publica si nu stiam cit de futild era munca mea. Seful mi-a adus la cunostinta acest
lucru, totusi. M-a intrebat cfti oameni erau interesati de ce ficeam eu. I-am spus:
zece mii n toatd Europa. Mi-a spus ca-i ridicol. Deci nu merita efortul pentru ca
nu aducea bani din granturi, nu tu bani europeni, nimic... Cu alte cuvinte, sint inutil,
asa cd era frumos din partea lui cd ma tinea acolo. N-am inteles, am fost artdgos
cu el sim-a dat afard. Apoi a venit somajul si, in mod foarte ciudat, am ajuns inapoi
n acelasi sistem. Ca arhivist cu diploma Tn serviciul public. Au fost draguti si mi-au
spus de aceastd tabara n care puteam avea o slujba de arhivar. Puteam deveni un
arhivar cu experientd. Si se gdsea si de lucru pentru o asemenea functie. Ideea era
nsa cd trebuia sa fac documente despre tot. Eram bucuros sd le fac. Din doua moti-
ve. Primul e acela ca trebuia sa fac documente despre tot, despre mine si ceilalti,
asa ca nu voi face greseli si ma voi concentra mai mult. Celalalt este ca nu conta
ce Tnregistram, nu conta ce vor face ei cu materialul. Asa ca nu conta nici pentru
mine. Ma intereseaza doar sa inregistrez.

Prezentare a lucrdtorilor publici care muncesc la digitizarea unor materiale:

— Kldrika, da-mi mie aia.

— Kldrika e o colega foarte pedanta.

— Exista multi virusi pe aici, incercam sa curdtdm aceste obiecte. Toatd lumea pune
mina pe ele... asa nu se va raspindi nimic.

— Sa-ti fie rusine.

— Canistra de metal. 4445. A fost bine?

— S-a golit. S-a golit.

— Nu-i nimic, fa-i o poza!

— S-afdcut!

arhiva — distributia sociald: trecut si viitor (?)

- Black, plastic, one leg is broken.

- Don't put your hand in. Orsés!

No. 6625.

Janos:

- I'record everything all the time. I don't give a shit to detail. That's
why I like smartphones. What I don't like about cameras is the set-
tings. Smartphones are smart, just switch them on and they go.

I told Péter to put a 64 Gb memory in it, then I switch it on in the
morning and give it to them in the evening.

Well, I do like compositions... maybe I do enjoy that part... framing
the faces like that.

Man (off):

- So you shoot them from bellow and they look bigger and stuff?
Janos:

- Sure, I enjoy shooting them like that. And they are not aware of it,
as if I had 50 models to work with. I can get into their faces, see,
they work with the machine and I shoot their faces from close.

- No-one says anything.

Man (off):

- What is your aberration?

Janos:

I have none, (laugh) I have no time for aberrations.

Presentation of public employed works on digitalization I:

- Plastic cups.

- 64 pcs.

Janos:

— When I was fired I became unemployed. Went in for three months
for the benefits as they said I had to. As I'm a graduate, I had to do
community work designated for graduates.

- It was strange when my boss fired me. Besides, he was right about
it. Well, basically I went beyond my power and assumed liabilities

I shouldn't have. And it was a huge problem. Not to me, mind you,
but for my boss because... because he’s in all kinds of racket... and
that's what he does himself so... the last thing he needs someone else
doin’ it and make more trouble for the finance manager... So it was
shit for him but I didn’t get it then. I was working in a public archive
and I didn’t get how redundant my job was, either. My boss told me,
though. He asked how many people are interested in what I do. I said
10 thousand people all over Europe. And he said it was ridiculous.

So it wasn't worth the trouble because it doesn’t draw tender money
in, no EU money, nothing... That is to say, I'm superfluous so it was still
nice from him to keep me. I didn’t understand it, I was cocky and stuff
so he fired me. Then the unemployment, and then strangely enough
I got back to the same system. As a graduate archivist in public
employment. Then they were nice and told me about this camp where
I could have a documenting job. I can become a senior documentor.
And there would be archiving work, too. But the point is you have to
document everything. And I was happy about it. For two reasons. One
is, that if I have to document everything, myself and the others, then
I won’t make mistakes as I will concentrate more. The other is that it
didn’t matter what I recorded, what will they make of it. It doesn’t
matter to me anyway. I'm only interested in the recording.
Presentation of public employed works on digitalization:

- Give it to me, Klarika.

- Klarika is a very pedantic colleague.

- There are many viruses around, so we try to clean these objects.
Everyone touches them... so that nothing spreads.

- Shame on you.

- Tin can. 4445. Was it good?

- It got discharged. Discharged.

- Never mind, take a photo!

- Done.

Janos:

- I don't know the purpose of it; they don't, either. I just give the
phone to Péter in the evening, then pick it up again the following
day. It is empty by then, with no videos on it. And that's it...

And then the archivist position, to document things within this Program
for the Preservation of National Heritage which is a big fuckin’...
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Janos:

— Nu-i stiu scopul; nici ei, de altfel. Seara i dau pur si simplu telefonul lui Péter si
il preiau ziua urmatoare. Cartela e deja golitd, fard nregistrdri video. Si asta este...
— Apoi postul de arhivar, sa fac documente Tn cadrul Programului de Péstrare a Patri-
moniului National, care e un mare si nenorocit...

— E bine si frumos pentru ei. Dar eu nu vreau s fie bine si frumos. Da-i naibii atunci.
E mai bine asa, inregistrez tot. li dau camera Iui Péter si am plecat.

—Am ghicit un sistem; ar trebui sd achizitiondm un sistem de comunicare. E un grant
foarte mare pentru el, toatd lumea ar trebui sd aibd un... Nu telefon, ci walkie-tal-
kie, ca sd putem comunica si sa ne ddm indicatii. Celdlalt lucru este o camera de
supraveghere; asta ar fi cel mai bine. Daca existd camere de luat vederi peste tot,
as putea sta intr-o Incapere si s le spun tuturor prin walkie-talkie ce sé faca, dupa
care am inregistra totul si seara i-am da materialul lui Péter. Péter |-ar procesa sau
i l-ar da lui Géza; nu stiu ce fac ei cu el.

— Celdlalt lucru e scanarea, asta-i treaba cu adevarat murdard. Fiindca sint bani la
mijloc, existd fonduri nationale si attele. Acum lucram cu doua scannere, dar cred
cd am avea nevoie de o sutd. Cu o sutd de aparate de scanat am putea lucra efec-
tiv. Nu mereu aceiasi cincizeci de oameni, ci am putea face treaba prin rotatie, o
datd la trei luni. O echipd termind, vine urmatoarea. Atunci nimeni n-ar mai sti ce
face si asa-i cel mai bine.

Barbat din off:

— Cit planuiesti sa faci asta?

Janos:

—Voi sta aici. Nu vreau sa ma duc acasd, iti spun. Asta ar fi cel mai rau, sa ma duc
acasd. Pe moment, totul arata inca bine aici.

Barbat din off:

— E nevoie doar sd facem documente ale prezentului? Adicd ale trecutului?
Janos:

— Nu-ti bate capul cu asta. Am facut asta si s-a dovenit a fi cu totul nesemnificativ.
Am prieteni scortosi care au ramas la institut. Si ei vor sa rdmina, sa-si toceasca fun-
durile acolo, vor sa facd cercetare. Dar nimanui nu-i pasa citusi de putin de ce fac
ei.

— La urma urmei, nu flmez decit idei si le place. Le place ca am idei si, de aseme-
nea, cd inregistrez totul. Cred ca astea sint lucruri pe care le plac la mine. Asta e.
Barbat din off:

— Are vreun sens pentru tine sd Inregistrezi totul?

Janos:

— Niciunul.

Barbat din off:

— Doar pentru ca ai spus ca nu vrei sa arhivezi lucruri, findca n-are niciun sens...
Janos:

— Da, dar chestia asta de aici...

Barbat din off:

— Te platesc bine pentru asta?

Janos:

—Nu, dar nu ma intereseaza asa de mult banii. N-am facut-o niciodata pentru bani.
Nici pe departe.

Atelier de digitizare al lucratorilor publici:

Janos:

— Se vede?

Lucrator public:

—Da, da.
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- Wow, it's nice and smooth for them. But I don’t want it to be so
smooth. Then you fuck it. It's much better like that, I record every-
thing, I hand the camera down to Péter and off I go.

- I'worked out a system, that we should acquire a communication
system. There is a very grand tender for it, that everyone should
have a... Not phone but a walkie-talkie, so that we can communicate
with, and direct each other. The other thing is a surveillance camera,
that would be the best. If there’s a camera everywhere, then I could
just sit in a room and tell everyone on the walkie-talkie what to do,
then we record it and give it to Péter in the evening. Péter processes
it or passes it on to Géza; I'm not sure what they do with it. So that's
for one.

- The other thing is scanning, that's a real racket. Because there’s
money in it, there are national tenders and so on. Now we work with
two scanners but I think we’d need hundred. With hundred scanners
you could really work. And then not always the same fifty people
would be here but you could do a three-month rotation. This team
has finished, the next one comes. Then no-one would know what
they are actually doing and that's the best.

Man II. (off):

- How long you're planning to do this?

Janos:

- I will stay here. I don’t want to go home, I'm telling you. That would
be the worst, to go home. Now still everything looks okay here.

Man III. (off):

- One only needs to document the present? That is, the past?

Janos:

- I don't give a damn about that. I used to do it and it turned out
totally irrelevant. I have my bookish friends who stayed in the insti -
tute. And they want to stay, working their arse off, they want to do
research. But no-one gives a flying fuck about what they do.

In fact, I'm only shooting ideas. And they do like them. They like that
I have ideas, and also that I record everything. I think these are the
things they like about me. That's it.

Man 1. (off):

— Does it make any sense for you to record everything?

Janos:

- No sense at all.

Man 1. (off):

— Just because you just said you don't want to archive things as it
makes no sense...

Janos:

— Well, but this here...

Man L. (off):

- Do they pay you well for it now?

Janos:

- They don't but I'm not into money that much. I'l never did it for
the money. Far from that.

— De fapt, e plin de semndturi. Are o copertd Intli, apoi vine semndtura.
— Uite aici semnaturile.

Janos:

— Digitizezi toate paginile?

Lucrdtor public:

—Da, sigur.

— Deci de unde este... si dupa aia semndturile.
Janos:

— Ce-i asta?

Lucréator public:

— O dispozitie?

Janos:

— Ce fel de dispozitie?

Lucrator public:

— Bund intrebare.

Janos:

— Nu zice?

Lucréator public:

— Exista un cod, dar tot nu stiu ce-i.

Janos:

— Nu se explica niciunde?

Lucrdtor public:

— Noi nu citim de obicei materialele. Le facem.
Janos:

— Buna dimineata. Ce va fi asta? Ce fel de carte?
Lucrator public:

— Monitorul oficial maghiar.

Janos:

— Monitorul oficial? Maghiar? Si-| digitizezi?
Lucréator public:

— Da, sintem la mijloc.

Janos:

— Buna dimineata. Ce faceti aici?

Lucrator public:

— Un document despre hidrotehnologie.

Janos:

— Hidrotehnologie?

Sefa lucratorilor publici:

— Daca vreti, va arat...

Janos:

— 53 mergem!

— Sfinte Sisoie!

Sefa lucratorilor publici:

— Poti intra Intre ele si sd te uiti chiar. Avem o gramadd de lucruri.
Janos:

— Deci ati fotografiat toate astea.

Sefa lucratorilor publici:

— Pe astea, da... acestea sint documente complete. Fotografiate, digitizate. Vor fi
incarcate. Nu sint sigurd daca fotografille sint deja incdrcate. Le avem; incdrcarea
are loc la muzeu. Ei editeazd imaginile, iar apoi le fncarcd pe website.
Janos:

— Si cine a identificat obiectele?

arhiva — distributia sociald: trecut si viitor (?)

Workshop of public employed workers on digitalization:
Janos (off):

- One can see it there?

Public employed workers:

- Yes, yes.

- In fact, it's full of signatures. It has a front cover, then the
signature comes.

— Here come the signatures.

Janos:

- So you are digitalizing every page?

Public employed workers:

- Yes, sure.

- So where is it from... then the signatures.

Janos:

- What is this?

Public employed worker:

- Provision?

Janos:

- What kind of provision?

Public employed worker:

- Good question.

Janos:

- Doesn't it say it?

Public employed worker:

- There's a code, but still don't know what it is.

Janos:

- It doesn’t explain?

Public employed worker:

- We don't usually read into stuff, we rather do it.

Janos:

- Good morning. What this will be? What kind of book?
Public employed worker:

- Hungarian official journal.

Janos:

- Journal? Hungarian? And you digitalize the Official Journal?
Public employed worker:

- Yes, we are in the middle of scanning it.

Janos:

- Good morning. What's being made here?

Public employed worker:

— A document about hydro technology.

Janos:

- Hydro technology?

Manager of public employed workers:

- If you wish, I can show...

Janos:

- Let's go.

- Holly cow.

Manager of public employed workers:

- You can enter in between and then see, even. We have a lot of things.
Janos:

- So you've photographed these.

Manager of public employed workers:

- These ones, yes... they are complete documents. Photographed,
digitalized. They will be uploaded. I'm not sure the pictures are
already uploaded. We have them; upload happens in the museum.
They edit the pictures and then upload them.

Janos:

- And who identified these objects?

Manager of public employed workers:

— Well, in general we do. It's either written on it, or we check on the
internet what it can be.

Janos:

- Have you found such objects on the net?

Manager of public employed workers:

- Yes. There's many in online shops.

Janos:

— Like Ebay?
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Sefa lucrdtorilor publici:

~in general noi o facem. De obicei scrie pe ele sau verificdm pe intemet ce-ar putea fi.
Janos:

— Ati gdsit asemenea obiecte pe net?

Sefa lucratorilor publici:

— Da, exista multe din astea Tn magazinele online.

Janos:

— Ca Ebay?

Sefa lucratorilor publici:

—Da.

Janos:

— Sint valoroase?

Sefa lucrdtorilor publici:

— Unele. De pildd, aceste aparate radio si de radiolocatie vechi. Cred cd multe valo-
reazd bani.

Janos:

— Ca piesele de muzeu?

Sefa lucratorilor publici:

— Da.

Janos:

— Vor fi deci expuse? Sau doar incdrcate in baza de date?

Sefa lucratorilor publici:

— Da, sigur. Acuma se organizeaza expozitia. Vor sd inchirieze o pivnita si s-o facd
acolo.

— Voiincerca sd deschid o cutie. Asta e goald. Pastrdm adesea cutii goale. Papucii
astia nu sint foarte interesanti. Avem tot felul de masti de gaze.

Janos:

— Le-ati fotografiat pe astea?

Sefa lucratorilor publici:

— O bucatd din fiecare a fost fotografiata si le-am procesat una dupa alta, in gru-
puri, impreuna cu ce e n cutii.

Janos:

— Ati putut stabili diferentele?

Sefa lucratorilor publici:

— Sigur, unele au o hirtie Induntru. Si dupa tip, de asemenea.

— Avem multe lucruri.

Janos:

— Deci fotografille astea sint intr-un computer?

Sefa lucratorilor publici:

— Da, sint intr-un computer.

Janos:

— Le-ati putea ardta atunci?

— Si veti trimite aceste fotografii Arhivei Digitale Nationale Maghiare?

Sefa lucrdtorilor publici:

— Da, vor fiincarcate. Vor fi incarcate pe internet. Vor fi procesate in muzeu, apoi
incdrcate.

Janos:

—Sivor fi si In [reteaua] EUROPEANA?

Sefa lucrdtorilor publici:

—Cred cd da.

Janos:

— Va multumesc foarte frumos!
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Manager of public employed workers:

- Yes.

Janos:

- Are they valuable?

Manager of public employed workers:

— Well, some of them are. Like these old radios and locators. I think
many are worth money.

Janos:

— Like museum pieces?

Manager of public employed workers:

- Yes, like that.

Janos:

- And so they will be exhibited? Or just... uploaded in a data-base?
Manager of public employed workers:

— Yes. Sure. The exhibition is being organized. They want to rent a
cellar and do it there.

- T'll try to open a box. Oops, that's empty. We often preserve empty
boxes. Well, these flip-flops aren’t that interesting. We have many
sorts of gas masks.

Janos:

— You took photos of these?

Manager of public employed workers:

- One piece of each was photographed and we processed one by
one and in groups as well what's in the boxes.

Janos:

- Could you establish the differences?

Manager of public employed workers:

- Sure, some of them have paper in. And by type as well.

- We have many things.

Janos:

- So these photos are in a computer?

Manager of public employed workers:

- Yes, they are in the computer.

Janos:

- So you can show them?

- And you will send these pics to the Hungarian National Digital
Archive?

Manager of public employed workers:

- Yes, they will be uploaded. They will be uploaded on to the net. -
They will be processed in the museum, then uploaded.

Janos:

- And will they be in EUROPEANA, too?

Manager of public employed workers:

— I think so.

Janos:

- Thank you very much!

English version by Miklés Erhardt

arhiva — distributia sociald: trecut si viitor (?)

Filmele distributiei sociale
THE FILMS OF SOCIAL DISTRIBUTION

Sursa: Vetiteni nem elég. Mddszertani kézikényv a film tdrsadalmi forgalmazdsdhoz [Nu ajunge sé proiectezi filme. Manual metodologic pentru dis-
tributia sociald a filmului], Budapest, 1979.

Source: Vetiteni nem elég. Médszertani kézikényv a film tdrsadalmi forgalmazdsdhoz [It's Not Enough To Project Films: A Methodological Hand-
book for Social Distribution of Films], Budapest, 1979.

ABC/ABC, regia/dir. LaszIé Vitézy, Hungary, orig. format: 16 mm, bw., 50', 1977.

Ambicié/Ambitie/Ambition, regia/dir. Andras Cseh, Hungary, orig. format: 35 mm, col., 2', 1973.

Anya gyermekkel/Mamd si copillMother with her Baby, regia/dir. Ivan Lakatos, Hungary, orig. format: 35 mm, bw., 17, 1977.
Befejezetlentil/Neterminat/Unfinished, regia/dir. Judit Vas, Hungary, orig. format: 35 mm, bw., 80", 1970.

Boldogsdg/Fericire/Happiness, regia/dir. Mikiés Csanyi, Hungary, orig. format: 35 mm, bw., 9, 1968.

Bottités sajat kérésre/Loviturd cu batul la cerere/Strokes Upon Request, regia/dir. Janos Rdzsa, Hungary, orig. format: 35 mm, bw., 31", 1972.
Csak egy ,B" betti/Doar o literd ,B"/Just a Letter “B”, regia/dir. Ferenc Széchenyi, Hungary, orig. format: 35 mm, bw., 12", 1974.

Csalddi tlizfészek/Focar familial/Family Nest, regia/dir. Béla Tarr, Hungary, orig. format: 35 mm, bw., | 10, 1978.

Csiki-csuki, regia/dir. Sandor Szalkai, Hungary, orig. format: 35 mm, bw., 18", 1978.

A csé/Teava/ The Tube, regia/dir. Séndor Zoltai, Hungary, orig. format: 35 mm, bw., 20", 1977.

Dézsa népe/Poporul lui Doja/Ddzsa’s People, regia/dir. Ferenc Andras, Hungary, orig. format: 35 mm, bw., 53’, 1972.

Az egyedi eset természetrajza/lstoria naturald a cazului singular/The Natural History of an Individual Case, regia/dir. Gydrgyi Szalai, Hungary, orig.
format: 35 mm, bw., 100", 1975.

Erettségi nélkiil/Fard bacalaureat/Without Final Examination, regia/dir. Andras Suranyi, Maria Sobs, Hungary, orig, format: |6 mm, bw., 66', 1977.
Fair Play, regia/dir. Marcell Jankovich, Hungary, orig. format: 35 mm, bw., 2', 1978.

Fellebbezés/Apel la tribunal/Appeal, regia/dir. LaszIé Mihdlyfy, Hungary, orig. format: 35 mm, bw., 65', 1972,

Feltaldlé/Inventatorul/The Inventor, regia/dir. Pal Wilt, Hungary, orig. format: 16 mm, bw., 50’, 1978.

Filmdokumentum/Document filmic/Film Documentum, regia/dir. LaszIé Mihalyfy, Hungary, orig. format: 16 mm, bw., 60’, 1975.
Fogadalomtétel/Jurdmintul/The Oath, regia/dir. Istvan Darday, Hungary, orig. format: 16 mm, bw., 70’, 1975.

Gombnyomdsra/La o apdsare de buton/At One Push of the Button, regia/dir. Katalin Macskassy, Hungary, orig. format: 35 mm, col., 13", 1975.
A hatdrozat/Hotdrarea/The Resolution, regia/dir. Judit Ember, Gyula Gazdag, Hungary, orig. format: 35 mm, bw., 106", 1972.

Ide-odafincoace si incolo/Here and There, regia/dir. Tamas Fehéri, Hungary, orig. format: 16 mm, bw&col., 40", 1978.

Istenmezején |973—1974/Pe cimpia lui Dumnezeu 1973—1974/0On God's Field 1973—1974, regia/dir. Judit Elek, Hungary, orig. format: 35 mm,
bw., 90', 1974.

Kérdéjelek/Semne de intrebare/Question Marks, regia/dir. J6zsef Magyar, Hungary, orig. format: 35 mm, col., 32", 1978.

Kertész utcaiak/Cei de pe strada Kertész/Those from Kertész Street, regia/dir. Sandor Mihdlyfy, Hungary, orig. format: 35 mm, bw., 94", 1972.
Kilencedik Emelet/Etajul noud/Ninth Floor, regia/dir. Livia Gyarmathy, Hungary, orig. format: 35 mm, bw., 40", 1977.

Kuldéttvdlasztds/Alegerea delegatilor/Election of Delegates, regia/dir. Istvan Darday, Hungary, orig. format: 35 mm, bw., 60", 1972.
Kiizdék/Luptatorii/Fighters, regia/dir. Marcell Jankovich, Hungary, orig. format: 35 mm, bw., 3", 1978.

Leleplezés/Dezvelire/Unveiling, regia/dir. Gyorgyi Szalai, LaszI6 Vitézy, Hungary, orig. format: 16 mm, bw., 72', 1978.

Magdnyosok klubja/Clubul singuraticilor/Lonely Club, regia/dir. Livia Garmathy, Hungary, orig. format: 35 mm, bw., 16’, 1976.

Mai telepesek/Colonisti contemporani/Today’s Settlers, regia/dir. LaszI6 Vitézy, Hungary, orig. format: 16 mm, bw., 50', 1976.
Mecéndsok/Mecena/Patrons of Art, regia/dir. LaszIé Vitézy, Hungary, orig. format: 35 mm, bw&col., 24", 1976.

Még és marfincd si deja/Still and Already, regia/dir. PAl Wilt, Hungary, orig. format: 35 mm, bw., 17’ 1976.

Miheztartds végett/Ca sd stim de ce ne tinem/To Know What to Keep in Mind, regia/dir. Istvan Dérday, Hungary, orig. format: 35 mm, bw. / orig.
col., 16, 1971.

Milyen a vilag/Cum e lumea/How Is World, regia/dir. J6zsef Magyar, Hungary, orig. format: 35 mm, bw., 16’, 1978.

Mit csindlnak a cigdnygyerekek/Ce fac copiii de tigani/Vhat Do Roma Kids Do, regia/dir. Pal Schiffer, Hungary, orig. format: 35 mm, bw., 30", 1974.
Mit latnak az iskoldsok?/Ce vdad scolariiz/WWhat Do Schoolchildren See?, regia/dir. Istvan Dérday, Gyorgyi Szalai, LaszIé Vitézy, Hungary, orig. for-
mat: 16 mm, bw., 82’, 1977.

Médszerek/Metode/Methods, regia/dir. Judit Vas, Hungary, orig. format: 35 mm, bw., 21", 1968.

Nekem az élet teccik nagyon/Mie viata imi place tare/l Think Life is Great Fun, regia/dir. Katalin Macskéssy, Hungary, orig. format: 35 mm, col., 9',
1968.
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Neveléstigyi sorozat |. — A szocialista nevelésért/Serial pe teme din sfera educatiei | — Pentru o educatie socialistd/Film Series on Education | — For a
Socialist Education, regia/dir. Istvan Darday, Mihalyfy LaszI6, Gydrgyi Szalai, LaszI6 Vitézy, Pal Wilt, Hungary, orig. format: 35 mm, bw., 90', 1973.
Neveléstigyi sorozat Il. — O lesz a 6. pedagdgus a csalddban/Serial pe teme din sfera educatiei Il — Ea va fi al saselea pedagog al familiei/Film Series
on Education Il — She Will Be the Sixth Teacher in the Family, regia/dir. Istvan Darday, LaszIé Mihalyfy, Gyorgyi Szalai, LaszId Vitézy, Pal Wilt, Hun-
gary, orig. format: 35 mm, bw., 101", 1973.

Neveléstigyi sorozat Ill. — Kati és Emd/Serial pe teme din sfera educatiei lll — Kati si Emé/Film Series on Education Ill — Kati and Emé, regia/dir.
Istvan Darday, Laszl6 Mihalyfy, Gydrgyi Szalai, LaszIo Vitézy, Pal Wilt, Hungary, orig. format: 35 mm, bw., 90", 1973.

Neveléstigyi sorozat IV. — Tibor/Serial pe teme din sfera educatiei IV — Tibor/ Film Series on Education IV — Tibor, regia/dir. Istvan Darday, Laszlé Mihalyfy,
Gydrgyi Szalai, LaszI6 Vitézy, Pal Wilt, Hungary, orig. format: 35 mm, bw., 90", 1973.

Neveléstigyi sorozat V — Tanul és tanit a csalad/Serial pe teme din sfera educatiei V — Familia invatd si predd/Film Series on Education V — The Fami-
ly Learns and Teaches, regia/dir. Istvan Darday, Mihalyfy LaszIo, Gyorgyi Szalai, LaszId Vitézy, Pal Wilt, Hungary, orig. format: 35 mm, bw., 80’,
1973.

Nyugodtan meghalni/A muri linistit/To Die in Peace, regia/dir. Istvan Darday, Hungary, orig. format: 35 mm, bw., 30", 1970.
Onfelszdmolds/Autosuprimare/Self-liquidation, regia/dir. Sndor Mihalyfy, Hungary, orig. format: 16 mm, bw., 154’, 1976.

Pedig/Desi/In Turn, regia/dir. J6zsef Cséke, Hungary, orig. format: 35 mm, bw., 10", 1975.

Pléh-Boy, regia/dir. Béla Vajda, Hungary, orig. format: 35 mm, col., 4’, 1973.

Rejtett hiba/Defectiune ascunsd/Hidden Error, regia/dir. LaszI6 Vitézy, Hungary, orig. format: 16 mm, bw., 50’, 1975.

Rend a hdzban/Ordine in casd/Order in the House, regia/dir. Péter Szobozslai, Hungary, orig. format: 35 mm, col., 5', 1977.

Részvénytdrsasag Kiilsévaton/Societate pe actiuni la Kiilsévat/joint Stock Company in Kiilsévat, regia/dir. Istvan Darday, Hungary, orig. format: 35
mm, bw., |7, 1973.

Rongyos Hercegnd/Printesa zdrenturoasd/Princess in Rags and Tatters, regia/dir. Istvan Darday, Hungary, orig. format: 16 mm, bw., 50’, 1975.
Szocioportré/Portret social/Social portrait, regia/dir. Laszlé Mihalyfy, Hungary, orig. format: 16 mm, bw., 32", 1977.

Tagfelvétel /Admitere de membri/Admission, regia/dir. LaszIo Vitézy, Hungary, orig. format: 35 mm, bw., 32", 1972.
Tanitékisasszonyok/Domnisoarele invdtatoare/Teacher Misses, regia/dir. Janos Rézsa, Hungary, orig. format: 35 mm, bw., 31°, 1971.
Tantérténet/intimplare educativd/instructive Story, regia/dir. Judit Ember, Hungary, orig. format: 35 mm, bw., 147", 1976,

A tdrgyilagos kép/lmaginea obiectivd/Objective Image, regia/dir. Andras Péterffy, Hungary, orig. format: 35 mm, bw&col., 22', 1977.
Térgyilagosan/in mod obiectiv/Objectively, regia/dir. P4l Erdéss, Hungary, orig. format: 35 mm, bw., 102", 1977.
Térmetszés/Intersectie/Intersection, regia/dir. Péter Fabry, Hungary, orig. format: 35 mm, bwé&col., 70, 1979.

Torténetek N-rélfIstorisiri despre N/Stories about N, regia/dir. Péter Szobozslai, Hungary, orig. format: 35 mm, col., 8, 1978.

Valami mdst/Altceva/Something Else, regia/dir. Pal Erd&ss, Hungary, orig. format: 35 mm, bw., 30", 1972.

Vdlogatds/Selectie/Selection, regia/dir. Gazdag, Gyula Hungary, orig. format: 35 mm, bw., 40’, 1978.

Vannak vdltozdsok/Exista schimbdri/There Are Changes, regia/dir. Gyula Gulyas, Hungary, orig. format: 35 mm, bw., | 14", 1978,
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In rolul celui care rezolva situatia — programe de film, filme documentare

si metodologice legate de tema
IN SOLVING ROLE - FILM PROGRAMS, DOCUMENTARY AND METHODOLOGICAL FILMS RELATED TO THE TOPIC

A

Program |

Megoldé szerepben — Vetiteni nem elég/lAn rolul celui care rezolvd situatia — Nu ajunge sd proiectezi filme/in Solving Role — It's Not Enough to Project
Films, -2, regia/dir. Sebestyén Kodolanyi, Hungary, 2h53’, 2014-2017.

Program 2

Tatabdnya mdhely/Atelierul de la Tatabanya/Tatabdnya workshop, regia/dir. Kodolanyi Sebestyén, Hungary, 53’, 2014-2017.

Fél évszdzad cigdnykodds parasztkoddas/O jumdtate de secol de tigani si tdrani/Half a Century of Gypsies and Peasants, regia/dir. Sebestyén Kodo-
lanyi, Hungary, 53, 2014-2017.

B.

Metode — o selectie internationald de filme

Tn sistemele noastre socialiste de redistributie, orientate in mod diferit, in cadrul productiei de film finantate de stat, s-au creat filme in care ceea
ce prevaleaza nu e o atitudine critica fata de sistem, ci intentiile pedagogice. Regizorii acestora au ncercat sa-si investeasca mijlocul de exprima-
re cu o functie sociald reald, pentru a mari impactul experimentelor lor.

Programul de fatd e o incercare de a crea o metoda curatoriald comparativa care sa depdseasca diversele retrospectii nationale, pentru a pre-
zenta filmele cu posibilitatea unei interpretdri mai contemporane

Methods - International Film Selection

In our differently oriented socialist redistribution systems, within the framework of state funded fimproduction, a good few works were created in which not the criti-
cal attitude but inherently positive, educational intentions prevailed, and whose directors attempted to invest their medium with a real social function in order to
increase their experiments’ impact.

The present program is an attempt to work out a comparative curatorial method that reaches beyond the scope of national retrospections, in order to present the
films with the possibility of a more contemporary interpretation.

Médszerek/Metode/Methods, regia/dir. Judit Vas, Hungary, orig. format: 35 mm, bw&col., 21, 1968.

Vesela Klasa/Clasa veseld/Merry Working Class, regia/dir. Bojana Makavejev, Yugoslavia, orig. format: 35 mm, bw, 13’, 1969.
Mecéndsok/Mecena/Patrons, regia/dir. LaszId Vitézy, Hungary, orig. format: 35 mm, bw&col., 24", 1976.

Nek se Cuje i nas glas/Sd se audd vocile noastrel/Let Our Voices Be Heard, regia/dir. Kristo Papi¢, Yugoslavia, orig. format: 16 mm, col, 16’, 1971.
Nekem az élet teccik nagyon/Mie viata imi place tare/l Think Life is Great Fun, regia/dir. Katalin Macskassy, Hungary, orig. format: 35 mm, col., 9',
1975.

Ko sem majhen bil, sem bil zdrav, vesel/Am fost mic, sdndtos si vesel/l Was Little, | Was Healthy And Merry, regia/dir. Joze Pogacnik, Yugoslavia, orig.
format: 35 mm, col., | I, 1969.

C.
Imagini reale in utilizare dramaticd — experimente
Public Theatrical Reality Images — Experiments

Le casting/Castingul/The Casting, regia/dir. Pierre Merejkowsky, France, orig. format: video, | 1", 2014,

Kutyaviadal/Luptd intre ciini/Dog Fight, regia/dir. Sebestyén Kodolanyi — Independent Theater Budapest, Hungary, orig. format: digital, 8', 2016.
SzenttehenekMaci sfinte/Holy Cows, regia/dir. Sebestyén Kodolanyi — Independent Theather Budapest, orig. format: digital, Hungary, 6’, 2015.
Bonne Fete Maman/Sdrbdtori fericite, mamd!/Happy Birthday Mom, perf.: Julien Fanthou, video: Sebestyén Kodolanyi, France, orig. format: digi-
tal, 217, 2016.

Tabor/Tabédrd/Camp, regia/dir. Sebestyén Kodolanyi — Independent Theater Budapest, Hungary, orig. format: digital, 22", 2016.
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SIMONASRAMONA (AKA CLAUDE&DERSCH) sint partenere de viatd si lucreazd impreuna din 2014. Sint interesate de poezia queer si de Intrepatrunderea performance-ului si scrierii cu
propriile lor experiente. Simona are experientd n nvatdmintul de artd si organizare (a fost activa in mentinerea Spatiului Platforma din Bucuresti, de la inceputurile acestuia in 201 | pina la inchi-
derea sa de cdtre MNAC in iulie 2015), iar Ramona mixeaza studiile literare, queer si culturale pentru doctoratul sdu. Uneori ele colaboreazd cu lleana, sub numele de Claude, Dersch & the
Sky Collector. Din 2015 ele fac parte si din Local Goddesses, un grup informal de femei* interesate de multimedia si performance dintr-un punct de vedere feminist. Mai multe despre ele aici:
Www.simonaramona.wordpress.com, www.poetrybody.com.

Simona&Ramona (AKA Claude&Dersch):
Almanah 2017/Almanac 2017

SIMONA&RAMONA (AKA CLAUDE&DERSCH) are life and work partners, working together since 2014. They are interested in queer poetry, in mixing performance and
writing with their own experiences. Simona has a background in art teaching and organizing (she has been an active part of Platforma space, Bucharest from its begin-
ning in 2011 until its closure by MNAC in July 2015) and Ramona mixes literary, queer and cultural studies for her Ph.D. They sometimes collaborate with Ileana,
under the names Claude, Dersch & the Sky Collector. Since 2015 they are also part of Local Goddesses, an informal group of women* interested in multimedia and
performance from a feminist point of view. More on them here: www.simonaramona.wordpress.com, www.poetrybody.com.
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Multumniri: femeilor* din viata noastra pentru toate.
llenei (cu mare dor) pentru atit de multe.
Valentinei pentru acel cuvint, dar nu numai.

Lui Paul pentru rochia adusa cindva la freeshop.
Larisei, desi Ramona nu stie incd de ce ).

Thanks to the women* in our lives for all.
To Ileana (we miss you!) for so many things.
To Valentina for that word, but not only.

To Paul for the dress he once brought to the freeshop.
To Larisa, although Ramona does not know yet why :).
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Fill in the blanks

Primul exercitiu pe care vi-l propunem este unul de completat cuvinte acolo unde ele
lipsesc. Pornind de la un text scris de Ramona, umpleti cu ceea ce credeti potrivit.

D:/Documents/Dosarul curent:
Schite/ acceptate/ neacceptate

Am pornit la drum n domeniul studiilor culturale cu un subiect inedit  spatiul academic romanesc. Lucrarea
de fatad reprezinta , ceea ce face ca procesul sa fie unul anevoios, dar si plin de n ceea ce pri-
veste cercetarea. Consider ca sd lucrez la o tezd care reflectd nu numai pentru domeniul stu-
diat, ci si mea identitara reprezinta un privilegiu. De aici derivd o sumd de responsabilitdti ale
cercetdtorilor din diverse . Asadar, si integritatea lucrarii, transfer al cunoasterii, consi-
der cd am o datorie etica queer din Romania fragmente culturale onest, deschis,
plasarea lor in contextul social, economic si . Faptul cd pind recent, spre deosebire de alte spatii academice
, manifestarile culturale de cercetatorii locali din aria stiintelor umaniste reprezinta, fara indoiala,

un punct slab, dar si, care vor dori demers.

Desi , studiile culturale nu reprezinta o teorie a ideologiilor si a reprezentarilor, ci, mai degraba,

problemelor siintrebarilor care vin din propria a cercetatoarei sau cercetato-

rului cu privire la contextul In care se plaseaza. Grossberg probleme des mentionate cultu-
rale, aceea cd domeniul pare a

metodologie proprie. Cercetatorul considera ca garantie
indubitabila a ,rigoril* si pare sd plaseze contextele specifice si influenta acestora pe un loc inferior, poate duce la

si diminuarea autoreflexivitatii lor (p. ). Cu alte cuvinte, un cadru strict metodologic poate fi, in unele

cazuri, In detrimentul unei , avind Tn vedere ca nu de putine ori exista situatii in care anumite instrumente nu

relatilor de putere sau pe factorii care determina anumite atitudini sau negocieri ale spatiu-

lui. Grossberg vede a cercetdtoarei/cercetatorului de a se intreba constant ce stie deja si ce , unde
se plaseaza, , indiferent de metoda aleasa, fapt ce vine in ajutorul si contribuie la 0 analizd
(P )

(]

Corpulanalizei ~ defilme, , , expozitii, bloguri, , spectacole de teatru, perfor-

mance-uri queer

Intrebarile de cercetare nonheterosexuale n diverse publicului larg. In ce contexte

, care sint resorturile care stau la baza ! Cum sint prezentate ele n si care sint reactiile

¢! Cum Tsi privesc proprille manifestari artistice, care sint mecanismele cultura main -

stream? In ce conditii putem vorbi despre existenta unei culturi queer romanesti si care ar fi '89 care au
un prea putin sau deloc?

O altd autoare este bell hooks, una dintre feministe care atrage atentia asupra inter-
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sectionalitatii s rasa, clasa, sexualitatea, genul in constructia identitard. Conceptul alteritatii,
un bun de consum, un artefact dezirabil pentru cultura dominanta ( aproprierea

muzicii rap a persoanelor de culoare de cdtre cele albe, dar si obiectificarea femeilor de culoare de cdtre bdrbatii

albi). Daca pina recent grupurile ,ceilalt®, devenita tot mai uzitatd

in media, poate duce la
de spectacol (hooks, ).

, hooks surprinde faptul ca
, reducind diferentele, inegalitatile, mijloacele de opozitie fatd de opresori la ideea

]
Prima parte a a constat in obtinerea si arhivarea acestor texte si vestice. Avind n
vedere cd , dar si anterior acesteia , am ales sa folosesc informatiile si observatiile
sa am in vedere, pe cit posibil, pluralitatea experientelor, vocilor si care vin din
partea altor persoane din . Cu sigurantd, aceastd pluralitate nu este una generala si exhaustivad si
de profil existd voci care nu se fac auzite, ale caror opinii nu .Una etice cu privire
la acest subiect este sd reduc pe cft posibil repetarea acestei erori
-]
Pe masura ce , @am constatat ca imaginea mea despre nuantata. Asadar,

n opinia mea, capitolul de fatd nu ar putea exista decit sd apelez in continuare. Voi schita,

microetnografii care a avut ca subiect relatiile si conflictele din jurul si care consider cd este dis-
cutarea conceptelor reprezentare, limitdri, moduri de citire si . College a gazduit adr.
, bursier international a ales sa vorbeasca , desi capitolul aferent prezentdrii a

fost scris, activistd lesbiana. parcursul discutiei, au dovedit ca se aflau pentru prima oard in fata unui
astfel de subiect. inci de la inceput intr-o pozitie problematica, venind dinspre zona patriarhald si alegind un
subiect care nu face parte din propria sa
Una dintre intrebdrile adresate, care, pentru niste persoane venite din sfera feminista si queer este perfect legiti-
ma (discutiile din aceste cercuri le ntrec, desigur, n complexitate pe cele ale persoanelor care nu se confrunta cu ace-
lasi tip de probleme), a fost privitd cu surpriza de restul publicului. a descrie pe scurt reactiile din sala: cu fiecare
rostire a cuvintului cftiva dintre cei prezenti schitau Zimbete, miscari ale ochilor spre
si sunete epiglotale. Una dintre interventii experiment mental care (se) Intreba ce s-ar intimpla dacd
aceste ar naste copii de sex masculin si . O alta observatie-intrebare-argument echivala
text de Kant cu situatia cercetdtorului  care studiazd identitdtle . Conform argumentului aces-
tuia, atunci cind citeste opere de sau , Nu ia n calcul sexualitatea admird n continuare; desigur,

homofobie internalizatd motiv pentru intr-o maniera depreciativd. Continuind argu-

mentarea, dacao ar citi Kant, textul lui Kant ar ramine O persoana heterosexuala.

, ¢l de modul de interpretare. filosofului, Kant nu poate fi citit

nu este textul in sine care ramine
identitar si social al persoanei care , fapt infirmat de insdsi

alternativ si nu pot exista interpretari diferite
text este interpretabil si la acesta. Un exemplu de citire in ar
fi lucrarea lui eer Social Philosophy: Critical Read  Kant to Adorno.

Se poate spune ca aceastd scurta poveste mecanismele normative functioneaza intr-o anumita

ideea conform careia

situatie pot fi duse la un alt nivel in ceea ce priveste un subiect care, daca ar fi rdmas in sfera unei simple prezen-

tari comentate de persoane , nu ar fi ridicat, probabil, atft de multe ntrebari.
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Demonul lui Maxwell — exercitiu practic

Pe durata unei zile, in doua sali cu un perete comun, rezolvati in paralel acelasi set de
rebusuri/integrame. Una dintre sdli va fi decorata cu bufnite: printuri, plusuri, obiecte
de tot felul. in cealaltd vor fi multe careuri de GO si niste siculeti cu fasole albi si rosie.
De fiecare data cind ghiciti cfte un cuvint, bateti in perete si strigati cuvintul,

galerie
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Tarotul — Arcana scurta a lui Claude&Dersch

Popularul tarot, acum ntr-o noua versiune. Se foloseste pentru divinatie, conform ex-
plicatiilor tiparite pe versoul fiecarei imagini. Cartile pot fi decupate din paginile revistel,
apoi utilizate. Asezati/te comod ntr-un colt linistit al camerei, reflectati vreme de citeva
minute la una dintre situatiile din viata voastra pentru care cereti raspuns cartilor. Trageti
o singura carte si meditati la raspunsurile pe care vi le ofera.

galerie
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I. La magicienne

Cartea magicd a persoanelor in cdutarea altei religii, a celor care se gindesc sd infi-
inteze o religie, a iconoclastelor ortodoxe care fumeaza in secret si-si iubesc dum-
nezeaua (cuvint daruit tot de o femeie), a celor care se luptd in fapt si online cu toate
cultele hetero-rascoapte de prea mullt stat in cuptorul neamului. In citirea de tarot
simpld, La magicienne trimite cu gindul la forta singurdtatii, la momentele in care ai
de luat decizii importante si fti cauti curajul, incepi sa vezi semne in vise si ti-e sila
de facebookul prea plin cu activitatile semnificative ale altora, ce par mereu mai fericiti,
mai harnici si mai calati pe oportunitati si oportunisme. Este si cartea aparentelor,
a situatiilor care par altfel decit asa cum sint.

in cheie ocultd, cartea inseamni: moment propice pentru vraji, mai asteaptd, nu lua
decizii transante, dar gindeste-te bine care ti-s prietenii/ele si dusmanii/anele,
pregateste-te, ora ta va veni.

De iubire: La magicienne e cartea singuratatii si a asteptdrii, dar si a aparentelor.
Ceva Tn viata si in imaginatia ta amoroasd este altfel decit crezi. Nu este momen-
tul deciziilor importante. Mai asteapta.

De bani: Nu este momentul sa faci investitii, sa cumperi electronice noi, sa te lasi
sedusa de reducerile online la orice. Gindeste-te la batrinete sau la ziua de miine,
pune deoparte tot ce nu-ti este cheltuiald necesara ori vitald. Dacd esti deja foarte
nstarit/d, naiba sd te ia — poti sa cumperi ce vor muschii tdi.

De noroc: Poti da cu banul pentru decizii mici, poti cistiga la jocurile de carti, poti
gasi o hirtie de un leu pe stradd. Ori, cine stie, poate chiar se nimereste n calea ta
un noroc ceva mai mare, dar fii vigilentd: ai tras cartea aparentelor, deci nu-i per-
fect valabil tot ce tie Tti vine a crede ca ar fi.

De societate: Este momentul sd te gindesti la prieteniile false, la cei sau cele pe
care le tot suni, dar ei/ele nu te sund niciodatd, la afacerile altora, la cei/cele care te-
au pacdlit, la cei/cele care te fac sd suferi, dar si la cei/cele pe care li/le minti, fi/le faci
sd sufere ori sd astepte.

Cu capul in jos: Cheile de citire se amplificd, cartea incearca sa te avertizeze cu
privire la ceva. Cu ce ginduri ai tras-o? Vei avea parte de o dezamagire, de o suferin-
td sau, dimpotriva, de o surpriza cu totul neasteptata.
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2. La nation

Cartea natiunii, a discursurilor, a identitatilor politizate, a vizelor Schengen, a trecerii la euro si a
migratiei. La nation avertizeazd asupra rasismelor interiorizate si/sau exteriorizate. Este cartea acti-
vismelor, dar si a renuntarii la activisme, a dezamagirilor unse cu home-made guacamole. De
tragi aceastd carte inseamna ca te-ai intrebat sau te poti intreba daca merita sa mai stai aici sau
e vremea s te cari si ca deja te intrebi sau te vei ntreba ce sa faci cu persoanele pe care le iubesti,
cum sd le iei si pe ele, cum se transportd cel mai confortabil o pisicd la drum lung s.a.m.d. Dar
depinde mult de cumulul tau de credinte active in momentul in care ai tras-o: e o carte pericu-
loasd, cu puteri speciale, iar in cazul in care gindurile, cuvintele ori faptele tale sint programatic
heteronormative, rasiste, xenofobe, sexiste, discriminatorii fatd de persoanele queer; trans,
nonbinare, fatd de persoanele cu dizabilitati, fatd de anumite virste ori forme ale corpului, sau
fatd de animale, efectul cartii este unul singur: vei avea parte de hemoroizi. Se pot trata cu usurintd,
dar daca i faci din pricina cartii inseamnd ca e momentul sa-ti iei credintele la analizat.

Tn cheie ocults, aceasti carte avertizeaza purtitorii/oarele de ii ci-i mai bine si-si arunce dit colo
borangicurile, sd le bage-n muzee si sa iasé in strada cu pancarte pe care scrie Refugees Wel-
come. E ultima lor sansa fnainte sd-i trazneasca stiu-ei-cine.

De iubire: Daca fi iubesti neamul, e momentul sd te intrebi ce inseamna iubirea de neam si pe
cine exclude ea. Apoi sé-ti iei Hemoplop. Daca ai ginduri de plecare, revenire, daca n-ai stare, e
momentul sd incepi sa verifici micile publicitati si sa-ti cintaresti constant pisica, nu cumva sa depdseasca
cinci kilograme cu tot cu transportor.

De bani: Poti incepe cursuri online de recalificare. Aceasta carte inseamna cd trebuie sd inves-
testi cu intelepciune in viitor. Mai fnseamna si cd, dacd ai baniin plus, dupa toate investitiile in vii-
tor, i poti da linistit/d persoanelor care muncesc la cersit (ca, da, chiar e o munca de opt ore si
mai bine pe zi).

De noroc: Te asteapta si ghinioane, si noroace. Depinde de cite privilegii ai. Deci, de fapt, ceea
ce numim noroc sint adesea privilegii manifestate la momentul potrivit. Probabil de aceea ai
cumpdrat si revista asta, daca n-ai gasit-o din intimplare.

De societate: Dacd plecarea ta in strdindtate este o mutare academicd ori la un job bun, bine
platit, asigurat, dacd dilemele tale sint legate doar de cum sa-ti arate apartamentul dragut pe care
iti permiti sa-| inchiriezi acolo si eventual lasi in urma niste parinti bine situati si un apartament in
centrul orasului, renovat si mobilat din bani de pocuuri, posdruuri si alte proiecte europene ori
afaceri culturale, atunci aceasta carte are puteri malefice: studentii ori colegii de acolo te vor uri,
n apartament nu-ti vei da seama niciodatd de unde vine mirosul acela care-ti intoarce stomacul
pe dos, iar cind vei reveni aici... md rog, simplul fapt ca vei reveni aici cu coada intre picioare, la
fostii prieteni care vor sti cd, oricit de briliant ai fi, ai esuat in Vest.

Cu capul in jos: Rami aici si rezistd ori lupta. E OK, o multime de persoane nu au privilegiile
tale si stau aici pentru ca nu au de ales. Sau pleaca in conditii vitrege. Asa cd revino la toti monstrii
locali, incearcd sa nu devii unul/una dintre ei si strecoard-le in buzunar aceasta carte, daca poti.
Se descurca ea mai departe ;).
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3. La voyante

Persoanele care au tras aceasta carte vad sau si-ar dori sd vada in viitor. Corect, inco-
rect, intr-o dungd, putin prin crapatura usii sau din avion — indiferent cum, numai
sdvadd. La voyante este deci cartea viitorului, dacd ai tras-o fnseamnad ca te gindesti
la faptul cd nu ti-ar strica sd stii daca peste 30—40-50 de ani vei mai trdi, daca vei fi
singura ori fnconjuratd de toate persoanele pe care le iubesti si pe care alegi sd le
numesti familie, daca vei fi reusit s ai grija de mame si sa le construiesti animalelor
din viata ta terasa ideald: Tnchisd, dar deschisa cind si cit trebuie pentru a fi toatd lumea
in sigurantd, cu caldurd iarna, cu pervazuri late si tot felul de trepte pe care sa se
cocoate. In citirea de tarot simpla: viitorul este distopic sau utopic, in functie de felul
in care este pozitionatd cartea — cu capul in sus ori in jos. Daca este cu capul in sus,
e de bine, vei rezolva favorabil ceea ce ti sta pe creier, iar dacd este cu capulin jos...
In cheie oculti: chiar poti vedea viitorul. Mai trage o carte.

De iubire: Vei fi inconjurata de iubire, flori, fluturi si panglici asemeni unei invitatii
la nunt3. fti vei petrece viata in monogamia sau plurigamia viselor i toate persoa-
nele — omenesti ori animale — vor trdi pind la Virste inaintate pentru ca vor vrea, ca
in poza aceea de pe net cu bdtrina cu parul alb din lanul de griu, intorcindu-se vred-
nicd dupd o zi de lucru.

De bani: E momentul sd cumperi obiectele dorite, banii vor curge girld in conti-
nuare, vei gasi mereu de lucru si economia nu se va dezintegra niciodatd intr-un
fel de peisaj postapocaliptic. Cel putin, nu pe durata vietii tale.

De noroc: Da, vei avea noroc. Chiar si dacd nu ai privilegii, desi numai persoa-
nele cu privilegii indestule ajung sa citeasca acestea. Deci nu se stie, de fapt.

De societate: Vei trai suficient cft sa fi vezi redusi la neant pe toti directorii, sefil,
mustaciosii si tatii/aticii/paterii/priceputii/academicii din lume. Pur si simplu pentru
cd vor muri Tnaintea ta. Mdacar o vreme vei reusi sa respiri si tu.

Cu capul in jos: Da, a fost o gluma. LOL. Chiar credeai ca-i posibil asa ceva? Mult
succes.
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4. La nature

Cartea naturii, a trecerii anotimpurilor, a distrugerilor si infloririlor intimpldtoare. Daca
ai tras La nature Tnseamna ca esti sau vei fi predispusd la gasit mere in copaci prin
gradinile publice, fti plac corcodusele, dudele si sucul dulceag din florile de caprifoi.
In orase striine gisesti repede sursele de apa gratis, cafea gratis, legume gratis ori
foarte ieftine la sfirsitul orelor de piati. in citirea de tarot simpld: mergiin parcuri si
gindeste-te acolo la ceea ce ai de facut. Dacd iti doresti sa cultivi pamintul, aceastd
carte fti dd semn cd o poti face si iti recomanda cartofii si ceapa, ca fiind spornice si
rezistente n aproape orice conditii. Poate sa mai insemne si cd este momentul sa
nu mai rontdi din viata altor animale.

In cheie oculta: este un moment propice studierii potiunilor naturiste. Poti incerca
si alchimia, ca solutie de imbogdtire. Fortele naturii Tsi vor Tmpartdsi din tainele lor
nebanuite.

De iubire: Cartea anuntd o perioada de inflorire, de primavard a iubirii. Daca i
doreai sd adopti un animal, este bine sd o faci acum. Plimbarile de mind, picnicuri-
le in parc si cinele comunitare fti vor aduce fericire.

De bani: Vei avea parte de resursele pe care ti le daruieste natura. Dacad esti deja
o persoand indeajuns de Instaritd, vei continua sd faci bani si din piatra seaca.

De noroc: Se poate intimpla ca, sapind in pamintul pe care doresti sa il cultivi, sd
dai de petrol. Din pacate, la fel cain Dallas, vei deveni un/o afacerist/a neinduplecat/a
si vei pierde orice legatura cu prietenii/ele de acum, care, desi nstaritite, nu vor
ajunge niciodata in lumea celor | la sutd, la fel ca tine.

De societate: Vei incerca din timp Tn timp sd participi la cinele comunitare, fard a
fi bine primit/a. Ca sa te rdzbuni, vei cumpdra cladirea in care se tin cinele comu-
nitare si o vei transforma in art hub. Nu se va simti mare diferentd, doar vor creste
chiriile si se vor mutaTn ea firme de arhitecturd si publicitate. Din fericire, astfel deve-
nind mecena al artelor, prietenii/ele te vor iubi din nou, cind 1i vei primi la sinul tau.
Cu capul in jos: Secetd, ai nevoie de si mai multa perseverentd pentru ca nu-ti
vor iesi din prima recolte bogate. Petrolul este de fapt rezultat din gaurirea unei con-
ducte locale ce trecea nebanuit pe sub gradina ta.
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5. La corporalité

Cartea corpului, sexului, senzatiilor si a miscarii. Aceasta carte le este benefica per-
soanelor cdrora le place sa-si cerceteze cu atentie corpul sau care, dimpotriva,
petrec imbrdcate timpul la mare. Celor ce vorbesc sau cred ca ar trebui sa se vor-
beasca in scoli despre corpuri, despre diferente si despre felul in care masturba-
rea nu-i pacat, nici avortul — ci predatul rusinii cdtre copiii din gradinite, scoli primare
si gimnazii, ori confectionatul de carucioare de jucarie pentru fetitele care abia au
invatat sd meargd, ca nu cumva sd ia in mind vreo masinuta si astfel sa-si uite de
sfinta fecunditate ce va sa vina. Celor ce respectd alegerea altora de a-si purta cor-
pul imbrdacat de sus pind jos, de a-si acoperi capul si nu incearca sa inldture
nimanui basmaua de pe cap. Respectd, totodatd, si munca lucrdtoarelor sexua-
le.

Dar daca esti cumva dintre cei care au hotarit sd nu construiascad ori sa demon-
teze rampe de acces, au decis inlocuirea antuma a bordUrilor cu altele si mai nal-
te ori dintre cei/cele care au decis ca cineva trebuie incuiat/a Intr-o camera de spital
si sedat/d pind cind se linisteste, sau dacd esti cumva dintre cei/cele care si-au mobi-
lat totul frumos din intreprinderile sociale construite pe corpurile altora, tocmai
ai tras o carte malefica: dacd nu ai fi atins-o ar fi fost mai bine, dar, ce sd-i facem,
ai atins-o deja. Nu-i bine, nu-i bine deloc. Aproape cd ne pare rau pentru tine.
Sau nu, nu tocmai. lar daca ai produs abuzuri asupra altor persoane, stai linistit:
esti privit deja si niciodatd nu vei scapa de aceasta privire.

De iubire: Al parte de sex bun, consimtit, cu respect. Corpul tau aduce bucu-
rie unei alte/unor alte persoane, iar asta este bine si confortabil si pentru tine.
De bani: Dacd esti lucrdtor/oare sexuald, e o perioada benefica din punct de vede-
re profesional, financiar. Dacd te gindesti sa intri in oricare dintre domeniile ce implica
folosirea propriului corp drept instrument de lucru, iatd un moment prielnic.
De noroc: Vei avea parte de sigurantd In fiecare zi si In fiecare noapte.

De societate: Corpurile celorlalti il vor respecta pe al tau. Dacd nu, vei sti sa
gasesti atitudinile si reactiile necesare pentru a restabili acest respect.

Cu capul in jos: Pentru persoanele cdrora cartea le este beneficd, indiferent de
pozitia cartii, cheia de citire este aceeasi (vezi deasupra). Pentru persoanele caro-
ra cartea le este maleficd, indiferent de pozitia cartii, cheia de citire este cea deta-
liatd cu citeva paragrafe in urma. Si dacd se nimereste totusi cartea cu capul n jos,
se adaugd hemoroizii.
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6. La peur

Cartea fricii, a atacurilor de panicd sia momentelor in care cddem prada disperdrii.
I citirea de tarot simpla: ceea ce ti-ai pus in gind fti stirmeste teami. Existd cel putin
un motiv de primejdie in viata ta, dincolo de care nu mai vezi mare lucru.

De iubire: Orice separare, chiar si scurtd, de persoana iubita fti poate produce ata-
curi de panicd. Aldturi de ea nu fti e frica, dar cum sd faci pentru a compune din libertati
si dependente un peisaj care sa nu i se pard restrictiv si sa nu ajunga prizoniera spai-
melor tale?

De bani: Frica pentru ziua de poimfine. Banii pusi deoparte nu vor tine la infinit.
Cauti mereu resurse alternative.

De noroc: Ai noroc, ai noroc, ai noroc, hai ca o sa fie bine.

De societate: Persoanele si contextele care fti produc frica pot fi tinute la distanta.
E momentul sa te apuci de arte martiale, sa cauti sprijin aldturi de alte femei*, sa-ti
vezi linistita de ce isterii vrei tu si sd transformi, daca poti, plinsul in rdcnete.

Cu capul in jos: Altfel decit In cazul celorlalte carti, cind La peur se afla cu capul
in jos semnificatia ei este una ameliorata: frica te face gata de luptd, ba mai mult, ea
este pentru orice factor de pericol asemenea unei corzi elastice intinse fix cit tre-
buie pentru a prinde si a catapulta atacatorul in alta parte.
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7. La science

Stiinta face minuni, cum s-ar spune. Si explicd totul. La science este cartea persoa-
nelor aflate in cautare de raspunsuri, explicatii, rationamente, DIY in cinci minute.
Tn cheie de ditire 12+3/sau 4+ | /sau 2, ai ajuns s chestionezi mult prea des cele
invétate la scoald, ai inteles cd angrenajul in care te-au prins este unul din care vei
iesi ca de pe o bandd rulantd a indiferentei, gata sa contribui la numarul standard
de absolventi/te si sd te apuci de: ?. De call center/bar/stat n casa si lucrat online/atte
studii de aceastd datd In strdindtate/taci ca inca-i bine/librdrie/part time/vodafone-
orangealtex/prime/bonusuri/uraaa/hai ca o sd fie bine. Esti deci intelectual/d cu di-
ploma, una dintre nenumaratele astfel de exemplare de pe piata muncii, la fel de
banald precum pisica europeand comund. Pentru persoanele scoase din ecuatie de
privilegiul diplomei de licentd/master: totul depinde de cum minuiesti tastatura. Renunti
la chestionat, pentru cd nu std nimeni sa-ti asculte ntrebdrile/rationamentele/rdspun-
surile.

Si La science are un coté malefique, daca-i trasa de urmatoarele persoane: lectori,
conferentiari sau profesori universitari (barbati cis), titulari care nu mai ies la pen-
sie, profesori/oare care Tsi birfesc elevii/ele sau studentii/ele, academicieni/e, edu-
catori/oare din programele de reprofesionalizare/educatie continud/seral care
lipsesc nemotivat de la cursuri, organizatori/oare de workshopuri pentru intelec-
tuali (mereu bdrbati cis) de elita, indiferent de coloratura lor politicd. Dacd te afli pe
aceastd listd, te atentiondm cd La science aduce un twist palpitant: timp de citeva
luni de zile salariile tale se vor scurge intr-o dimensiune paraleld. Aveai de platit lea-
singul la a doua masind? Ups!

De iubire: Alcituiesti tabele pentru a vedea dacd persoana/persoanele iubite
iese/ies cu mai mutte minusuri decit plusuri. Daca nu ai absolvit ASE-ul, te veiInscrie
chiar si la un curs online gratuit de introducere Tn contabilitate care sd-ti faciliteze
demersul. Cu sigurantd cunosti si pe cineva care stie SPSS, pentru rezultate abso-
lut beton.

De bani: in functie de diversi factori, vei primi bonusuri la Vinzdri sau vei rdmine
fard una dintre masini. Nici mare cistig, nici mare pagubad.

De noroc: N-ai cum sd n-ail Tocmai tu?

De societate: Nu esti tu societatea? Civild, gen?

Cu capul in jos: Nu se existd. E mereu cu capul in sus.
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8. La papesse

Uau, nici nu stim cum sd fncepem descrierea acestei carti. La papesse este cartea
extremelor, a furiei, a inceputului si sfirsitului de lume si a tuturor apocalipselor inter-
mediare. Dacd ai tras La papesse, inseamnd ca te pregatesti de revolutie, in cel mai
complex sens al termenului: esti pusa pe spart vitrine, fugit din casa opresorului in
miez de noapte doar cu cfteva boccele, lasat praful sa se aleagd, luat de la capdt s.a.m.d.
Bine, fatd*! Cartea nu stie sd-ti spund daca vei iesi la liman, Tnsd daca te afli cu ea’in
mind, cu sigurantd in mina cealalta ai o piatrd, o cheie, un spray, un telefon care sund
intruna. Principalul mesaj al cartii este: rezistd, bai.

De iubire: Te iubesc.

De bani: —

De noroc: —

De societate: —

Cu capul in jos: —
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9. La force

Forta este cartea celor cdrora li s-au strepezit dintii de atitia fulgi de porumb fdrd zahar
adaugat. Cele care trag La force asteaptd sa vind vara pentru a crdpa pepeni si a-i
rontdi, zemosi, pind cind nu se trec, sau au mincat parizer cu soia, iaurt si marme-
lada tare de prune zece ani pentru a-si creste copiii, ori n-au mai fost in niciun con-
cediu de treizeci de aniTncoace pentru cd si-au crescut copiii, ori tes cuvinte pe haine,
orori prin care au trecut. Ele sint cele care scapd cu viata din sistemul psihiatric, cele
care au rabdare, iar si iar, sd explice cd suferinta lor de femei trans se conjugd iar la
fiecare chicotit de barbos fiert in propria-i urd, cele care au rdbdare, iar si iar; sa expli-
ce unuia dupd altul ca sint eroinele propriilor lor vieti de femei rome, cele care sal-
veaza pisici chiar si dind nu au bani de ntretinere, cele care ies din opresiunea constanta
din copildrie si adolescentd cu un Zimbet cinic pe buze, cele care isi pierd casa si fsi
cresc singure copiii, cele care la 80 de ani mor discret sub ochii partenerelor lor,
toate cele care-s prea cool pentru cei mai cool ochelari de soare.

De iubire: La force inseamna ca v-ati gasit deja iubirea, ati suferit pentru ea, ati lup-
tat pentru ea ca-n filmele vechi indiene si acum faceti din vietile voastre istorie pen-
tru altii si altele.

De bani: Duceti sau nu lipsd, nu conteazd, oricum fi dati in stinga si in dreapta, sa
mai faceti un pic din gradind, un pic din pisicd, un pic din ghiozdan, un pic din voi
napoi.

De noroc: Noroc nu ati prea avut, ce sd va mai mintim!

De societate: Da, aici cartea vd poate ajuta: va trimite un dar special cdtre toti cei
care v-au invétat ei cum e mai bine, v-au spus ca nu, v-au explicat cum e cu nor-
malitatea, v-au ranit, v-au ucis: 1l vor visa mereu, In fiecare noapte a restului vietii
lor, pe bardul Eminescu recitindu-le intruna un singur cuvint: varza, varzd, varza, varzd,
varza, varza, varza, varza!

Cu capul in jos: Da, sigur, in orice pozitie, atita vreme cit e consensuall

Exercitii fizice: schite de parcurs
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Va rugam, nu veniti pe Marte!

T

n ncheiere, un scurt fragment dintr-un proiect dus numai partial pina la capat.

Nu veniti pe Marte, va rugam! Nu avem locuri de munca pentru femeile din Estul Europei, nu dam camere la necrestini
si nici nu existd oportunitati pentru hibrizii de pe Lambda Be. Toti si toate veniti sa cdutati de lucru si dacd, printr-un mira-
col, nu sinteti prinsi/se chiar la aterizare, ajungeti sa faceti arta prin mahalalele martiene pina ce va opreste guvernul din
jonglat canistre radioactive pe sub ochii uimiti ai muttimilor de turisti de pe Marte. Pind ce reusesc sa va retind pe toti/toate,
sa-nchidd mahalalele si sa faca din voi gentile de anul urmator.

Va rugam sa nu veniti pe Marte nici macar n vizitd, nu ne trebuie nimic din ce-i al vostru, nici corpurile si nici macar banii
vostri, nici chiar daca va hotariti sa va aruncati toate economiile de-o viatd pe-o singurd geanta luivuitton facuta din ier-
buri lunare si piele de bebelusi nascuti morti — o stiti bine, cea din vitrina principald a magazinului nostru celui mai luxos,
aceea care std acolo de pe vremea primului val de colonisti, sa fie monument de scumpatate si lume noud: nici macar
atunci nu va vom vrea.

Niciodatd, niciodata: cuvintul se scurge din plasmele de la strada, pe Pamint, la fel ca ploaia si uneoriin loc de ploaie. Nicio-
datd, sd nu veniti niciodata pe Marte. Fara voi sintem atit de frumosi, de perfecti, intr-o asemenea armonie sociald. Daca
v-am vedea in navetd am fi nevoiti sa va jupuim de vii la aterizare, din mild, biete suflete nedorite: ar fi subuman sa va
lasdm sa faceti chiar si un pas pe dulcele nostru Marte doar ca sa vd vedem cum deveniti tot mai inadaptati/te, cum vd
dezintegrati, singuratici/e, ocoliti/te de noi toti. Ar fi mare pdcat sa va tot vedem tirindu-va trupurile afara din mahalale n
fiecare zi si umblind printre noi asa, nespalati si marunti. Si ar fi atit de trist.

Deci poate cd ar fi mai bine sa nu veniti, caci vom da de voi, ascunsi in navetele grele, grele de trupurile altora ca voi —
pe care i-am jupuit in voiajele anterioare. Ar fi o pierdere de timp sa curatam navetele de trupurile voastre; singurul lucru
de folos din voi e pielea, de culori diferite, de la albul de fildes de pe coastele devustelor rusoaice pina la brun perlat, ca
fruntile unor baieti din Alep. lar piele, avem deja suficientd — de fapt piata ei este n cadere libera —, pentru cd, desi va im-
plordm sd nu mai veniti, pentru binele vostru, voi tot veniti si veniti, va scurgeti din colturile si crapaturile fiecarei navete.
Uitati-va la noi, sintem cu ochii in lacrimi, va rugdm sa ne intelegeti suferinta, sd ne priviti o clipd sufletele ce se roaga pen-
tru pace si pentru vietile noastre, sa ne intelegeti frumusetea si sa nu o tulburati niciodata cu prezenta voastra. Si daca,
in ciuda acestor cuvinte, tot mai vreti sa veniti, va recomandam sa incepeti sa folositi una dintre cremele noastre unice,
fard alergeni si superhidratante, cu cel putin sase luni inainte de sosirea voastra aici.
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Pp. 60-61
FILL IN THE BLANKS

The first exercise that we propose to you is one of finding words where they are missing.
Starting with a text written by Ramona, fill in with what you think it fits.

D:/Documents/Current folder:
Sketches/. accepted/. unaccepted

I started my path in cultural studies with an uncommon topic Romanian aca-

demic space. The present work represents , which makes the process to be

very difficult, but also full of as regards research. I believe that

to work on a thesis that reflects not only for the examined area, but also
my identity is a privilege. Hence a number of responsibilities derive

of various researches . Therefore, and the integrity of
the work, knowledge transfer, I consider that I have a moral duty
queer in Romania cultural fragments honest, open,
and their placement in the social, economic and context. The fact
that until recently, in opposition to other academic spaces , cultural manifesta-
tions by local researchers from human sciences represent, for sure, a
weak point, but also who will desire procedure.
Although , cultural studies do not represent a theory of ideologies and

of problems and questions that come from
as regards the context in which he or she situates him-
or herself. Grossberg often mentioned problems cultural,
namely that the field seems to own methodology. The researcher considers
that certain warrant of “rigor” and seems to place the specific contexts
and their influence on an inferior position can lead to and the decrease
of their self-reflexivity (p. __). In other words, a strict methodological framework can
be, in some cases, unfavorable to , taking into consideration that many times
there are situations in which certain instruments are not power relation-
ships or on the factors that determine certain attitudes or negotiations
of the space. Grossberg sees of the researcher to constantly ask what he
or she already knows and what , where he or she situates him- or herself

, notwithstanding the chosen method, a fact that comes to help

representations, but rather
the researcher’s own

and contributes to an analysis (pp- ).
The body of the analysis of queer films, . , exhibi-
tions, blogs, , drama shows, performances
The research questions non-heterosexual in various large public.
In what contexts , what are the triggers on the basis of which ?
How are they presented in and what are the reactions ? How do
they see their own artistic manifestations, what are the mechanisms

mainstream culture? In what conditions can we speak of the existence
of Romanian queer culture and what would be 1989, which have a
very little or none?

Another author is bell hooks, one of Feminists,
which draws attention to intersectionality and race, class, sexuality,
gender in identity building. The concept of otherness a consumer good,
a desirable artifact for the dominant culture ( the appropriation of rap
music made by black people by white people, but also the objectification of
black women by white men). If until recently groups , hooks captures
the fact that the “others”, more and more used in media, can lead to

, reducing differences, inequalities, means of opposition to oppressors
to the idea of spectacle (hooks, ).

The first part of consisted in getting and archiving these texts and Western
. Having in mind that but also before this , I chose

to use information and observation to keep an eye open, as much as

possible, on the plurality of experiences, voices and which come from other

people from . Certainly, this plurality is not a general and exhaustive one,
and of profile, there are voices that do not make themselves be heard,
of whose opinions are not . An ethic towards this topic is to

reduce as much as possible the repetition of this error

galerie

As I was , I noticed that my image about nuanced.
Therefore, to my mind, the present chapter could not exist without to appeal
in the future. I will sketch, micro-ethnography that had as a topic the
relations and conflicts around and which I consider to be the
discussion of concepts such as representation, limitations, ways of reading and

College hosted Ph.D., international scholarship benefici-
ary . decided to speak _____ although the chapter associated with
the presentation was written lesbian activist. during the dis-
cussion, they proved to be for the first time before such a topic. Since the very
beginning in a problematic position, coming from the patriarchal area
and choosing a topic that does not belong to his or herown _____
One of the addressed question, which, for persons coming from the feminist and queer
sphere, is perfectly legitimate (the discussions in these circles overpass, of course, in
complexity those of persons who are not directly confronted with the same kind of prob-

lems), has been received with surprise from the rest of the public. to briefly
describe the reactions in the room: with each uttering of the word some of
those present were smiles, moves of the eyes towards

and epiglottal sounds. One of the interventions a mental experiment

which was asking what would happen if these would give birth to
male children and . Another observation-question-argument would
equate a text by Kant with the situation of the researcher
who studlies identities . According to this argument, when

reads works by or , does not take into consideration
sexuality keeps on admiring; of course, internalized homophobia
a reason for in a depreciative manner. Continuing the argument,
ifa would read Kant, his text would remain
a heterosexual person. it is not the text in itself would remain

, but the mode of interpretation. of the philosopher,

Kant cannot be read alternatively and there cannot be different interpretations

identity-based and social of the person who , a fact invalidated
by the very idea according to which text can be interpreted and
to this. An example of reading in would be the work of
eer Social Philosophy: Critical Read_______ Kant to Adorno.
One could say that this short story normative mechanisms func-
tion in a certain situation can be brought to another level as regards a topic
that, if it stayed within the sphere of a simple presentation commented by various
persons , would have not raised, probably, so many questions.

P. 62
MAXWELL'S DEMON — A PRACTICAL EXERCISE

During a day, in two rooms with a common wall, you should solve in parallel the same
set of rebuses/crosswords. One of the rooms will be decorated with owls: prints, plush
pieces, objects of all sorts. In the other, there will be GO grids and some bags with
white and red beans.

Every time you guess a word, knock on the wall and shout the word.

Pp. 64-82
THE TAROT - THE SHORT ARCANUM OF CLAUDE&DERSCH

The popular tarot, now in a new version. It is used for divination, according to the
attached instructions. The cards can be cut out from the pages of the journal, and used.
Sitting down in a quite corner of the room, reflect a few minutes upon a situation in your
life for which you are searching for an answer from the cards. Extract one single card
and think about the answers offered by it.

1. La magicienne

The magic card of persons in search of another religion, of those who think about estab-
lishing a religion, of Orthodox iconoclast women who smoke in secret and love their
Goddess (a word given to them by a woman), of those who fight in fact and online with
all hetero cults overripe by staying too much in the oven of the nation. In the simple
tarot reading, La magicienne suggests the force of solitude, the moment when you have
to make important decisions and you search for courage, when you start to dream signs
in dreams and you are disgusted with the facebook full of other people’s significant
activities, people who seem to be always happier, more diligent, more focused on
opportunities and opportunisms. It is the card of appearances, of situations that seem
different than the way they are.

In an occult key, the card means: a good moment for magic, wait, do not make radical
decisions, but think well who are your friends and enemies; get ready, your hour will
come.

Love: La magicienne is the card of solitude and waiting, but also of appearances. Some-
thing in your love life and imagination is not what you think it is. This is not the moment
of important decisions. Wait.
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Money: This is not the right time to make investments, to buy new electric stuff, to be
seduced by online discounts to anything. Think about old age and the next day; leave
aside any expenditure that is not necessary or vital. If you are very rich, go to hell -
you can buy whatever you want.

Luck: You can flip a coin for small decisions, you can win in card games, you can find a
1 RON bill on the street. Or, who knows, perhaps a bigger luck comes your way, but be
cautious: you chose the card of appearances, so not everything you think right is right.
Society: It's time you think about false friendships, about those who you always call but
they never call you back, about businesses of other people, about those who double-
crossed you, about those who make you suffer, but also about those whom you lie,
make suffer or wait.

Reversed: Reading keys amplify, the card tries to make you aware of something. What
were your thoughts when extracting it? You can expect a disappointment, a sufferance
or, quite the contrary, a completely unexpected surprise.

2. La nation

The card of the nation, of discourses, of politicized identities, of Schengen visas, of
switching to the euro and of migration. La nation warns against interiorized and/or exte-
riorized racisms. This is the card of activisms, but also that of renouncing them, of disap-
pointments spread with home-made guacamole. If you get this card, it means that you
asked yourself or you can ask yourself whether it is worth staying around here, or it is
time to leave and that you have already asked yourself or will ask yourself what to do
with people you love, how to take them, too, how to carry most comfortably a cat on a
long trip, etc. But it depends a lot on your accumulated active beliefs in the moment
when you extracted it: it is a dangerous card, with special powers, and if your thoughts,
words or deeds are programmatically heteronormative, racist, xenophobic, sexist,
discriminatory against queer, trans, non-binary people, or people with disabilities, or
against certain ages of the body, or against animals, the effect of the card is only one:
you will get hemorrhoids. They can be easily treated, but if you get them because

of the card it means that you have to take your beliefs to an analysis.

In an occult key, this card warns those who wear traditional shirts that it is better to
throw them away, or to put them in a museum, and to get out on the streets with
banners reading Refugees Welcome. This is their last chance before they-know-who

will strike them with thunders.

Love: If you love your nation, it is the time to ask what it means to love your nation, and
whom it excludes. Then buy some Hemoplop. If you have thought of leaving, coming
back, if you cannot stay still, it is time to check the classified ads in newspapers and
keep on weighting your cat; it should not be more than 5 kg carrier included.

Money: You can start to attend online courses of re-qualification. This card means that
you must invest wisely in the future. It also means that, if you have any extra money,
after all investments in the future, you can give them to people who work on begging
(for, yes, this is an 8 hour a day job, and even more).

Luck: Both luck and misfortune wait for you. It depends on how many privileges you
have. So, in fact, what we call luck are often privileges manifested at the right moment.
Probably this is why you have bought this journal, if you did not get it by chance.
Society: If your trip to another country is an academic relocation or you go for a good
job, well-paid, insured, if your dilemmas have to do only with how your lovely apartment
will look like, which you can afford to rent there and, perhaps, you leave behind some
well-off parents in an apartment in the city center, renovated and furnished with money
from various European projects and cultural affairs, then this card has malefic powers:
students or colleagues from abroad will hate you, in the apartment you will never know
where that stench that turns your stomach comes from, and when you will get back
here... well, the simple fact that you will return here humiliated, to your ex-friends who
will know that, however brilliant you are, you failed in the West.

Reversed: Stay here and resist or fight. It's OK, lots of persons do not have your
privileges and stay here because they have no choice. Or leave in harsh conditions. So,
come back to all the monsters, try not to become one of them and place this card in
their pocket, if you can. It will do the rest;).

3. La voyante

People who draw this card see or would like to see in the future. Correctly, incorrectly,
obliquely, just a little, through the crack of the door or from an airplane - it does not
matter how, they must see. La voyante is, therefore, the card of the future. If you drew
it, it means that you think that it would not be bad to know whether in 30-40-50 years
you will be still alive, alone or surrounded by all people you love and whom you choose
to call family, whether you will be able to take care of the mothers and to build to the
animals in your life their ideal patio: closed, but open when and as much as needed for
everybody to be safe, heated in the winter, with wide windowsills and all sorts of stairs
to climb.

In the simple tarot reading: the future is dystopian or utopian, according to the way

in which the card is positioned — upright or reversed. If it's upwards, it's good, you will
favorably solve what stays on your mind, but if it's downwards...

In an occult key: you can really see the future. Draw another card.
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Love: You will be surrounded by love, flowers, butterflies and ribbons, just as a wedding
invitation. You will spend your life in the mono- or plurigamy of your dreams and all per-
sons — human or animal — will live to long ages because they will want to, just like in that
picture from the internet with an old lady with white hair in the wheat field, returning
worthfully after day of work.

Money: It's time to buy your desired objects, money will keep on flowing, you will
always find work and economy will never disintegrate in a post-apocalyptic landscape.
At least not in your lifetime.

Luck: Yes, you will be lucky. Even if you do not have privileges, although only persons
with enough privileges can read this. So, in fact, nobody knows.

Society: You will live long enough as to see all managers, bosses, mustached men and
fathers/papas/paters/skillful ones/academics in the world reduced to nothing. Simply
because they will die before you. At least for a while you will be able to breathe, too.
Reversed: Yes, it was a joke. LOL. You really thought something like that is

possible? Good luck.

4. La nature

The card of nature, of changing seasons, of chance-like destructions and blossoming.

If you drew La nature, it means that you are or you will be predisposed to find apples in
trees in public gardens, that you like cherry plums, mulberries and the sweetish taste of
the juice of the honeysuckle flowers. In foreign cities you you easily find all the sources
of free water, free coffee, free vegetables — or very cheap ones, at the end of the market
day. In the simple tarot reading: take a walk in the park and there think about what you
need to do. If you wish to cultivate the land, this card gives you a sign that you can do it
and recommends you potatoes and onions, as resultful and resistant in almost any condi-
tions. This could also mean that the moment has come for you to stop gnawing on the
life of other animals.

In an occult key: this is a good time for studying naturist potions. You can also try alchemy,
as a solution for getting rich. The forces of nature will share their unsuspected mysteries.
Love: The card announces a period of blossoming - a springtime of love. If you wished
for adopting an animal, it is high time you do it now. Walking hand in hand, pick-nicks
in the park and community dinners will bring you happiness.

Money: You will enjoy resources offered by nature. If you are a wealthy enough person,
you will keep on making money from nothing.

Luck: It can happen that, digging the Earth that you want to cultivate, you find some oil.
Unfortunately, just as in Dallas, you will become a ruthless businessperson and will lose
all ties with current friends, who even though they are wealthy will never get in the
world of the 1% like you.

Society: In time you will try to participate in community dinners, without being
welcomed. For revenge, you will buy the building where they hold community dinners
and transform it into an art hub. There will be no big difference, only rents will rise and
architecture and advertisement companies will move in. Happily, you will thusly become
a patron of the arts, your friends will love you again, when you will embrace them.
Reversed: Drought, you need even more perseverance because you will not get rich
crops from the beginning. The oil is coming from a hole in a pipe that was unknowingly
running under your garden.

5. La corporalité

The card of body, sex, sensations and movement. This card is benefic to people who like
to carefully research their body or who, on the contrary, spent their time at the beach
clothed. Those who speak or think they should speak in schools about bodies, differ-
ences and the way in which masturbation is not a sin, and neither is abortion — instead
it's a sin to teach shame to children in kindergartens, primary schools and high schools,
to make toy buggies for little girls who hardly learned how to walk, for not even thinking
to put their hands on toy cars and to forget the saint fecundity that will come. To those
who respect other people’s choice to wear their bodies clothed from head to toe, to
cover their head, and do not try to remove anybody’s headgear. Respect, at the same
time, the labor of sex workers.

But if you are one of those who decided to not build or to take off accessibility ramps, or
decided to change still functional curbs with new, higher ones, or decided that someone
must be locked in a hospital room till they calm down, or furnished everything nicely
from social enterprises built on other people’s bodies — you just drew a malefic card: it
would have been better to not even touch it, but it's too late. And if you committed
abuses against other people, behold, you are watched already and you will never escape
this gaze.

Love: You will have good, consensual and respectful sex. Your body brings happiness to
another person, and this is good and comfortable to you, too.

Money: If you are a sex worker, professionally and financially this is a benefic period for
you. If you think of entering any field that implies using your own body as an instrument
of work, this is a good time.

Luck: You will be safe day and night.

Society: Other people’s bodies will respect yours. If not, you will know how to find the
attitudes and reactions necessary for establishing this respect.

Reversed: For people to whom this card is beneficial, notwithstanding the position of the
card the interpretation key is the same (see above). For people to whom the card is
malefic, notwithstanding the position of the card the interpretation key is the one
detailed a few paragraphs behind. However, if the card is reversed, one must add
hemorrhoids.

6. La peur

The card of fear, of panic attacks and the moments when we fall prey to desperation.

In the simple tarot reading: what you decided makes you feel fear. There is at least one
reason for danger in your life, beyond which you don’t see much.

Love: Any separation, even short ones, from the beloved one can cause you panic
attacks. Next to her you are fearless, but how to compose with liberties and dependen-
cies a landscape that would not seem restrictive, so (s)he would not become the prisoner
of your anxieties?

Money: The fear for the day after tomorrow. Money set aside will not last forever.

You always look for alternative resources.

Luck: You are lucky, you are lucky, you are lucky, it's gonna be all good.

Society: Persons and contexts that cause you fear can be kept at a distance. It's time to
start doing martial arts, to search for support next to other women*, to calmly look after
whichever of your preferred hysterias and to transform, if you can, cries in to shouts.
Reversed: As opposed to other cards, when La peur is reversed, its meaning is
ameliorated: your fear makes you ready to fight, or even more: it is for any element of
danger an elastic cord stretched just as much as needed for catching and catapulting
the attacker to another place.

7. La science

Science makes wonders, as they say. It explains everything. La science is the card of per-
sons who search for answers, explanations, arguments, DIY in five minutes. In the 12+3/
or 4+1/ or 2 reading key, you have started to interrogate way too often what you have
learned in school; you understood that the mechanism in which you were caught is of
such nature that you will get out of there as from a treadmill of indifference, ready to
contribute to the number of standard graduates and to start: 7. Working in a call center,
a bar, from your home, online, further education, this time abroad, shut up it’s still good,
book store, part time, mobile phone companies, extra payment, bonuses, yaaaay, come
on, it's gonna be good. Therefore, you are an intellectual with a diploma, one of the
countless copies of this sort on the job market, as banal as the European common cat.
For people excluded from the equation when it comes to the privilege of having a Bach-
elor’s or Master’s diploma: everything depends upon how well you use the keyboard.
You stop interrogating things because nobody wants to listen to your
questions/arguments/answers.

And La science has a malefic part, if drawn by the following people: lecturers, keynote
speakers or university professors (cis men), tenured ones who never want to retire, pro-
fessors who gossip about their students, academics or educators from re-professionaliza-
tion classes, continuous education programs, evening schools, who simply do not show
up, workshop organizers for elite intellectuals (always cis men), notwithstanding their
political color. If you are on this list, we make you aware that La science brings an excit-
ing twist: for months your salaries will flow in a parallel dimension. Did you have to pay
the leasing for your second car? Oops.

Love: You make charts to see if loved person(s) have more minuses than pluses. If you
did not graduate from a business school, you will take a free online course in bookkeep-
ing, which will help you in making charts. For sure you know somebody who knows
SPSS, for really thorough results.

Money: According to various factors, you will get bonuses in selling or will lose one of
your cars. No big gains or losses.

Luck: Of course you have it! How could you not?

Society: Are you not society? Civil, kind of?

Reversed: No way, It's always upright.

8. La papesse

Wow, we do not even know how to begin the description of this card. La papesse is the
card of extremes, of fury, of world’s beginning and end, and of all intermediary
apocalypses. If you drew La papesse means that you prepare for revolution in the most
complex sense of the term: you are ready to break shop windows, to run from the house
of the oppressor in the middle of the night, with just a few sobs, to let everything go
waste and start everything again, etc. Good, girl! The card cannot tell you much about
whether you will escape or not, but if you have this card in one hand, in the other you
certainly have a stone, a key, a spray, a phone that keeps on ringing. The main message
of the card is: hang on.

Love: 1 love you.

Money: -

Luck: -

Society: -

Reversed: —

galerie

9. La force

The force is the card of those who destroyed their teeth by eating no added sugar corn
flakes. Those who drew La force wait for the summer to crack watermelons and chew on
them, and suck their juice, until they are good, or have eaten soya salami, yoghurt and
thick plum marmalade for ten years in order to raise their children, or did not have any
holidays in the past thirty years because they raised their children, or sow words on
clothing, horrors they survived. They are the ones who escaped alive from the
psychiatric system, those who are patient enough to explain, over and over again that
their pain as trans women conjugates again with each bearded laughter ignited by hate,
those who have patience, again and again, to explain to everybody that they are the
heroines of their own Roma women'’s life, those who save cats when they have no money
to pay the utility bills, those who get out of constant childhood and teenage years
oppression with a cynical smile on their faces, those who lose their homes and raise their
children alone, those who die discreetly under the eyes of their partners when they turn
80, those who are too cool for the coolest sunglasses.

Love: La force means that you have already found your love, you suffered for it, you
fought for it as in old Indian movies and now you make out of your lives history for
others.

Money: Either you have them or missing them, it does not matter, you give them away
anyways, to make a bit of the garden, a bit of the cat, a bit of the backpack, a bit of you
back.

Luck: You did not really have luck, what would we lie to you?

Society: Yes, here the card can help you: it will send a special gift to all those who
taught you how things are best; they told you no, they explained how normality is, they
hurt you, they killed you: they will always dream, every night of the rest of their lives, the
bard Eminescu, continuously reciting one single word: thistle, thistle, thistle, thistle, this-
tle, thistle, thistle!

Reversed: Yes, sure, in any position, as long as it's consensual!

P.83
PHYSICAL EXERCISES: SKETCHES ON OUR PATH

P. 88
PLEASE DON'T COME TO MARS!
In the end, a short fragment from a project only partially realized.

Please don’t come to Mars! There are no jobs for Eastern European women, no rooms for
the unchristian, nor are there any opportunities for the hybrids of Lambda Be. You all
come looking for work and, if by miracle you aren’t caught upon landing, you end up
making art in the Martian slums until the government stops you from juggling radiating
canisters in front of the astonished gaze of Mars’ many tourists. Until they manage to
contain you, close off the slums and make next year's bag out of you.

Please don’t come to Mars, not even to visit, we don’t want anything of yours, not even
your bodies, not even your money, not even if you decide to spend your life’s earnings
on that one luivuitton bag made from lunar weed and the skin of still born babies - you
know, the one standing in the front window of the most luxurious shop of ours, has been
standing there since the first wave of colonists, like a monument of expensiveness and of
the new world: we will still not want you.

Never, never: the word is pouring from the plasma TVs facing the streets back on Earth,
like rain, sometimes instead of rain. Never, never come to Mars. We are so beautiful, so
perfect, in such social harmony without you. If we were to see you in that shuttle, we
would have to revert to skinning you alive upon landing, you unwanted soul, out of
mercy: it would be subhuman to let you set foot on our sweet Mars only to watch you
grow unadjusted, disintegrated, solitary, shunned from all of us. It would be such a pity
to see you drag your body from the slums each day and walk, unwashed and diminished,
among us. Sad, really.

So perhaps it would be for the better for you not to come, because we will find you hid-
den in that heavy shuttle, heavy from the bodies of others like you — who got skinned
during previous voyages. We never take the time to remove the bodies; the only thing

of use from you is your skin, in various colours, from ivory white, like the skin on the
thighs of Russian devushkas, to pearly brown, like the foreheads of some boys from
Aleppo. And we have plenty of skin already — its market is falling freely — because
although we beg you not to come, for your own good, you keep coming, pouring in
from all the cracks and corners of every shuttle.

Look, we are crying rivers of tears, please, understand our suffering, reach deep into

our souls where we pray for peace and for our lives, understand our beauty and never
disrupt it with your presence. And if, despite it all, you still want to come, start using our
one of a kind allergen-free moisturizing cream at least six months prior to your arrival.
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Art Without Death: Russian Cosmism

Anton Vidokle, Boris Groys, Arseny Zhilyaev,
September 1 - October 3, 2017,

Haus der Kulturen der Welt, Berlin

Aleksandr Rodchenko (189 1-1956)

Construction on White (ROb0t), 1920, oil on wood,

144 x 95.2 cm, courtesy: The Greek State Museum

of Contemporary Art — Costakis Collection, Thessaloniki
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Repatrierea universului
Andrey Shental

Pe cind studiam jurnalismul si critica de arta la Moscova, unul dintre subiectele din
programul nostru se intitula cu mindrie , Istoria filosofiei ruse”. in realitate, programul
era dedicat doctrinelor ezoterice si teologiei, culminind cu asa-numita ,Renastere reli-
gioasa ruseascd” — un grup larg de ginditori care erau vehement opusi rationalismu-
lui, pozitivismului si marxismului. Nu doar Vladimir Lenin, dar niciuna dintre figurile
impozante precum Gheorghi Plehanov, Piotr Kropotkin sau Aleksandr Bogdanov
nu erau mentionate acolo. Dimpotrivd, cind m-am mutat la Londra pentru a stu-
dia teoria criticd, m-am regasit in situatia opusa: singurul filosof rus studiat era Lenin,
a carui contributie la filosofie era apreciata in termeni egali cu cele ale lui Kant, Marx
sau Lukacs.

O astfel de ostilitate fatd de marxism, la pachet cu gustul pentru spiritualitate, este
produsul secundar logic al ideologiei disidente sovietice tirzii. Redescoperirea mis-
ticii locale si a filosofiei religioase a venit ca o reactie la doxa oficiala si ca o forma
de escapism autosuficient sau emigratie interioard. Tn memorile sale, lya Kabakov a
definit cu necrutare astfel de discursuri ce apeleaza la dimensiuni irationale, meta-
fizice si nonterestre drept duhovka (diminutiv pentru termenul rusesc duhovnost,
i.e. spiritualitate).' Ironia era cd intelesul literal al acestui termen colocvial era ,.cup-
tor®, sugerind astfel cargocultul pentru bunurile materiale in mijlocul ,,demateriali-
zari* reale, i.e. deficitul de produse de consum. Totusi, duhovka a supravietuit reformei
pietei sia emigrat in cercurile academice si artistice postsovietice, dind nastere unei
combinatii ciudate de ginditori religiosi cu un discurs postmodernist. A durat aproa-
pe doud decenii pentru ca n cele din urma criticii sa se trezeasca si sa accepte lim-
bajul international al marxismului, lingua franca a artei contemporane.

Cu toate acestea, incepind cu anii 2010 s-a putut observa un interes crescind pen-
tru acest ,cal troian al disidentei filosofico-religioase®, cosmismul rus, care s-a stre-
curat fn ideile mistice si oculte ale artei contemporane.” Tncep?nd cu generatiile mai
tinere de artisti locali conectati cu scoala de arta Rodcenko, acesta a fost treptat expor-
tat cdtre lumea de artd globald, cu ajutorul medierii realizate de e-flux.’ Urmind citor-
va expozitii, conferinte, publicatii si discutii care s-au referit, implicit sau explicit, la
cosmism, proiectul organizat la Haus der Kulturen der Welt (HKW) in Berlin, Arta
fdrd moarte, i-a marcat in sfirsit acestuia recunoasterea oficiald pe piata contemporana
a ,ismelor". Constind in biblioteca ginditorilor cosmisti, alcatuitd de Arseny Zhilyaev,
in filmele propedeutice captivante ale Iui Anton Vidokle, precum si in expozitia si
conferinta curatoriate de Boris Groys, acesta a functionat ca o arend pentru o redefi-
nire ambitioasa care aspira la a valida aceasta gindire istorica si a-i oferi relevanta
contemporana.

Pentru cineva care traieste la Moscova, aceastd recuperare a ceea ce parea sa fie
doar o duhovka erodata de timp ar putea evoca un sentiment ciudat de déja vu sau
ar ardta ca un anacronism dezorientant. In chiar momentul in care muzee majo-
re de pe Intreg globul sarbatoresc centenarul revolutiei bolsevice, iatd ca nu mate-
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REPATRIATION OF THE UNIVERSE
Andrey Shental

When I have studied journalism and art criticism in Moscow, one of
the subjects in our curriculum was proudly titled “History of Russian
Philosophy”. In reality, the programme was dedicated to esoteric
doctrines and theology culminating with the so-called “Russian Reli-
gious Renaissance” - a loose bunch of thinkers that vehemently
opposed rationalism, positivism and Marxism. Not only Vladimir
Lenin, but none of such towering figures as Georgi Plekhanov, Peter
Kropotkin or Alexander Bogdanov was mentioned there. In contrast,
when I moved to London to study critical theory I found myself in
the opposite situation: the only Russian philosopher examined was
Lenin whose contribution to philosophy was praised on equal terms
that of Kant, Marx or Lukacs.

Such hostility to Marxism and taste for spirituality is a logical by-
product of late Soviet dissident ideology. Rediscovery of native mys-
tic and religious philosophy was a reaction to the official doxa and

a form of self-assuring escapism or inner emigration. In his memoirs,
Ilya Kabakov has scathingly defined such discourses appealing to
irrational, metaphysical and non-terrestrial dimensions as dukhovka
(diminutive from Russian dukhovnost, i.e. spirituality).! The joke was
that the literal meaning of this colloquial word was “oven”, implying
thus a cargo-cult of material goods amidst actual “dematerialisa-
tion”, i.e. deficit of consumer products. Nevertheless, dukhovka out-
lived the market reforms and immigrated to post-Soviet academic
and artistic circles resulting in a crazy mixture of religious thinkers
with postmodernist discourse. It took around two decades for critics
to sober up and accept the international language of Marxism as the
lingua franca of contemporary art.

However, starting from the early 2010s one could one could witness
a growing interest in this “Trojan horse of philosophical-religious dis-
sidence”, Russian cosmism, which sneaked into contemporary art’s
mystical and occult ideas.? Starting from younger generations of
local artists associated with Rodchenko Art School, it has been
gradually exported to the global art world thanks also to mediation
by e-flux.® Following several exhibitions, symposia, publications and
discussions that implicitly or explicitly referred to cosmism, the proj-
ect organized at Haus der Kulturen der Welt (HKW) in Berlin, Art
Without Death finally marked its official recognition on the contem-
porary market of “isms"”. Comprised of Arseny Zhilyaev's library of
cosmists thinkers, Anton Vidokle's immersive propaedeutic films as
well as Boris Groys' retrospective show and conference, it functioned
as an arena for an ambitious rebranding that aspired to give this
thinking historical validity and contemporary relevance.

For a person living in Moscow, this recuperation of what seemed to
be timeworn dukhovka may evoke a weird feeling of déja vu or look
as a perplexing anachronism. At the very moment when major muse-
ums across the globe celebrate centennial of Bolshevik's revolution,
it is not historical materialism that runs the show, but “an occult
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rialismul istoric conduce discutia, ci 0 ideologie ocuttd de umbrd a marxismului sovie-
tic*, dupd cum a definit aceste invatituri Slavoj Zizek.* Mai mult, una dintre silile
expozitiei, curatoriata de Groys, redd spiritualul avangardei ruse si sovietice dupa
ce aceasta a fost in sfirsit disociatd de legaturile sale religioase.” De exemplu, patra-
tele negre — pictate in acest caz de Solomon Nikritin — nu mai erau , structuri didacti-
ce" adudind in prim-plan suportul material, asa cum era in cazul discursului materialist
din jurul lui October, ci mimau intunericul mistic al universului. Doua texte majo-
re in istoria artei, ,Grids" [Retele] si ,Moscow Romantic Conceptualism* [Concep-
tualismul romantic moscovit], scrise pe continente diferite in acelasi an, 1979, s-au
dovedit a fi la poli opusi unul fata de celdlatt. Atunci cind Rosalind Krauss declara:
,gasim ca este indescriptibil de jenant sa mentionezi arta si spiritul in aceeasi pro-
pozitie*, Groys replica: ,in Rusia totusi este imposibil sd pictezi o pictura abstracta
decentd fdrd a face referintd la Sfinta Lumina“.® A durat aproape patruzeci de ani
pind cind expeditorul si destinatarul s-au intfinit.

Pe de o parte, resuscitarea acestei miscari ar putea fi cititd ca o reabilitare critica sau
chiar postcoloniald a ,brandurilor nationale” impotriva hegemoniei universalismu-
lui marxist, vazut ca un efect al globalizarii capitaliste. Tn acest sens, ea ar putea fi
inscrisa In aceeasi serie cu panslavismul (Joanna Warsza si Virginija Januskevicidte),
panafricanismul (Yesomi Umolu), antropofagia (Pedro Neves Marques) sau chiar
euroasianismul (echipa celei de-a sasea Bienale de la Moscova), pentru a numi doar
cfteva dintre aceste discursuri locale razvrdtite. Pe de alta parte, in atmosfera post-
Trump si post-Brexit si mai ales Tn siajul ascendentei partidelor de extremad dreapta
peste tot in lume, astfel de mode intelectuale ar trebui intimpinate cu precautie.
Interesul pentru cosmismul rus nu poate fi, binelnteles, comparat cu obsesia de durata
pentru directia realismului speculativ. Dar ceea ce 1l distinge intre alte ,isme” este
legatura sa geneticd cu duhovka, in cele din urma materializatd si extinsd. fn mod
surprinzator, cel mai tradus si comentat filosof rus care traieste azi nu este Groys,
ci fostul disident Aleksandr Dughin, ,Creierul lui Putin® si arhitectul imperialismului
postsovietic. Chiar dacd, spre deosebire de colegii sdi ,neoeurasianisti“, el se opu-
ne cosmismului, ne-a demonstrat totusi ca recursul la filosofia religioasa nu mai este
doar o gluma inocentd postmodernist, ci forta conducdtoare actuald a geopoliti-
cii si a noii ordini mondiale. Fard a cddea Intr-o conspiratie de tip dughinist, ar tre-
bui sa privim cosmismul rus mai critic decit este el de obicei receptat.

Conceput n anii 1970 sau 1980 1n cercurile disidente religioase, acest termen a
unit retrospectiv numerosi scriitori din epoci diferite, intr-o singura miscare filoso-
fica. Lipsindu-i o definitie clara si definitiva (aceasta schimbindu-se de la o carte la
alta), cosmismul poate fi vazut ca o notiune extensibila sau pliabild, care creste sau
se micsoreazd dupd nevoi. Tntr-un sens larg (kosmos in rusa inseamna spatiul extra-
terestru), acesta defineste tipul de filosofie care reflecta locul omului in univers sau
comensurabilitatea macro si microcosmosului. Intr-un sens restrins (kosmos poate
insemna si ambianta sau ordine), ar putea fi rezumat ca un mod de gindire orien-
tat spre evolutia activa si imbunatatirea rasei umane si intruchiparea idealurilor socia-
le. Prezenta adjectivului ,rus” este cea care distinge principiile majore ale acestei
ordini sociale — ,ideea rusa“ de sobornost, ca fiind opusa altor modele utopice de
organizare colectivd. i cele din urma, dar nu mai putin important, sufixul ,ism* indica
aici realizarea practica a acestui program: extinderea longevitatii umane la o stare
de nemurire practicd, reinvierea fizicd a mortilor si colonizarea spatiului cosmic.
De vreme ce definitia sa este destul de vaga si obscurd, adeptii sdi Tsi asuma o pozitie
avantajoasa de gardieni de club, ldsind Tnauntru oaspetii bine-veniti si excluzindu-i
pe cei nedoriti. in timp ce anumite sisteme sofisticate pot contine pind la zece subdi-
viziuni ale sale, modelul dominant il imparte in ramurile sale religios-filosofica si natu-
ral-stiintificd, avindu-| pe Nikolai Fiodorov ca punct de bifurcatie. Primul grup include
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shadow ideology of Soviet Marxism”, as Slavoj Zizek has defined this
teaching.* Moreover, one of the rooms, which was curated by Groys,
renders Russian and Soviet avant-garde spiritual after it was finally
dissociated from religious links.® For instance, black squares — paint-
ed in this case by Solomon Nikritin — were no longer “didactic
structures” foregrounding its material support, as it would be in
October's materialist discourse, but mimicked the mystical darkness
of the universe. Two major texts in art history, “Grids” and “Moscow
Romantic Conceptualism”, written on different continents in the
same year of 1979, turned out to be the opposite sides of each other.
When Rosalind Krauss declared: “we find it indescribably embarrass-
ing to mention art and spirit in the same sentence”, Groys has replied:
"“in Russia, however, it is impossible to paint a decent abstract pic-
ture without reference to the Holy Light”.¢ It took almost forty years
before the addresser and addressee have reached each other.

On the one hand, the resuscitation of this movement could be read
as a critical or even postcolonial rehabilitation of “national brands”
against the hegemony of Marxist universalism that was taken as an
effect of capitalist globalization. One may recall Pan-Slavism (Joanna
Warsza and Virginija Januskevicuite), Pan-Africanism (Yesomi Umolu),
Antropofagia (Pedro Neves Marques) or even Eurasianism (the team
of the 6th Moscow Biennale), to name just a few vernacular rebel-
lious discourses. On the other hand, in the post-Trump and post-
Brexit atmosphere and especially in the wake of far-right parties
rising across the globe one should face such intellectual fashions
cautiously. The interest in Russian cosmism, of course, could not be
compared with the long-lasting craze for speculative realism. How-
ever, what singles it out among other “isms” is its genetic connection
with dukhovka that has finally materialized and expanded. Surpris-
ingly, the most translated and commented Russian philosopher
living today is not Groys, but the former dissident Alexander Dugin,
“Putin’s Brain” and the architect of post-Soviet imperialism. Even
though he, unlike his other “Neo-Euroasianist” peers, is opposed

to cosmism, he showed us that recourse to religious philosophy is

no longer an innocent postmodernist joke, but turned out to be the
actual driving force of geo-politics and the new world order. Without
falling into a Dugin-like conspiracy, one should nevertheless take
Russian cosmism more critically than it is usually received.

Coined in either the 1970s or '80s in the religious dissident circles,
this term retrospectively united numerous writers of different epochs
into one philosophical movement. Lacking a clear and decisive defi-
nition, which instead is changing from one book to another, it could
be viewed as an extensible or folding notion that expands and shrinks
according to needs. In a broad sense (kosmos in Russian means
outer space), it defines the type of philosophy reflecting the human
place in the universe or the commensurability of macro- and micro-
cosm. In a narrow sense (kosmos also reads as environment or order),
it could be summarized as a mode of thinking oriented towards
active evolution and improvement of human race and embodiment
of social ideals. The presence of the adjective “Russian” differentiates
the main principles of this social order — the “Russian idea” of sobor-
nost as opposed to other utopian models of collective organization.
Last, but not least, the suffix “ism" stands here for the practical real-
ization of this programme: extension of human longevity to a state
of practical immortality, the physical resurrection of the dead and
colonization of the outer space.

Since the definition is quite vague and obscure, its proponents take
an advantageous position of club bouncers, smuggling in welcomed
guests and excluding the unwanted. While certain sophisticated sys-
tems may contain up to ten subdivisions, the dominant model
divides it into religious-philosophical and natural-scientific branches,
singling out Nikolai Fedorov as the point of bifurcation. The first
group includes such different thinkers as Neoplatonist Vladimir
Solovyov, economist Sergei Bulgakov, polymath and fundamentalist
philosopher Pavel Florensky, existentialist Nikolai Berdyaev as well
as “Fedorovists” Alexander Gorsky, Nikolai Setnitsky and Valerian

ginditori diferiti precum neoplatonistul Vladimir Soloviov, economistul Serghei
Bulgakov, invatatul si filosoful fundamentalist Pavel Florenski, existentialistul Nikolai
Berdiaev, precum si ,fiodorovistii“ Aleksandr Gorski, Nikolai Setnitki si Valerian
Muraviov. Al doilea grup i include pe pionierul in ingineria rachetelor Konstantin
Tiolkovski, geochimistul Vladimir Vernadski, biofizicianul Aleksander Cijevski, bio-
logul Vasili Kuprevici, precum si fizicianul si pacifistul Nikolai Umov, microbiologul
Nikolai Holodni si filosoful Aleksei Maneev. O astfel de insiruire de nume lasd impre-
sia ca, in ansamblu, ,cosmismul rus” acordd mai multa greutate cantitdtii mai de-
graba declt calitatii.

Aproape toate numele indicate mai sus fac parte din antologia majora Cosmismul
rus, editatd la inceputul anilor 1990 de Svetlana Semenova, instantd academica in
textele lui Fiodorov. Trasindu-i genealogia in literatura de secol 19 siin ,Renaste-
rea religioasa rusa“, ea vorbeste din ,perspectiva cosmocentricd”, ce cauta urme-
le divinuluiin creatia sa. Unul dintre principiile sale majore este cd evolutia nu este
un proces darwinian absurd, fard scop si algoritmic, bazat pe pura contingenta. Dim-
potriva, unii dintre ginditori se referd la ideea lui James D. Dana de cefalizare (o
tendintd de a localiza organele sau partile importante ale corpului in jurul capului)
sau la ipoteza pseudostiintificd, adusa de paleontologul iezuit Teilhard de Chardin,
a ,punctului Omega“ (o tendintd universala de a merge n spirala catre un punct
final de unificare cu divinitatea). Tn atribuirea de inteligenta si finalitate evolutiei, acesti
autori au avut nevoie sd faca recurs la, n limbajul lui Lenin, bojenka (,micul zeu sin-
geros") sau, folosind jargonul lui Daniel Dennett, la skyhooks (,ancore de cer").
In acceptia lui Semenova, principala idee a cosmismului este ca aceasta dezvoltare
pur geologica sau biologica ar trebui sa fie continuatd de ,evolutia activa“. Care nu
ia forma dezvoltdrii biotehnice, precum n transumanism, ci este asociata cu no-
tiunea religioasa de theosis sau obojenie (,defficare”), respectiv depdsirea fizicului pen-
tru divin, transformarea ntr-o zeitate.” Umanitatea, spune ea, ar trebui sd fie
ghidatd de directia idealului, ratiunii si sentimentelor morale religioase si ar trebui
sa ia dirma evolutiei in miinile sale. Cu alte cuvinte, desi i se atribuie o anume autono-
mie, umanitatea rdmine o extensie a rationalitatii divine. Astfel, cosmismul ar putea
fi inteles drept o miscare antirationalista, antiluministd, care nu acordd umanitdtii
autodeterminarea si fi limiteazd intelegerea la orizonturile transcendente.
Profesorul american George M. Young, care acceptd aceastd citire a cosmismului
rus, sustine genealogia si taxonomia propuse de Semenova. Dar, conectindu-I cu
traditia locald a scrierii religioase, 1l face si ,international”, aratind catre originile pro-
fund mistice, oculte, ezoterice ale acestor ginditori, care de fapt compromit citirea
larg acceptatd n cheie crestina. Dupa cum arata Young, proiectul ,actiunii colecti-
ve" al lui Fiodorov — proiectul colectiv de a depasi mortalitatea si de a refnvia mortii
—se aseamand ,atft scopului masonic de reconstruire simultana a sinelui si a lumii,
cft si prefacerii alchimice a sinelui in timpul prefacerii materiei“.® Istoricul si slavistul
german Michael Hagemeister; care obiecteaza la existenta insdsi a ,cosmismului rus®,
merge si mai departe, tintind la sfintul sfintilor acestei miscari, fondatorului stiintei
rachetelor, Tiolkovski.” Legindu-i acestuia opera nu de Fiodorov, cu care, in ciuda
faptului cd s-au cunoscut, nu are nimic in comun, ci cu teosofia lui Madame Blavatski,
care, din motive evidente, nu este inclusa in panteonul cosmist, Hagemeister con-
testd cele mai valoroase legitimari ale mitopoiesisului cosmist. Practic, el aratd o le-
gaturd intre filosofia religioasd proiectiva si programul spatial sovietic care a salvat-o
de ezoterism. In mod curios, cosmismul rus a avut nevoie de cercetitori striini care
sd demistifice aceste mituri si sd ia in calcul conditile economice si istorice mai degraba
decit relatdrile hagiografice.

Dar nu doar mitul actualizarii virtualului reveleaza incoerenta conceptuald a cosmis-
mului rus. Chiar si o privire rapida pe | lista lor de oaspeti“ ne aratd cd majoritatea
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Muravyov. The second includes: rocket pioneer Konstantin Tsiolkovsky,
geochemist Vladimir Vernadsky, biophysicist Alexander Chizhevsky,
biologist Vasily Kuprevich as well as physicist-cum-pacifist Nikolai
Umov, microbiologist Nikolai Kholodny and philosopher Aleksei
Maneev. Such a namedropping makes an impression that “Russian
cosmism” as a whole assigns more weight to quantity rather than
quality.

Almost all of the names indicated above are featured in the major
anthology Russian Cosmism compiled in the early 1990s by

Svetlana Semenova, the major scholar of Fedorov's texts. Tracing

its genealogy from 19th century literature and “Russian religious
Renaissance”, this compendium speaks from “the cosmocentric
view", which means finding the traces of the divine in this creation.
One of its major principles is that evolution is not Darwinian mind-
less, purposeless and algorithmic process based on pure contingency.
On the contrary, some of the thinkers referred to James D. Dana’s
idea of cephalisation (a tendency to localize the important organs or
body parts around the head) or the Jesuit palaeontologist Teilhard
de Chardin’s pseudo-scientific hypothesis of “the Omega point”

(a universal tendency to spiral towards a final point of ‘divine’ unifi-
cation). Attributing intelligence and purposefulness to evolution,
they had always to resort, in Lenin’s parlance, to bozhenka (“bloody
little god”) or, using Daniel Dennett’s slang, to “skyhooks”. This
purely geological or biological development should be continued
by “active evolution”, that is the main idea of cosmism, according to
Semenova. Active evolution does not take the form of bio-technical
development like in trans-humanism, but is associated with the reli-
gious notion of theosis or obozhenie (“deification”), that is, overcom-
ing of physical for the sake of the divine, transformation into god-
like.” Humanity, she says, should be guided by direction of religious
ideal as well as reason and moral feeling, and should take, so to
speak, the steering wheel of evolution in its hands. In other words,
while humanity is attributed with certain autonomy, it remains a mere
extension of divine rationality. In this way, cosmism could be under-
stood as an anti-rationalist, anti-Enlightenment movement, which
does not grant humanity with self-determination, but limits its grasp
to the transcendent horizons.

American scholar George M. Young, who accepts this reading of
Russian cosmism, seconds Semenova’s genealogy and taxonomy.
But, connecting it with the native tradition of religious writing, he
also renders it “international”, pointing out to profoundly mystical,
occult, esoteric origins of these thinkers which, in fact, compromise
its widely accepted Christian reading. As Young shows, Fedorov’s
project of “common task” — collective project of overcoming mortali-
ty and resurrection of the dead — parallels “both the Masonic task

of rebuilding oneself as one rebuilds the world and the alchemist’s
transmutation of himself while transmuting matter”.® German his -
torian and Slavist, Michael Hagemeister, who objects to the very
existence of “Russian cosmism” goes even further, attempting on
the holy of holies of this movement, the founder of rocket science
Tsiolkovsky.” Relating his writing not to Fedorov, with whom despite
their acquaintance they share nothing in common, but to Madame
Blavatsky's theosophy who, for obvious reasons is not included in
cosmist pantheon, he challenges the most valuable credentials of
cosmist mythopoeia. Basically, he destructs a bridge between reli-
gious projective philosophy and actual Soviet space travel that
redeem the later from its esotericism. Curiously enough, Russian
cosmism necessitated foreign scholars to demystify these myths
and take into account economic and historical conditions, rather
than hagiographical accounts.

However, it is not the myth of actualization of the virtual that reveals
conceptual incoherence of Russian cosmism. Even a cursory look

on their “guest list” shows that most of the writers actually stood on
polar and even antithetical positions: from materialist to spiritual,
from gnostic to orthodox, from fideist to atheist, from immanent to
transcendent, from Lamarckian to Darwinian, from technophobic
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se aflau pe pozitii polar opuse si chiar antitetice: de la materialist la spiritual, de la
gnostic la ortodox, de la fideist la ateist, de la imanent la transcendent, de la lamar-
ckian la darwinian, de la tehnofobic la scientist, de la extrema dreapta la extrema
stingd. Aceste pozitii nu pot fi grupate ca o scoald, traditie sau metodologie, ci sint
mai degraba un amestec de observatii, intuttii, epifanii si iluminari raspindite prin lucrari-
le literare din aproape doua secole. Cosmismul rus nu este nici filosofie in sensul
propriu al termenului, nici doar literaturd, de vreme ce invoca adevarul ultim, este
mai degraba Schéne Wissenschdft sau chiar gindire imaginativa, mai mult artistica decit
sistematica in natura sa. Unitatea fortatd a acestor abordari este reminiscenta struc-
turii Tnsesi a mitologemului inefabil si misterios al ,sufletului rus®, care, in cuvintele lui
Nikolai Berdiaev, se bazeaza pe principii autocontradictorii.'® O astfel de irationa-
litate si lipsa de sistematicitate perpetueaza imaginea si asa depreciata a inevitabi-
lei excentricitati a filosofiei ruse.

In timp ce colegii mei straini sint derutati de termenul ,cosmism®, de fapt atributul
de ,rus" este mult mai problematic. in timp ce adjective precum ,sovietic* sau ,,mos-
covit", care definesc doua categorii deja stabilite, avangarda si, respectiv, concep-
tualismul, ar putea functiona precum indici transgeografici cu referire la limbajul
international al marxismului, cu alte cuvinte al comunismului ca internationalism'',
,rus” este, dimpotrivd, un termen pur geografic si nationalist, ca atare compromis.
Intr-o directie similar3, Hagemeister a caracterizat cosmismul ca find ,un concept
ideologic hibrid“, ,un caz tipic de «inventie a traditiei» (care avea intentia de a spri-
jini si o traditie a inventiei)“.'> Cosmismul, desigur, nu poate fi redus geografic la Mos-
cova si cronologic la existenta Uniunii Sovietice, iar ambitiile sale — similare cu ale
cosmologiei In stiintd, care aspird sa studieze limitele fizice ultime si extreme — sint
mai largi decft ale oricdror attor posibile ,isme”. El este universal, dar nuin sens fizic,
ci etic: face apel la comunizarea intregului cosmos.® Astfel cd prezenta adjectivu-
lui ,rus” proiecteazd necesarul (imaginarul metaistoric si metanatural) asupra (cul-
turii) contingente. Intersectia a doud intelesuri care se exclud reciproc marcheaza
de fapt cel mai periculos aspect al cosmismului. ExtinZindu-se conceptual si contrac-
tindu-se geografic, aceastd categorie fsi asuma o misiune care este interplanetard
si cosmica fn ambitia ei, Tnsa o rezerva pentru o anumitd tara.

Citirea spirituald a cosmismului, sugeratd de Semenova si Young, este interconectata
cu citirile sale soviniste si nationaliste. T critica sa conservatoare asupra globalizarii,
Semenova vede cosmismul rus ca venind Tn apararea gindirii vestice. " Istoria Rusiei
este istoria lumii si merita un rol exclusiv in lupta ideologica globald datorita predis-
pozitilor sale naturale, climatice si genetice: sensibilitatea unica la limitele vietii se cioc-
neste aici de expansiunea si imensitatea peisajelor, care, potrivit lui Semenova, au dat
nastere unor asemenea miscari filosofice neobisnuite. Din acest motiv, Rusia a deve-
nit poporul ales, al carui scop este sd incheie dezordinea mondiald, unind alte popoa-
re n ,actiunea colectiva” de a depasi moartea. Este evident cd o astfel de citire a
cosmismului n cheie esentialistd, cu apelul sau la idealuri elevate, compenseaza pen-
tru resentimentele imperialiste ale unei tari semiperiferice. Nazuinta sa pentru domi-
natia mondiala este deghizata aici sub notiunea de sobornost (plenitudine comunala
bazatd pe consensul spiritual), firul rosu care strabate slavofilia, ,Renasterea religioasa
rusa” si cosmismul. Dar interpretarile lui Fiodorov sint mai extreme si mai direc-
te: idealul sdu politic era unirea tuturor natiunilor sub un ,Samoderjavet” (autocrat)
rus, care ar fi fost stabilit in regiunea Pamir. Ne putem astfel intreba: oare paralele cu
ideile neoeurasianiste ale aliantei ruso-iraniene de a contracara puterea NATO sa
fie o simpld coincidenta'*?

Tn aceasts lumind, resuscitarea prezentd a cosmismului rus a necesitat indeparta-
rea de traditia duhovka si a nationalismului si indreptarea acestuia spre lingua franca a
materialismului si marxismului. Astfel ca, pentru a-i da o ,relevanta contemporana*,
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to scientistic, from far right to far-left. They could not be sum-
marized as a school, tradition, or methodology, but rather seen

as a melange of insights, intuitions, epiphanies and illuminations
scattered across literary works of almost two centuries. Russian cos-
mism is neither philosophy in the proper meaning of the term, nor
mere literature since it appeals to ultimate truth, but rather Schéne
Wissenschaft or even imaginative thinking that is more artistic in its
nature, than systematic. The forced unity of these approaches is
reminiscent of the very structure of ineffable and mysterious mytho -
logem of “Russian soul”, that in Nikolai Berdyaev's words, is based
on self-contradictory principles.”® And such irrationality and lack of
systematicity perpetuates the depreciated image of Russian philoso-
phy's inevitable eccentricity.

While my foreign colleagues find confusing the first term “cosmism”,
the attribute “Russian” is in fact much more tricky. While adjectives
"Soviet” or “Moscow”, that define two already established catego-
ries, avant-garde and conceptualism respectively, could function as
trans-geographical indexes referring to international language of
Marxism, that is to say, of communism as internationalism", “Russian”
is, on the contrary, a purely geographical and nationalistically biased
term. In a similar vein, Hageimeister has characterized cosmism as
“hybrid ideological concept”, “a typical case of the ‘invention of a
tradition’ (also with intent to support a tradition of invention)”."?
Cosmism, of course, could not be reduced geographically to Moscow
and chronologically to the existence of the Soviet Union, while its
ambitions — similar to cosmology in science that aspires to study the
ultimate and uttermost physical limits — are wider than any other
possible “ism”. It is not physically, but ethically universal: it appeals
to communisation of the entire cosmos.” Therefore, the presence of
adjective “Russian” projects the necessary (meta-historical and meta-
natural imaginary) onto the contingent (culture). Intersection of two
mutually exclusive meanings actually marks the most dangerous
aspect of cosmism. Conceptually expanding and geographically con-
tracting, this very category reserves a mission that is interplanetary
and cosmic in its scope, for one particular country.

Spiritual reading of cosmism, suggested by Semenova and Young,

is interconnected to its chauvinist and nationalist reading. In her con-
servative critique of globalization, it is Russian cosmism that comes
to the rescue of Western thought.” Russia’s history is the world’s
history and deserves such an exclusive role in the global ideological
struggle due to its natural, climatic and genetic predispositions:

the unique sensitivity to life’s limits collides here with the expansive-
ness and immensity of landscapes that, according to her, gave rise to
such unusual philosophical movements. That is why Russia becomes
the chosen people whose aim is to put an end to the world disorder,
uniting other peoples in the “common task” of overcoming death.

It is apparent that such an essentialist reading of cosmism with its
appeal to lofty ideals compensates for the semi-peripheral country’s
imperialist resentments. The striving for world domination is disguis-
ed here in the notion of sobornost (communal wholeness based on
spiritual consensus) that runs from Slavophiles to Russian religious
Renaissance and cosmism. But Fedorov's interpretations are more
extreme and straightforward: his political ideal was the union of all
nations under a Russian “Samoderzhavets” (autocrat) who would
reside in the Pamir region. One may wonder: are the parallels with
the Neo-Eurasianist ideas of Russo-Iranian alliance to counter NATO
a mere coincidence?”®

In this light, the current resuscitation of Russian cosmism demanded
to do away with the legacy of dukhovka and nationalism and to make
it speak in the lingua franca of materialism and Marxism. So in order
to provide it with “contemporary relevance”, it had to undergo radi-
cal secularization. Another anthology of Russian Cosmism (2015), the
English version of which will be published in 2018, resolutely
excludes all thinkers affiliated with the “Russian religious Renais-
sance”. Instead, its editor Boris Groys recovers from oblivion anar -
chist Alexander Svyatogor (Agienko) and Marxist empiricist

Art Without Death: Russian Cosmism, Anton Vidokle, Boris Groys, Arseny Zhilyaev, September 1 - October 3, 2017,
Haus der Kulturen der Welt, Berlin

Ivan Kliun (1873-1943)

Red Light. Spherical Composition, 1923, oil on canvas, 68.3 x 67.7 cm, courtesy: The Greek State Museum
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atrebuit sa fie supus la o secularizare radicald. O altd antologie de Cosmism rus (2015),
a carei versiune n englezd va fi publicata in 2018, exclude in mod ferm toti gindi-
torii afiliati ,Renasterii religioase ruse”. in schimb, redactorul sau, Boris Groys, recu-
pereaza din uitare pe anarhistul Aleksandr Sviatogor (Aghienko) si pe empiristul marxist
Aleksandr Bogdanov. Primul este un scriitor aproape uitat, asociat cu miscarea de
scurtd duratd , biocosmista”, care, urmarind ideile asupra nemuririi ale lui Fiodoroy,
a negat traditionalismul religios si politic. Asemenea lui Fiodorov, biocosmistii ve-
deau nemurirea nu ca viata de apoi a spiritului, ci ca existentd fizica, inzestrind-o
cu semnificatie politica: nemurirea este necesard pentru egalitate, pentru cd moar-
tea divizeaza oamenii. Bogdanow, la rindul ui, mai cunoscut in istorie ca un opo-
zant al lui Lenin sin lumea artei ca fondatorul miscarii proletcultiste, urméareste ideea
autoperfectiondrii, oprindu-se la ideile longevitdtii si ale intineririi, iar in proza sa ridi-
culizeaza de fapt ideea nemuririi. Pozitia sa nu a fost doar proiectivd, asemenea lui
Fiodorov, ci si practicd si experimentald: a murit ca urmare a unei transfuzii de singe,
salvind un alt individ care era bolnav.

Cel mai simplu mod de a reapropria cosmismul este de a permuta anumiti autori
incoace siincolo, ca si cum ar fi niste piese pe o tabld de sah. fnsa acest lucru e mult
mai complicat In cazul unor figuri controversate cum este Nikolai Fiodorov, care
a unit in mod schizofrenic constiinta religioasd cu rationalitatea stiintifica. in timpul
conferintei organizate de Groys la HKW, pozitia si rolul sau in aceastd miscare au
provocat dezbateri aprinse. Hagemeister a sustinut cd nu exista nicio singurd men-
tionare a ,interventiei divine* In scrierile lui Fiodorov si ca indatorirea comuna a re-
invierii era o actiune pur imanentd, paminteand, condusa de oameni. ,Reinstaurarea/
refnvierea fizica (vosstanovlenie/voskresenie) a mortilor®, sustine el, ,este un proces
complet mecanic si materialist care constd fn urmarirea, colectionarea si sintetiza-
rea «particulelor» materiale dispersate (ciastiti) ale corpurilor lor".'® In dezacord cu
el, Anastasia Gaceva, fiica si urmasa lui Semenova, a obiectat, sustinind natura siner-
geticd a activitdti umane, de la crearea de artd la operatile medicale — bazata pe
intrepatrunderea dintre energile umane si cele divine.

Boris Groys, la rindul sdu, a radicalizat pozitia lui Hagemeister, legind cosmismul
de anarhism si marxism, tratindu-| ca pe o filosofie pur materialista si chiar decon-
structiva. n prezentarea sa de la HKW (care s-a suprapus aproape in intregime cu
textul sdu introductiv scris pentru antologia mentionata mai sus), el a plasat Tnvatatu-
rile lui Fiodorov in linia ateismului secolului 20 (nietzschean). Respingind nepamin-
teanul si viata de apoi, acest Fiodorov este unul care a imbratisat existenta trupeasca,
tehnologiile si organizarea sociald chiar aici, in lumea terestra si laica. Proclamind
progresul ca parazitic, el ne directioneazd atentia catre ,nedreptatea istorica
enorma” — ,excluderea tuturor celorlalte generatii, precum si a generatiilor prezen-
te de la tarimul utopiei vitoare®."” Precum a | | -a teza despre Feuerbach a lui Marx,
filosofia proiectiva a lui Fiodorov este orientatd catre realizarea reald a egalitatii. Cu
toate ca era vadit ostil ideilor socialiste ale timpului sau, el a radicalizat socialismul,
incluzind in teoria sa revendicarea egalitatii supreme: o sansa pe care fiecare indi-
vid mort sa o primeascd, de a-si trai viata din nou ca o fiintd eternd, in circumstante
absolut diferite. Discipolul sau, Muraviov, chiar a indraznit sa afirme: ,sintem mai
bolsevici decit bolsevicii insisi“.'®

Dar putem vorbi de fiodorovo-marxism asa cum vorbim de freudo-marxism? I
ciuda inconsecventei si caracterului nesistematic al scrierilor sale, argumentatia Iui
Fiodorov este foarte logica si neprotocolara: daca, de exemplu, cineva ar vrea sa-si
refnvie strdmosii, ar trebui sa colonizeze alte planete, si astfel aceastd propunere
tehnologicd ar trebui incorporatd in ,actiune colectiva“ si justificata filosofic. In ace-
lasi timp, filosofia lui Fiodorov si a altor cosmisti este adinc inrddacinatd in etica crestind
—sau, simai mult, intr-o interpretare specifica a invataturilor ortodoxe —, care uneste
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Alexander Bogdanov. The former is an almost forgotten writer asso-
ciated with short-lived “biocosmist” movement that, following ideas
of Fedorovian immortality, denied the religious and political tradi-
tionalism. Similar to Fedorov, biocosmists took immortality not as
afterlife of spirit, but as physical existence, endowing it with political
meaning: immortality is necessary for equality, because death divides
people. Bogdanov, most known in history as an opponent of Lenin
and in the art world as the founder of Proletcult movement, follows
the idea of self-perfection, however he stops his project at longevity
and rejuvenation and actually mocks the idea of immortality in his
prose. His position was not merely projective as in the case of Fedorov,
but also practical and experimental: he died of blood transfusion
saving another person who was ill.

The easiest way to re-appropriate cosmism is to move certain authors
back and forth as if they were chess-pieces on a board. However, it is
much more complicated when it comes to such controversial figures
as Nikolai Fedorov, who schizophrenically united religious conscious-
ness with scientific rationality. During the conference organized by
Groys at HKW, his position and role in this movement has provoked
heated debates. Hagemeister assumed that there is no single men-
tioning of “God's intervention” in Fedorov's writings and the common
task of resurrection was purely immanent, earthly, human-driven
action. “Physical restoration/resurrection (vosstanovlenie/voskreshe-
nie) of dead people”, he claims, “is a completely mechanical and
materialistic process that consists of tracing, collecting and synthe-
sizing the dispersed material ‘particles’ (chastitsy) of their bodies”."*
In contrast, Anastasia Gacheva, the daughter and follower of
Semenova, has passionately objected to him, advocating synergistic
nature of human activity from art making to medical surgeries

- based on collaboration between human and divine energies.

Boris Groys, in turn, radicalized Hagemeister’s position by linking
cosmism with anarchism and Marxism, treating it as a purely materi-
alist and even deconstructive philosophy. In his HKW presentation
that almost entirely overlaps with his introductory text written for
the above-mentioned anthology, he roots Fedorov's teaching in the
20th century (Nietzschean) atheism. Rejecting the otherworldly and
afterlife, such a Fedorov embraced bodily existence, technologies
and social organization right here, on the profane planet. Proclaim-
ing progress parasitic, he directs our attention to the “outrageous
historical injustice” — “exclusion of all the previous generations and
also current generations from the realm of future utopia”.” Like
Marx's 11th thesis on Feurbach, Fedorov's projective philosophy is
oriented towards the actual realization of equality. Notwithstanding
the fact that he was overtly hostile to socialist ideas of his time, he
radicalized socialism by including there the demand of ultimate
equality: a chance given to each dead individual to live one’s life
again as an eternal being in absolutely different circumstances. His
follower, Muravyov, even dared to claim: “we are more Bolsheviks
than Bolsheviks themselves”.™

But could we speak of Fedorovo-Marxism as we speak of Freudo-
Marxism? Despite inconsistency and the unsystematic character of
his writing, Fedorov's argumentation is very logical and casual: if
one, for instance, wants to resurrect her ancestors, she would need
to colonize other planets, and thus this technological proposal must
be incorporated into the “common task” and justified philosophical-
ly. At the same time, Fedorov’s and other cosmists’ philosophy is
deeply rooted in Orthodox religion that holds together and justifies
such a megalomaniac and one could say risk-taking project, where
the presence of God serves as a guiding threat for science. If one
puts it on a secular track, would his train of thought go in a similar
direction or inflect completely?

In Semenova’s view, Fedorov acknowledges the internal purposeful-
ness of natural evolution towards more complexity and, finally, like
earlier in James Dana and later in Vladimir Vernadsky, emergence
of consciousness.”” The presence of telos in natural development thus
legitimizes humans’ dedication to regulate nature, enhance their

si justifica un proiect atft de megaloman si riscant. Daca am pune acest proiect pe
o sind seculard, ar merge trenul gindirii sale Tn aceeasi directie sau s-ar schimba
complet?

I intelegerea lui Semenova, Fiodorov accepta telul intern al evolutiei naturale catre
o complexitate mai mare si, in final, ca mai devreme la James Dana si mai tirziu la
Vladimir Vernadski, cdtre emergenta constiintei.”” Prezenta telos-ului in dezvolta-
rea naturala legitimeazad astfel devotamentul oamenilor cdtre reglementarea natu-
rii, perfectionarea corpurilor lor si colonizarea spatiului. Secularizarea acestui
proces ar implica faptul cd, de vreme ce evolutia biologica nu conduce in mod nece-
sar la inteligentd, urmatoarea evolutie tehnicd a umanitatii trebuie ghidatd de ace-
leasi principii ale selectiei contingente a celor mai apti. Chiar daca Marina Simakova
argumenteaza corect cd ideea lui Fiodorov in ce priveste ,reglementarea naturii”
(imblinzirea pornirilor sdlbatice) inseamnad ca legile naturale nu pot fi extrapolate si
aplicate ordinii sociale, dacd plecam de la modul in care Fiodorov nu privilegia anumiti
oameni In fata altora, se poate citi un posibil rezultat al acestei gindiri. Tiolkovski era
doar unul dintre mai multi cosmisti care au vorbit despre eliminarea oamenilor imper-
fecti si a altor creaturi de mina a doua, nefolositoare si daunatoare.® Mai mult, daca
Tnldturdm din teoria lui Fiodorov Creatorul suprem si omniscient, dezvoltarea sti-
intei ar conduce doar la accelerarea economiei libidinale si a cursei Tnarmarii. Ast-
fel Incit clonarea, asa cum e inteleasa astdzi, ar rezulta, in termenii lui Florenski, n
proliferarea unui ,cadavru astral, «gol» (inanis) sau «fard substantd»", sau a unui ,vam-
pirintunecat, impersonal*, mai degraba decit intr-o reinviere reald in persoana.' Dar
dacd nu separdm stiinta de artd si religie, pentru a o face sa conduca la binele comun
sia o Inzestra cu idealuri etice, Tnseamna aceasta o forma noua de lisenkoism?
Dupa cum am incercat sd arat, Fiodorov, care este in mod paradoxal definit ca un
,taumaturg exoteric* (Young) si ca un ,pozitivist magic* (Aleksei Kozirev), nu poate
fi redus la niciuna dintre interpretdrile exclusiv spiritualiste sau materialiste. Dar cum
putem evita cdderea intr-una dintre cele doua capcane: spiritualismul transcendent
care atrage suprematia nationalista sau materialismul imanent care ar rezulta in pro-
iectia darwinismului? Unul dintre rdspunsurile posibile este paradoxul a ceea ce este
numit ,ateismul crestin® sau ,teologia materialista“. Zizek, critidnd ideea ortodoxd
de theosis care se afld in crestinismul activ al lui Semenova, descifrabild in fraza , Dum-
nezeu s-a facut om pentru ca omul sa poatd deveni Dumnezeu®, sugereaza n
schimb o pozitie opusa, care ar necesita ,izolarea de Dumnezeu si izolarea lui Dum-
nezeu de sine insusi®.?* Un astfel de Dumnezeu ar inceta sa moarad pentru oame-
nii care nu mai cred in el (ca n ateism) si ar muri pentru el insusi. Cu toate astea,
desi viata umana e predestinatd, nu se cunoaste ce i rezerva soarta fiecaruia. Ast-
fel cd nu putem reduce faptele noastre la asteptarea unor recompense divine, ci
trebuie sd actiondm in acord cu ,responsabilitatea autentica si asumindu-ne soar-
ta prin constientizarea nelinistita a faptului ca nu existd nicio garantie exterioara a
succesului.”

Zizek defineste o astfel de teologie drept ,singura credinti adevarati®, careia fi lip-
seste , orice sprijin intr-o autoritate a unei presupuse figuri a «<marelui Celdlatt»". El
continud prin a defini aceasta pozitie drept ,ceva precum «dez-credinta», forma pura
a credintei lipsita de substantializarea ei — «dez-credinta» este tot o forma de cre-
dintd, asa cum nemortii, asemenea mortilor-vii, ramin totusi morti“.?* Deci ce s-ar ntim-
pla cu ,evolutia activa“ dacd am substitui credintei (in acest caz inteligenta creatiei)
dez-credinta (neinteligenta inteligentd)? De pe aceasta pozitie, cosmismul rus ar putea
accepta contingenta pura a mutatiilor genetice sau ,queerness-ul* fizicii cuantice, pen-
tru cd s-ar sustrage atft mecanismelor miraculoase, cit si nihilistului ,razboi al tutu-
ror impotriva tuturor”, Dumnezeul mort nu garanteaza normalitatea universului,
ci este depasit de propria sa Creatie, unde totul este exceptie, si nu reguld, dife-
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bodies and colonize the space. Secularization of this process would
imply that since biological evolution does not necessarily lead to
intelligence, the following technical evolution of humanity must be
guided by the same principles of contingent selection of the fittest.
Even though Marina Simakova fairly argues that Fedorov’s idea of
“regulation of nature” (taming of the wild drives) means that natural
laws could not be extrapolated onto the social order, but if we
proceed from Fedorov who did not privilege certain people over the
others, one could see its possible outcome. Tsiolkovsky is just one
among other cosmists who spoke of elimination of the defective peo-
ple and other useless and harmful second-rate creatures.”? Moreover,
if one removes from Fedorov the supreme and omniscient Creator
who knows everything, the development of science would only lead
to acceleration of libidinal economy and arms race. So cloning, as it
is understood today, would, in Florensky's terms, result in prolifera-
tion of “astral corpse, 'empty’ (inanis) or 'substance-less” or “the
dark, impersonal vampires” rather than the actual personalist resur-
rection.?' But if one de-differentiates science with art and religion, to
make it strive for common good and endowing it with ethical ideals,
does it not mean a new form of Lysenkoism?

As I tried to show, Fedorov, who is paradoxically defined as an “exo-
teric thaumaturgicist” (Young) and a “magical positivist” (Alexey
Kozyrev) may not be reduced to either spiritual or materialist inter-
pretations. But how one could escape falling in either of two possible
traps: transcendent spiritualism that entails nationalist supremacy or
immanent materialism that would end in projection of Darwinism?
One of the possible answers is a paradox of what is called “Christian
atheism” or “materialist theology”. Zizek, criticizing the Orthodox
idea of theosis that is at stake in active Christianity of Semenova,
readable in one phrase “God became man so that man can become
God", suggests the opposite view that would require “isolation from
God and God's isolation from himself”.? Such a God does not die for
men who stop believing in him (like in atheism) but dies for himself.
Nevertheless, human life is predestined, but that outcome of his or
her fate is unknown. Thus one could not reduce deeds for the sake of
divine profits, but should act in accordance with “authentic responsi-
bility and assuming one's fate through anxious awareness that there
is no external guarantee of success”.?

Such a theology Zizek defines as “the only true belief”, which lacks
“any support in the authority of some presupposed figure of the ‘big
Other’”. He goes on defining this position as “something like ‘unbe-
lief', the pure form of belief deprived of its substantialization — ‘unbe-
lief" is still the form of belief, like the undead who, as the living dead,
remain dead”.* So what would happen with “active evolution” if one
substitutes belief (in this case intelligence of design) with unbelief
(intelligent unintelligence)? Occupying this position, Russian cosmism
could accept pure contingency of genetic mutations or “queerness”

of quantum physics, because it escapes both miraculous mechanisms
and nihilist “war of all against all”. The dead God does not guarantee
the normality of the universe, but is overwhelmed by his own Creation
where everything is exception and not the rule, a difference and not
an identity. It is not the “intelligent design” that guides the designed,
but “the monstrosity of creation” that does not need deification.

But could we still, providing Russian cosmism with “contemporary
relevance” of, let's say, death of God theology redeem it from its
deficiencies? Jean-Luc Nancy and Philippe Lacoue-Labarthe have
long before cautioned us against such readings, since it inevitably
leads to “a suppression pure and simple of history, the dubious
immortalization of what is supposedly given ‘contemporary rele-
vance’, the (far from innocent) occultation of the specific characteris-
tics of the present”.? If one gives cosmism secular foundations, could
one make sure its reactionary sides such as patriarchy, sexism, natio-
nalism and chauvinism would not be immortalized? When Gacheva
makes homophobic claims in her public lectures in Moscow is it some-
thing implicit or external to Russian cosmism that could select good
from the bad?

101



rentd, si nu identitate. Nu ,creatia inteligenta” fl ghideazd pe cel creat, ci ,monstruo-
Zzitatea creatiei” este cea care nu are nevoie de defficare.

Am putea Tn acest caz, asigurindu-i cosmismului rus o ,relevanta contemporana®,
prin, de exemplu, moartea teologiei deiste pe care se baza, sd il salvam de neajun-
surile sale? Jean-Luc Nancy si Philippe Lacoue-Labarthe ne-au avertizat de mult asu-
pra unor astfel de citiri, care ar conduce inevitabil la ,,0 indbusire pur si simplu a istoriei,
laimortalizarea dubioasd a ceea ce primeste «relevantd contemporana», la oculta-
rea (departe de a fi inocentd) a caracteristicilor specifice ale prezentului*.”> Dacd reusim
sa conferim cosmismului fundatii seculare, am putea fi siguri cd aspectele sale
reactionare, precum patriarhatul, sexismul, nationalismul sau sovinismul nu ar fi imor-
talizate? Atunci cind Gaceva face afirmatii homofobe in prelegerile sale publice la
Moscova, sint acestea implicite sau externe cosmismului rus care poate alege
ntre bine si rau?

Cea mai usoard iesire din astfel de ,legaturi primejdioase” ale cosmismului cu
ideologia extremei drepte fn ascensiune si cu la revanche de Dieu ar fi sa renuntdm
latermenul de ,rus” si sa pastram ,,cosmismul” in toatd ambiguitatea sa. O decizie
mai radicald ar fi sa fragmentam cosmismul velicorus (,Mare Rus®) in mai mutte ,,cos-
misme* minore: fiodorovism (al lui Fiodorov si al discipolilor sai), biocosmism, | filo-
sofia cosmica” a lui Tiolkovski, sofiocosmism, estetica cosmistd, ecologia cosmistd
etc. Dar atunci brandul cosmismului rus s-ar destrama si nu ar mai functiona ca o
strategie de marketing eficientd pe piata artei globale a ,ismelor”. Dupd cum ne-au
ardtat evenimentele istorice recente, asumarea pozitiei pacificatorului intr-un razboi
hibrid nu exclude promovarea si vinderea propriilor rachete in scopuri pur comer-
ciale. Dacd lumea este postseculard, ea nu este neaparat si postcapitalista sau

post-ideologica.

Traducere din limba englezd de Raluca Voinea

The easiest way-out from such “dangerous liaisons” of cosmism with
rising ultra-right ideologies and /a revanche de Dieu would be to dis-
card term “Russian” and leave “cosmism” in all its ambiguity. A more
radical decision would be to undertake a fragmentation of veliko-
russky (“Great Russian”) cosmism into minor “cosmisms": Fedorovism
(of Fedorov and his actual followers), biocosmism, “cosmic philo-
sophy” of Tsiolkovsky, sophiocosmism, cosmist aesthetics, etc. But
the brand of Russian cosmism would fall apart and would not
function as an effective marketing strategy on the global art market
of “isms". As the recent historical events have shown us, taking the
position of a peacemaker in a hybrid war does not exclude promo-
tion and selling of one's rockets for purely commercial goals. If the
world is post-secular, it does not imply that it is post-capitalist or
post-ideological.
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Arseny Zhilyaev

Cradle of Humankind, fragment of installation, mixed media, courtesy: V-a-c Foundation and private collections

Muzeologia de avangarda:
catre o istorie a unui experiment-pilot*
Arseny Zhilyaev

fnarta contemporand, ingerul istoriei este ntors catre trecut. Sitot ceea ce vede este
o ngramadire de catastrofe. Poate cd ingerul si-ar dori sa ramind acolo, s 1i reinvie
pe cei morti, dar nu poate. Vintul progresului il impinge inexorabil inainte. Singura lui
sperantd std intr-o camera video angelica, pe care se pot documenta pierderile
suferite Tn aceastd lupta pentru viitor. Poate cd atunci cind furtuna se va potoli in sfirsit,
ingerul va putea sd revadd caseta si sa creeze un paradis fericit al contemporaneitatii,
care sa includd toate aspiratile sperantelor artistice maceldrite cu inocenta.

Dar ce anume este mai exact acest aparat de Tnregistrat? Raspunsul este simplu:
muzeul de artd contemporand. Evident, muzeul asa cum il stim noi astazi nu va cores-
punde. Anvergura sa este incompletd si regulile nespuse dictate de formatul sau nu
ii permit acelasi grad de libertate care indruma curentii progreselor artistice, cautin-
du-si disperate salvarea. Dar mai devreme sau mai tirziu va veni si rfindul sdu si atunci
libertatea artistului va fi egald cu libertatea curatorului, care alege unghiul de per-
spectiva si deruleazd caseta pentru a reinvia in memorie tot ceea ce merita sa traiasca.
Daca examindm indeaproape istoria acestei lupte specifice pentru libertate, vom
descoperi multe experimente curajoase de a aduce la viata proiectul unui muzeu
de avangardd. Mai mult, vom vedea ca aceste experimente au produs rezultate pozi-
tive. Dar laboratorul in care aceste experimente au fost testate a fost distrus nain-
te ca adevarul despre arta viitorului sa fie facut public. Tot ceea ce a rdmas au fost
ruine si frinturi de note dintr-un jurnal de laborator, pe coperta caruia abia se mai
poate citi titlul, sters de trecerea timpului: ,Muzeologia de avangarda“. Ideea
muzeului ca un esafodaj pentru transcenderea limitelor sociale si fizice impuse omeni-
rii poate fi regasita in lucrarile lui Nikolai Fiodorov, unul dintre cei mai proeminenti
exponenti ai filosofiei religiei, initiatorul filosofiei ,actiunii colective” si parintele fon-
dator al miscarii cosmiste ruse, care in mare parte a inspirat programul spatial sovie-
tic. Ideea colonizarii spatiului a fost o consecintd naturald a conceptiei lui Fiodorov
despre om ca forta transformatoare n univers — un tip de artist universal.
Desemnarea unui asemenea rol necesitd anumite reglementari ale naturii si cosmo-
sului.

Unul dintre aspectele-cheie ale conceptiei lui Fiodorov despre locul umanitatii in cos-
mos il constituia renvierea mortilor si relocarea utterioara pe alte planete a noilor gene-
ratii reinviate. Cdci dacd actul fizic al reinvierii ar fi sa se Tntimple pe o singurd planets,
suprapunerea mortilor lumii celor vii ar conduce la o suprapopulare acuta.
Explorarea spatiald nu a fost insd teza principald a invataturilor lui Fiodorov. , Actiunea
sa colectivd” isi avea premisa, Tainte de toate, in nevoia de a prelua controlul direct

* Acest text a fost prima datd publicat ca introducere la cartea Arseny Zhilyaev (ed.), Avant-Garde Museolo-
gy, e-flux, University of Minnesota Press, V-a-c Press, 2015. Republicat aici cu permisiunea autorului.

ARSENY ZHILYAEV este artist, stabilit la Moscova si Voronej. Lucrdrile sale analizeaza mostenirea muzeolo-
giei sovietice si a esteticii muzeale a cosmismului rus, folosind expozitia ca mediu predilect. A publicat artico-
le in e-flux journal si in alte periodice. Este editorul antologiei Avant-Garde Museology (e-flux, University of Minnesota
Press, V-a-c Press, 2015). A participat la bienalele de la Gwangju, Liverpool, Lyon si la Trienala de la Ljublja-
na, precum si in expoxzitii la Centre Pompidou, Palais de Tokyo, Paris; de Appel, Amsterdam; HKW, Berlin;
Kadist Art Foundation, Paris si San Francisco; V-a-c Foundation, Moscova si Venetia etc.
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AVANT-GARDE MUSEOLOGY
Toward a History of a Pilot Experiment*
Arseny Zhilyaev

Contemporary art’s angel of history is famously turned toward
the past. And all he sees is a pile of catastrophes. Perhaps the
angel would like to remain there, to resurrect the dead, but he
cannot. The winds of progress propel him inexorably forward.

His only hope is an angelic video recorder that can document the
losses wrought in this struggle for the future. Perhaps when the
storm dies down at last, he will be able to review the tape and
create a happy paradise of contemporaneity that can accommo-
date all the aspirations of innocently slaughtered artistic hopes.
But what exactly is this recording device? The answer is simple:
the museum of contemporary art. Naturally, the museum as we
know it today will not do. Its scope is incomplete, and the unspo-
ken rules dictated by its format do not allow it the same degree
of freedom that drives the winds of artistic progress, desperately
gunning for salvation. But sooner or later its turn will come, and
then the freedom of the artist will be equal to the freedom of the
curator, who chooses the angle of perspective and rewinds the
tape to resurrect in memory all that deserves life.

If we closely examine the history of this particular struggle for
freedom, we will find many courageous experiments in bringing
the project of the avant-garde museum to life. Moreover, we will
see that these experiments yielded positive results. But the labo-
ratory where these experiments were staged was destroyed before
the truth about the art of the future could be made public.

All that was left were ruins and scraps of notes in a laboratory
journal, on the cover of which we can just barely make out the
title, effaced by the passage of time: “Avant-Garde Museology”.
The idea of the museum as a staging ground for transcending the
social and physical limitations imposed on mankind can be traced
back to the works of Nikolai Fedorov, one of the most prominent
exponents of religious philosophy, originator of the philosophy

of the “common task”, and founding father of the Russian cos-
mism movement, which in large part inspired the Soviet space pro-
gram. The idea of space colonization was a natural consequence
of Fedorov’s conception of man as a transformative force in the
universe — a kind of universal artist.

The designation of such a role necessitates certain regulations on
nature and the cosmos.

One of the key aspects of Fedorov's conception of mankind's place
in the cosmos was the resurrection of the dead and the subsequent

* The text was first published as the Introduction to the book Arseny
Zhilyaev (ed.), Avant-Garde Museology, e-flux, University of Minneso-
ta Press, V-a-c Press, 2015. Reprinted with permission of the author.

ARSENY ZHILYAEV is an artist based in Moscow and Voronezh. His works
examine the legacy of Soviet museology and museum in aesthetic of
Russian cosmism, using exhibition as medium. Zhilyaev publishes articles
in e-flux journal and others. He is an editor of an anthology Avant-Garde
Museology (e-flux, University of Minnesota Press, V-a-c Press, 2015).
Zhilyaev's works have been shown at the biennales in Gwangju, Liverpool,
Lyon and the Ljubljana Triennale as well as at exhibitions at Centre Pom-
pidou, Palais de Tokyo, Paris; de Appel, Amsterdam; HKW, Berlin; Kadist
Art Foundation, Paris and San Francisco; V-a-c Foundation, Moscow and
Venice and others.
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asupra mecanismelor evolutiei si de a cuceri moartea. Tn acelasi timp, simpla nemu-
rire nu era de ajuns: generatia menita sd triumfe asupra mortii urma sd se ridice pe
mormintele tuturor acelora care si-au dat vietile in sprijinul marelui ideal. Astfel, fratia
binecuvintatd a Fiilor urma sa fie de-a pururi indatorata Périntilor. Prin urmare, rein-
vierea mortilor se afla in miezul filosofiei ,actiunii colective®.

Radicalismul etic al ideii de indatorare a devenit forta conducdtoare din spatele con-
structelor futuriste ale lui Fiodorov. Transformarea creativd a universului si a plane-
telor prin intermediul cdlatoriilor spatiale, reglementarea fenomenelor naturale pe
Pamint si dincolo de el, transcendenta umanitatii — in prezent culmea evolutiei, dar
aflatd in curs de Tmbunatatire —, acestea sint doar citeva dintre cele mai fascinante
corolare ale ideii cd umanitatea trebuie sa-si asume o pozitie activa in privinta dato-
riei catre strdmosii sai. Unul dintre locurile centrale n aceastd agenda activistd este
ocupat de muzeu, inteles n cel mai larg sens al cuvintului, ca o institutie care poate
subsuma virtual toate activitatile umane Tn slujba ,actiunii colective”.

Desigur, muzeul asa cum exista la sfirsitul secolului al noudsprezecelea si la nce-
putul celui de-al doudzecilea nu putea incadra un proiect atft de ambitios. Avind Tn
minte o institutie ideald a viitorului, Fiodorov a infdtisat astfel o critica ascutitd a prac-
ticilor muzeale traditionale. El nota ca muzeul a fost adesea folosit pentru a pastra
cu sfintenie aspecte ale umanitatii precum sdracia, conflictul si prejudecdtile privind
propriul destin. Muzeul viitorului, pe de altd parte, urma sa fie imaginat ca un loc
al reconcilierii — o institutie care, asemenea bisericii, urma sa consemneze fiecare
noud viata si fiecare noud moarte. Biserica, institutia care ofera o viziune importantd
— desi pind acum iluzorie — a nemuririi (una care, mai mult, nu se extinde asupra
corpului fizic si i este retrasa pacatosului), trebuie sa fie completata de muzeu si
reimaginatd ca un edificiu de cercetare pentru pastrarea si reinvierea fiecarui indi-
vid Tn totalitatea sa fizica si mentala. Astfel ca Fiodorov a subliniat nevoia de a com-
bina muzeul cu un laborator stiintific, o biblioteca si o biserica-scoala.

T acelasi timp, Fiodorov a criticat organizarea functionalda a muzeului, care I-a trans-
format intr-o ,arhivd moarta“. Situatia necesita o reconsiderare radicala a fnsesi con-
ceptiei vietii creative a omului. Tn acest scop, Fiodorov a introdus distinctia dintre
arta ptolemeicd si cea copernicand. Prima atrage crearea unei ,false asemanari® si
astfel se referd la aproape toatd arta mimetica sau, mai larg, la arta ca o practica dis-
tinctd, constrinsd de granite institutionale, care trebuie in plus sa se multumeasca
cu solutii imaginare la conflictele pe care se presupune ca le abordeaza. Arta co-
pernicand implica o transformare activa, creativa a realitatii, indreptata n cele din
urma catre reinvierea fizica:

Trecerea de la arta imitdrii la arta realitdtii, de la arta ptolemeicad la arta coper-
nicand se va realiza prin constructia unui muzeu al tuturor stiintelor care vor fi
adunate sub acoperisul astronomiei. Pentru a realiza ideea templului-scoald,
muzeul va avea un tum pentru observarea stelelor cazdtoare (adica pentru obser-
varea procesului continuu de constructie si cadere a lumii), dar si pentru ob-
servarea meteoritilor, trecerea lor in actiune si experientd, lucru care va fi posibil
prin transformarea artei militare Tn cunoastere a lumii.'

Apelul pentru o artd care si transcende propriile limite rezona cu ideile inaintate
catre sfirsitul secolului |9 si inceputul secolului 20 de filoscfii religiei, precum V. S.
Soloviov si N. A. Berdiaev, precum si de poetii simbolisti, si prefigura patosul aspi-
ratillor avangardiste ale artistilor marxist-leninisti. Dar, Tn contrast cu constructi-
vistii-industrialisti sovietici — ale cdror idei de a aduce arta la viata se reduceau la
propaganda pentru noul mod de viatd n conditiile constructiei socialiste si la fncer-
carea nereusita de a reconcilia contradictiile dintre munca mecanica si cea artistica
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resettlement of newly resurrected generations on other planets.
After all, if the physical act of resurrection were to take place on

a singular planet, the sudden superimposition of the dead on the
world of the living would lead to acute overpopulation.

Space exploration, however, was not a principal tenet of Fedorov's
teachings. His “common task” was premised, first of all, on the
need to assume direct control over the mechanisms of evolution
and to conquer death. At the same time, mere immortality would
not suffice: the generation destined to triumph over death would
stand on the graves of all those who gave their lives in the service
of the grand ideal. Thus, the blessed brotherhood of the Sons
would be forever indebted to the Fathers. Accordingly, the resur-
rection of the dead is at the core of the philosophy of the “com-
mon task”.

The ethical radicalism of the idea of indebtedness became the
driving force behind Fedorov's futuristic constructs. The creative
transformation of the universe and its planets by means of space
travel, the regulation of natural phenomena on Earth and beyond,
the transcendence of humanity — presently the pinnacle of evolu-
tion, but subject to improvement — these are but some of the more
striking corollaries of the idea that mankind must assume an
active position with respect to the debt it owes its forebears.
One of the central places in this activist agenda is occupied by
the museum, understood in the broadest sense of the word as an
institution that can subsume virtually all of man’s activities in the
service of the “common task”.

Needless to say, the museum as it existed toward the end of the
nineteenth and beginning of the twentieth centuries could not
accommodate such an ambitious project. With an ideal institution
of the future in mind, Fedorov thus mounts a strident critique of
traditional museum practices. He notes that the museum had
often been used to enshrine mankind’s poverty, strife, and mis-
conceptions concerning its own destiny. The museum of the future,
on the other hand, must be construed as a place of reconciliation
- an institution that, like the church, will register every new life
and every new death. The church, which proffers an important —
but so far illusory — vision of immortality (one that, moreover, does
not extend to the physical body and is withheld from the sinner),
must be supplemented by the museum, and reimagined, in turn,
as a research facility for the preservation and resurrection of every
individual in his physical and mental totality. Hence, Fedorov
espouses the need to combine the museum with a scientific labo-
ratory, library, and church-school.

At the same time, Fedorov denounces the functional organization
of the museum, which has effectively turned it into a “dead
archive”. The situation demands a radical reconsideration of the
very conception of man's creative life. To this end, Fedorov intro-
duces the distinction between Ptolemaic and Copernican art.
The former entails the creation of “false likenesses”, and thus
refers to virtually all of mimetic art, or more broadly, to art as

a distinct practice, constrained by institutional boundaries, that
must, moreover, be content with merely imaginary solutions to
the conflicts it purports to address. Copernican art implies an
active, creative transformation of reality, aimed, ultimately, at
physical resurrection:

The transition from the art of resemblance to the art of reali-
ty, from Ptolemaic art to Copernican art, must be served

by the museum of all sciences, unified in astronomy. This
museum should have a tower, and be connected to a church-
school — the tower would serve for observing the falling stars,
that is, for observing the continuous construction and disinte-
gration of the world, and likewise for meteorological obser-
vation, which transitions to experiment, to action; through
transformation of military art into the art of natural science.'

—, Fiodorov merge mai departe, revendicind eliminarea, prin intermediul muzeu-
lui, a celor mai inraddcinate afecte personale, ale mortii si dorintei sexuale. Pe cea
din urma el o vedea ca pe o incercare iluzorie a camenilor de a-si stinge frica de
moarte.

Este evident ca, desi multe institutii progresiste de arta contemporana au reusit sa
realizeze unele dintre perspectivele intuitive ale lui Fiodorov, proiectul lui in ansam-
blu pare nefezabil astdzi. Este cu atit mai surprinzator sa realizdm cd acesta Tsi are
originea la sfirsitul secolului noudsprezece. Se considera in general ca Fiodorov a
contrapus muzeele expozitiilor. Acest lucru este insd adevarat doar cu referire la
anumite muzee si anumite tipuri de expoxzitii. Critica lui era directionatd anume catre
tipul de expozitie industriald, care glorifica consumul capitalist nemasurat si promo-
varea falselor valori de citre acesta.? In acelasi imp, el s-a aritat deschis pentru pro-
iectele muzeale situate pe alte premise. Astfel, intr-un articol scris Tn 1897 ce pleda
pentru unificarea bibliotecii cu muzeul, Fiodorov face urmatoarea analogie: ,Dacd
un depozit poate fi comparat cu un mormint, atunci cititul sau mai precis cerceta-
rea este un fel de exhumare, iar expozitia este astfel o reinviere®.?

fn a doua jumatate a anilor 1890, Fiodorov a calatorit frecvent la Voronej pentru
a-si vizita prietenul si fostul elev, Nikolai Peterson. Acolo |-a cunoscut pe fondato-
rul Muzeului Regional Voronej, S. E. Zverey, preot si etnograf din regiune, sia deve-
nit indispensabil in organizarea cftorva expozitii in muzeu:

Din 1896, la initiativa lui Fiodorov, muzeul a organizat mai multe expozitii tema-
tice, dedicate celor mai importante evenimente ale anului, o practica ce a deve-
nit traditie mai tirziu. Intre 1886 si 1899 am organizat sase astfel de expozitii: pe
tema Incorondrii (mai 1896) si cea a domniei Ecaterinei (noiembrie 1896); o
expozitie de gravuri pe teme religioase (mai |897); o expozitie dedicata Sfintu-
lui Mitrofan de Voronej (noiembrie-decembrie 1897); o expozitie comemorind
o sutd de ani de comert cu tiparituri in Voronej (mai 1898); si o expozitie intitu-
latd Nasterea lui Isus Hristos si Concilierea (dec. 1898 —ianuarie 1899). Fiodorov
a fost implicat direct In fiecare caz: el a ales tema si a participat in selectia mate-
rialelor, o parte dintre ele find aduse la Voronej de el direct sau trimise de la Mos-
cova la cererea lui. El a scris si articolele de introducere pentru trei dintre expozitii
(despre Ecaterina, despre comertul de tiparituri si despre Nasterea Domnului).*

Voronej a devenit si locul primei intruchipari a Muzeului Reinvierii, creat de artis-
tul local si discipolul lui Fiodorov, Lev Soloviev. Vaduy, Soloviev era hotarit sa rein-
vie amintirea sotiei sale pierdute transformindu-si casa si gradina intr-un prototip
al muzeului viitorului, in acest scop, a creat mai multe schite pentru picturi mura-
le care urmau sa decoreze peretii Muzeului Refnvierii; el a deschis de asemenea
si 0 scoala gratuitd de picturd. Fiodorov a apreciat foarte mult acest proiect, dedi-
dndu-i citeva articole si incluzind descrierea sa literara a muzeului vitorului intr-un
articol intitulat ,Muzeul Voronej in 1998" (Don, nr. 64, 14 iunie 1898).

A doua incercare de a realiza proiectul Muzeului Refnvierii a fost facutd la incepu-
tul anilor 1920 de artistul avangardist Vasilii Cekrighin. Cekrighin avea doudzeci si
trei de ani dind s-a Tntinit prima oard cu ideile lui Fiodorov. Pind la acea data el fuse-
se dejain primele linii ale frontului in Primul Razboi Mondial (desi nu din proprie initia-
tivd), se imprietenise cu Vladimir Maiakovski si fusese implicat in fondarea miscarii artistice
Makovets. Doctrina filosoficd a ,actiunii colective™ 1l impresionase in asa masura pe
tinarul artist, incit si-a dedicat ultimii ani ai vremelnicei sale vieti pentru a face
schitele frescei monumentale destinate Muzeului Reinvierii si pentru a scrie un lung
poem Tn proza cu acelasi nume. Poemul a fost incheiat, dar viziunea artistica a lui
Cekrighin nu a fost niciodata realizata. Corespondenta dintre Cekrighin si Nikolai

# cosmism

The call for an art that transcended its own boundaries resonated
with the ideas put forward in the late nineteenth and early twen-
tieth centuries by Russian religious philosophers such as V. S.
Solovyov and N. A. Berdyaev, as well as the Symbolist poets,

and also prefigured the pathos of the avant-garde aspirations

of Marxist-leaning artists. But in contrast to the Soviet Construc -
tivists-Industrialists — whose idea of bringing art into life amount-
ed to little more than propaganda for the new way of being
under conditions of socialistic construction and an unsuccessful
attempt to reconcile the contradictions between mechanical and
artistic labour — Fedorov goes further, calling for the elimination,
by way of the museum, of the most deep-seated personal affects
of death and sexual desire. The latter he construed as a delusion-
al attempt to assuage one’s fear of death.

Needless to say, although many progressive institutions for the
contemporary arts have subsequently realized some of Fedorov's
intuitive insights, his project as a whole seems unfeasible even
today. It is all the more astonishing then to consider that it origi-
nated in the late nineteenth century. It is commonly believed that
Fedorov counterposed museums and exhibitions. This, however,
is only true of certain kinds of museums and certain kinds of exhi-
bitions. His critique was directed specifically at the industrial
exposition on account of its glorification of unbridled capitalist
consumption and its promulgation of false values.? At the same
time, he wholeheartedly welcomed museum projects stemming
from other premises. Accordingly, in an article written in 1897
advocating for the unification of the library and the museum, he
makes the following analogy: “If a repository may be compared
to a grave, then reading, or more precisely research, is a kind of
exhumation, while an exhibition is, as it were, a resurrection.”

In the second half of the 1890s, Fedorov traveled regularly to
Voronezh to visit with his friend and former pupil Nikolai Peterson.
There he became acquainted with the founder of the Voronezh
Regional Museum, S. E. Zverev, a priest and regional ethnograph-
er, and was subsequently instrumental in organizing several of
the Museum’s exhibitions:

Since 1896, at Fedorov's initiative, the Museum has mounted
a number of theme-based exhibitions devoted to the most
significant events of the year, which practice later became a
tradition. Between 1896 and 1899 we organized six such exhi-
bitions: on the subject of the Coronation (May 1896) and on
the rule of Catherine (November 1896); an exhibition of
engravings bearing religious themes (May 1897); an exhibi-
tion devoted to St. Mitrophan of Voronezh (Nov.-Dec. 1897);
an exhibition commemorating one hundred years of the print-
ing trade in Voronezh (May 1898); and an exhibition titled
The Nativity of Jesus Christ and Conciliation (Dec. 1898-Jan.
1899). Fedorov was directly involved in each case: he chose
the theme and participated in the selection of materials,
some of which were either brought to Voronezh by him per-
sonally or delivered from Moscow at his request. He also
wrote the introductory articles for three of the exhibitions:
(on Catherine, on the printing trade and on the Nativity).*

Voronezh also became the site of the first incarnation of the
Resurrecting Museum, created by the local artist and disciple of
Fedorov, Lev Soloviev. A widower, Soloviev was determined to
resurrect the memory of his lost wife by turning his home and
garden into a prototype of the museum of the future. To this end
he created several studies for murals that would decorate the
walls of the Resurrecting Museum; he also opened a free painting
school. Fedorov highly valued the project, devoting several arti-
cles to it and including his literary description of the museum

of the future in an article titled “The Voronezh Museum in 1998"
(Don, no. 64, June 14, 1898).
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Punin care s-a pastrat (Punin find unul dintre teoreticienii Left Art, apropiat futu-
rismului) include o discutie despre ideea artei sintetice si despre proiectul Muzeu-
lui Refnvierii.>

Din pacate, acesti doi lideri ai Revolutiei Culturale nu au mai avut cind sa-si recon-
cilieze ideile: In 1922, Cekrighin a fost ucis intr-un accident de tren. Avea doudzeci
si cinci de ani. Al sau Muzeu al Relnvierii avea sa ramind un proiect pe hirtie.
Catre sfirsitul anilor 1920, o alta versiune a muzeului de avangarda aparea n scrie-
rile unuia dintre cei mai mari autori sovietici, Andrei Platonov. Romanul Cevengur,
nepublicat Tn timpul vietii autorului, a devenit o reflectie criticd asupra sortii visuri-
lor omenirii de transformare sociala in confruntarea acestora cu realitatea. Roma-
nul se desfasoara in micul orasel rusesc Cevengur in timpul razboiului civil, in anii
1917—1921. In ciuda razboiului si a luptei continue pentru controlul teritoriului,
rezidentii locali credeau cd deja sosise comunismul si prin urmare toate aspiratiile
unei umanitdti eliberate trebuie sa fie realizate in viata cotidiand. Lumea descrisd de
Platonov aduce n lumina provocdrile ambivalente cu care se confrunta societatea
sovieticd in perioada imediat urmatoare a primilor ani de dupa revolutie. La fina-
lul romanului, comuna comunistd este atacata si distrusa.

Tntr-o anumitd msurd, izolarea orasului Cevengur si a locuitorilor séi de realitatile
vietii sub razboiul civil transforma orasul intr-un tip de muzeu in aer liber. Céci cetdtenii
din Cevengur intruchipeaza in maniera lor de viata si prezenta fizica o formatiune
sociald unicd — desi cumva grotescd, repezindu-se cdtre colaps. Mai mult, s-ar pu -
tea sustine ca romanul lui Platonov prezinta de asemenea o alegorie a muzeului
de artd. Locuitorii din Cevengur nu doar colectioneaza lucruri, dar le si creeaza si
recreeaza colectiv. Imaginea tragica a muzeului in aer liber ca o metafora pentru
institutia comunismului intr-o singura societate este concretizatd in ,Rezervatia
Memoriald a Revolutiei“. Platonov descrie o rezervatie ,amatoare” creatd de un
nebun, tovarasul Pasintey, ,in onoarea Comunismului Mondial“. Obiectivul aces-
teia este de a pastra spiritul revolutionar al tuturor celor care luptd pentru viitorul
luminos al omenirii. Afldm Tnsa curind cd muzeul inlocuieste viata mai degraba decit
sa o susting, realizZind o parodie grotesca a principiilor dreptatii si egalitatii pe care
ar trebui sd le pastreze.

Se spune ca scrierile lui Platonov au fost direct influentate de filosofia ,actiunii co-
lective”.® Mai multe lucrari ale sale se referd la nevoia reinvierii stiintifice, manifesta
fascinatie fatd de explorarea spatiald si pun un accent special pe relatia dintre
L,parinti* sifi“. Platonov Impartaseste de asemenea cu Fiodorov o afinitate speciald
pentru stiinta. In tineretea sa, vittorul autor al lui Cevengur a lucrat ca inginer si a con-
ceput independent mecanisme menite s transforme viata, aducind-o mai aproa-
pe de idealul socialist si cosmist al controlului rational asupra naturii. Catre anii 1930,
optimismul social al lui Platonov a lasat locul unor tonuri mai sumbre n descrieri-
le sale de proiecte realizate Tn realitate si consecintele acestora. Din aceastd per-
spectiva, rezervatia-muzeu poate fi interpretata ca Muzeul Reinvierii al lui Fiodorov
Tntors pe dos: In loc de a crea o fundatie pentru afirmarea vietii, acesta e un loc in
care viata decade si in cele din urmad dispare.

O perspectivd unicd a uniunii dintre muzeu si biserica, desi una consecventa cu idei-
le lui Fiodorov, poate fi gasita in textul lui Pavel Florenski, ,Ritualul bisericii ca sin-
tezd a artelor”. Florenski este Tncadrat in traditia filosofiei rusesti a religiei. T acelasi
timp, scrierile lui prezintd o anvergura cu adevarat enciclopedica: printre ele se afld
un studiu al perspectivei optice, o lucrare stiintificd despre metodele extractiei iodu-
lui si una despre tehnicile de constructie in conditii de permafrost (aceasta din urma
rezultatd in parte din arestul si exilul sau in Siberia). I ciuda statutului siu de preot,
Florenski a continuat sa conferentieze extins in anii timpurii ai regimului vehement
anticlerical sovietic si a fost implicat n citeva dintre cele mai importante dezbateri
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The second attempt to realize the Resurrecting Museum project
was made in the early 1920s by the avant-garde artist Vasiliy
Chekrygin. Chekrygin was twenty-three when he first encoun-
tered Fedorov's ideas. By that time, he had already served on the
front lines of World War I (albeit not by choice), had befriended
Vladimir Mayakovsky, and was instrumental in founding the artis-
tic movement “Makovets”. The philosophical doctrine of the
“common task” had so impressed the young artist that he devot-
ed the final years of his all-too-brief life to making sketches for
the monumental fresco that would grace the walls of the Resur-
recting Museum, and to writing a long prose poem of the same
name. The poem was completed, but Chekrygin's artistic vision
was never realized. The surviving correspondence between
Chekrygin and Nikolai Punin (one of the theorists of Left Art,
closely associated with Futurism) contains a discussion of the idea
of synthetic art and the Resurrecting Museum project.’
Unfortunately these two leaders of the Cultural Revolution were
unable to reconcile their ideas: in 1922, Chekrygin was killed in

a train accident. He was twenty-five. His Resurrecting Museum
remained confined to paper.

Toward the end of the 1920s, another version of the avant-garde
museum appeared in the writings of one of the greatest Soviet
authors, Andrey Platonov. The novel Chevengur, unpublished in
the author’s lifetime, became a critical reflection on the fate of
mankind’s dreams of social transformation as they collide with
reality. The novel is set in the small Russian town of Chevengur
during the Civil War, in the years 1917-21. Despite the war and
the ongoing struggle for control of the territory, the local resi-
dents believe that communism has already come, and conse-
quently all the aspirations of a liberated mankind must be realized
in everyday life. The world described by Platonov sheds light on
the ambivalent challenges facing Soviet society in the immediate
aftermath of the first years after the revolution. At the close of
the novel the communist commune is attacked and destroyed.
To a certain extent the isolation of Chevengur and its residents
from the realities of life under civil war transforms the town into
a kind of open-air museum. Indeed, the citizens of Chevengur
embody in their manner of life and physical presence a unique

— if somewhat grotesque — social formation, hurtling toward col-
lapse. Moreover, one could argue that Platonov’s novel also pres-
ents an allegory of the art museum. The residents of Chevengur
not only collect things, but also create or re-create them collective-
ly. The tragic image of the open-air museum as a metaphor for
the establishment of communism in a single society is made con-
crete in “The Revolution Memorial Reservation”. Platonov describes
an “amateur” reservation created by a madman, Comrade
Pashintsev, “in Honor of World Communism®”. Its objective is to
preserve the revolutionary spirit of all who are fighting for man-
kind's bright future. We soon learn, however, that the museum
supplants rather than sustains life, making a grotesque parody of
the principles of justice and equality that it purports to preserve.
Platonov’s work is said to have been influenced directly by the
philosophy of the “common task".¢ Several of his works make ref-
erence to the need for scientific resurrection, evince a fascination
with space exploration, and lay special emphasis on the relation-
ship between “fathers” and “sons”. Platonov also shares with
Fedorov a special affinity for science. Early in his life, the future
author of Chevengur worked as an engineer and independently
designed mechanisms aimed at transforming life by bringing it
closer to the socialist and cosmist ideal of rational control over
nature. By the 1930s the social optimism of Platonov’s youth gave
way to more sombre tones in his descriptions of actual realized
projects and their consequences. In that sense, the reservation-
museum can be interpreted as Fedorov’s Resurrecting Museum
turned inside out: instead of a staging ground for the affirmation
of life, it is a place where life decays and eventually disappears.



artistice in anii avangardei istorice. Textele sale despre ritualul bisericesc au fost pre-
zentate In fata unei comisii pentru pastrarea monumentelor artistice si istorice. Sco-
pul sdu imediat era acela de a pastra o institutie culturald unica — Lavra Treimii a Sfintului
Serghie — de la deformare si posibild distrugere. Florenski a subliniat aspectele ade-
sea trecute cu vederea ale ritualului bisericesc, care isi pierd intelesul si semnificatia
cutturald imediat ce intrd in procesul muzeificirii. In termeni contemporani, putem
vedea acest text ca una dintre primele Tncercdri de a critica muzeul ca o institutie
secularizantd, incapabild sd-si iIndeplineasca misiunea fara o decontextualizare puter-
nica a subiectului sau. In acelasi timp, raportul lui Florensky facea parte dintr-o dez-
batere Tn desfasurare despre rolul patrimoniului cultural al religiei in URSS.

Un alt proiect care poate fi inclus in seria ideilor despre muzeu ale lui Fiodorov este
,Panteonul URSS®. Proiectul apartine renumitului neuropatolog si psihiatru sovie-
tic Vladimir Behterev, unul dintre pionierii reflexologiei. T anii din urmd ai vietii sale,
Behterev a devenit convins de nevoia de a crea o institutie care ar studia creiere-
le cetatenilor sovietici conducatori, cu scopul de a gdsi conexiuni Tntre trasaturile
fiziologice ale cortexului cerebral si abilititile mentale ale individului. Behterev a cerut
un act legislativ special prin care creierele tuturor cetdtenilor sovietici proeminenti
sa fie extrase la moartea lor si livrate de o comisie speciald institutiei respective. Pe
fingd activitdtile sale de cercetare, Panteonul URSS ar fi gdzduit de asemenea o sald
de expozitii, care sa prezinte specimene reale de creiere, mulaje de ghips, precum
si produse ale activitdtilor creative ale indivizilor respectivi, informatii biografice si
profiluri psihologice bazate pe date (discutabile) primite din partea rudelor apro-
piate si a asociatilor celor decedati.

Un proiect similar fusese conceput mai devreme, intre 1918 si 1919. Psihiatrul
Nikolai Ribnikov propusese infiintarea unui , Institut Biografic*, a carui misiune era
cea de a colectiona, arhiva si studia biografiile fiecarui cetatean sovietic (si in cele
din urma ale fiecdrei finte umane). Ribnikov nu avea resursele administrative pen-
tru un astfel de proiect si nu a avansat niciodatd dincolo de citeva studii tematice
generalizate. Behterey, pe de altd parte, era o figura proeminentd, ocupind pozitia
influentd de director al Institutului de Reflexologie din Leningrad, si propunerile lui
au primit mult mai multd atentie la cel maiinalt nivel. Observatiile Iui Behterev indem-
nind la crearea unui Panteon al URSS au fost publicate in Izvestia, unul dintre cele
mai citite ziare ale vremii. Mai mult, lansarea proiectului s-a sincronizat cu aniver-
sarea de zece ani a revolutiei bolsevice. nsa nainte ca planurile sale sa poata fi reali-
zate, Behterev a murit neasteptat, in circumstante care rdmin neclare pina astazi.
O comisie speciald a cedat apoi aceasta misiune deja existentului Institut pentru Stu-
diul Creierului, care la acel moment detinea deja creierul lui Lenin si urma sa pri-
meascd n scurt timp creierul si ramdsitele lui Behterev insusi. Aceasta marcheaza
inceputul istoriei proiectului succesor al Panteonului, care continua pind astazi. Stim
ca Institutul pentru Studiul Creierului si-a largit semnificativ colectia in anii 19201930,
primind, intre altele, creierele urmatorilor cetateni: poetul Andrei Befli; proeminen-
tul activist de partid, om de stiinta si scriitor Aleksandr Bogdanov; psihologul si filo-
soful marxist Lev Vigotki; scriitorul Maxim Gorki; Nadejda Krupskaia, tovarasa
revolutionara si sotia lui Lenin; proeminentul lider cultural si de partid Anatoli
Lunacearski; poetul Vladimir Maiakovski; fiziologul lvan Pavlov; lidera miscarii comu-
niste internationale Clara Zetkin; precum si unul dintre parintii fondatori ai progra-
mului spatial sovietic, Konstantin Tiolkovski.”

Desi mostenirea filosoficd a lui Fiodorov nu a fost niciodatd publicata ntr-o forma
sisteatica n timpul vietii sale?, ideile cosmismului au continuat sa trdiasca prin lucrdri-
le elevilor si discipolilor sai. Temelile programului spatial sovietic, puse de Tiolkovski,
scrierile poetilor proletcultisti sub indrumarea lui Aleksandr Bogdanov si constien-
tizarea generald a schimbarilor sociale majore, toate au contribuit la crearea temei
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A unique perspective on the union of museum and church, albeit
one consistent with Fedorov's ideas, is to be found in Pavel
Florensky's “The Church Ritual as a Synthesis of the Arts”.
Florensky is said to belong to the tradition of Russian religious
philosophy. At the same time, his works exhibit a truly encyclope-
dic scope: among them is a study of optical perspective, a scien-
tific paper on the methods of extracting iodine, and one on
construction techniques in permafrost conditions (the latter due
in part to his arrest and exile to Siberia). Despite his status as a
priest, Florensky continued to lecture widely in the early years

of rabidly anticlerical Soviet rule, and was involved in some of
the most important artistic debates in the years of the historical
avant-garde. His texts on church ritual were delivered before a
commission for the preservation of artistic and historical monu-
ments. Its immediate goal was to preserve a unique cultural insti-
tution — the Trinity-Sergius Lavra — from distortion and possible
destruction. Florensky points to the frequently overlooked artistic
aspects of the church ritual, which lose their meaning and cultur-
al significance as soon as they go through the process of museifi-
cation. In contemporary terms, we may see this text as one of the
first attempts to critique the museum as a secularizing institution,
incapable of fulfilling its mission without a forcible decontextual-
ization of its subject matter. At the same time, Florensky’s report
was part of the unfolding debate on the role of the cultural her-
itage of religion in the USSR.

Another project that may be considered alongside Fedorov’s
ideas on the museum is the “Pantheon of the USSR". The project
belongs to the renowned Soviet neuropathologist and psychia-
trist Vladimir Bekhterev, one of the pioneers of reflexology. In the
final years of his life, Bekhterev became convinced of the need to
create an institution that would study the brains of leading Soviet
citizens with the aim of finding connections between the physio-
logical features of the cerebral cortex and the individual’s mental
abilities. Bekhterev called for a special legislative act requiring
the brains of all prominent Soviet citizens to be extracted at their
deaths and delivered by a special commission to the institution in
question. In addition to its research activities, the Pantheon of the
USSR would also house an exhibition hall, showcasing actual brain
specimens, plaster casts, and molds, as well as products of the
individuals’ creative activities, biographical information, and psy-
chological profiles based on (questionable) data from close rela-
tives and associates of the deceased.

A similar project had been conceived earlier, between 1918 and
19. The psychiatrist Nikolai Rybnikov proposed the establishment
of a “Biographical Institute”, whose mission would be to collect,
archive, and study the biographies of every single Soviet citizen
(and eventually every human being). Rybnikov did not possess the
administrative resources necessary for such a project, and it never
advanced beyond a few generalized thematic studies. Bekhterev,
on the other hand, was a prominent figure, occupying the influ-
ential position of director of the Leningrad Institute for Reflexolo-
gy, and his proposals received far greater attention at the highest
level. Bekhterev’s remarks calling for the creation of the Pantheon
of the USSR were printed in Izvestiya, one of the most widely read
papers of the time. The launch of the project was timed, moreover,
to mark the ten-year anniversary of the Bolshevik Revolution. But
before his plans could be realized, Bekhterev died unexpectedly
under circumstances that remain unclear to this day. A special
commission then ceded the project’s mission to the already exist-
ing Institute for the Study of the Brain, which at that point already
possessed Lenin’s brain and would soon receive Bekhterev's own
brain and remains as well. This marks the beginning of the history
of the successor project to the Pantheon, which continues to this
day. We know that the collection of the Institute for the Study of
the Brain was significantly enlarged in the 1920s-30s, receiving,
among others, the brains of the following citizens: the poet Andrei

explordrii spatiale drept una dintre componentele majore ale productiei culturale
sovietice. In acelasi sens, fard vreo referintd deschisd la ,actiunea colectiva” sau la
rolul pe care aceasta il prescria muzeului, muzeele sovietice au fnceput sa organi-
zeze observatoare astronomice. lar ideea exploatdrii rationale a resurselor natu-
rale si a agriculturii a devenit o componenta integrald a expozitiilor-laborator care

au cdlatorit n sate indepartate pentru a raspindi cunoasterea stiintifica.

Traducere din limba engleza de Raluca Voinea

Note:

. Nikolai Fiodorov, ,Arta imitdrii (a falsei reinvieri artistice si arta realitatii (a adevdratei relnvieri)*, c. 1890.
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Nikolai Fiodorov, ,Vsemirnaia vistavka | 899 goda" [Expozitia Universala din |899], in Sobranie sochinenii [Opere
complete cu adnotdri] de A. G. Gacevassi S. G. Semenova), vol. |, Moskva, Traditia, 1995-2005, p. 442-459.

. Nikolai Fiodorov, ,Dolg avtorskii i pravo muzeia-biblioteki* [Dreptul auctorial si legile conexe ale muzeu-
lui-bibliotecd], in Sobranie sochinenii, vol. 3, Moskva, Traditia, 1995-2005, p. 235.
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. Trebuie sd ne indreptdm eforturile cdtre crearea primei Catedrale a Muzeului Relnvierii, care va fi un eve-
niment fard precedent in istorie, prima ncercare de a pune fundatiile Catedralei ce ar conferi constiinta isto-
riei si cunoastere de sine naturii.” Dintr-o scrisoare a lui V. N. Cekrighin cdtre N. N. Punin, 7 februarie 1922,
in N. F. Fiodorov: Pro et Contra: Antologhia, vol. 2, St. Petersburg, Izdatel'stvo Russkogo Hristianskogo guma-
nitarnogo instituta, 2004, p. 489.

o

Cercetdtorii aratd faptul cd biblioteca personald a lui Platonov cuprindea citeva dintre lucrdrile lui N.
Fiodorov. Vezi S. G. Semenova, Nikolai Fiodorov. Tvorcestvo jizni [Opera vietii], Moskva, Sov. Pisatel, 1990,
p. 364.

Mai mutte despre proiectul lui Behterev in Monika Spivak, Mozgotpravte po adresu... [Livrati creierul la urmétoa-
rea adresa...], Moskva, Astrel, 2010.

Doar doud volume au fost tiparite, primul in 1906, al doilean 1913; al treilea volum, pregatit de elevii lui
Fiodorov, nu a fost niciodata publicat. O editie a operelor complete, incluzind corespondenta si comenta-
rii, a aparut abia cdtre finalul anilor noudzeci, multumitd eforturilor Iui A, G. Gaceva si S. G. Semenova.
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collections. The work contains a golden bust of Nikolai Fedorov.
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Bely; prominent party activist, scientist, and writer Aleksandr
Bogdanov; psychologist and Marxist philosopher Lev Vygotsky;
writer Maksim Gorky; Nadezhda Krupskaya, fellow revolutionary
and wife of Lenin; prominent party and cultural leader Anatoly
Lunacharsky; poet Vladimir Mayakovsky; physiologist Ivan Pavlov;
leader of the international communist movement, Clara Zetkin;
and, finally, one of the founding fathers of the Soviet space pro-
gram, Konstantin Tsiolkovsky.’

Although Fedorov’s philosophical legacy was never published in
systematic form during his lifetime®, the ideas of cosmism lived on
in the works of his pupils and disciples. The foundations of the
Soviet space program laid out by Tsiolkovsky, the writings of the
Proletkult poets under Aleksandr Bogdanov’s guidance, and the
general awareness of momentous social changes all contributed to
making the theme of space exploration one of the major compo-
nents of Soviet cultural production. Accordingly, without any overt
reference to the “common task” or the role it ascribed to the muse-
um, Soviet museums began organizing observatories for astronom-
ical observation and measurement. At the same time, the idea of
the rational exploitation of natural resources and agriculture became
an integral component of exhibitions-laboratories that traveled to
distant villages to spread scientific knowledge.

Translated from Russian by Serge Levchin

Notes:

. Nikolai Fedorov, “The Art of Resemblance (of False Artistic Regener-
ation) and the Art of Reality (of Real Resurrection)”, written c. 1890s.

N

. Nikolai Fedorov, “Vsemirnaya vystavka 1899 goda” (The Universal
Exhibition of 1899), in Sobranie sochinenii (Collected Works with
Commentary by A. G. Gacheva and S. G. Semenova), vol. 1,
Moscow, Traditsiya, 1995-2005, pp. 442-459.

. Nikolai Fedorov, “Dolg avtorskiy i pravo muzeya-biblioteky” (The
authorial debt and the bylaws of the museum-library) in Sobranie
sochinenii, vol. 3, Moscow, Tradition, 1995-2005, p. 235.

Ibid.

. “We must direct our efforts toward the creation of the first
Cathedral of the Resurrecting Museum, which shall be an event
unprecedented in history, the first attempt to lay the cornerstone
of the Cathedral that would bestow consciousness upon history and
self-knowledge upon nature.” From a letter of V. N. Chekrygin to
N. N. Punin, February 7, 1922, in N. F. Fedorov: Pro et Contra:
Antologia, vol. 2, St. Petersburg, Izdatel'stvo Russkogo Hristiansko-
go gumanitarnogo instituta, 2004, p. 489.
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. Scholars point to the fact that Platonov’s personal library
contained several works by N. F. Fedorov. See S. G. Semenova,
Nikolai Fedorov. Tvorchestvo zhizni (Life's Work), Moscow, Sov.
Pisatel, 1990, p. 364.

. For more on Bekhterev’s project, see Monika Spivak, Mozg otpravte
po adresu... (Deliver the brain to the following address...), Moscow,
Astrel, 2010.

. Only two volumes appeared in print, the first in 1906, the second in
1913; a third volume, prepared by Fedorov’s pupils, was never pub-
lished. An edition of complete works, including correspondence and
commentary, appeared only in the late Nineties, thanks to the
efforts of A. G. Gacheva and S. G. Semenova.
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Anton Vidokle
CITIZENS OF THE COSMOS, Scene 1. A small street in Tokyo. Early morning. Soft sounds of Tchaikovsky’s Swan Lake performed Rears its head

Sb:s‘:; f;’r: : rﬂ”ﬁ:zﬁim on a Theremin. A group of retirees are cleaning entrances of their houses, the street, watering and In a person’s consciousness.
by Alexander Svyatogor trimming plants and flowers. Their actions are harmonious. The music cuts abruptly and they start
to speak (in Japanese): Scene 4. We are on the street again. Sounds of chimes and chanting. A small funeral-like procession
enters the street with priests and men and women dressed formally in black. They chant and sing:
We have elevated IMMORTALITY into a goal-in-itself.
We looked to our UNDYING instinct for immortality In our inability to face death,
And our unquenchable thirst for GLORIOUS creativity! We have looked for salvation
Objective reality is an infinite arena for the GREAT STRUGGLE. IN RELIGION
A struggle in which everything asserts its SUPREME EXISTENCE! IN MYSTICISM
Our ethical stance is an ETHICS OF ACTION. In the hope of immortality
ACTION understood in terms of the REALIZATION of If only for the SOUL.
IMMORTALITY! (this can repeat several times as needed)
Our ethics are supported by our COSMOLOGY:
Was our world to be HARMONIOUSLY complete, Scene 5. We are in a cemetery. It's getting dark. A sound of an owl. Music starts and several figures
There would be no room for our SELFISH actions! dressed in black skeleton costumes appear. They perform a group dance. Their movements are
cartoon-like.
Scene 2. A group of young sailors in white navy uniforms enter the street. They joke around
with each other, meet the locals, examine plants, houses and other aspects of the physical setting, Scene 6. We are back in the kitchen. The cook speaks:
make small talk, etc. Their curiosity is a bit fake and staged; basically they are just killing time... At a time when religion has finally become obsolete,
After a little while they arrange themselves into a formation, start marching in place and take turns When a religious and mystical solution
singing (the melody is reminiscent of Prokofiev’s Dance of Knights) To the question of immortality
Is no longer bound up with our daily bread,
Death reduces man and debases the human character. And death’s stronghold has been shaken biologically,
Fear for one’s life gives rise to: Humankind has, at last, come close
TIMIDITY To solving the realization of individual immortality
BASENESS As the immortality of the individual
FALSITY In the fullness of its physical and spiritual powers.
DISTORTION
Death is responsible for the deepening root of social injustice. Scene 6. A counter-shot reveals a small traditional living room. In the corner of the room, people
MONSTROUS PRIVATE OWNERSHIP!!! are sitting on the floor in a line. They hold pages of paper — musical scores or text notes — in front
The antagonism between individuals, nationalities, and classes! of their heads, so that you cannot see the faces. They sing in a chorus:
This restriction in time — DEATH! - represents the age old foundation
For the spiritual and material collapse of both: 1. Every individual Will find complete freedom
The individual and society. Only in the struggle
For individual immortality.
Scene 3. Interior scene, kitchen in a very small apartment. A middle-aged man is chopping
vegetables. The rhythm of chopping is ever so slightly evocative of music in previous scene. 2. This struggle represents
After some time he stops, faces the camera and says very slowly: The true basis for the
Spiritual and material
Humans have within them Union of the People.
ANTON VIDOKLE is an artist An instinct for immortality.
:’;dvfa‘iig’;rzfi:ﬁ”:sfzx’;arfa At once powerful and undying! 3. The individual and society
lives in New York and Berlin. Which can never be reconciled Will grow to unprecedented heights Of strength and creativity.

Vidokle’s work has been exhibit- With the order of death.
ed internationally at Documenta . g
13 and the 56th Venice Biennale. DEATH is so 4. Through this Struggle’

Vidokle's films have been pre- LOGICALLY SENSLESS There will be unparalleled advances
sented at Bergen Assembly, ETHICALLY INADMISSABLE In the human character.

Shanghai Biennale, the 65th
and 66th Berlinale International AESTHETICALLY UGLY!

Film Festival, Forum Expanded, That the question of immortality Scene 7. A person enters the room. The movements are deliberate and peculiar. It’s difficult to

Gwangju Biennale, Centre : . 3 . s
Pompidou, Tate Modern, Garage Inevitably determine the ger?der or age of this person. Thg person spe"aks slowly while continuing to move
Museum, Istanbul Biennial, Haus around the room in exaggerated movements, slightly reminiscent of Noh theater:

der Kulturen der Welt and others.




The question of personal immortality,
Immortalism,

Is also regarded

As a question of Resurrection.

Resurrection is a logical conclusion

To personal immortality

And a guarantee against the CHANCE DEATH
Avoidable in principle,

Of a person already assured

Of personal immortality.

hypodermic needles and medical tubing. They are holding hands while exchanging blood. They take

turns to sing:

1. The questions of immortalism
and interplanetarianism
must not be viewed independently.

2. They both result from
and complete one another,
constituting a single organic whole,

# cosmism

United under a single term:
The question of resurrection is also Biocosmism!
A question of NEW LIFE
Among those who have lived before. 3. If there is an element of fantasy
to biocosmism,
Scene 8. The chorus sings again: this fantasy of ours
The question of interplanetarianism should not be relegated
Is raised at the same time as immortalism. entirely to the realms of utopia.
If death is the primary root of evil
In the life of the individual and society, 4. Since it depends on the latest advances
Then its secondary root in science and technology,
Is caused by a restriction in space, the fantasy of biocosmism
Which is the primary position has matured sufficiently for the questions of immortalism
Accorded by one’s and interplanetarianism
Home, to become the “order of the day.”
Hometown,
Native Land 5. We contend that biocosmism
State and Race. is the new supreme life-plan
At the end of the day, for the single individual
even INTERNATIONALISM as well as mankind as a whole,
could be construed merely and it is now time
as a LIMITATION to set about realizing this plan.
in terms of the UNIVERSE.

Scene 12. A number of people of different ages, looks and backgrounds (retirees, sailors, monks,
Scene 9. A drone slowly rises over a neighborhood: you see very narrow streets below, rooftops, the cook, theremin musicians and some of the other characters that have already appeared
the gravestones of the cemeteries that surround the streets, its vantage point gets higher and high- previously) are making banners and painting slogans on pieces of cloth of different colors and
er and gradually you start seeing the immensity of the city. The upward movement is fluid and patterns. The slogans say (in Japanese): Immortality and Resurrection for All! This is Cosmos! The
hypnotic. Slowly, the drone reaches the height of 500 meters. Communist Revolution Was Caused by the Sun! A human is not a terrestrial being, but a cosmic one!
Voiceover: Art without Death! Universal Right to Rejuvenation! Universal Right to Reanimation! Universal Right
to Interplanetary Transportation! etc. While they are working, they sing:

Interplanetarianism involves the problem of how to master cosmic space,
how to become a citizen of the cosmos and an active participant in life in space, We believe that the time has now come
regulating and transforming the cosmic bodies at will through our wisdom, for us to present the questions
reshaping the old and creating new worlds. associated with biocosmism

as life’s most important objectives.
Scene 10. We are back on the ground. Small street. A woman dressed in a formal black evening
dress enters with what appears to be a matrioshka doll in her left hand. She seats down on a small Because a world struggle
chair. The fingers of her right hand are moving in space as though they are manipulating invisible between the oppressed and their oppressors
buttons or keys. Without contact or touching, the doll responds with electronic sounds. and between labor and capital

is now unfolding before us.
Scene 11. In a small room, an old person and a young one are lying next to each other on a small
white mattress on the floor. Their arms are exposed and their veins are interconnected with




This struggle seeks to destroy class divisions;
In our view, this is a necessary prerequisite
to the organizing of universal questions
associated with biocosmism.

The Revolution will undoubtedly embrace biocosmism,
so that defining, collecting, and organizing the tendencies embodied within it
will become the most important task of the revolutionaries.

With the Revolution under way,

an outline of the questions pertinent to biocosmism,
the highest possible plan,

is essential in order to bring victory to those in revolt.

If we do hesitate to implement the ideas of biocosmism today,
before the Revolution is complete,
the tenor of the Revolution will be forever altered.

Scene 13. A demonstration: all of the cast and extras are now on the street with the banners and
placards they made in the previous scene. They are playing matryoshka theremins and holding small
ionizers, while marching, singing and reciting individual sentences. Passerby and tourists drop their
shopping bags and join the demonstration. It grows larger.

In the struggle for biocosmism,
it would be unthinkable either to imitate
or concur with a religious or mystical order of things.

Instead of immortality beyond the grave

and immortality in the soul,

our goal is to promote immortality here on Earth,
in the real universe,

the immortality of the individual,

with all its spiritual and physical powers!

Instead of a dreamy, poetic, imaginative penetration of the universe,
We demand a realistic interpretation of space travel
as the immediate task of technology!

Scene 14. An empty alley. A woman in her 30s dressed in a while laboratory coat is holding her
palms a few centimeters from the surface of something that looks like a large rounded stone, a
boulder more than a meter in height. Her movements are slow and deliberate, deep in
concentration like she is looking for something in the stone. Sometimes she closes her eyes. She
changes her position to feel different parts of the stone occasionally kneeling on one knee to get to
the lower parts of the stone. Slowly the stone starts to respond with sounds of a theremin. Abruptly
she stops and turns to the camera with her eyes closed. She sings:

In the struggle for biocosmism,
we are reliant on the latest
scientific and technological achievements,
striving to transform them at the same time
as philosophy,
sociology,

economics,
and art.

Their form and content must be shaped
to accord with the glorious objectives of biocosmism!

This is why biocosmism
represents the beginning

of a completely new culture,
a new order of things,

a new objective reality.

Scene 15. A black taxi pulls up. The driver comes out. He is dressed in a black suit with a drivers’ cap
and white gloves. He sings:

Up until this point,

mankind has resembled

the people of ancient philosophy:
People who lived in a cave
where they saw

only the shadows of things.

But today,

thanks to the biocosmic avant-garde,
mankind more strongly resembles
those figures at the moment

when they emerged from the cave,
looking at real things

lit up by the light of the Sun,

and even choosing to look

at the Sun itself.

In the very near future

if not immediately,

men will perceive themselves and the world
through our lens

and happily walk

beneath our biocosmic banner.

The woman from the previous scene gets into the back seat of the taxi, the driver closes
her door, gets in and drives away.

Scene 17
A whole orchestra of matrioshka dolls.
Credits start to roll
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Cetateni ai cosmosului

Scenariu pentru un musical

de Anton Vidokle, bazat pe un manifest
al lui Aleksandr Sviatogor

Scena |. O strddutd din Tokio. Dimineata devreme. Sunetele cati-
felate ale unui teremin cintind Lacul lebedelor de Ceaikovski.
Un grup de pensionari fsi curdtd intrdrile caselor si strada, udind
si curdtind plante si flori. Actiunile lor sint armonioase. Muzica
se opreste dintr-odatd si ei incep sd vorbeascd (in japonezd):

Am ridicat NEMURIREA la rangul unui scop in sine.

Ne-am uitat la instinctul nostru NEMURITOR de nemurire
Si la setea noastrd nepotolitd pentru creativitatea GLO-
RIOASA!

Realitatea obiectivd este o arenad infinitd pentru MAREA
LUPTA.

O luptd in care totul isi afirmd EXISTENTA SUPREMA!
Etica noastrd este una a ACTIUNII.

ACTIUNEA nteleass in termenii REALIZARII NEMURIRII!
Etica noastrd este sprijinita de COSMOLOGIA noastr:
Dac lumea noastra ar fi s3 fie cu totul ARMONIOASA,
Atunci n-ar mai fi loc pentru actiunile noastre EGOISTE!

Scena 2. Un grup de tineri marinari in uniforme albe de marind
intrd pe stradd. Fac glume unii cu altii, Ti intilnesc pe localnici,
se uitd la plante, case si alte aspecte ale decorului, birfesc etc.
Curiozitatea lor este putin falsd si inscenatd; practic ei sint aco-
lo doar ca sd treacd timpul... Dupd o vreme se grupeazd in for-
matie si incep sd mdrsdluiascd si sd cinte pe rind (melodia
poartd reminiscente din Dansul cavalerilor al lui Prokofiev).

Moartea micsoreaza omul si devalorizeaza caracterul uman.
Frica pentru viata proprie dd nastere la:

TIMIDITATE

INFAMIE

FALSITATE

DISTORSIONARE

Moartea e responsabild pentru adincirea nedreptatii sociale.
A MONSTRUOASEI PROPRIETATI PRIVATE!!!

A antagonismului dintre indivizi, nationalitati si clase!
Aceastd mdrginire in timp — MOARTEA! — reprezinta fundatia
veche de secole

A prabusirii spirituale si materiale a celor doud:

Individul si societatea.

Scena 3. Scend de interior, o bucdtdrie intr-un mic aparta-
ment. Un bdrbat de virstd mijlocie taie legume. Ritmul tdierii evocd
din cind in cind muzica din scena anterioard. Dupd un timp el
se opreste, priveste in camerd si spune foarte incet:

Oamenii au in ei

Un instinct pentru nemurire.

Ei sint In acelasi timp puternici si nemuritori!
Ceea ce nu poate fi impdcat

Cu ordinea mortii.

MOARTEA este atit de

LIPSITA DE LOGICA

ANTON VIDOKLE este artist si editor al e-flux journal. S-a
nascut la Moscova si trdieste la New York si Berlin. Lucrarile
sale au fost expuse international la Documenta |3 sila a 56-a
Bienala de la Venetia. Filmele sale au fost prezentate la Ber-
gen Assembly, Shanghai Biennale, editiile 65 si 66 ale Festiva-
lului International de Film Berlinale, Forum Expanded, Gwangju
Biennale, Centre Pompidou, Tate Modern, Garage Museum,
Bienala de la Istanbul, Haus der Kulturen der Welt si altele.

120

INADMISIBILA ETIC
URITA ESTETIC!

Indit problema nemuririi
Inevitabil

Se iveste acutd

in constiinta individuala.

Scena 4. Sintem din nou pe stradd. Se aud sunete de clopote
si de cintdri. O micd procesiune asemenea celor de inmormin-
tare intrd pe stradd, cu preoti si bdrbati si femei imbrdcati ele-
gant in negru. Cu totii psalmodiazd si cintd:

In incapacitatea noastra de a confrunta moartea,

Am cdutat mintuirea

IN RELIGIE

IN MISTICISM

In speranta nemuririi

Mécar pentru SUFLET.

(Acest refren se poate repeta de citeva ori dupd cum e necesar.)

Scena 5. Sintem intr-un cimitir. Se lasd intunericul. Un sunet de
bufnitd. Muzica incepe si apar citeva figuri imbrdcate in costu-
me negre cu schelete. Acestea performeazd un dans de grup.
Miscdrile lor sint precum cele din desenele animate.

Scena 6. Sintem din nou in bucdtdrie. Bucdtarul spune:

Intr-o vreme in care religia a devenitin cele din urmé perimata
Cind o solutie religioasa si mistica

La problema nemuririi

Nu mai are legdturd cu piinea noastrd cea de toate zilele,

Si fortdreata mortii a fost cldtinatd biologic,

Umanitatea a ajuns, in sfirsit, aproape

De a gasi solutia pentru realizarea nemuririi individuale

Ca nemurire a individului

In deplinatatea puterilor sale fizice si spirituale.

Scena 6. Un contraplan ne aratd o micd sufragerie traditionald.
In coltul camerei, oameni stau asezati pe podea in linie. Ei tin
foi de hirtie — partituri sau note cu text — in fata capetelor, ast-
fel incit nu li se pot vedea fetele. Cintd in cor:

. Fiecare individ

Va gdsi libertatea individuala
Doar in lupta

Pentru nemurirea individuald.

2. Aceastd lupta reprezintd
Adevarata fundatie pentru
Spirituala si materiala
Unire a Poporului.

3. Individul si societatea
Vor creste la naltimi nemaiatinse
De forta si creativitate.

4. Prin aceastd luptd
Vor fi realizate progrese neegalate
Ale caracterului uman.

Scena 7. O persoand intrd in camerd. Miscdrile i sint calcula-
te si ciudate. E dificil de ghicit genul sau virsta acestei persoa-
ne. Persoana vorbeste incet, in timp ce continud sd se miste prin
camerd cu miscdri exagerate, reamintind vag de teatrul N6:

|deea nemuririi personale,
Imortdlitatea,

Este de asemenea privita
Ca o idee de Reinviere.

Reinvierea este concluzia logica

La nemurirea personald

Si o garantie Tmpotriva MORTII ACCIDENTALE,
Evitabild in principiu

De o persoana deja sigurd

De nemurirea personala.

|deea reinvierii este de asemenea
|deea unei NOI VIETI
Pentru cei care au trdit inainte.

Scena 8. Corul cintd din nou:

|deea interplanetaritdtii

Apare n acelasi timp ca si cea a imortalitdtii.
Daca moartea este radacina primara a raului
Tn viata individului si a societatii,

Atunci a doua sa raddcind

Este cauzatd de o limitare Tn spatiu,

Care este pozitia primara

Oferitd de propria

Casd,

Oras natal,

Pamint natal

Stat si Rasa.

La urma urmei,

chiar INTERNATIONALISMUL

ar putea fi construit doar

ca o LIMITARE

n termenii UNIVERSULUI.

Scena 9. O drond se ridicd lent deasupra unui cartier: se vad
strddutele foarte inguste dedesubt, acoperisurile, pietrele fune-
rare din cimitirele care inconjoard strdzile, in timp ce punctul sdu
de observare se inaltd mai sus si mai sus i treptat se poate obser-
va imensitatea orasului. fndl,tarea este fluidd si hipnoticd. Incet,
drona atinge ndltimea de 500 de metri. Vbiceover:

Interplanetaritatea implicd problema stdpinirii spatiului cosmic,
adevenirii unui cetdtean al cosmosului si a unui participant activ
la viata in spatiu,

areglementdrii si transformérii in voie a corpurilor cosmice prin
intelepciunea noastra,

a re-formarii vechiului si a credrii de lumi noi.

Scena 0. Sintem inapoi pe pdmint. O stradd micd. O femeie
imbrdcatd intr-o rochie de seard elegantd neagrd intrd, tinind
ceea ce pare a fi o pdpusd matriosca in mina stingd. Se asazd
pe un scdunel. Degetele de la mina dreaptd se miscd in spatiu
casi cum ar manipula butoane sau chei invizibile. Fdrd a fi conec-
tatd sau atinsd, pdpusa rdspunde cu sunete electronice.
Scena | 1. Intr-o camerd micd, o persoand in virstd si una tindrd
stau intinse una lingd cealaltd pe o micd saltea albd pe podea.
Bratele lor sint vizibile si venele le sint interconectate cu ace hipo-
dermice si tuburi medicale. Se tin de mind in timp ce fac schimb
de singe. Cintd pe rind:

| Ideile imortalitatii
si interplanetaritatii
nu trebuie vdzute separat.

2. Ambele rezulta din

si se completeaza reciproc,
constituind un singur tot organic,
Unit sub un singur termen:
Biocosmismul!

3. Dacid exista un element de fantezie
n biocosmism,

aceastd fantezie a noastra

n-ar trebui exilatd

cu totul pe tarfmul utopiei.

4. Pentru cd depinde de cele mai noi descoperiri
din stiintd si tehnologie,

fantezia biocosmismului

s-a pirguit suficient pentru ca

ideile imortalitatii

si interplanetaritatii

sd ajungd la ,ordinea zilei*.

5. Sustinem ca biocosmismul

este noul plan suprem de existenta
pentru fiecare individ,

precum si pentru umanitate ca un tot,
si cd acum este timpul

sd incepem realizarea acestui plan.

Scena |2. Mai multi oameni de diferite virste, infdtisdri si ocu-
patii diferite (pensionari, marinari, cdlugdri, bucdtarul, muzi-
cieni cu teremine, si unele dintre personajele care au apdrut deja
mai devreme) confectioneazd bannere si picteazd slogane pe
bucdti de material de culori si imprimeuri diferite. Sloganele
spun (i japonezd): Nemurire si Relnviere pentru Totil Acesta este
Cosmosul! Revolutia Comunistd a fost Cauzatd de Soare! Un om
nu este o fiintd terestrd, ci una cosmicd! Arta fard Moarte!
Dreptul Universal la Intinerire! Dreptul Universal la Reanimare!
Dreptul Universal la Transportul Interplanetar! etc. In timp ce
lucreazd, ei cintd:

Credem cd acum a venit timpul

ca noi sa prezentdm ideile

legate de biocosmism

ca fiind cele mai importante obiective ale vietii.

Deoarece o luptd mondiald

ntre cei oprimati si opresorii lor

si intre munca si capital

se desfdsoard acum n fata noastra.

Aceasta luptd cautd sd distruga diferentele de clasa.
Tn viziunea noastrd, aceasta este o conditie necesara
pentru organizarea ideilor universale

legate de biocosmism.

Revolutia va imbratisa fard indoiald biocosmismul,

asa incit definirea, colectionarea si organizarea tendintelor
ntruchipate n el

vor deveni cele mai importante teluri ale revolutionarilor.

Cu Revolutia pe drum,

un contur al ideilor pertinente pentru biocosmism,

cel mai fnalt plan posibil,

este esential pentru a aduce victoria celor care se revoltd.

Dacd ezitdm n a implementa ideile biocosmismului astazi,
Tnainte ca Revolutia sd fie completd,
cursul Revolutiei va fi pentru totdeauna denaturat.

Scena 13. O demonstratie: toatd distributia si figurantii sint
acum pe stradd cu bannerele si pancartele pe care le-au fdcut
in scena precedentd. Fac sd cinte matrioste la teremin si tin mici
ionizatoare, in timp ce mdrsdluiesc, cintind si recitind propozitii
individuale. Trecdtori si turisti dau drumul pungilor de cumpdrdturi
si se aldturd demonstratiei. Aceasta se mdreste.

In lupta pentru biocosmism,
ar fi de negindit imitarea
sau concurarea unei ordini religioase sau mistice a lucrurilor.

T loc de nemurire dincolo de mormint

si nemurirea sufletului,

telul nostru este sd promovdm nemurirea aici pe Pamint,
n universul real,

nemurirea individului,

cu toate puterile sale spirituale si fizice!

In loc de o pitrundere visitoare, poeticd, imaginativa, a uni-
versului,

Cerem o acceptare realistd a cdldtoriilor spatiale

ca scop imediat al tehnologiei!

Scena 14. O dlee godld. O femeie pe la 30 de ani, imbrdcatd
intr-o haind albd de laborator, tine in palmele ei citiva centimetri
din suprafata a ceea ce pare afi o piatrd mare rotunjitd, un bolo-
van mai mare de un metru indltime. Miscdrile ei sint incete si
cdlculate, adinc concentrate, in timp ce cautd ceva in piatrd. Une-
ori inchide ochii. Isi schimbd pozitia pentru a atinge diferite pérti
ale pietrei, din cind in cind IGsindu-se intr-un genunchi pentru a
ajunge la pdrtile mai de jos dle pietrei. Incet, piatra incepe sdi réis-
pundd cu sunetele tereminului. Femeia se opreste brusc si se in-
toarce cdtre camerd cu ochii inchisi. Cintd:

I lupta pentru biocosmism,

ne bazdm pe cele mai noi

descoperiri stiintifice si tehnologice,
ndzuind sd le transformdm in acelasi timp
in filosofie,

sociologie,

economie

si arta.

Forma si continutul lor trebuie conturate
pentru afin acord cu obiectivele glorioase ale biocosmismului!

Din acest motiv, biocosmismul
reprezintd inceputul

unei culturi complet noi,

al unei noi ordini a lucrurilor,
al unei noi realitdti obiective.

Scena 15. Un taxi negru se opreste. Soferul coboard. Poartd un
costum negru, cu sapcd de sofer si mdnusi albe. Cintd:

Pind In acest moment,

omenirea s-a asemanat
popoarelor din filosofia anticd:
Popoare care trdiau intr-o pestera
n care vedeau

doar umbrele lucrurilor.

Dar astdzi,

multumitd avangardei biocosmice
omenirea se aseamana mai mult
acelor figuri in momentul in care
au iesit afard din pesterd,
uitindu-se la lucrurile reale
luminate de lumina Soarelui,

si chiar alegind sd se uite

la Soarele nsusi.

I viitorul foarte apropiat

dacd nu imediat,

oamenii se vor percepe pe ei insisi si lumea
prin ochii nostri

# cosmism
si vor merge fericiti
sub stindardul nostru biocosmic.

Femeia din scena anterioard se urcd pe scaunul din spate al taxiu-
lui, soferul inchide usa dupd ea, se urcd si conduce mai departe.

Scena |7
O orchestrd intreagd de pdpusi matriosca.

Creditele incep sd curgd.

Traducere din limba engleza de Raluca Voinea
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Fragment din ,,Filosofia actiunii comune*
Arta imitarii (a falsei reinvieri artistice) si arta realitatii
(a adevaratei reinvieri). Arta ptolemeica si arta copernicana

Nikolai Fiodorov

Arta ca imitare — imitare a tot ceea ce existd pe pamint si in ceruri — este repro-
ducerea lumii in felul in care aceasta apare simturilor noastre. Ea reproduce cerul
si pamintul nu ca expresii ale vointei divine, ci ca efecte ale unor forte naturale oarbe
care, chiar daca nu pot fi controlate de fiinte rationale, sint totusi ridicate la statu-
tul de zeu (Uranus, Cronos). Arta imitdrii ne aratd un cer care ne lipseste de viata
si un pamint care i inghite pe cei vii. Legea divind condamna acest tip de artd ca
fiind pagin, cainchinare la idoli sau idolatrie (adica inchinare in fata unor idoli ce intru-
chipeaza fortele puternice n loc de control asupra lor) si ideolatrie (inchinare in fata
unor idei incapabile sd treaca in actiune, inchinare in fata unei cunoasteri moarte,
lipsite de suflet, inutile, adicd Tnvdtdtura savantilor). Reproducerea lumii in modul
in care aceasta apare simturilor exterioare si este interpretatd de sentimentul in-
tern al fillor omului care pastreaza iubire pentru parintii lor sau de sentimentul intern
al fillor omului care si-au uitat parintii, fii risipitori, constituie Tn ambele cazuri o arta
aimitarii. Tn primul caz, arta este sacrd, religioass, iar n al doilea caz ea este lumeasca,
seculard. Arta sacrd reproduce lumea sub forma unui templu ce adund laolalta toate
artele. Acest templu, deopotrivd o creatie arhitecturald, de picturd si sculpturd, sim-
bolizeaza pamintul (care-si dd mortii) si cerul — cupola si iconostasul — in care locu-
iesc generatiile reinviate. In calitatea sa de vas recipient al cintecului, mai ales al
dntecului religios, templul este voce in ritmurile careia refnvie cenusa de pe pamint,
iar cerul devine locuinta a celor Tnviati.

Cintecul religios semnificd pentru noi intreaga slujbd religioasd, liturghia ca lucrare
alui Dumnezeu ce se petrece prin fiii oamenilor. Vorbim si despre slujbele noctur-
ne ce pomenesc mortii sau imaginile lor si care fi cheama la inviere. Vorbim si des-
pre slujbele pe timp de zi — comuniunea sau pregatirea pentru botez, pregdtirea
pentru liturghia credinciosilor — liturghia care fnseamna transformarea vinului si pii-
nii din cenusa si tarind n corp viu si singe.

Arta fillor omului ce si-au uitat parintii reproduce lumea sub forma unei expozitii
universale n cadrul cireia artei i se adaug industria. insisi expozitia prezintd imagi-
nea unei femei pentru slujirea cdreia fiii omului ce si-au uitat parintii vor sa adune
toate fortele naturii pentru a creste farmecul atractiei sexuale. Procedind astfel, ei
cautd sa gaseasca In aceastd pasiune viatd, dar gasesc doar moarte, iar unica lor spe-
rantd de intoarcere la viatd rezida in zamislirea copiilor.

Arta sacrd Tncalcd legea divind doar atunci dind ia imaginea drept realitate, drept invie-
re adevarata, cind ia invierea religioasd, adica liturghia, drept act de inviere in afara
bisericii. Arta seculara sub forma expozitiei universale incalcd toate cele zece po-
runci. De asemenea, pacatuind impotriva credintei, aceasta pacatuieste si impotri -
va ratiunii, deoarece o subordoneaza pe ultima unor forte oarbe ale naturii, cerindu-i
acesteia sa se inchine fortelor oarbe ale naturii, in loc sa le controleze.

In intelesul sau deplin, arta nu se separa nici de stiinta, nici de morald si religie, si ast-
fel ea se manifestd in istorie, in insisi viata neamului omenesc. Inca din primele
momente ale existentei sale, de la primii pasi si din primul moment Tn care s-a ridicat

NIKOLAI FIODOROV (1829-1903) a fost un filosof rus crestin-ortodox, parte din miscarea cosmismului
rus. A sprijinit ideile prelungirii radicale a vietii, nemuririi fizice si chiar relnvierii mortilor, folosind metode
stiintifice.
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THE ART OF RESEMBLANCE

(OF FALSE ARTISTIC REGENERATION) AND THE ART OF REALITY
(OF REAL RESURRECTION): PTOLEMAIC AND COPERNICAN ART*
Nikolai Fedorov

Art as resemblance — the resemblance of all that is in heaven and
on Earth - is the reproduction of the world as it appears to the
external senses. It is the reproduction of heaven and Earth, not
of heaven and Earth as the expression of the divine will, but as
the activity of the blind forces of nature. It is not just as if the
blind forces are uncontrollable by rational beings, but rather as if
they are acknowledged by men as gods (Uranus, Cronus). The art
of resemblance is the depiction of heaven that deprives us of life,
and of Earth that devours the living. That is why this art is indeed
denounced by divine commandment as paganism, as idol-wor-
ship or idolatry (that is, the worshipping of idols that represent
the blind forces, rather than controlling them) and ideolatry
(worshipping the thought that does not become deed; worship-
ping knowledge that is without goal, without soul, without deed;
worshipping the knowledge of scholars). The reproduction of the
world as it appears to the external senses and which is either
interpreted by the internal senses of the sons of man who have
preserved their love for their fathers, or by the internal senses

of the sons who have forgotten their fathers, prodigal sons —is in
both cases an art of resemblances; but in the former case it will
be a holy, religious art, while in the latter case it will be a worldly,
secular art. Sacred art is the reproduction of the world in the
form of the temple, which unites in itself all arts. Moreover, the
temple as a work of architecture, painting, and sculpture becomes
a depiction of Earth, yielding up all its dead, and of heaven (the
vault of the temple and iconostasis), populated by the resurrect-
ed generations; and as the place of singing, or more precisely of
requiem, the temple is the voice with whose sounds the ashes are
resurrected from the cemetery that is Earth, and heaven becomes
the dwelling of the resurrected.

By singing, or the requiem mass, we understand the whole of
divine service; it is liturgy as the work of God, accomplished
through the sons of man; it is the vigil for the dead or for their
depictions, with corresponding wailing, calling for resurrection;
and then, the diurnal union (unification) and teaching (preaching),
preparation of the faithful for liturgy, fathers faithful to God,
which is the liturgy of the transformation of bread and wine,
which have come from the dust of the Earth, into the living body
and blood.

The art of sons who have forgotten the fathers will be a reproduc-
tion of the world in the form of a universal exhibition, in which
industry is united with all arts. The exhibition itself is an image

of a woman, to whose service the men who have forgotten their

* The English version of this text was first published in Arseny Zhilyaev
(ed.), Avant-Garde Museology, e-flux and University of Minnesota
Press, 2015. The text appears here courtesy of e-flux.

NIKOLAI FEDOROV (1829-1903) was a Russian Christian Orthodox philo-
sopher, who was part of the Russian cosmism movement. Fyodorov sup-
ported radical life extension, physical immortality and even resurrection
of the dead, using scientific methods.
Lev Soloviev
Icon Sketch: High Priestly Prayer, 1898

# cosmism
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Vasiliy Chekrygin

Participation of Science in the Act of Resurrection, 1921, graphite pencil and charcoal on paper,

38.6 x 29.7 cm, private collection. The illustration originally appeared in Vasiliy Chekrygin’s manuscript
“On the Cathedral of the Resurrecting Museum,” 1921.

in pozitie verticald, omul fsi ridica fata spre cer atunci cind pierdea pe cineva apro-
piat. El se adresa cu toatd fiinta cerului si 0 asemenea pozitie este deja o expresie
a unui sentiment religios si a unui nou gind, lucruri deja fixate in istoria artei. (Orto-
doxia cere ca omul credincios sd stea in picioare sifi permite sd se aplece ori sa stea
doar cu titlul de indulgentd, si prin aceasta se deosebeste hotdrft de catolicism si
mai ales de protestantism.)

Trecerea de la arta imitdrii la arta realitatii, de la arta ptolemeica la arta copernicana
se va realiza prin constructia unui muzeu al tuturor stiintelor care vor fi adunate sub
acoperisul astronomiei. Pentru a realiza ideea templului-scoald, muzeul va avea un
turn pentru observarea stelelor cdzatoare (adica pentru observarea procesului con-
tinuu de constructie si cadere a lumii), dar si pentru observarea meteoritilor, tre-
cerea lor n actiune si experientd, lucru care va fi posibil prin transformarea artei
militare Tn cunoastere a lumii.

Estetica este stiinta re-credrii tuturor fiintelor care au existat cindva pe acest Pamint
micut (aceasta particicd de planetd ce reflectd in ea intreg universul si este, la rin-
dul ei, reflectata de intreg universul) — asa ncit aceste fiinte rationale sa dea viata
(si sa controleze) intinderile enorme ale universului lipsite de orice forma de viata.
Aceasta re-creare marcheaza inceputul fericirii vesnice.
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Lev Soloviev
Icon Sketch: High Priestly Prayer, 1898

fathers wish to focus all the forces of nature on, in order to inten-
sify the charm of sexual attraction, and they presume to find life
in this attraction, but only find instead death and the hope of
returning to life through their children.

Sacred art only violates the commandment when the image is
mistaken for reality, for real resurrection, and when singing

— that is, the temple liturgy — is mistaken for the extra-temple act
of resurrecting. Secular art in the form of the universal exhibition
violates all ten commandments and, committing sin against the
faith, sins even more against reason in that it subordinates it to
the blind force of nature, forcing one to serve it rather than con-
trol it.

In its proper definition, art is neither separated from science, nor
from morality and religion, and is represented as it is in the real
life of the human race, in history. Beginning with man’s first stand-
ing, or his vertical position, the pain of losing the creatures that
were closest to him made man bearing the loss lift his face, and
turn all his being to heaven; and such a position is already an
expression of religious feeling and awakened thought, impressed
by art. (Orthodoxy, which demands standing and permits sitting
only as condescension, is by this external expression — that is,
standing — most substantially distinguished from Catholicism and
especially from Protestantism.)

Manifestarea puterii in neputintd e o lege a istoriei pamintesti si universale — iar
impreund ele constituie esenta crestinismului, ca fiind o negare a budismului si o
salvare de aceasta. Pamintul, ca un cimitir enorm cu o istorie indelungatd, cuprin-
de Tn sine un continut mai mare decit toate lumile lipsite de o asemenea istorie.
Pind acum constiinta, ratiunea si morala salasluiau doar pe pamint. Dupd invierea
tuturor generatiilor care au trait pe Pamint, constiinta se va raspindi in toate lumi-
le universului. Invierea semnifici transformarea universului din haosul spre care merge
acest acum spre cosmos, adicd spre maretia indestructibilitatii si incoruptibilitatii.

Bogdtia si profunzimea acestei intelepciuni nu se exprima nicaieri mai bine decft in
salvarea universului nemarginit, in salvarea ce vine de la o farimd de praf atit de infima
precum este Pamintul. Faptul ca doar Pamintul este locuit, iar restul lumilor nu au
viatd exprima o necesitate a legii morale supreme. Dacd universul nu a fost creat
de intimplari oarbe, atunci trebuie cd existd o relatie perfectd intre multitudinea gene-
ratilor moarte si multitudinea lumilor universului, asa incit din tarina Pamintului, din-
tr-un singe unic, sa fie creati locuitorii tuturor celorlatte lumi. Tnsa daci chiar nasterea
universului ar fi rodul unei intimplari, fiinta umana ginditoare si simtitoare nu va ezita
sa foloseasca aceasta multitudine de forte pentru nvierea generatiilor lipsite de viata.
Chiar pe Pamint putem vedea o astfel de localizare a activitdtii pe un teritoriu mic
si ulterioara raspindire a ei pe toatd intinderea planetei. Palestina si Elada pot servi
drept exemple ale acestui proces: Elada pentru stiinta si culturd, iar Palestina pen-
tru religie. fnsa doarin conditille dind stiinta si religia merg Tmpreund este posibila raspin-
direa influentei fiintelor umane si in afara planetei noastre. Luptele dintre Palestina si
Elada ca reprezentanti ai Vestului si Estului sint deja istorie si asa trebuie sa ramina.

Scris In jurul anilor 1890

Traducere din limba rusa de Vitalie Sprinceana

# cosmism

The transition from the art of resemblance to the art of reality,
from Ptolemaic art to Copernican art, must be served by the
museum of all sciences, unified in astronomy. This museum should
have a tower, and be connected to a church-school - the tower
would serve for observing the falling stars, that is, for observing
the continuous construction and disintegration of the world, and
likewise for meteorological observation, which transitions to expe-
riment, to action; through transformation of military art into the
art of natural science.

Aesthetics is the science of re-creating all those rational beings
who have been on this little Earth (this drop of water which
reflected itself in the whole Universe, and reflected the whole
Universe in itself) for their vivification (and control) of all the huge
heavenly worlds that have no rational beings. In this re-creation
is the beginning of eternal bliss.

The manifestation of power in powerlessness is the law of terres-
trial and extraterrestrial history, and also the essence of Chris-
tianity as opposed to Buddhism and as salvation from it. The
Earth is a cemetery, and in its possession of history it contains
greater content than all the worlds that have no such history.
Heretofore, consciousness, reason, and morality were localized on
planet Earth. Through resurrecting all the generations that have
lived on Earth, consciousness will be spread to all the worlds of
the Universe. Resurrection is the transformation of the Universe
from the chaos toward which it is heading, into cosmos, that is,
the splendor of incorruptibility and indestructibility.

In nothing else is the depth and wealth of wisdom so expressed
as in the salvation of the limitless Universe, in the salvation that
comes from such a negligible mote as the Earth. The habitability
of one Earth and the inhabitability of other worlds is the demand
of the highest moral law. If the world is not the product of blind
chance, then between the multitude of dead generations and the
plurality of worlds a possible rational relation exists, where all the
inhabitants of all the worlds were created from earthly dust alone,
from blood alone. But even if the world were a product of chance,
then a rational and sensate being could not but employ the plu -
rality of forces to revive the many generations deprived of life.
On Earth itself we have the resemblance of localization in negligi-
ble space and then the expansion of that localization throughout
the Earth. Palestine and Hellas are examples of such a localiza-
tion: arts and sciences in Greece, and religion in Palestine, whence
it then expanded throughout the whole Earth. But only with the
unification of religion and science is the further expansion of the
influence of rational beings beyond our Earth possible. Palestine
and Hellas are the representations of East and West, the struggle
between which constitutes history.

Written circa 1890s

Translated by Stephen P Van Trees

Nikolai Fedorov
Scheme of the Common Task of Resurrection, depicted by Nikolai Peterson
from late 19th century — beginning of 20th century
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,,Sarbatoarea nemuririi‘‘*
Aleksandr Bogdanov

I.

O mie de ani au trecut din ziua cind chimistul de geniu Fride a inventat imunitatea
fiziologica. Injectarea substantei in corp reinnoia tesuturile organismului si mentinea
tineretea nfloritoare vesnicd a acestuia. Visele alchimistilor, filosofilor, poetilor si regi-
lor medievali s-au implinit...

Orase —in forma in care erau anterior — nu mai existau. Facilitatea si accesibilita-
tea comunicatiilor aeriene permiteau oamenilor sa nu mai tind cont de distante. Din
acest motiv, camenii s-au imprdstiat peste tot pe Pamint, in vile luxoase inundate
de flori si verdeata.

Spectrotelefoanele fiecarei vile conectau locuintele cu teatre, birouri de ziare si
institutii publice. Fiecare putea sd priveasca pe ecran, fdrd a pardsi casa, spectaco-
le, sa se delecteze cu muzica, sa asculte discursurile unor oratori si sa discute cu
prietenii.

Pe locul fostelor orase fusesera construite centre comunitare in care enorme blo-
curi multietajate gdzduiau magazine, scoli, muzee si alte institutii publice.
Pamintul a fost transformat intr-o unica livada. Padurari instruiti special se ocupau
cu cresterea animalelor salbatice in parcuri amenajate special.

Apa incetase si ea sa mai fie o problema: oamenii gsisera solutia de a o obtine prin
combinarea oxigenului si hidrogenului cu ajutorul energiei electrice... Havuzuri rdco-
ritoare aruncau cascade in parcurile umbroase. Pamintul fusese decorat cu cana-
le simetrice si piriuri in care vietuiau tot felul de soiuri de peste.

La poli, sori artificiali din radiu topisera ghetarii, iar noaptea Pamintul era scaldat in
luminile palide si moi ale lunilor electrice.

Un singur pericol ameninta Pdmintul: suprapopularea. Oamenii nu mai mureau.
Consiliul legislativ popular a aprobat legea, propusa de guvern, conform careia fie-
care femeie avea dreptul sd nascd nu mai mult de treizeci de copii de-a lungul vietii
sale infinite. Copiii ndscuti peste aceasta limitd erau obligati, la atingerea virstei de
adult, adica la virsta de 500 ani, s se stabileasca cu traiul pe alte planete, spre care
plecau n corabii inchise ermetic. Durata lungd a vietii umane permitea efectuarea
unor cilitorii la distante foarte mari. in acest fel camenii au reusit s3 se desprinda
de Pamint si sd patrundd pe toate planetele sistemului solar.

* Povestirea , Sarbatoarea nemuririi* a fost publicata pentru prima oard in 1912 la Sankt-Petersburg, in revis-
ta Desteptarea (rus. ITpoOyxpenue), sub titlul: ,Nemuritorul Fride: O povestire fantasticd de A. Bogdanov*.
Tn anul 1914, povestirea apare cu titlul curent in Antologile volatile, nr. 14 (rus. Jeryune Ambmanaxi). A
fost republicatd abiain 1991, 1 revista Exploratorul din Ural (rus. Y panbeknit crieponbit), ilustratii de N. Moss,
fiind retipdritd de citevca ori dupd aceea.

ALEKSANDR BOGDANOV (1873—1928) a fost un activist, filosof, sociolog, economist, scriitor si natu-
ralist, activ angajat In medicind si activitdti de cercetare.
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“IMMORTALITY DAY"*
Alexander Bogdanov

1.

One thousand years have passed since the day the genius
chemist Fride invented a formula for physiological immunity.
Injecting the formula into the bloodstream renewed the body’s
tissues and sustained its eternal blossoming youth. The dreams
of medieval alchemists, philosophers, poets, and kings had come
true.

Cities in their previous forms ceased to exist. Thanks to the ease
and universal accessibility of air travel, people were no longer
limited by distance and settled all over the earth in luxurious vil-
las surrounded by greenery and flowers.

Each villa was equipped with a spectrotelephone that connected
its apartments with theaters, press agencies, and civic organiza-
tions. On a glass screen in the leisure of their own homes all could
enjoy the songs of artists, theater performances, the speeches of
orators, and conversations with friends.

Where there were once cities, enormous skyscrapers now tow-
ered, housing community centers, schools, museums, and other
civic establishments.

The earth was transformed into a single massive fruit garden.
Trained forest rangers oversaw the artificial breeding of wild
animals in designated parks.

There was no shortage of water. Water was obtained by run-
ning electricity through a compound of oxygen and hydrogen.
Refreshing fountains poured cascades of water into shady parks.
Earth was adorned with symmetrical ponds that shined like sil-
ver in the sun and contained all types of fish.

Artificial suns made of radium had already melted the polar
ice caps, and at night electric moons cast a gentle glow over
the earth.

Only one danger threatened earth: overpopulation. For people
were no longer dying. The people’s legislative committee
approved a law prohibiting women from bearing more than thirty
children during their endless lives on earth. Children born over
this quota were relocated to other planets in hermetically sealed
spaceships when they reached their five hundredth birthdays, the
age of maturity.

* “Immortality Day” was first published in 1912 under the title
“Immortal Fride: A. Bogdanov's Fantastic Narrative”, in Awaken-
ing (St. Petersburg, no. 16 (ITpo6y:knenneCIIo6). The text was first
published under the current title in 1914 in Volatile Anthologies no. 14
(JTeryune Anbmanaxn). After that it was republished again only in
1991 in Ural Pathfinder no. 7 with illustrations by N. Moos (¥ paib-
ckuii caenionbit), and reprinted several times thereafter.

The English version of this text was first published by e-flux at http://
supercommunity.e-flux.com/texts/immortality-day/ and it will also be
part of the anthology Russian Cosmism (e-flux and MIT Press, 2018),
edited by Boris Groys. The text appears here courtesy of e-flux.

ALEKXANDER BOGDANOV (1873-1928) was a revolutionary activist,
philosopher, sociologist, economist, writer, and naturalist who was
actively engaged in medicine and research activities.

.

Fride s-a trezit dimineata Tn patul sau luxos facut din fire subtiri de platind si alumi-
niu, a facut un dus rece, a facut exercitiile de gimnastica obisnuite, a fmbracat o ter-
motesatura usoard care incdlzea iarna si racorea vara, si a luat dejunul. fn acea
dimineatd, acesta era compus din placi chimice nutritive si extract din fibrd lemnoasa
al cdrei gust amintea de vinurile basarabene. Toate astea au luat cam o ora. Ca sd
nu piarda timpul, Fride s-a conectat prin microfon la biroul de ziare si a ascultat sti-
rile lumii Tn timp ce-si facea toaleta.

O senzatie bucuroasa de putere si sandtate i umplea corpul, care parea a fi com-
pus doar din oase si muschi.

Fride si-a amintit ca azi, la ora |2 noaptea, se implineau exact o mie de ani de cind
descoperise nemurirea... O mie de anil.. Involuntar, s-a apucat sa faca un fel de inven-
tar al vietii...

In camera vecini se gasea biblioteca scrierilor |ui Fride, vreo patru mii de volume
in total. Aici se gasea si jurnalul sau, a cdrui scriere o Tntrerupsese la Virsta de opt
sute cincizeci de ani. Jurnalul era compus din saizeci de volume enorme, scrise in
metoda silabica simplificatd ce amintea vechea artd a stenografiei. Dupa cabinet era
atelierul artistic, aldturi — atelierul de sculptura, si mai departe — o sald in stil Varie-
nocturne care inlocuise stilul decadent (aici Fride scria versuri) — si la capdt sala sim-
fonica cu instrumente cu coarde si clape n care, cu ajutorul unor aparate mecanice
ingenioase, Fride reusea sd atingd o neobisnuita plindtate a muzicii si sunetului. Sus,
deasupra casei, fusese amenajat laboratorul fizico-chimic.

Fride era un geniu multilateral. I aceasta se asemana cu un strimos al sau pe linie
maternd, Bacon, care s-a dovedit a fi nu doar un mare om de stiinta, dar si dra-
maturg de mare talent, ale carui piese i-au fost atribuite multa vreme in mod gresit
lui Shakespeare. in mia de ani pe care o trdise, Fride reusise sd atinga succese aproa-
pe n toate domeniile stiintei si artei.

Dupa chimie, unde i se paruse ca a facut tot ce se putea si a atins limitele mintii sale,
Fride a trecut la sculptura. Timp de optzeci de ani fusese un sculptor cel putin la
fel de mare precum fusese anterior chimistul si a reusit sa dea lumii multe lucruri
frumoase. De la sculpturd a trecut la literaturd — timp de vreo sutd de ani a scris
peste 200 de drame si putin sub cincispreze mii de poeme si sonete. Ulterior s-a ldsat
atras de picturd, dar nu a reusit decit sd fie un pictor mediocru. De altfel, stdpinea
tehnica picturii la perfectie, iar la jubileul de cincizeci de ani de activitate artistica,
criticii i-au prezis un viitor stralucit. Ca tindrd speranta a mai lucrat vreo cincizeci de
ani si dupa aia s-a apucat de muzicd: a compus citeva opere ce au avut un oare-
care succes. In acest fel, de-a lungul vietii Fride s-a mai ocupat si de astronomie,
mecanicd, istorie si, intr-un sfirsit, si de filosofie. Dupa asta, Fride nu mai stia ce sa
facd... Mintea sa stralucitd absorbise ca un burete tot ce putea oferi cultura con-
temporana. Tntr-un tirziu s-a relntors la chimie.

Prin intermediul unor experimente de laborator, a reusit sa dezlege ultima si cea
mai importanta problema, de care omenirea fusese preocupata inca de pe vremea
lui Helmholtz: chestiunea privind nasterea spontand a organismelor vii si insufletirea
materiei moarte. Alte probleme nu mai rdmineau.

Fride lucra mai ales diminetile. Din dormitor urca direct in laborator.

De la o vreme, in timp ce incdlzea la cuptorul electric eprubetele si rasfoia in minte
formule chimice stiute si rasstiute ale caror detalii nici nu meritau scrise, era incer-
cat de un sentiment straniu.

Experimentele nu-I mai interesau si nu-l mai captivau ca odinioard. Nu mai fncer-
ca acel sentiment de entuziasm fericit care-i incalzea sufletul, 1 inspira si il umplea
de fericire suprema. Gindurile se miscau greu, pe drumuri batatorite, sute de com-
binatii ce se repetau si plictiseau ii veneau in minte si apoi plecau. Apasat de un sen-

# cosmism

Humanity’s unlimited life permitted very distant journeys. In this
way, humanity came to colonize not only earth, but all neighbor-
ing planets in the solar system.

2.

Having woken on a luxurious bed made of platinum wires and
aluminum, Fride took a quick shower, did his routine gymnastic
exercises, put on his clothes woven from a light thermofabric that
emitted heat in the winter and kept the body cool in the summer,
and ate a breakfast of nutritional chemical bars and an extract of
processed wood fiber that tasted of Bessarabian wine. All of that
took about an hour. To avoid wasting time he connected his bath-
room via microphone to a newspaper agency broadcasting world
news.

A tranquil and happy feeling of strength and health spread
throughout his entire body, which seemed to be made of only
bone and muscle.

Fride remembered that midnight would mark one thousand years
since the discovery of human immortality. A thousand years!
Almost in spite of himself, he began to take stock of his life.

The adjacent room held a collection of Fride’s written works,
totaling about four thousand volumes. His diary, discontinued
after eight hundred fifty years of life, was also there. It was writ-
ten in a simplified syllabic method (not entirely unlike ancient ste-
nography) and occupied sixty enormous folios. Further behind his
study was an art studio, next to it a sculpture workshop, and fur-
ther still, a hall in the Varienocturne style that had replaced the
decadence of the previous decor, and it was there that Fride
wrote poetry. Finally, there was a symphony hall with string and
key instruments that he played by means of various mechanical
devices allowing him to achieve an unusual fullness and brilliance
of sound. Situated above the house was a chemistry lab.

Fride’s genius was versatile and reminiscent of the virtuosity of
one of his maternal ancestors — Bacon, who was not only a great
scientist, but also a playwright whose works had long been misat-
tributed to Shakespeare. In the course of a millennium Fride had
proven himself in all spheres of the arts and sciences.

From chemistry, where, so he thought, he exhausted all the pow-
ers of his intellect, Fride moved on to sculpture. In the course of
eighty years he became an equally accomplished sculptor, bring-
ing into the world many wonderful things. From sculpture he
turned to literature: in a hundred years he composed two hun-
dred dramatic plays and up to fifteen thousand poems and son-
nets. Then painting attracted him. As a painter he was mediocre.
Still, he mastered the technique perfectly, and after fifty years of
practice, all of the critics assured him of a glorious future. As a
painter of promise he worked for another fifty years before mov-
ing on to music: he composed several operas that had some
success. In this fashion, at different times, Fride moved from
astronomy to the mechanics of history, and then, finally, to philo-
sophy. After that he no longer knew what to do. His brilliant mind
had absorbed everything that contemporary culture had to offer,
and he returned once again to chemistry.

Through his chemistry experiments he resolved the final problem
that society had struggled with since the time of Helmholtz: the
question of spontaneous conception and the animation of inert
matter. There were no other problems left.

Fride worked in the mornings. From his bedroom he usually
headed straight into the lab.

Warming up his glass bulbs on the electric stove, he hastily recit-
ed in his head formulas that were so familiar that there was no
need to write them down. During this routine, a strange feeling
came upon him, one that had recently become more frequent.
His experiments no longer interested or absorbed him. It had
been a long time since he felt the joyful rush of enthusiasm that
used to kindle his soul, to inspire and fill him with supreme hap-
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timent obositor de pustietate a sufletului, Fride se gindea: Din punct de vedere fizic
omul a ajuns un Dumnezeu... El poate stapini deasupra lumilor si spatiului. Dar ocare
insusi gindul uman, despre care oamenii erei crestine vorbeau cd ar fi nemarginit
— are granite? Oare creierul, care include doar un numar limitat de neuroni, e in
stare sa produca doar un numar limitat de idei, imagini si sentimente? Doar atit?
Daca e asa, atunci...

Groaza fatd de viitor Tl coplesea pe Fride.

Ceasul automat a sunat sfirsitul zilei de muncd: Fride a respirat usurat auzind melo-
dia cunoscuta. Nu maiincercase niciodata dupa ziua de muncd aceastd senzatie de
eliberare...

1.

La ora doud, Fride era dejain cantina publica pe care o frecventa zilnic. Aici se Tntil-
nea cu membrii familiei sale extinse — copii, urmasi —, pe unii dintre ei nici nu-i cu-
nostea macar.

Avea vreo cincizeci de copii (feciori si fiice), doua mii de nepoti si citeva zeci de mii
de nepoti si stra-stranepoti. Urmasii sai, imprastiati in diverse tari si chiar in diver-
se lumi, ar fi fost suficienti pentru a popula un oras in vremurile vechi. Fride nu nutrea
pentru copiii si nepotii sdi niciun fel de sentimente de rubedenie — lucruri care erau
caracteristice oamenilor din trecut. Urmasii sai erau prea multi si inima lui Fride nu
putea sd gaseasca pentru fiecare membru al familiei suficienta dragoste. Si el fi iubea
pe toti cu acea dragoste abstractd si nobild, foarte similard dragostei fatd de ome-
nire in general.

Ajuns in canting, Fride a fost intimpinat cu respect. Apoi i s-a facut cunostintd cu un
barbat foarte tindr, sd fi avut vreo doua sute cincizeci de ani, care s-a dovedit a fi
stranepotul sau Margo, care avea realizari remarcabile Tn astronomie.

Margo tocmai se ntorsese dintr-o cdldtorie lungd ce durase doudzeci si cinci de ani.
Fusese pe Marte si acum povestea pasionat despre cdldtoria sa. Locuitorii plane-
tei Marte — megalantropii — au asimilat foarte rapid toate performantele culturale
ale Pamintului. Megalantropii si-ar fi dorit sa viziteze Pamintul pentru a-i cunoaste
indeaproape pe pdminteni, dar statura lor gigantica i impiedica sd o faca si acum
megalantropii incercau sd construiascd imense nave aeriene.

Fride asculta distrat istoriile despre flora sifauna planetei Marte, despre canalele sale,
despre constructiile ciclopice ale martienilor... Si toate lucrurile astea despre care
Margo vorbea cu atfta entuziasm nu-l interesau deloc. Cu trei sute de aniin urma,
Fride era printre primii ce au calatorit pe Marte, unde a trait apoi vreo sapte ani...
Dupa aceea a mai facut citeva scurte cdlatorii spre Marte, asa incit cunostea fieca-
re colt de pe Marte la fel de bine ca pe Pamint.

Totusi, pentru a nu-l ofensa pe stranepot prin lipsa sa de interes, I-a intrebat:

— Tinere prieten, nu I-ati intilnit cumva pe Marte pe vechiul meu amic Levionah?
Cum o mai duce?

— L-am Intilnit, cum sa nu, a raspuns Margo. Levionah e ocupat acum cu constructia
turnului sdu, care e mare cit muntele Elbrus.

— Banuiam cd e asa, banuiam cd e asa — a zis Fride, afisind un Zimbet misterios. Am
zis cindva cd, de la o virstd, toti martienii se apuca de constructii megalomane. As
mai fi continuat discutia cu Dumneavoastrd, dar ma grabesc. Am de facut o treaba
foarte importantd, ce nu suporta aminare. La revedere! Va doresc succese.

Iv.

Margarita Anci, o femeie energicd ajunsd deja la virsta de sapte sute cincizeci de ani,
ultima sotie a lui Fride (de care acesta incepea deja sa oboseascd), conducea un club
al iubitorilor de filosofie. Aflata la citeva mile distanta de vild, Ancii-a trimis un sem-
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piness. His thoughts were inadvertently following familiar beaten
paths — hundreds of combinations came and went in redundant
and tiresome patterns. He stood, sensing the heavy and anxious
emptiness in his soul, thinking: Physically, man became a
likeness of God. He can rule over worlds and space. But could
human thought, which the people of the Christian era said
was limitless, really have its borders? Could the brain, which
includes only a certain number of neurons, be capable of pro-
ducing only a finite number of ideas, images, and feelings —
but no more?

If this is so, then...

A terror of the future overcame Fride.

Upon hearing the familiar melody of the automatic clock announc-
ing the end of his work period, he breathed a sigh of deep relief
— a feeling he never used to associate with his studies.

3.

At two o’clock Fride was in the collective dining hall he visited
daily solely to visit his numerous offspring and descendants,
many of whom he had never met.

He had around fifty children, two thousand grandchildren, and
several dozens of thousands of great- and great-great-grandchil-
dren. His descendants, now scattered around many different
countries and even worlds, could have comprised the population
of a major city in ancient times. Fride did not feel any familial
affection towards his children and grandchildren, as was common
for the people of the past. His family was too numerous for each
of its members to hold a special place in his heart. He loved
them all with an abstract and noble love, one that was
reminiscent of a love for humanity in general.

In the dining hall he was greeted with due ceremony and was
introduced to a still very young man of two hundred fifty: his
grandson Margo, a distinguished astronomer.

Margo had just returned from a twenty-five-year-long absence.
He had been on an expedition to Mars and now spoke with aban-
don about his travels. The Martian population — the mega-
lantropes — had quickly mastered all of the cultural traditions of
earth. They wanted to visit their teachers from earth; however,
their immense height precluded them from fulfilling their wish.
Presently they were setting to work on the construction of two
large air ships.

Fride was distractedly listening to Margo’s tales of Martian
flora and fauna, of its canals and the cyclopic constructions
built by its dwellers. And all of this, described by Margo with
such passion, did not touch him in the least. Three hundred
years ago, he had been among the first to fly to Mars, and had
spent almost seven years there. Later, he made two or three
additional brief excursions to the planet. By now each nook
and cranny of Mars was as familiar to him as those of earth.
However, so as not to offend his grandson by his lack of attention,
he asked:

“Please tell me, my young companion, while on Mars, did you
meet my old friend Levionach? And if so, how is he?”

“I certainly did meet him, our venerable patriarch”, Margo
answered eagerly. “Levionach is busy constructing a tremen-
dous tower as tall as the Elbrus.”

“T knew it, I knew it”, murmured Fride with a mysterious smile.

“I predicted that upon reaching a certain age, all Martians would
be consumed with a passion for tall buildings. And with that, my
dear young companion, I must bid you farewell. I have an impor-
tant task I must hurry to. I wish you all the luck in the world.”

4.

Margarita Anche, a blossoming woman of seven hundred fifty,
and Fride’s current wife, was the president of an amateur philo -
sophical society. Fride's relationship with her was becoming a

nal de fonograma lui Fride, anuntindu- cd vine. Cei doi soti trdiau impreund, dar obisnu-
lau sd se anunte reciproc cind vin, in semn de respect pentru autonomia celuilalt.
Andi si-a ntilnit viitorul sot Tn alcovul tainelor si minunilor — un pavilion fermecator
in care totul era vopsit cu culoare de ultracromolit, a opta in spectru, pe care n-o
cunosteau camenii din vechime, al caror ochi nu era adaptat sa vadd asemenea culori,
Tn acelasi fel in care anterior oamenii primitivi nu cunosteau culoarea verde...
‘Tunica rosie de matase — lunga pina la genunchi, asa Incit sa nu incurce miscdrile —
acoperea usor si liber formele ei bine legate. Parul negru fi cadea in valuri pe spate
si mirosea a parfumuri fine si tandre.

— Sint foarte bucuroasd sa te vad, dragul meu Fride — a zis ea In timp ce 1l saruta
pe buze. Am nevoie de tine pentru o treaba foarte importanta...

—Am Inteles asta cind ai vorbit cu mine la telefonoscop, a raspuns Fride. Recunosc,
m-am mirat atunci sa te vad ardtind cumva misterios... Zi-mi despre ce e vorba?
De ce atfta graba?

— Am vrut, dragul meu — a Zimbit seducator Anci —, poate e vorba de un capriciu,
dar... uneori avem capricii de care ne e foarte greu sd ne lasam... Apropo, unde
petrecem asta-seara Sarbatoarea Nemuririi? Si, dacd mai tii minte, azi se implinesc
exact opt sute trei ani de cind am incheiat contractul de casatorie...

,Hm...", se gindi Fride si raspunse fara mare dorinta:

— Nu stiu! Tncd nu m-am gindit la asta.

— Dar petrecem sdrbdtoarea impreund, nu? — a intrebat Anci cu o usoard fricd in voce.
— Pai da — a rdspuns Fride.

Ca sd acopere sentimentul neplacut ce crestea n interiorul sau, s-a grabit sa mute
discutia pe altd tema:

—n ce consti treaba ta foarte importantd?

— lti spun imediat, dragul meu... M-am gindit s fti fac o surprizi cu ocazia noului
mileniu. Ideea, pe care ti-o zic imediat, ma framintd de cfteva zeci de ani si abia acum
s-a conturat intr-o formd clard.

— Hm-m... Ceva din domeniul pragmatismului irational? — glumi Fride.

— O, nu! — a Zimbit gratios Anci.

—n acest caz poate e vorba de ceva din domeniul politicului? — continua Fride. In
aceasta directie voi, femeile, vreti sd mergeti intotdeauna Tnaintea barbatilor...
Anci a pufnit n rfs.

— Esti un clarvézator minunat, dragule. Da, e vorba de politicd — as vrea sa orga-
nizez o comunitate pentru a efectua o revolutie civica pe Pamint si am nevoie de
ajutorul tau... Tu trebuie sa-mifii aliat in distribuirea ideilor mele. Tie — cu influenta
si legaturile pe care le ai in societate — ti-ar fi foarte usor sa o faci.

— Totul depinde de natura planurilor tale —a raspuns Fride dupa o scurta pauza de
gindire. Nu-ti pot promite nimic fn avans.

Anci s-a intristat putin, dar a continuat:

— ldeea mea consta in nimicirea ultimelor lanturi legislative care mai tin oamenii pe
Pamint. Vreau ca fiecare omin parte sé fie ceea ce n vechime se numea stat, adica
sd fie autonom... Nimeni sa nu mai aibd dreptul sa-i pund omului obligatii...

— Dar oare n realitate este asa? — a ntrebat Fride? Spune-mi, cine si in ce fel limi-
teaza vointa cetatenilor?

Anci s-a aprins:

— Qare legea care limiteaza numarul de copii pe care o femeie 1i poate naste nu
este o imitd? Oare nu este asta o violentd asupra vointei femeii?.. Desigur, voi, barbatii,
nu simtiti in niciun fel povara acestei legi.

— Legea aceasta reiese din necesitati economice, nu?..

—In acest caz ar trebui ca decizia si nu apartina capriciilor si intimplarilor naturii, ci
interventiei constiente a ratiunii... De ce eu ar trebui sa ma las de copilul al trei-
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burden. While still several miles away from her villa, Fride
announced his approach by means of phonogram. Fride and
Anche lived separately in order not to infringe upon each other’s
independence.

Anche greeted her husband in the alcove of mysteries and
miracles — a wondrous pavilion where everything was
illuminated with a soft ultra-chromolite hue, the eighth color
in the spectrum of light. It was unknown to ancient peoples
with their underdeveloped sight, just as green was unknown
to primitive people.

A beautiful silk tunic — cut above the knee in order not to
restrain her movement — gracefully and lightly enveloped her
slender frame. Her loose black hair fell in waves along her back.
An aroma of a subtle and sensuous perfume followed her.

“I am very glad to see you, dear Fride”, she said, kissing her hus-
band on his pronounced, distinctive forehead, which looked as if
it was sculpted out of marble. “I need you for a very important
piece of business.”

“I guessed as much, from our previous telephonoscope conversa-
tion”, responded Fride. “I must confess, I was somewhat sur-
prised by your mysterious look. So, what's the matter? Why such
urgency?”

“I wanted it that way, my dear”, said Anche with a playful smile.
“It may be folly, but sometimes I am visited by desires that I have
difficulty chasing away. By the way, where are we going to cele-
brate the Holiday of Immortality tonight? Also, you might recall,
today is the eighty-third anniversary of our marriage.”

“Oh dear”, thought Fride, and answered reluctantly:

“I dont know! I haven’t thought about that yet.”

“But, certainly, we are going to celebrate together?” asked Anche,
with some anxiety trembling in her voice.

“But of course”, said Fride.

An unpleasant feeling was spreading through him, and for that
reason he hastened to change the topic:

“What is this important business of yours?”

“T'll tell you right away, my dear. I wanted to prepare a surprise for
the new millennium. An idea, that I will acquaint you with, has
been occupying me for several decades, and only now has
acquired a final definition.”

“Hmm, something from the area of irrational pragmatism?” joked
Fride.

“Oh, no!” Anche retorted with a graceful smile.

“In that case, something that has to do with politics?” Fride went
on: "You women are always ahead of men in these respects.”
Anche laughed.

“You are a wonderful oracle, dear. Yes, I am working on organ-
izing a cell to undertake a civil revolution on earth and I need
your help. You must become our ally and help disseminate my
ideas. Given your connections and influence, that won't be dif-
ficult.”

"“All depends on the character of your plans”, countered Fride,
after a short pause. “I cannot promise you anything in advance.”
Anche crossed her eyebrows slightly and continued:

“My idea is to abolish the last remaining legislative chains that
bind the people of earth. Let each given man individually enact
what in ancient times was called the state. Let him or her be
autonomous. No one is to restrict them. Central power is to
have control only over the organization of common wealth.”

“But aren’t things essentially this way already?” contradicted
Fride. “Tell me, how and where is a citizen’s will infringed
upon?”

Anche flared up and continued with passion:

“And what about the law that limits women to having only
thirty children? Is this not a restriction? Is it not a barbarous
violence towards women? It is true that you men do not feel
the burden of this law?”
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zedi si cincilea, al patruzecilea si asa mai departe si sa-I las pe Pamint pe al treize-
cilea?.. S-ar putea ntimpla ca al patruzecilea meu fecior sd fie un geniu, iar al trei-
zecilea doar un mediocru! Cei slabi sd plece de pe fata Pamintului si sd ramind doar
cei puternici si exceptionali. Pamintul trebuie sa fie o adunare a geniilor...

Fride remarca cu rdceala:

— Acestea sint fantezii imposibile care, de altfel, mai sint si vechi —incd acum o sutd
cincizeci de aniin urmd asemenea idei au fost propuse de biologul Madlen... Nu tre-
buie sa rasturndm regulile dovedite a fi cele mai intelepte... intre altele, trebuie s3-ti
zic ca femeile din epocile vechi nu gindeau asa. Ele aveau ceea ce se numeste com-
pasiune maternd: i iubeau mai mutt pe copiii slabi si urfti decit pe cei puternici si fru-
mosi... Nu, refuz sa-tifiu aliat... Mai mutt decht atft, Tn calitate de membru al guvernului,
reprezentant al Consiliului celor o Sutd, voi pune veto asupra intentiilor tale...

— Dar tie, geniu fiind, nu ar trebui sa-ti fie fricd de revolutiil..

—Da...Insa tot ca geniu intrevad acel haos strasnic care se va intimpla cu incepe-
re din momentul cind chestiunea cu privire la distribuirea populatiei se va decide
prin votul liber al cetatenilor. Se va incepe o luptd pentru stapinirea Pamintului atit
de cruntd, Incft va pieri intreaga omenire... E adevarat, oamenii probabil vor muri
in mod inevitabil si din alte motive, de exemplu pentru ca vor fi prinsi intr-un cerc
fard iesire al monotoniei — sfirsi Fride pe o nota ce semdna mai degraba a dialog
cu sine —, dar de ce sd apropiem acel moment fatal?

Anci tacea. Nu se asteptase sa fie refuzatd. Apoi, intorcindu-se in profil spre Fride,
i-a Zis cu ranchiund:

— Fa cum vreil.. Vad, in general, ca in ultima vreme n relatia noastra parcd nu ar
ajunge ceva... Nu stiu, poate o simti ca pe o povara...

— Poate — a raspuns uscat fride. Trebuie sd ne obisnuim dinainte cu ideea cd dra-
gostea nu e vesnicd... In viata mea—tu estia optsprezecea femeie cu care am nche-
iat un contract de casatorie si a noudzeci si doua pe care am iubit-o.

— Pai, sigur! — a rostit Anci (Isi muscase furios buzele si acum pete roz fi aparusera
pe pielea fin-aurie a fetei). Dar voi, barbatii, vreti ca femeile sa va fie fidele pina la
capat si va arogati dreptul de a le insela primii...

Fride a dat din umeri:

— E dreptul celui mai puternic, pe care tu fti construiai teoria cfteva minute fn urma...
Ancitremura de furie, dar s-a stapinit si a rdspuns cu o retinere de care parea mindra:
— Dedi, ne despartim... Ma rog, ce sa-i faci?.. Va urez succes in viitor!

— Vd doresc din suflet acelasi lucru — a raspuns Fride, prefacindu-se ca nu a obser-
vat resentimentul din cuvintele ei.

Unica emotie pe care o fncerca acum era cea a unei oboseli... De treizeci si una
de ori, Intimp ce se despdrtea de o femeie, auzise aceste cuvinte — cu aceeasi expre-
sie a fetei, a vodii si ochilor. ,Cit e de banald chestia asta!... Si cit de obositoare!.."
—se gindi el In timp ce urca intr-un aeroplan elegant ce semana cu o jucdrie.

V.

Tntreaga seard Fride a petrecut-o pe o platforma zburdtoare, la indltimea de cinci
sute de metri, fn compania numeroasd a unor tineri ce venisera cu ocazia refntoar-
cerii lui Margo. Sedeau la o masa rotitoare, a carei parte superioara se misca pe
sine aeriene, aducind si ducind flori, fructe si o bautura excitantd, deosebit de aro-
matd si placuta la gust. Dedesubt Pamintul stralucea impinzit de lumini feerice. Pe
sosele se vedeau masini ale sportivilor — acestia si mai permiteau uneori, din
placere, sa mai foloseasca aceasta metodd veche de deplasare. Lunile electrice care
straluceau fosforic Tmprastiau lumina albastrd calda peste vile, canale si lacuri. De
departe, 1 jocul semiluminilor si semiumbrelor, Pamintul parea prins Tntr-o tesatura
transparenta de argint.
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Installation views of the exhibition
“The First World Exhibition of Interplanetary Spacecrafts and Mechanisms”,
Moscow, 1927

“But isn’t this law born out of economic necessity?"

“Then we have to leave its resolution not to a fluke of nature,
but to the wise intervention of reason. Why should I reject my
thirty-fifth son, the fortieth, and so on, and keep the thirtieth
on earth, when my fortieth son may be a genius, and the thirti-
eth — a pathetic mediocrity! Let only the strong and distin-
guished ones remain on earth, and let the weak ones leave it.
Earth must be an assembly of geniuses.”

“These are improbable fantasies, which are not even new. They
were expressed one hundred fifty years ago by a biologist called
Madlen. We cannot break rules that are wise. By the way, I must
tell you that ancient women did not think the way you do. They
had what is called maternal compassion: they loved the weak
and deformed children more than the strong and beautiful ones.
No, I will not be your ally. More than that, as a member of the
government and a representative of the Council of the Hundred,
I will veto your actions.”

“But you, being a genius, should not be afraid of revolts!”

"Yes. But as a genius I foresee all of the terror that will befall earth
if the question of relocation were decided by citizens’ free will.

Tinerii priveau cu admiratie privelistea ce se deschidea.

Margo, care fusese departe de Pamint in ultimii doudzeci si cinci de ani, era cel mai
captivat...

Margo a intors un dispozitiv mecanic si fotoliul pe care sta s-a ridicat deasupra mesei,
asa Incft putea vedea intreaga adunare:

— Prietenil.. V& propun un toast si un imn In cinstea universului!

— Minunatl.. — au raspuns cu entuziasm comesenii. Un toast si un imn!

in timpul petrecerii se mai cintau uneori si imnuri nationale compuse de compozi-
tori, de patriarhii unor familii. Asa cd, dupd prima propunere, Margo a mai facut una:

# cosmism

This would trigger such a struggle for power on earth that it would
destroy mankind. Although, mankind will unavoidably perish any-
ways, but for other reasons; it will seal itself off in a hermetic cycle
of monotony”, concluded Fride, as if he was talking only to himself.
“But why should we bring the fated moment nearer?”

Anche was silent. She did not at all anticipate a rejection.
Coldly turning her classical profile to Fride, she said woundedly:
“Do as you will! I can’t help noticing that recently something is
amiss in our relationship. I do not know; perhaps it has become
a burden for you.”

“Perhaps”, Fride responded dryly, “one must get accustomed to
the thought that love does not last forever on earth. You are the
eighteenth woman in my life whom I have married and the nine-
ty-second whom I have loved.”

“But of course!” said Anche, angrily biting her lip, pink stains
marring her golden complexion. “But for some reason you hus-
bands demand that your wives remain faithful to you to the end,
and always claim it your prerogative to cheat on her first.”

Fride shrugged: “That's the rule of strength, which you've just
been advocating.”

Anche was trembling with anger, but masterfully took hold of
herself and responded with a proud dignity:

“So we are to part. Well then. I wish you all the best in your
future life.”

“I sincerely wish you the same!” responded Fride, trying not to
acknowledge the bitterness of her words.

His sole feeling was that of a heavy languor. Thirty-one times he
had endured these words from a woman, accompanied by the
same gestures, the same expressions, and the same tone. “How
old all of this is getting! And how trite!” he thought, while getting
into an elegant, toylike airplane.

5.

Fride spent the evening on a flying platform five thousand meters
above earth, with a large group of youth gathered to celebrate
Margo's return. They were seated around a round revolving table,
the top of which would glide on rails of air, bringing and carrying
back flowers, fruit, and stimulating and exciting drinks that were
wondrously aromatic and pleasant to the taste. Down below,
earth was illuminated with beautiful bright lights, the lights of
cars moving down the network of smooth highways — all sports-
men who from time to time indulged in this type of outmoded
transportation. Electric moons, with their phosphorescent light,
were pouring a soft blue onto the gardens, villas, canals, and lakes.
Seen from a distance, with the play of light, its reflections and
half-shadows, earth seemed enveloped by a translucent silver
mesh.

The youth, especially young Margo, who had not seen earth for
twenty-five years, admired the beautiful sight that opened before
them.

Margo turned a mechanical knob, and the chair on which he
was seated rose up on its legs in such a way that everyone could
see him as he spoke.

“Friends! I suggest that we drink a toast in honor of the universe!”
“Excellent!” The gathered guests joined in happily. “A toast
and a hymn!”

During the celebrations people often sang national hymns
composed by the patriarchs of great families. This is why
Margo followed his first suggestion with a second:

“Friends! Since we are honored today by the presence of our
esteemed patriarch Fride at this table, I suggest that we sing his
hymn ‘The Immortal One."”

All eyes were now on Fride. He sat absorbed in his thoughts, and
upon hearing his name, nodded in assent.

Accompanied by a majestic symphonion, clear male and female
voices joined in the hymn, composed in sonorous and bold major



— Prieteni!... Petrecerea noastra de azi e onoratd de prezenta mult respectatului
nostru patriarh Fride. Din acest motiv propun sa cintdm si imnul lui, ,Nemuritorul®.
Privirile tuturor s-au indreptat spre Fride. El sta absent, scufundat in ginduri. Cind
si-a auzit numele doar a dat din cap ca e de acord.

Acompaniate de un simfonion, vocile de barbati si femei au inceput sa cinte imnul:
Binecuvintat este spiritul unic al universului, revdrsat si in fire de nisip si in stele,
Binecuvintatd este atotputernicia, pentru cd ea este izvorul vietii vesnice.
Binecuvintatd este nemurirea care i-a facut pe oameni asemenea dumnezeilor!...
Cintecul solemn al corului parea o rugaciune a cerului, care parea cd se apropia-
se de Pdmint cu tot cu adincimile sale misterioase...

Doar Fride stitea nemiscat, indiferent la cele ce se intimplau in jurul sau...

Cind imnul s-a sfirsit, privirile tuturor s-au indreptat din nou spre el. Unul dintre nepotii
cei mai apropiati de Fride, chimistul Linci, si-a luat inima Tn dinti si -a intrebat:

— Mult stimate patriarh! Ce se intimpld cu Dumneavoastrd? Chiar nu vreti sd vd aldtu-
rati la interpretarea imnului Dumneavoastra preferat?

Fride a ridicat capul... Tt se gindi cd nu trebuie sa le strice tinerilor petrecerea cu
indoieli, dar apoi se hotdri sd vorbeasca cu ei pe sleau — oricum vor trai aceleasi
sentimente ca si el, mai devreme sau mai tirziu.

Siazis:

— Acest imn constituie rdtdcirea cea mai mare a mintii mele... Atotputernicia si nemu-
rirea nu meritd sa fie binecuvintate, ci din contrd, trebuie blestemate... Blestema-
te sa fie!

Toatd lumea s-a ntors miratd cdtre patriarh. El a ficut o pauza, i-a cuprins pe toti
intr-o privire plind de tristete profunda si a continuat:

— Viata vesnicd este un chin insuportabil.... Toate lucrurile se repeta in lume — aceas-
ta este legea cruntd a naturii... Lumi intregi apar haotic din materie, se aprind, se
sting, se ciocnesc, se pulverizeaza si apoi apar din nou. Si asa la nesfirsit... Se repeta
gindurile, sentimentele, dorintele, faptele si chiar ideea cd toate se repeta vine in
minte pentru a mia cara... E groaznic.

Fride si-a strins capul in palme. | se parea ca innebuneste...

Peste o clipa, vorbi din nou, tare si sever de parca ar fi chemat pe cineva la duel:
— Ce tragedie mare a destinului uman — sa obtii puterea lui Dumnezeu si sa te trans-
formi intr-un automat care se repetd pe sine cu exactitatea unui mecanism de cea-
sornic!.. S stii dinainte ce face martianul Levionah sau ce va spune femeia iubitd!...
Un corp vesnic viu ce adaposteste un spirit vesnic mort, rece si indiferent ca un
soare stins!..

Nimeni dintre cei prezenti nu stia ce sd raspunda. Doar chimistul, dupa ce si-a reve-
nit din socul prilejuit de discursul lui Fride, a indrdznit sd-i zicd:

— lubite Tnvatator, cred ca stiu o rezolvare a acestei probleme. Gindeste-te ce s-ar
intimpla daca am reusi sd relnnoim o particica din creier; sa ne recredm pe noiinsine,
sa renastem!

—Nu e o rezolvare — rise amar Fride. Chiar daca o asemenea renastere ar fi posi-
bild, aceasta ar fnsemna cd prezentul meu, ,eul” meu care existd acum, cu toate
gindurile, sentimentele si dorintele sale, va disparea fara urma... in locul meu va gindi
si va simti aftcineva, un strain pe care nu-I cunosc. in Antichitate, camenii compu-
neau povesti n care ziceau ca sufletul omului intrd, dupa moartea acestuia, in alte
fiinte, uitihd complet de viata sa anterioard. Prin ce se va deosebi fiinta mea rein-
noita si renascutd de mortile si relnnoirile din povestile acelor primitivi? Prin nimic...
Si oare, n acest caz, ar fi avut nevoie umanitatea de un geniu care, dupa ce va fi
atins nemurirea, sa se intoarca la vechea problema a mortii?..

Fride si-a intrerupt pe neasteptate replica, s-a retras spre peron si le-a facut un semn
de adio comesenilor:
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tones. The hymn consisted of eight-line stanzas, each concluding
with these words:

Blessed is the one soul of the universe, Spread around grains of
sand and stars, Blessed is omnipotence, since it is

The source of eternal life.

Blessed is immortality, which made people like gods!

The sound of this magnificent chorus soared above and seemed
to be simultaneously a prayer and an exalted breath of the sky
itself, bringing its mysterious blue depth closer to earth.

Only Fride sat there, indifferent to all that was happening
around him.

When the singing was over, everyone regarded him again. One
of his more or less close grandsons, the chemist Lynch, took it
upon himself to break the silence:

“Venerable patriarch! What is the matter with you? You are not
joining us in the singing of your hymn.”

Fride lifted his head. For an instant he thought that he shouldn’t
mar the young crowd'’s happiness with his doubts; however, this
thought was immediately replaced by another: sooner or later
they all will inevitably experience the same thing as him.

And Fride said:

“This hymn is the greatest error my mind has committed. Omni-
potence and immortality deserve curses, not praise. Yes, let them
be damned!”

Everyone turned to the patriarch in amazement. He paused, looking
at his audience with an expression of deep suffering and torment:
“Eternal life is an unbearable torture. Everything in this life is
repeated; such is the cruel law of nature. Entire worlds are creat-
ed out of chaotic matter, ignite, fade away, collide with others,
get pulverized into dust, and then are formed anew. And so it
goes on like this without end. Our thoughts, feelings, desires,
actions, all get repeated, even the very idea that ‘everything
repeats itself’ returns to my mind for the thousandth time. This
is intolerable!”

Fride held his head in his hands. It seemed to him that he was
going mad.

They all stood astonished by his words.

A moment later Fride spoke again, loudly and sternly, as if chal-
lenging somebody to a battle:

“What a great tragedy human life is — to receive power from God
just to transform into an automaton that repeats itself with the
precision of a mechanical clock! To know in advance what the
Martian Levionach will do or what your beloved woman will say!
An eternally living body joined to an eternally dead spirit, cold
and indifferent, like an extinguished sun!”

No one knew how to respond. Only the chemist Lynch, having
come to his senses after the initial shock of Fride’s speech,
addressed him:

“Dear teacher! It seems to me that there is a way out of this situa-
tion. What if we were to resurrect the cells of the brain and recre-
ate ourselves, to achieve reincarnation!”

“This is not a solution”, scowled Fride bitterly. “If such resurrec-
tion is possible, it would only mean that the present, currently
existing 'I' with all of my thoughts, feelings, and desires, would
disappear without a trace. Someone else, unknown and alien to
me, would go on thinking and feeling in my stead. In antiquity
people composed fables about a man’s soul, after death, entering
another being and forgetting about his previous life. How would
my renewed and resurrected state be different from such primi-
tive beliefs about death and reincarnation? In no way at all.
Should humanity have used its genius to gain immortality simply
to return to the problem of death?”

Fride abruptly fell silent, rolled his chair towards the end of
the platform and, as he waved goodbye, added:

“Forgive me, my friends, for leaving you. I regret to see that I
ruined your good time with my speech.”

—Mdiertati, prieteni, cd va las... Constat cu tristete cd vorbele mele au stricat vese-
lia mesei voastre...

Era dejain aeroplan si se pregdtea sd plece pe Pdmint cind a strigat:

— Doar moartea poate sa sfirseasca chinurile sufletuluil..

Acest strigat bizar i-a uimit pe toti si a nascut in sufletele lor presimtirea unei neno-
rociri care urma sa vina... Margo, Lindi si ceilalti si-au mutat scaunele spre peron
si au privit indelungat cum aeroplanul lui Fride se legana in Tntunericul noptii, lasind
mici sclipiri de focuri albastre.

VI.

Fride hotarise cd se va sinucide, dar nu stia cum sa aleaga un mod de a muri. Medi-
cina contemporana lui poseda deja medicamente cu ajutorul carora puteau fi
relnviate cadavre si reficute anumite parti ale corpului uman. I acest fel, toate meto-
dele vechi de sinucidere — cianura de kaliu, morfina, monoxidul de carbon, stric-
nina — erau inutile.

Se putea sfarima Tn milioane de bucatele cu ajutorul vreunui exploziv, putea lua o
corabie aeriand si sa se ciocneasca de vreun satelit al unei planete... Fride insa a hotarft
sa-si dea foc in forma cea mai barbara — pe rug, chiar daca tehnologiile vremii sale
permiteau, cu ajutorul radiului, sa fie arse cantitdti masive de materie intr-o clipitd.
— Moartea pe rug! Cel putin va fi frumoasa...

Odatd decis n privinta felului de a muri, Fride s-a apucat sd-si scrie testamentul:
I cei o mie de ani pe care i-am trait am ajuns la concluzia ca viata vesnica pe Pamint
nu este attceva decit un sir inevitabil de repetitii care sint cu atft mai greu de supor-
tat pentru un geniu, a carui fiintd e ntr-o eterna cautare de noutate. E una dintre
antinomiile naturii. O rezolv prin sinucidere”.

Aaprins rugul in alcovul tainelor si minunilor. S-a legat cu lanturi de un stilp de fontd
in jurul cdruia a pus material combustibil.

Afncercat sa cuprinda cu gindul ceea ce lasa pe Pamint.

Nicio dorintd si niciun atasament! Din contra, se simtea urmarit de o singuratate
cruntd, de care nici anticii nu aveau inchipuire... Pe atunci — in vremurile vechi —
se simteau singuri pentru ca nu gaseau printre semeni raspunsurile la cautarile sufle-
tului. Acum singuratatea se intimpla pentru ca sufletul nu mai cautd, nu mai poate
cauta, a murit...

Fride parasea Pamintul fard remuscari.

Tn ultimele clipe si-a amintit de mitul lui Prometeu si s-a gindit:

,Prometeu a dobindit cindva focul si i-a condus astfel pe cameni spre nemurire.
Fie ca acest foc sa dea oamenilor nemuritori ceea ce le-a prescris natura nteleapta:
moartea si renasterea sufletului in materia care traieste vesnic”.

Exact la miezul noptii, focuri de artificii anuntau venirea celui de-al doilea mileniu
al nemuririi umane. Fride a apasat butonul electric, a aprins fitilul si rugul s-a aprins.
O durere strasnica, despre care pastra amintiri vagi din copildrie, i-a umplut cor-
pul. S-a Incordat pentru a se elibera, dar lantul de metal 1l tinea strins... Alcovul s-a
umplut de un strigdt neomenesc.

lar fldcdrile focului muscau din corp sisfind:

— Totul se repetd!

(1914)

Traducere din limba rusd de Vitalie Sprinceand
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Already getting ready to fly back to earth, Fride shouted from his
airplane:

“One way or another, only death can put an end to the torments
of the spirit!”

These perplexing last words shook everyone and cast on their
spirits a vague premonition of some impending tragedy. Margo,
Lynch, and the rest all rolled their chairs to the edge of the plat-
form and, for a long time, anxiously followed the movement of
Fride’s airplane, its glowing blue lights gliding through the vast
expanse of the night.

6.

Fride decided to commit suicide — however, he faced the difficul-
ty of choosing an exact method for dying. Contemporary medicine
was capable of reviving corpses and restoring individual body
parts. All of the ancient means of killing oneself — cyanide, mor-
phine, carbon monoxide, strychnine — were of no use.

He could have blown himself up or flown into space to become

a satellite of some planet. However, Fride chose self-immolation,
and moreover, self-immolation in its ancient barbarian form

— being burned at the stake, although the technology of his time
allowed for near-instantaneous combustion of large masses of
material with the use of radium.

“To burn at the stake! At the very least, it will be beautiful.”
He wrote his will:

“After one thousand years of my existence I have come to the
conclusion that life on earth is a cycle of repetitions, especially
intolerable for a man of genius, whose entire being yearns for
innovation. This is one of nature’s antinomies. I resolve it with
suicide.”

He built a pyre in the alcove of mysteries. He bound himself with
chains to an iron pole, around which he piled up kindling.
Mentally, he surveyed all that he was leaving behind on earth.
Not one desire, not a single attachment was he able to seize
on! A terrible loneliness pursued him, a kind of loneliness the
ancients could never have imagined. Back then, in the old
times, people were lonely because of their inability to discover
in others what their spirit yearned for. Now loneliness came
for the spirit that no longer searched for anything, in fact could
not search for anything; it had itself become dead.

Fride was departing earth with no regrets.

One last time he remembered the myth of Prometheus and
thought:

“Divine Prometheus has stolen fire and led people to immortality.
Let this fire grant the immortal people what wise nature had
intended for them: death and the renewal of spirit in eternally
living matter.”

At midnight the explosion of fireworks marked the arrival of the
second millennium of human immortality. Fride pressed an elec-
tronic button, which lit the fuse, and the pyre went up in flames.
Terrible pain, of which he had some vague childhood recollection,
disfigured his face. He frantically struggled to pull himself free,
and an inhuman scream resounded in the alcove.

But the iron chains held him firmly. Tongues of fire twisted around
his body hissing:

— “Everything repeats itself!”

(1914)

Translated from Russian by Anastasiya Osipova



Fragment din cartea Stapinirea timpului*
Valerian Muraviov

La o prima vedere, afirmatia cd arta, aceasta cea mai libera dintre formele de acti-
vitate ale omului, ar trebuie sa se supuna unor canoane va parea paradoxald. Dar
aceste canoane, aidoma legilor stiintifice, apar din insesi adincurile artei. Oare
dominatia unui curent nu inseamna exact instaurarea unor asemenea legi? In cea
mai inferioara sferd a culturii —n cea a costumatiei, a hainelor casnice, a obiceiu-
rilor —, aceste legi functioneaza sub forma obiectelor de uz curent, ritualuri, traditii
simodi. In sfera superioard, dominatia se manifestd sub forma asa-ziselor stiluri in
arta epocii. Aceste consideratii generale cu privire la artd ar trebui sa fie acceptate
nu doar tactt, ci sé fie recunoscute si ocrotite de o institutie speciala — Consiliul Artis-
tic Superior. Acest Consiliu e necesar pentru transformarea n actiune colectiva a
acelei bogitii de imagini pe care o creeazi arta. Impotriva canoanelor oficiale ale
artei se rascoald noile curente artistice, dar pind cind aceste noi curente nu devin
la rindul lor dominante, necesitatea unitatii actiunii umane cere ca fiecare epoca sa
aib3 un ideal artistic definit si unic. n acest caz e nevoie ca ntre acest ideal artistic
si idealul cunoasterii sa existe o legdtura. |dealul artistic trebuie sa-l exprime pe cel
al cunoasterii intr-o forma figurativd. Opera de arta trebuie sa completeze ceea ce
nu poate spune limba limitatd a gindirii si experientei. Astdzi un artist este mare doar
pentru cd exprima relatia cu lumea a epocii sale si poartd cultura inainte, spre noi
perfectiuni ce se dezvolta din aceasts relatie cu lumea. Ins3 astizi artistul nu poate
sti ce uz va avea ideea sau imaginea creatd de el si dacd in genere acestea vor afec-
ta in vreun fel viata. In aceastd situatie, artistii st motivati si se comporte Tntr-un
mod iresponsabil, ceea ce duce la nerusinare, la supraincarcarea cutturii cu exprimari
ne-gindite si ne-simtite. Daca se va merge pe forma de organizare a artei sugerata
de mine, adica cu monitorizarea din partea acelui Consiliu, fiecare opera de arta
va avea in vedere o oarecare infaptuire a idealurilor ce le contine. in acest fel opera
de artd va putea fi judecatd nu doar din punctul de vedere al esteticii, ci si din punc-
tul de vedere al importantei sale ca factor de transformare reald a lumii si depasire
a timpului. Aceasta ar trebui sa conduca la situatia in care arta isi va dezvolta si mai
mult aspectul sau de a prevedea viitorul pe care 1l are deja astazi. Fiecare opera de
artd ar trebui sa fie deopotriva si o actiune ce stabileste proiectele viitorului si in acest
fel prefigureaza pentru actiunile ulterioare depasirea reald a timpului. Poetul polo-
nez Mickiewicz spunea ca va veni o vreme cind vor fi acoperiti cu rusine toti cei
care vor vorbi despre altceva decit lucrurile pe care le-au trait cu adevarat. Gindi-
torul francez Saint-Martin compara creatia artisticd cu o minune si exprima ideea
conform careia ar trebui sa-i fie permis sd creeze doar celui/celei care este in stare
de o asemenea minune, adica o opera de arta care sa-i aduca lumii o noua reve-
latie. Organizarea artei va fi deci organizarea acestei actiuni profetice.

Apare Intrebarea fireascd: oare un asemenea sistem nu ar limita posibilitatile unor
genuri necesare de artd precum arta liricd, cea intima sau expresiile exagerate ale
individualismului amoral — ce nu pot, prin natura lor, sa fie incluse in ordinea gene-

* Fragment din OBriajieHyie BpeMeHeM Kak OCHOBHAsI 3ajiaua OpraHusaiyu Tpysia [Stapinirea timpului ca misiu-
ne principald a organizdrii muncii], parte din lucrarea OBnazeHue Bpemenem. M36pannsle punocodekue
n nyGnmpcTiyeckne npownssesienus [Stapinirea timpului. Scrieri filosofice si publiciste alese], Editura Ros-
pen, 1998. Initial publicat aproximativ in 1924.

VALERIAN MURAVIOV (1885-1932), filosof si politician rus, membru al cercului onomatodoxistilor, redac-
tor al publicatiei Institutului Central al Muncii din Moscova.
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THE CONQUEST OF TIME (A Short Extras)*
Valerian Muraviev

At first sight it appears monstrous to assert that art, this freest of all
the free manifestations of human activity, should submit to dogmatic
tenets. But, just as in the case of science, these dogmas are nothing
other than tendencies that are rooted in the deepest depths of art
itself. What is the dominance of one or another movement, if not the
establishment of a dogma? Even today, in the lower reaches of art,

in the province of clothing, household matters and manners, such dog-
mas are dominant in the form of customs, daily routine, rituals and
generally accepted fashion. A particular epoch'’s so-called style in art
is established in art’s higher reaches. And these general rules for art
must not only be implicitly acknowledged, they must be recognised
by a special body — the Supreme Artistic Council. The latter is essential
for translating the wealth of images that is created by art into col-
lective action. New tendencies can rebel and struggle against official
dogmas as much as they like, but until they, in their turn, become
dominant, the indispensable unity of mankind’s action requires that
it be provided with a unitary, specific artistic ideal of the age. And
here, of course, there must be a link between this ideal and the ideal
of knowledge. The former must express the latter in the form of
images. A work of art must add in what the limited language of
thought and experiment cannot say. Even now an artist is only great
to the extent that he expresses his era’s worldview and propels cul-
ture forwards, towards new accomplishments that spring from this
worldview. But at the present time the artist does not know what use
will be made of his idea or image, or even if they will be factors in
the action of life at all. This gives rise to pernicious irresponsibility on
the part of artists, which often leads to downright unscrupulousness,
to culture being cluttered with inadequately thought-out statements,
representing only shallow experienced realities. But under the
organisation of art indicated here, each work of artistic creation will
be mindful of how it facilitates the implementation of the principles
that it proclaims. It will be judged, not only from the viewpoint of
aesthetics, but also from the viewpoint of its significance as a real
factor in the transformation of the world and the conquest of time.
This must lead to a situation in which art will significantly develop
the gift of prescience that is already inherent in it. Every work
produced by art must at the same time be an action that affirms
projects for the future, while simultaneously symbolically prescribing
the real conquest of time as the goal of future action. The Polish poet
Mickiewicz says that the time will come when anyone who does not
speak of things that he has actually experienced will be held up to
shame.

The French thinker Saint-Martin identifies artistic creation with a
miracle and expresses the idea that a person should only be allowed
to create if he or she can work this miracle, i.e. if the world receives
new revelations through him or her. The organisation of art will be
the organisation of this prophetic activity.

This, however, begs the question of whether such a system will entail
limitations on the potential scope of many valuable forms of art which
cannot, by their very character, be included in such a general trend:

* Fragment from OBuiajieniie BpeMeHeM Kak OCHOBHas 3aj1a4a OpraHu3atiin
Tpysa (The conquest of time as the main mission of work organization),
part of the work Osuajierye Bpemetiem. FI30patHbie (rocodekie u
nyGmpcTiyeckie nponsseenst (The conquest of time: Chosen philoso-
phy and journalism works), Rospen Publishing House, 1998. Initially pub-
lished around 1924.

VALERIAN MURAVIEV (1885-1932) was a Russian philosopher and
politician, member of the onomatodoxy circle, editor of the journal of
the Central Institute of Labour in Moscow.

rala? Nu se vor micsora oare diversitatea si bogatia de exprimari artistice din cauza
necesitdtii de a le fncadra n cadrele rigide ale formelor si continuturilor prestabili-
te? In realitate, acest pericol este inldturat de chiar faptul ca organizarea artei nu vizeazd
directiile si curentele ce stau in afara ei. Aceasta organizeazd si sindicalizeazd doar
ceea ce este capabil sd participe la aceasta sintezd creativa. Celelalte genuri artisti-
ce se pot dezvolta si nflori in afara acestui curent formativ sau pot sa-si creeze pro-
priile lor conexiuni si noduri. Totusi chiar si acum lucrurile mari in arta se fac, n
majoritatea lor, In afara acestor genuri periferice. Ca sa folosesc o analogie: aces-
te genuri periferice sint niste pavilioane colorate intimplatoare ce stau aldturi de edi-
ficile maiestoase ale catedralelor gotice. Nu e mare problema ca aceste pavilioane
exista: ele pot sta sin continuare, mai ales daca se gasesc si oameni ce-si cauta impli-
nirea si placerea in ele. Marile curente artistice ale omenirii trec deja pe finga ele.
Scopul procesului de organizare a artei e constructia unui edificiu si mai mare, n
care ar incapea intreaga omenire.

I acest fel, misiunea artei e s ofere camenilor un proiect artistic al viitoarei trans-
formdri a lumii. De la reprezentarea lumii asa cum este aceasta, arta trebuie sa treacd
la reprezentarea lumii viitoare in felul in care aceasta trebuie sa se organizeze. Ast-
fel vedem Tn exprimarea cea mai pura rolul profetic al artei si functia ei de instru-
ment de depasire a timpului.

O arta organizatd astfel va inceta sa mai fie o schitd simplistd de retele si cercurin
care s-au inchis anumiti artisti si cercurile lor si va deveni un tablou complex al vii-
torului, Tn fapt un tablou ce va chema la viata acest viitor. Atunci se va schimba si
sensul cuvintului ,creatie”. Tn locul sensului simbolic, pe carell are astdzi, si care rezidd
in constructia de reprezentari moarte ale unor obiecte, arta va crea imagini si figuri
vii care se vor exprima fn lucruri vii.

Arta vafiin stare sa creeze un lucru si sa-l transforme in fiintd vie, transformind pro-
ductia n genetica. Ea 1i va inspira pe oameni spre actiuni colective adevarate.
Marile opere de arta au actionat intotdeauna in acest sens, producind actiuni
colective creatoare. Asa au fost mai devreme arhitectura, pictura bisericeasca, muzi-
ca si dansurile ritualice. Aceste achizitii culturale antice si medievale nu ne sint, n
mod evident, suficiente astdzi. Avem nevoie de creatii de amploare, capabile sa
cuprindd mase mai mari de oameni — conforme cu nivelul actual de dezvoltare al
instrumentelor de comunicare in masa si cu capacitatea oamenilor de a retine, prin
intermediul tehnicii, mai multe continuturi. Avem nevoie de imaginea liniilor gene-
rale ale miscarilor viitoare ale fiintelor vii, de ritmul dinamic al orizonturilor care se
schimbd pe masura ce actiunea se intimpld. E nevoie sa fie unit constructivismul cu
cinematograful pentru a da nastere astfel unui constructivism dinamic. E nevoie de
imagini miscatoare de dimensiuni foarte mari — de kilometri ntregi — care ar largi
orizonturile oamenilor prin intermediul reprezentarilor. Aceste imagini grandioa-
se ar deschide, prin puterea intuttiei si adevdrului artistic, formele adevarate de culoa-
re, lumind si contururi ale lumii care ne sint inaccesibile din cauza limitarii noastre.
Trebuie sd iesim din lumea umana, trebuie sa vedem alte forme ale vietii in lume,
mai profunde si mai complexe Tn contextul lor, Tn jocul extraordinar al miscarilor
schimbdtoare. Ar trebui sa gdsim un mod prin care sd combindm Tnvelisul fermecator
al electronului cu orizontul omului si cu orizontul Caii-Lactee (ca find lucrul cel mai
mare cunoscut noud). Trebuie sa ne teleportam concomitent n lumile inferioare
siin lumile superioare si sd desenam toate astea ca find forme generale. T acelasi
timp, acest proces trebui sa fie o stihie vie a Intregii vieti, nu doar o pasiune a vreu-
nui individ sau a vreunei alte fiinte. in mod cert, un asemenea gen de picturd ar tre-
bui unit cu muzica si in acest sens cautdrile lui Skriabin merg in directia corecta. Dar
scara picturii nu ar trebui n niciun caz sa fie de salon sau de concert. Arta trebuie
sd iasa in spatiul public, in piete, in mase si sd efectueze proiectarea/desenarea tablou-
rilor pe nori, sd stapineasca si sa utilizeze ca un ecran sau ca o pinza intreg cerul
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such are certain forms of lyrical and intimate art and expressions of
extreme, sometimes even immoral individualism. Will the variety and
wealth of the manifestations of art not be reduced in general as a
consequence of the need to set them on a Procrustean bed of estab-
lished forms and types of content? In reality, however, this danger is
eliminated by the fact that the organisation of art does not seek to
encroach in any way on movements that stand outside its limits.

It organizes or syndicates only that which is capable of participating
in this potent synthesis. Other forms can continue to develop and
flourish outside this formative current, or even form their own combi -
nations. After all, even now, for the most part, what is great in art is
not found in these secondary currents. They are, so to speak,
incidental, brightly painted pavilions, standing alongside the
sublime edifice of the Gothic cathedrals. Let these pavilions exist,
and let people huddle together and shelter in them, if they find sat-
isfaction in doing so. The primary currents of mankind are already
flowing past them. The goal of organisation is to erect an even larger
edifice, which can accommodate all of mankind and the entire
world.

Thus, the task of art is to provide people with an artistic blueprint of
the transformed world of the future. Art must move on from the rep-
resentation of life as it is to the representation of life in the future, in
the form that it must assume. This will be an expression of art's gift
of insight and its role as an instrument for the conquest of time.

Art operating in this way will cease to be a matter of simply decorat-
ing the grids of dead-ends and cages into which various individuals
and their little groups have shut themselves, and will become a rep-
resentation of the future that also brings that future to life. Then the
meaning of the words ‘artistic creation’ will change. Instead of the
merely symbolic significance of creating images that are captured in
the form of dead likenesses on objects, art will produce living images,
embodied in living things.

Art will be capable of creating a self-contained thing and transform-
ing it into a living creature, of transforming production into genetics.
At the same time it will inspire people to genuine accomplishments
on a mass scale. Great works of art have always had this kind of effect,
generating creative collective movements. This is the way that archi-
tecture, painting on the walls of temples, and ritual music and danc-
ing used to be. Of course, these ancient and mediaeval achievements
are no longer adequate for us. What is needed is a grand scale that
includes the broad masses and corresponds to modern means of
communication and travel, as well as the ability of human beings
using technology to apprehend far more content in a single sitting
than previously. What is needed is an image of the general lines of
the forthcoming movements of living creatures, the rhythm of hori-
zons changing accordingly as the scale of action increases. The union
of constructivism with the cinema, or dynamic constructivism, is an
essential requirement. We need moving pictures on an immense
scale of many versts, which will expand people’s horizons through
the force of their pictorial devices, and reveal, through the power of
artistic intuition, with all its inscrutable mystery, but simultaneously
with the precision of artistic truth, the light and colour and contours
of the world's forms that are concealed from us by our own limita-
tions. In this respect, what is required is to move beyond a world
that is exclusively human and to comprehend the more profound
and all-encompassing forms of universal life in the astounding, shift-
ing pattern of their movements. We need somehow to fuse the
colourful milieu of the electron with man’s scope of outlook and the
scope of outlook of the Milky Way, as the largest entity that is known
to us empirically. We need to move simultaneously into the worlds of
the lowest and highest levels and depict all this in its general forms.
At the same time, this must be a living element, the element of all of
life, unlimited by the human individual or the particular species of a
living creature. It is obvious that pictorial art of this kind must incor-
porate music, and in this respect Scriabin’s searches indicate the
right path to follow. Except that the scale of the music, as pictorial
art, must not be that of the salon, or even of the concert hall. Art
must move out into the public square, to the masses of the people,
pictures must be moved to the clouds, the entire visible sky must be



vizibil. Pe acest ecran imens ar trebui sa apard imagini si viziuni ce pot captiva imagi-
natia omului. Aceste imagini si figuri ar trebui sa evite imaginile vechi, antropomor-
fice si sd prezinte mai ales prevestiri si proiecte de constructii cosmice. lar muzica
ar trebui sa corespunda acestor viziuni si imagini. Ea trebuie sa iasa din ritmurile mici
ale pieselor partiale, inchise in sine, si sa gaseasca ritmul comun si unic, intermina-
bil si etern precum eterna este actiunea cosmica. La fel cum noua pictura ar tre-
bui sd renasca vechile imagini si sa le dea un sens nou, noua muzica ar trebui sa
creeze o muzica adevdratd a sferelor. Sunetul muzicii umane trebuie sa rasune n
spatiile cosmice si sd ajunga la stelele indepartate. fn aceastd muzica, tonul mate-
matic pitagoreic al lucrurilor ar trebui sd sune ca o melodie generala si muzica ar
trebui sa ne indrepte spre acest ton, sa ne inspire actiunile din el. Acest ritm ar tre-
bui sa miste si sa-i facd parte a miscarii cosmice nu doar pe oamenii individuali, ci
si masele umane Tn general. Ritmul trebuie sa inspire masele ca si cum le-ar da aripi,
sd le atragd Tn miscarea colectivd, in anticiparea unui dans cosmic productiv. Si muzi-
ca, si acest dans util ar trebui sa-si extindd nemarginit amplitudinea pentru a deveni,
ca odinioard, artd sacrd. Totusi, spre deosebire de vechile ritualuri si ceremonii reli-
gioase, noile miscari ar trebui sa aiba caracter de masa si sd se Intimple in afara
locaselor sfinte. Ele ar trebui sa puna nceputurile unei slujiri cosmice, iar ritualuri-
le padmintesti ar trebui sa serveasca drept model pentru ritualurile universale. Aceas-
td actiune armonioasa ar trebui sa creeze de la sine un scop comun pentru toate
fiintele vii. Astfel, inceputurile cuprinse Tn ritualurile din biserici, pe de o parte, sin
cintecele de chef burldcesc, pe de altd parte, ar trebui sd se uneasca ntr-un zel pro-
ductiv cu caracter de masa al fiintelor ce recreeaza lumea.

Acelasi lucru trebuie spus despre arhitecturd. Acest gen de arta se afld acum intr-un
stadiu avansat de degenerare. Arhitectura trebuie sa-si reaminteascd misiunea sa
originara si legdtura sa cu ideea constructiei cosmice, dar si sd recupereze sinteza
ntre constructia umana si constructia cosmica, realizate anterior ca zidire a Lumii
(sub forma constructiei Templului lui Solomon). La Bacon, aceasta constructie
semnificd si transformarea sociald. Adicd, constructia de cladiri trebuie sa fie legata
de constructia societdtii si de constructia lumii. Din aceasta decurge nevoia de refor-
mare a arhitecturii: practica arhitecturald contemporand construieste colivii, mici apar-
tamente private ce incuie Tn sine actiunea umana si 1i limiteaza interesul la micile
interese personale si la caminul familial-culinar, Tn loc sa continue munca Tnceputa
de arhitectura veche si medievala — de a-| scoate pe om, prin intermediul constructii-
lor aranjate intr-un anume fel, din cercul sdu domestic ingust spre o lume mai larga,
initial spre cea sociald, apoi spre cea cosmica. I fapt, arhitectura ar trebui sa miste
cadrele dladirilor; sa amestece viata domestica cu munca auditoriilor; muzeelor, obser-
vatoarelor, statilor meteorologice, laboratoarelor, sa creeze centre arhitecturale
care ar stimula actiunea colectiva umana, sa schimbe istoria si conditiile fizice ale
vietii si sa pregateasca viata pentru participare la transformarile cosmice. Idealul arhi-
tectural ar trebui sa urmareascd constructia unor castele si cetati, mai masive si gran-
dioase decit cele din Antichitate, care ar avea scopul de a apdra omenirea. De data
aceasta fnsd, castelele nu trebuie sd apere omenirea de alte armate umane sau de
invazii ale barbarilor, cisd o protejeze de actiunea dusmanoasa a fortelor oarbe ale
naturii si mai ales de moarte.

Un model de asemenea constructii militare si orase-cetati este dat, in pdminturi-
le rusesti, de kremlinuri si mai ales de Kremlinul din Moscova. Acolo, n jurul mor-
mintelor strdmosilor, trebuie construite cladiri ce ar ocupa pozitii de avangardd n
noul razboi cosmic: muzee pentru pastrarea unor exemplare ale performantelor
trecute, sub forma unor depozite de scrieri si simboluri gata oricind sa fie refnvia-
te. Aldturi de ele trebuie amenajate laboratoare si ateliere stiintifice pentru efectua-
rea unor lucrari mici, antene meteorologice pentru controlul vremii — atit de
necesar agriculturii, observatoare astronomice pentru controlul actiunilor astrono-
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taken over for a screen or canvas, on which the visions that populat-
ed the artist’s imagination must appear. But these must not be
images and prototypes of images in the old anthropomorphic sense,
but portents or blueprints for cosmic structures. And the music must
correspond to these visions. It must leave behind the small rhythms
of fragmentary pieces that are complete in themselves and discover
an all-encompassing, universal, rhythm that never ends, since cosmic
activity has no ending. And like the new pictorial art, it must revive
ancient visions, giving them a new meaning, the music must create
a genuine music of the spheres. The sound of human music will ring
out in the vastness of cosmic space, reaching the distant stars. As its
general melody, this music must include in its strains the basic Pytha-
gorean mathematical tone of things, and it must connect our actions
with it, enlivening them with it. This rhythm must move not only
human individuals, but the masses of mankind, making them partici-
pants in the movement of the cosmos. It must raise them up, give
them wings, as it were, draw them into the collective movement, to
the starting point of the prolific cosmic dance. And both the music
and this salutary dance must expand their scope beyond all measure
and once again become sacred art, as they previously were, but
unlike the previous ceremonies and rites, these movements must be
outside the temple, they must involve the masses. They must serve
as the embryo of cosmic devotions, and earthly rituals must be the
beginning of universal, cosmic rituals. Thus this harmonious move-
ment must create out of itself the common cause of living creatures.
Thus the embryos confined, on the one hand, in church ritual and,
on the other, in the barge-haulers’ work song, must fuse in the pro-
ductive mass rejoicing of living creatures re-creating the world.

The same thing must be said about architecture. At the present time
this art has degenerated. It must recall its former tasks, the connec-
tion between architecture and the idea of cosmic construction, the
synthesis of which inspired historical Freemasonry, which down the
ages built the edifice of the World in the guise of the Temple of
Solomon. For Bacon this temple also presages social transformation.
Thus the construction of buildings must be linked to the construction
of society and the construction of the world. It follows from this that
architecture must be reformed: instead of arranging a building in an
appropriate manner, in order to lead man out of his narrow, domes-
tic, everyday life into a broader life, initially communal life and then,
later, cosmic life, a process for which the foundations for which were
laid by majestic ancient and mediaeval edifices, modern architec-
ture, on the contrary, builds little cages, private apartments that pen
human action within them, limiting it to the interests of the little
individual and the family hearth and home. In reality architecture
should open up the confines of buildings, fuse domestic life with the
activities of auditoriums, museums, observatories, meteorological
stations and laboratories, create architectural centres of mass human
activity that change history and the physical conditions of life, in
anticipation of its participation in astronomical transformations.

And the architectural ideal should be the construction of fortresses
and castles, more majestic than in ancient times, but with the objec-
tive of providing defence, not against human armies or invasions by
nomads, but against the malicious, hostile actions of the blind forces
of nature and, above all, of death.

An exemplar of all-encompassing military edifices of this kind, of
fortress cities, has been given in the construction of the Russian
kremlins, and above all of the Moscow Kremlin. There, around the
remains of our fathers, buildings must be erected which are, so to
speak, the advance positions in the new cosmic war: museums to
preserve all examples of past accomplishments in the form of the
written records and symbols necessary for resurrection. And beside
them, laboratories and scientific workshops for carrying out small-
scale work, meteorological towers for regulating the weather — essen-
tial for farming — observatories for regulating astronomical influences,
and, finally, extensive public buildings — temples gradually merging
into vast open squares for mass gatherings of all the people. These
squares must be connected directly by parks with all the cities of the
future, grouped around their own kremlins, but from these centres
the streets must run out deep into the fields and forests, so that the

mice, incdperi publice de dimensiuni foarte mari — temple care vor trece treptat
n piete enorme pentru adundri generale ale intregului popor. Aceste piete ar tre-

bui sd comunice cu viitoarele orase prin intermediul unor retele de gradini si

livezi. Orasele, la rindul lor; ar trebui sd fie organizate n jurul kremlinurilor, dar strazi-

le lor ar trebui sa plece din centre spre periferie si spre paduri si cimpii, asa incit sa
dispara distinctia paguboasa contemporana intre oraseni si locuitori ai satelor. Toti

oamenii trebuie sa traiascd deopotriva in oras si n sate.

Tn termeni de stil al diadirilor, acestea artrebui, dupa posibilitate, sa renasca toate lucru-

rile marete sifrumoase realizate de omenire anterior in plan arhitectural. Aici ar putea

incdpea si ziguratele babiloniene, care ar putea juca cu succes rolul de observatoare si

antene meteorologice, piramidele egiptene — pentru pastrarea ramasitelor pamintesti

ale eroilor, templele gotice care aratd indraznet omenirii drumul spre departarile cos-

mice si in sfirsit arhitectura comunitara ruseasca veche. De asemenea, pot fi utilizate

tehnica si tehnologiile care construiesc zgirie-norii contemporani. Toate aceste edfficii

trebuie inzestrate cu antene puternice, ce ar transmite n spatiul cosmic semnale

umane si poate energie electricd creatoare. Asa cum e lesne de vazut, pentru arhitectii

contemporani se deschid perspective uriase: mai interesante decft constructia de tem-

ple vechi destinate exclusiv pentru contemplare si mai interesante decft constructia prac-

ticad de dadiri functionale si mercantile realizata acum n orasele americane.

fn noua constructie, realizata dupd modelul indicat al kremlinurilor, arhitectul trebu-

ie sa creeze conditii pentru o noua formd de organism colectiv, in care piatra si fie-
rul vor constituie scheletul unor corpuri masive constitutte din grupuri umane. Cu timpul,

poate odata cu noua dezvoltare a tehnicii, aceste kremlinuri se vor putea rupe de la
Pamint, vor deveni miscatoare, poate se vor tirii initial aidoma unor tancuri giganti-
ce, iar utterior vor zbura aidoma unor dirijabile masive. I felul acesta va fi repetat pro-
cesul evolutiei suferite de bucatile de materie care s-au transformat ntfi in plante legate

de pamint, apoi in animale ce se pot plimba nestingherit pe suprafata acestuia. De
data aceasta insd, evolutia va fi aplicata fiintelor colective. Va fi rendscuta si recuperatd
traditia nomada, care reprezintd in mod clar o etapd mai avansata decit atasamentul

de o parceld de pdmint, dar aceste miscari nu vor include, ca altddatd, iurte jalnice
cusute din piei si blanuri de animale, ci masive orase-aeroplan care vor putea sa efec-
tueze zboruri cosmice. Tntreaga planetd va fi atrasa in acest proces de constructie si

intreaga planetd va fi organizata in asemenea organisme-kremlinuri. Toatd planeta, in

conformitate cu revelatia geniald a lui Fechner, va prinde viatd, se va percepe pe sine
ca o corabie vie a umanitatii ce se indreapta spre realizari cosmice Tn cadrul escadrei

compuse din sistemul solar. in acel moment, omul va deveni cu adevarat arhitect al

universului, ziditor al lumii, crescdtor de planete si stele.

fn mod evident, drumul spre aceastd constructie cosmica trebuie sd treacd prin dis-

trugerea granitelor ntre diversele forme de artd, pe de o parte, si distrugerea granite -
lor intre aceastd artd unificatd si celelalte forme de activitate creatoare a omului, pe

de alta parte. Atunci arta va intra pe deplin in viata, va fi sufletul si conducatorul aces-

teia. Viata va deveni un amalgam de sunete, culori, revelatii, senzatii si prevestiri,

se va transforma intr-o miscare deplind indreptata prin inspiratie si ratiune spre sco-
pul unic — depasirea timpului.

Asa se va realiza sinteza diverselor manifestari ale culturii simbolice azi despartite
n genuri si curente. Tntreaga culturd va deveni la fel de unitard precum unitard este
viata tuturor formelor de viata cunoscute noud — in care capacitatea de a distinge
senzatii si miscari este totodatd capacitatea de viata unicd, de perceptie unicd a lumii

si de transformare unica a lumii.

Sifiecare actiune astfel realizatd, adica construitd prin intermediul genurilor simbo-
lice de activitate culturald organizate in modul descris mai sus, va crea durata pen-
tru operele de arta create de ea, producind astfel timpul util si rational pentru ele.

Traducere din limba rusd de Vitalie Sprinceand
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pernicious present-day separation between city-dwellers and inhabi-
tants of the countryside will disappear. All people must live simulta-
neously in the city and the country.

With regard to style, these buildings must, as far as possible, revive
everything great and beautiful that mankind has previously accom-
plished in terms of architecture — here there must be Babylonian zig-
gurats, playing the part of the aforementioned observatories and
towers; Egyptian pyramids, preserving the remains of heroes; Gothic
churches, boldly indicating to mankind the path into distant, astro-
nomical expanses; and, last but not least, ancient Russian communal
church architecture; here, in addition, there must be technology and
the prodigious perfection of modern skyscrapers. And all of this
crowned by massive, powerful antennae, broadcasting human signals,
and perhaps also efficacious electrical motive power, into universal
space. It is evident that this opens up to modern architects prospects
greater than the fanciful construction of shrines of the previous kind,
which exist exclusively for purposes of contemplation, and greater
prospects than are offered by the exclusively commercial and crude-
ly practical construction of modern American buildings.

The artist must imbed in the aforementioned type of kremlin-cities
the physical form of the new collective organism, in which stone and
metal will be the body of the great unities formed by human groups.
And perhaps in time, with new technological developments, these
kremlins will break away from the earth, acquiring mobility, at first
crawling like gigantic tanks and later taking flight like immense air-
ships. The path of evolution once followed by pieces of matter in
becoming first plants, attached to the ground, and then animals,
moving freely across its surface, will be followed once again. The rise
of nomadism, which undoubtedly represents a higher stage than
servile attachment to a patch of land, will be repeated and vindicat-
ed once again, but in these nomadic peregrinations, it will not be
pitiful yurts, sewn out of animal skins, which move from place to
place, but mighty aeroplane-cities, readying themselves for flights
into the cosmos. Eventually the entire earth will be drawn into the
process of this construction, and it will consist entirely of a coalition
of such Kremlin-Organisms, and in accordance with Fechner’s
brilliant insight, it will come to life and recognise itself as the living
vessel of mankind, sailing towards universal accomplishments in the
line-ahead column of the solar squadron. Then man will truly become
the architect of the universe, he will be transformed into the builder
of the world, and people will become cultivators of earths and culti-
vators of suns.

It is self-evident that entering upon this path of cosmic construction
must entail the elimination of boundaries between separate forms of
art, on the one hand, and also the elimination of boundaries between
this consolidated art and all of mankind's other creative work. Then,
for the first time, art in its entirety will be included in life and become
its soul and its ruling guide. Life will become a totality of sounds,
colours, brilliant insights, aggregated sensations and epiphanies, it
will become a unified movement, directed by inspiration and reason
towards a single, unitary goal - the conquest of time.

This will mark the conclusion of the synthesis of formerly disparate
manifestations of symbolic culture, which will become as integrated,
in its entirety, as the integrated life of the living organisms which are
known to us, which possess the capacity for various different sensa-
tions and movements, together with the capacity for unitary life,

a unitary perception of the world and its unitary transformation.
And each real accomplishment that is achieved through the agency
of symbolic forms of cultural activity, organised in this manner, will
establish the enduring nature of the things it creates in its own field,
thereby generating useful and rational time for them.

Translation from Russian by Andrew Bromfield



# Stoyan Dechev: Sculptor

Relatia dintre pietre si cer a fost observatd inca de la inceputurile umanitdtii, iar cioplitul in piatrd pare sa fi avut dintotdeauna o legdtura spirituala
cu activitatea celestd.

Proiectul Sculptor aduce in prim-plan activitatea ancestrald a cioplitului in piatrd, ce consta in eliminarea controlata a materiei (existd dovezi clare
cd anumite forme de prelucrare a pietrei se pot gasi la cele mai vechi civilizatii), in incercarea de a observa si evidentia efortul fizic si mental spe-
cific acestei activitati.

Pind relativ de curind, pe hartile celeste erau reprezentate figuri alegorice ce oglindeau imaginatia oamenilor legatd de formele cu care erau perce-
pute astrele din diferite zone ale planetei. Constelatia Sculptor a fost descoperita pe cerul emisferei sudice de Nicolas-Louis de Lacaille, un astro-
nom francez din secolul al XVIll-lea. Initial s-a numit UAtelier du sculpteur (Apparatus sculptoris), darin 1845 numele a fost abreviat in Sculptor.
Transpunerea constelatiei Sculptor intr-o piatrd de granit de dimensiuni mari (ce aminteste de un meteorit), prin metodele sculpturii ancestrale:
perforare, tdiere, rupere, este un proces de restituire ce evoca in acelasi timp faptul ca fiecare piatra contine potential o infinitate de forme si
doar creatorul (Sculptorul) poate dezvalui una sau mai multe dintre ele, restul transformindu-se n praf.

Piatra, planurile, schemele hartilor, uneltele si resturile de roca pot fi privite prin perspectiva cunoasterii sau a intelegerii intuitive.

Diferitele perspective si perceptii ale actiunii si procesului de sculptare, in timp si spatiu, faciliteazd sensuri si scopuri noi, extinzind domeniul lui
Laici si acolo” si reducindu-I in acelasi timp.

Sculptura ca artefact poate conecta imaginarul de materialitate, inducind ideea cd totul este facut din praf stelar — o dezbatere stiintifica, filosoficd
si poetica deopotriva.

Sentimentul straniu de a privi atft in trecut, cit siin viitor, prin astronomie si astrologie, este motivul pentru care sintem fascinati in continuare de
cosmosul in mare parte necunoscut.

Observatoarele preistorice megalitice, menhirele, dolmenele si cromlehurile dezvaluie importanta observatiei astronomice in toate societatile,
un subiect crucial indiferent de timp si energie, limitari sau chiar costuri de vieti umane.

Lucrarea analizeaza toate acestea, dintr-o perspectivd contemporana, in cdutarea unui sens, realizind criza intelectului rational, cu convingerea
ca toate misterele pot fi intelese prin gindire rationald si metode stiintifice — o idee introdusa de Galilei.

# Stoyan Dechev: Sculptor

The relationship between stones and sky might have been observed from the early times of humanity and stone carving has always been spiritually related to the celes-
tial activity.

In the Sculptor project, the ancient activity of stone carving, that consists in the controlled removal of stone material (clear evidence of some form of stone work can be
found even in the earliest societies), is put forward in an attempt to observe and reinforce the intense physical and mental labor of such work.

Until recently celestial maps showed allegorical figures which encompassed the imagination of people, related to the form the constellations as they were perceived from
different regions of the planet. “The Sculptor” was created by Nicolas-Louis de Lacaille, a French astronomer, originally as “L'Atelier du sculpteur” (Apparatus sculptoris),
situated on the southern sky. It was shortened in 1845 to “Sculptor”.

The transposition of the Sculptor constellation into a large granite stone, remembering a meteorite, is a process of restitution using ancestral sculpting methods: drilling,
cutting, breaking. This process is also reminding the fact that each stone potentially contains an infinity of forms and that only the creator (the Sculptor) can reveal one or
more of them, and the rest is transformed into dust.

The rock, the plans, the map schemes, the tools and rock remains can be seen through the perspective of knowledge or the intuitive sense of understanding.

The different perspective and perception of the sculpting action and process, in time and space, facilitate new meaning and purpose, expanding the field of ‘here and
there’ and narrowing it in the same time.

Sculpture as an artifact can connect imaginary and materiality, inducing the idea that everything is made out of stardust — a scientific, philosophical and poetical debate.
The strange feeling of looking in the past as well as in the future, through Astronomy and Astrology is why we are still fascinated by the wildly unknown cosmos. Prehis-
toric megalith observatories, menhirs, dolmens or cromlechs reveal the importance of astronomical observation in all societies, a crucial topic important no matter of time
and energy, limitations or even human life costs.

The work is looking at this from a contemporary perspective, in the search for a meaning, realizing the crisis of the rational intellect, with the belief that all mysteries can
be understood through rational reasons and scientific methods — an idea introduced by Galilei.

STOYAN DECHEV (b. 1978) lives and works in Sofia, Bulgaria. He holds a License, M.A. and Ph.D. from the National Art Academy Sofia in Sculpture. His projects combine sculpture,
drawing, installation, animation and video. In an attempt to understand and react to contemporary events, his work often encompasses archeology, history and science subject
matters. His work has been presented among others at: Sofia City Gallery — Vaska Emanouilova, Bulgaria (2015); Mosan Art Museum, Republic of Korea, 2014; National Fall Exhibition,
Plovdiv, Bulgaria, 2013; the fridge, Sofia, Bulgaria, 2012; VIémes Jeux de la Francophonie, Beirut, Lebanon, 2008; M-tel Awards for Contemporary Bulgarian Art, Turkish Bath, Plovdiv,
Bulgaria, 2008; Foundation St. Cyril and Methodius Awards, Sofia, Bulgaria, 2007.
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# Stoyan Dechev: Sculptor

Sculptor 1, 2016, granite, 180 x 220 x 340 cm

Sculptor 1/Sun, granite, 180 x 160 x 300 cm



# Stoyan Dechev: Sculptor

Sculptor, 2017, pencil on paper,
21x29.5cm

Sculptor, 2017, pencil and carioca pens
on paper, 21 x 29.5 cm

Sculptor map, 2016, pencil, carioca pens, ballpoint pen on paper, 21 x 29.5 cm

The Apparatus Sculptoris constellation in Bode’s Uranographia
Sculptor Constellation Map, by IAU and Sky&Telescope magazine (via University of Oklahoma History of Science Collections)
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# Stoyan Dechev: Sculptor

Sculptor 1, 2017, working process Artificial Skin, 2015, granite, 135/80 cm, collection of Sofia City Art Gallery, Bulgaria

Sculptor, working process, Factory for Monumental Sculpture, Union of Artist, Sofia Negative purification, 2014, withe granite, 550/110/110 cm, collection of Mosan Art Museum, Korea



Avangarda
O scurta serie de fragmente de text pe teme legate de Bulgaria:
istorie, stiinta, politica, arhitectura si arta

Selectie de Stoyan Dechev

,Consideram cd istoria arhitecturii incepe cu arhitectura megalitica, intr-o epoca in
care abilitdtile spirituale ale omului sapiens ramin intr-o zona neexploratd. Aceasta
concluzie este sprijinita de cercetarea picturilor rupestre din pesteri in Spania,
Franta, Siberia, Mongolia etc., care sint de o valoare artistica ridicata si nu denota
niciun primitivism. Mai mult, ele contin idei abstracte, intruchipate in simboluri picto-
grafice complexe. Ele au fost revelate ca datind de acum mai bine de 20.000 de
ani, prin analiza izotopicd a pigmentilor organici (prin metoda 14C)..."

J1. BaxapueBa, Mezaaummu apxumexmypHu namemuuyu 6 boseapus u opyeu cmpanu, Cocpust, u3f.
Araro, c. 45 [L. Zaharieva, Monumente arhitecturale megdlitice in Bulgaria si in alte tdri, Sofia, Agato,

1999, p. 45].

,Evident, crearea de cromlehuri de piatra este legata de astronomie, deoarece exista
O cunoastere astronomica ce e codatd in ele, coduri astronomice, iar in perioade-
le mai tirzii, cind are loc un aflux al altor populatii, ele erau folosite ca sanctuare,
deoarece caracteristicile de obiecte de cult au fost adoptate de noile substraturi etni-
ce. Este foarte posibil sa fi existat perioade n care aceste structuri erau folosite in
scopuri sacre si de astronomie, avind Tn vedere ca pentru civilizatile antice cunoaste-
rea stiintificd era invariabil legatd de cult, arhitectura si arta...

... putem presupune prezenta culturald a unei civilizatii posedind cunoastere ma-
gicd bazatd pe observarea astrelor, Tn Antichitate, Tnainte de epoca bronzului, in neo-
litic...."

J1. 3axapueBa, Mezaaumnu apxumexniypru namemuuyu é boaeapus u opyeu cmpanu, Copusi, u3J1.
Araro, c. 47-48 [L. Zaharieva, Monumente arhitecturale megdlitice in Bulgaria si in alte tdri, Sofia, Agato,

1999, p. 47-48].

,Pind la sfirsitul anilor '50 ai secolului XX, singurul observator astronomic din Bul-
garia era OAU (Observatorul Astronomic al Universitdtii). In ciuda eforturilor sus-
tinute ale decanului Departamentului de astronomie, prof. N. Bonev, nu au putut
fi obtinute alte fonduri pentru un observator nou. lar propunerea lui dateazd deja
din decembrie 19411 intr-o «Scrisoare despre necesitatea de a construi un observa-
tor astronomic la zi», adresata Consiliului Facultatii de Matematica si Fizica, el scria:
«Opriti-va de a vorbi despre sdrdcie in aceasta tard! Opriti-va din a cultiva un simt
al inferioritatiil Este timpul propice acum pentru a se crea ceva demn de laudd pen-
tru Bulgaria... Trebuie sd ne ajungem si sa ne intrecem cel putin vecinii, si asa cum
avem un Tribunal, un Teatru National, o Bancd Nationald, pe care nu toate tarile
le au, am putea si ar trebui sa avem un observator astronomic cum se cuvine, sufi-
cient echipat, care sa se potriveasca locului central pe care T ocupam Tn Balcani...»”
... Intre timp, a fost conceput un proiect in recent infiintata provincie Smolian, pen-
tru construirea unui observator astronomic fn muntii Rodopi, ca un element din
sistemul de propaganda antireligioasa si diseminare a cunoasterii stiintifice.”

Dimitar Z. Kolev, ,Bulgarian Astronomy: From John Exarch till Nowadays, Bulgarian Astronomical Journal®,

vol. 15, Sofia, Institute of Astronomy and NAO. Bulgarian Academy of Sciences, p. 142, 145, 155, 159.

J(41041"41" N, 240 44" 20" E)"

Coordonatele Observatorului Astronomic National — Rojen.
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AVANT-GARDE

A Short Series of Text Fragments on Bulgarian Related Topics:
History, Science, Politics, Architecture and Art

Selection by Stoyan Dechev

“We believe that the history of architecture begins with megalithic
architecture, when the spiritual abilities of the sapienized human
remain in an unexplored area. This conclusion is supported by the
research of rock paintings in the caves in Spain, France, Siberia,
Mongolia, etc., which are of high artistic value and do not reveal
any primitivism whatsoever. Moreover, they contain abstract ideas
embodied in complex pictographic symbols. Most interestingly, they
have been dated as being over 20,000 years, through isotope analysis
of organic pigments (by the method of 14 C)...”
JI. 3axapnesa, Meaaaumnu apxumeKkmypHu namemHuyu 6 B'b./l?a[)llﬂ u bpyzu
cmpanu, Coust, u3p. Araro, 1999, c. 45 [L. Zakharieva, Megalithic Architec-

tural Monuments in Bulgaria and Other Countries, Sofia, Agato Publishing
House, 1999, p. 45].

“Evidently, the creation of stone cromlechs is related to astronomy
since there is astronomical knowledge coded in them, astronomical
codes, and in later periods with the influx of another population they
were used as sanctuaries, since cult characteristics were adopted by
the new ethnic substrata. It is quite likely that there have been
periods when the structure was used for sacral and astronomical
purposes, since with ancient civilizations scientific knowledge was
invariably related to cult, architecture and art...
... we could assume the cultural presence of a civilization bearing
astro-based magical knowledge in ancient times, before the Bronze
Age in the Neolithic...”
J1. 3axapuesa, Meeaaumnu apxumexmyphu namemnuyu 6 Bvaeapus u opyeu
cmpanu, Codust, u3p. Araro, 1999, c. 47-48 [L. Zakharieva, Megalithic Archi-
tectural Monuments in Bulgaria and Other Countries, Sofia, Agato Pub-
lishing House, 1999, pp. 47-48].

“Until the end of the 50s of the 20th century, the only Bulgarian
astronomical observatory was the UAO (University Astronomical
Observatory). Despite the persistent efforts of the long-standing
head of the department of astronomy, Prof. N. Bonev, no funds for

a new observatory could be obtained. Even if his proposal was made
as early as December 1941! In a “Statement on the necessity of
building an up-to-date astronomical observatory” to the Board of the
Faculty of Mathematics and Physics he writes: ... Stop talking about
“poverty” in the country! Stop cultivating a sense of inferiority! It is
high time that something worthy was created for Bulgaria... We must
reach and surpass our neighbours at least, and just as we have one
Court House, one National Theatre, one National Bank, that not all
countries have, we can also have and need to have a proper, suffi -
ciently equipped astronomical observatory that matches the central
place we occupy in the Balkans..."”

"... Meanwhile, a project was conceived in the recently established
county of Smolyan for building an astronomical observatory in the
Rhodopes as an element of a system of antireligious propaganda and
dissemination of scientific knowledge.”

"Dimitar Z. Kolev, Bulgarian Astronomy: From John Exarch till Nowadays”,
Sofia, Institute of Astronomy and NAO, Bulgarian Academy of Sciences, p.
142, 145, 155, 159.

... ceea ce dovedeste ca cromlehurile sint observatoare astronomice, iar menhi-
rele — puncte de referinta astronomice...”

JI. BaxapueBa, Meeaaumnu apxumexniyphu namemnuyu 6 boaeapus u opyeu cmparnu, Cocpuisi, u3f.
Araro, c. 46 [L. Zaharieva, Monumente arhitecturale megdlitice in Bulgaria si in alte tdri, Sofia, Agato,

1999, p. 46].

,Fiecare Columb este precedat de vikingii sdi. Prin urmare, nu e surprinzator cd ideea
care este baza acestei metode i-a venit prima data omului care a inchipuit atit de
multe lucruri realizate de tehnologia avansata — Leonardo da Vinci. El a notatin jur-
nalele sale ca se poate distinge Tntre anii ploiosi si cei secetosi observind cresterea
cercurilor copacilor.”
K. Kepawm, Haii-Opesusim scumen na Amepuia, Cocpust, m3y1. Buirapexn xyposxkuuk, c. 107 [K Keram,
Cei mai vechi locuitori ai Americii, Sofia, Bulgarian Artist Publishing House, 1987, p. 107].

,/Adevaratul descoperitor al acestei metode, omul care a facut-o cu adevdrat utila
folosirii in arheologie este un american —fizician si astronom, care in calitate de direc-
tor al Observatorului Steward al Universitdtii din Arizona lucra initial pe o problemad
complet diferitd — influenta petelor de pe Soare asupra climatului de pe Pamint.
... In mare, la fiecare unsprezece ani cind petele de pe Soare %si ating intensitatea
maxima, se observd pe Pamint furtuni frecvente si ploi abundente, si prin urmare
cantitatea de umezeald absorbita de plante creste semnificativ.”

K. Kepam, Haii-Opesrusam sxcumen na Amepuxa, Codusi, u3ni. Brarapeku xynoxknuk, c. 108. [K.
Keram, Cei mai vechi locuitori ai Americii, Sofia, Bulgarian Artist Publishing House, 1987, p. 108].

,... soarta aceluiasi telescop de 60 cm oferit complexului din afara orasului al NAO
la Sliven, Karandila, este tragica. Deoarece autoritdtile locale nu au putut asigura paza
necesard, la inceputul anilor *90 instrumentul a fost vandalizat si distrus in mod bru-
tal. Recent, oglinda sa principald a fost transferatd la NAO Rojen, unde urmeazd
sd fie depozitatd.

... Din pacate, aceasta nu este cea din urma pierdere pentru astronomia noastra:
astrograful de 40 cm oferit complexului din afara orasului al NAO Kurdjali, pe vir-
ful Stramni Rid, a ramas Tmpachetat in cutii mai bine de 30 de ani! Si acela trebu-
ia sa fie un telescop mic, dar foarte performant.

... Observatorul Astronomic National si Planetariul (NAOP) din Smolian (http://pla-
netarium-sm.org/) are cel mai mare planetariu public din Bulgaria, cu echipament
«mediu Zeiss», de tipul RFP RaumFlugPlanetarium, i.e. cu demonstratia zboruri-
lor cosmice. Planetariul Academiei Navale Nikola Vaptarov, care are cea mai spa-
tioasa sald de acest gen din Bulgaria — 18 m pentru 120 de spectatori este de
asemenea inzestrat cu un echipament similar.

Dimitar Z. Kolev, ,Bulgarian Astronomy: From John Exarch till Nowadays®, p. 142, 145, 155, 159.

, Telul creativ extins poate fi garantat doar dintr-o pozitie n care traséturile specia-
le ale lumii creative sint fructul si rezultatul, mai presus de toate, ale boggtiei si varietatii
vietii, ale realitatii socialiste si surprinzdtoare in sine, oferind forme si teme pe care
nici cea mai bogata imaginatie nu le poate oferi...

... Pastrind in minte faptele oferite de o dezvoltare absurda a proceselor creative
in arta vesticd, nu mai e un secret astdzi cd exact aceasta artd, care reclama liber-
tatea pentru creator, s-a dovedit in practica mult mai dependenta estetic de crite-
rii nonestetice. Spiritul artistic aventuros in toate formele sale s-a dovedit astazi
consumat prematur sau, mai precis, intirziat, chiar fatd de propriile ambitii de avan-
garda pe care le-a urmarit.

# Stoyan Dechev: Sculptor

"(410 41" 41" N, 24° 44' 20" E)"

Coordinates of National Astronomical Observatory — Rozhen.

“... which proves that cromlechs are astronomical observatories,
while menhirs — astronomical points of reference...”
J1. BaxapueBa, Meeaaumnu apxumexkmypru namemnuiu 6 bvaeapus u opyau
cmpanu, Codust, u3p. Araro, 1999, c. 46 [L. Zakharieva, Megalithic Architec-
tural Monuments in Bulgaria and Other Countries, Sofia, Agato Publishing
House, 1999, p. 46].

“Each Columbus is preceded by his or her Vikings. Therefore, it is not
surprising that the idea which is the basis of this method first occurred
to the man who envisaged so many other things realized by advanced
technology — Leonardo da Vinci. He noted down in his diaries that
one can discern wet and dry years by the growth level in the rings of
trees.”

K. Kepam, Hait-gpeBuusit sxuten Ha Amepuka, Cocust, uzf. Boarapeku xy -

noxkuuk, 1987, c. 107 [K. Keram, The Most Ancient Inhabitant of America,

Sofia, Bulgarian Artist Publishing House, 1987, p. 107].

“The true discoverer of this method, the man who made it parti-
cularly fruitful to employ in archeology, is an American — a physicist
and astronomer, who as a director of the Steward Observatory at the
University of Arizona was working initially on a completely different
problem — the influence of sunspots on Earth’s climate.
... Roughly speaking, every eleven years when sunspots reach their
maximum intensity, frequent storms and heavy rains are observed
on Earth and consequently the amount of moisture absorbed by
plants significantly increases.”
K. Kepam, Hait-npeBHusT >kuren Ha AMepuka, usjl. Bbiarapcku XyosKHIK,
Codpusi, 1987, ¢.108 [Keram K., The Most Ancient Inhabitant of America,
Sofia, Bulgarian Artist Publishing House], 1987, p. 108].

“... the fate of the same 60 cm telescope supplied for the out-of-town
facilities of the NAO - Sliven, at Karandila, is tragic. Since local
authorities did not provide the necessary security, at the beginning
of the 1990s the instrument was plundered and brutally destroyed.
Recently, its primary mirror was transferred to Rozhen NAO where

it is to be stored.

... Unfortunately, this is not the last loss of that kind for our astro-
nomy: the 40 cm double astrograph provided for the out-of-town
facilities of Kurdzhali NAO on Stramni Rid Peak remained unpacked
in the boxes for more than 30 years! And that was going to be a
small but highly productive telescope.

... The National Astronomical Observatory and Planetarium (NAOP)
in Smolyan (http://planetarium-sm.org/) has the biggest public
planetarium in Bulgaria with an ‘average Zeiss' equipment, RFP type,
RaumFlugPlanetarium, i.e. with a demonstration of cosmic flights.
The planetarium at Nikola Vaptzarov Naval Academy, which has the
most spacious hall of this kind in Bulgaria — 18 m for 120 spectators,
is also provided with similar equipment.”

Dimitar Z. Kolev, "Bulgarian Astronomy: From John Exarch till Nowadays”,
pp. 142, 145, 155, 159.

“The extensive creative scope can only be guaranteed from a posi-
tion, in which the special features of the creative world are the fruit
and the result, above all of the richness and variety of life, of a
socialist reality daring and surprising in itself, offering forms and
themes that even the richest imagination cannot provide...

... Bearing in mind the facts provided by an absurd development of
creative processes in Western art, it is no longer a secret today that
it was precisely that art which claimed personal freedom for the
creator, which in practice proved far more aesthetically dependent
on non-aesthetic criteria. Artistic adventurism in all its forms has
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... Astazi, ca rezultat al acestei pozitii pe atit de directionate social pe cit este de spe-
cific creativd, putem vorbi de realizari permanente, precum si de lucrdri si mani-
festari care vor ramine un etalon Tn arta noastra socialista clasica, pe de o parte, iar
pe de altd parte, aceste realizari au un scop de perspectiva care, intr-un grad sau
altul, contine viitorul culturii.”

CBBPEMEHHO OBJIrapCcKO M300pa3UTENIHO M3KYCTBO, BCTBIMTEIHA CTY/ws oT npoc. CB. Pyces, w3z,

Boarapcku xynoxkauk, 3. Cenrremspu, Cocpust [Artele plastice contemporane din Bulgaria, studiu intro-
ductiv de prof. Sv. Rusev, Sofia, Bulgarian Artist, septembrie], 1982, p. 41.

..... Imi pare ci regindirea naratiunilor istorice este o directie de actualitate astizi, atft
nartd, ¢t sin politica. Se dovedeste ca nimic nu s-a incheiat, nici decolonizarea, nici
denazificarea, nici destalinizarea, si exista un numar de revendicdri la «europenismul
comun» al istoriei europene, atft din partea participantilor locali, cit si din cea a altor
jucdtori mondiali. i ultimii zece ani, dteva dintre cele mai interesante lucriri de arts
au fost acelea care au oferit puncte de vedere noi si suplimentare la istoria canonica.
... Recent, discutia despre monumente, in care Bulgaria a fost si ea implicata, este
cu predilectie cool. Tot mai mutte intrebdri se ridicd in ce priveste persoanele si eve-
nimentele comemorate n diferite forme publice.

Se dovedeste cd, n ciuda numeroaselor eforturi de rescriere, detaliere si comple-
tare a istoriei, aceasta continud sd aibd un mare numar de locuri albe, formulari de
propaganda si obsesii nationaliste. fn a doua decads a secolului XXI, a devenit tot
mai evidenta dificultatea mintii contemporane de a separa istoria de literatura, docu-
mentul autentic de imagine.”

TI'. Jlo3anos, SIpa By6HoBa, Kozamo Oemonmaxcom He ycnaea..., B. Kynarypa, Pasrosop c
nntepsio6p. [G. Lozanov. si Y. Bubnova, ,Atunci cind demontarea (monumentelor) esueaza...", Kul-

tura], nr. 33, 06.06.2017.

,Pe de o parte, problema generata de opera de arta tematicd se afld in aducerea
la scard a categoriilor umane si sociale importante, reflectind trecutul istoric si tra-
ditional si dezvoltarea socialistd din zilele noastre, si aceasta dobindeste un loc funda-
mental si conducator.”

Artele plastice contemporane din Bulgaria, studiu introductiv de prof. Sv. Rusev, Sofia, Bulgarian Artist, ed.,
septembrie, p. 44.

,De la inceputul lui septembrie 1980, un telescop de doi metri a inceput sd exe-
cute un program de cercetare obisnuit al astronomilor bulgari si straini. Inaugura-
rea oficiald totusi a fost aminatd pind in anul urmdtor, cind Bulgaria si-a sarbatorit
ceade-a 1300-a aniversare, si aceasta a fost ocazia pentru o intreaga serie de des-
chideri oficiale de noi sedii de diferite tipuri si scopuri. Astfel, Observatorul Astro-
nomic National — Rojen a fost inaugurat oficial pe 13.03.1981, de catre, pe atunci,
«primul conducdtor al partidului si al statulu» — Todor Jivkov."

Dimitar Z. Kolev, ,Bulgarian Astronomy: From John Exarch till Nowadays®, p. 142, 145, 155, 159.

wAcest articol prezintd pentru prima data rezultatele observatiilor asupra ocuren -
telor stratigrafice si schimbdrii faunei echinoide de-a lungul sectiunilor nefntrerup-
te cretacice-tertiare in zona orasului Biala. Existenta unui punct de referinta litologic
— stratul de argild de la gri-inchis pina la maro-inchis imbogatit cu iridiu permite data-
rea exactd a fosilelor descoperite...

Compozitia si ocurenta echinoidelor colectionate din sectiunile neintrerupte ale serii-
lor superioare din cretacic si paleocen reveleaza o descrestere treptatd a diversitdtii
speciilor in subepoca maastrichtiand tirzie...
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Stoyan Dechev
Dendrochronology attempt (Byala), 2015, wood, paint, 430/140/120 cm,
collection of The City of Byala, Bulgaria

Olivia Mihaltianu and Stoyan Dechev
Iridium 77, 2015-2017, Full HD, video still

# Stoyan Dechev: Sculptor

today proved to be prematurely worn out or to be more precise,
belated, even for the avant-garde aims which it pursued.
... Today, as a result of this position, as socially directed as it is
specifically creative, we can speak of intransient achievements as
well as of works and manifestations which will remain a criterion in
our socialist classical art, on the one hand, and on the other, achiev-
ements with a perspective goal which, in one degree or another
contain the future of the culture.”
C'[)BPCMEHHO 6Lnrapcko H306pa3V[TEﬂHO M3KYCTBO, BCTBIINTEIHA CTYUs OT
npod. Ca. Pyces, u3it. Buarapeku xypoxuuk, Coust, u3gt. Cenremspu [Con-
temporary Bulgarian Fine Art, introductory study by Prof. Sv. Rusev, Sofia,
Bulgarian Artist, September], 1982, p. 41.

“... It seems to me that rethinking historical narratives is particularly
topical nowadays both in art and politics. It turns out that nothing is
completed, neither decolonization, nor denazification, nor de-Stalini-
zation, and there are a number of claims to the ‘common European-
ism’ of European history both by local participants and other world
players. In the past ten years, some of the most interesting artworks
have been those that offer new and supplemental viewpoints on
canonical history.
... Recently the discussion about monuments in which Bulgaria has
also been involved is particularly ‘cool’. More and more questions
are being raised with regard to the persons and events commemo-
rated in various public forms.
It turns out that regardless of the numerous efforts on rewriting,
detailing and supplementing history, it still has a huge number
of blank spots, propaganda formulations and nationalistic obsessions.
In the second decade of the XXI century, it is becoming increasingly
apparent that it is difficult for the contemporary mind to separate
history from literature, the authentic document from the image.”
I'. Jlozanos, SIpa ByGHoBa, Koeamo oemonmascem ne ycnsaea..., B. Kynrypa,
Pasrosop ¢ untepsto, 6p. 33, 06.10.2017 [G. Lozanov, Y. Bubnova, “When
the disassembly fails...”, Kultura newspaper, Issue 33], 6.10.2017.

“On the one hand, the problem set by the thematic work of art is in
the sizing of important human and social categories, reflecting the
historical and traditional past and the present-day socialist develop-
ment, takes up a fundamental and leading place.”
C’beCMEHHO 61)][1'3.}')0](0 M306p331/ITCIIHO M3KYCTBO, BCTBIIMTENHA CTYUs OT
npod. Cs. Pyces, 3. Buarapeku xynoxkuuk , Cocpust, n3y. Cenremspu, 1982.
c. 44 [Contemporary Bulgarian Fine Art, introductory study by Prof. Sv.
Rusev, Sofia, Bulgarian Artist, September], 1982, p. 44.

“From the beginning of September 1980, a 2-meter telescope began
to execute a regular research program of Bulgarian and foreign
astronomers. The official opening, however, was postponed until
next year when Bulgaria celebrated its 1,300th anniversary and that
was the occasion for a whole series of official openings of new sites
of various type and purpose. Thus the National Astronomical
Observatory — Rozhen was officially opened on 13.03.1981 by the
then “first party and state leader’ — Todor Zhivkov."”

Dimitar Z. Kolev, “Bulgarian Astronomy: From John Exarch till Nowadays",
pp. 142, 145, 155, 159.

"This article features for the first time the results of observations on
stratigraphic occurrence and change of echinoid fauna across the
uninterrupted Cretaceous-Tertiary sections in the area of the town
of Byala. The existence of lithological benchmark — dark grey to dark
brown clay stratum enriched with iridium allows for exact dating of
fossil finds...

The composition and occurrence of collected echinoids of the
uninterrupted sections of upper Cretaceous and Paleocene series
reveal a gradual decrease in species diversity in the late Maastricht-
ian sub-age...
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# Stoyan Dechev: Sculptor

Olivia Mihiltianu and Stoyan Dechev
Iridium 77, 2015, production still



Olivia Mihaltianu and Stoyan Dechev

Iridium 77, 2015, sculpture project, porcelain, Iridium black glaze

... Pseudomorfoza piritelor pentru unele dintre carapace se poate observa [ingd stra-
tul de argila. Acelea care trec granita K/T sint reprezentative pentru genurile Co-
raster, Echinocorys si Galeaster. Se observd o schimbare completa in noua
compozitie.”
Taus K. inuesa, Cnucanue na 6vazapckomo zeonozutecko opyxcecmeo, o6p 59,xu. 3, c. 133-138
[Tanya K. llieva, Revista Societdtii Geologice Bulgare, vol. 59, partea 3, p. 133—138], 1998.

,Fenomenul de cruising este un contradiscurs in dezvoltarea orasului modern si a
practicilor stradale alternative. Acesta reveleaza o perspectiva diferitd asupra spatii-
lor orasului, exprimata Tntr-un mod nou: o noua expertiza asupra intelegerii
miscarilor urbane si a subculturilor prin figura predefinita a flaneurului, a vagabon-
dului.”
I1. Haiinenos, ,,Mynrunonuc. O6pasute Ha rpafa‘, Becmuuk, The Fridge, 6p 1, c. 10, Cocust [P
Neidenov, ,Imagini ale orasului”, Multipolis, The Fridge, nr. |, Sofia, p. 10], 2017.

,Granitele vizuale si arhitecturale traverseaza timpul «liber», in timp ce un program
prelungit umple timpul de lucru. Aceastd putere opereazd prin lipsa de putere publica.
Puterea pietei prin puterea arhitecturii; puterea capitalului prin puterea planificarii
urbane. O putere alunecoasd, mobild, acceleratd...”

I1. Haiipenos, ,,Mynrunonuc. O6pasure Ha rpapa”, Becmnuux, The Fridge, 6p 1,c. 5, Codus [P Nei-
denov, ,Imagini ale orasului*, Multipolis, The Fridge, nr. |, Sofia, p. 5], 2017.

,#Analiza culturii tracice Tn perioada Razboiului Troian, analiza arhitecturald a dolme-
nelor, ca o forma original construita spatial, si a materialelor arheologice stratifica-
te gasite Tn dolmene ne dau motive sd credem ca dolmenele erau folosite secundar
n mod repetat in epocile mai tirzii, dupd crearea lor si adoptarea vechiului cult solar
htonic.”

JI. Baxapuesa, Meeaaumnu apxumexniyphu namemnuyu 6 boaeapus u opyeu cmpanu, Cocpuisi, u3f.
Araro, .45 [L. Zaharieva, Monumente arhitecturale megdlitice in Bulgaria si alte tdri, Sofia, Editura Agato)],

1999, p. 46.

,19. Ereditatea n artd este interzisa din cauza mutatiilor.
20. Criticilor nu le este permis sa laude.

31. Artatrebuie sd se confrunte cu problemele societatii. Trebuie sa vorbeascd des-
pre ecologie, sdrdcie, epidemii, supravietuire, izolare, conflicte de clasd.

37. Asteptarea unor «Mesia» straini este interzisa.
41. Cuvintul «avangarda» este interzis cu privire la noua arta bulgara.

44. Scriitorii si artistii sint deprivati de dreptul de a vorbi in media in numele «consti-
intei nationale».

45. Metode de a implementa aceste precepte: explicatia, reamintirea, mustrarea,
amenintarea, constringerea, cocktailurile «Molotov».”

Bopbama npooeaicasa uau pumnux 6 2epoa va unepyusma (Tpednux) na epyna XXL, JTumepamyper
secmHuuk, op. 16,22.04.1997 [Fragmente din ,Pravila“, Lupta continud sau un sut in fundul inertiei, grupul
XXL, Jurnalul literar, nr. 16-22.04.1997].

Traducere din limba engleza de Raluca Voinea

# Stoyan Dechev: Sculptor

.. Pyrite pseudo-morphosis for some of the carapaces is observed
near the clay stratum. Those that cross the boundary K/T are repre-
sentatives of genera Coraster, Echinocorys and Galeaster. A complete
change in the new composition is observed.”
Tansa K. Mmuesa, Cnucanue na 6vaeapckomo 2eono02utecko opyxecmeo, op
59, ku. 3, 1998, c. 133-138 [Tanya K. Ilieva, Review of the Bulgarian Geolo-
gical Society, vol. 59, part 3], 1998, pp. 133-138.

“Cruising is a counter discourse in the development of the modern
city and the alternative street practices. It is a phenomenon which
reveals a different perspective on city spaces expressed in a new
way: another expertise on understanding urban movements and
subcultures through the predefined figure of the flaneur, the
wanderer.”

Myurrunomic. O6pasure Ha rpaja. 1. Haiinenos, Becthuk, The Fridge, 6p 1,

c. 10, Codcpust [P. Neidenov, “Images of the City”, Multipolis, The Fridge,

Issue 1, Sofia, p. 10], 2017.

“Visual and architectural boundaries travel across ‘free’ time, while a
late schedule fills up working time. This power operates through the
lack of public power. Power of market through power of architecture;
power of capital through the power of urban planning. Slippery,
mobile, accelerating power..."

T1. Haitnenos, “Mysrrunonmc. OSpasute Ha rpaga”’, Becmnuk, The Fridge, 6p
1, ¢. 5, Codust [P. Neidenov, “Images of the City", Multipolis, The Fridge,
Issue 1, Sofia, p. 5], 2017.

“The review of Thracian culture in the period of the Trojan War,
the architectural analysis of dolmens as a spatial constructive form
originally and of stratified archeological materials found in the
dolmens give us reason to believe that dolmens were secondarily
used repeatedly in later ages following their creation after the
adoption of the old solar chthonic cult.”
1. Baxapuesa, Meeaaumuu apxumexkmypru navemuuyu 6 boseapus u opyau
cmpanu, Codust, u3g. Araro, 1999, c. 46 [L. Zakharieva, Megalithic Archi-
tectural Monuments in Bulgaria and Other Countries, Sofia, Agato Publish-
ing House, 1999, p. 46].

“19. Heredity in art is prohibited due to mutations.
20. Critics are not allowed to praise.

31. Art must face society’s problems. It must talk about ecology,
poverty, epidemics, survival, isolation, class conflicts.

37. Anticipation of foreign ‘messiahs’ is prohibited.

41. The word ‘avant-garde’ is prohibited with regard to new
Bulgarian art.

44. Writers and artists are deprived of their right to speak in the
media on behalf of “the nation’s conscience’.
45. Methods of implementing the prescriptions: explanation,
reminders, reprimand, threat, coercion, ‘Molotov' cocktails.”
Bop6ara npogbkapa Ui puTHUK B rbp0a Ha nHepuusita (TpeGHuK) Ha rpyna
XXL, Iureparypen Becthuk, Op. 16, 22.04.1997 [Excerpt from Precepts
("Pravila”), The struggle goes on or a kick in the back of inertia, XXL group,
Literary Journal, Issue 16, 22.04.1997].

Translated from Bulgarian by Yana Voynikova



insert

— Lucrarea de fatd se construieste pe premisa ca aveti controlul asupra rezultatului final al lucrarii.
— Lucrarea e semiinteractiva.

— Duvs. decideti ce zone razuiti, dar nu ce ascunde fiecare zona.

— Aveti optiunea de a revela complet imaginea sau s-o ldsati partial acoperita.

— Nu exista nicio semnificatie predeterminata fn simbolurile ascunse.

— Interpretarea ultima va apartine.

— Nu exista reguli prestabilite.

— Fiecare loz e distigator.

— Bucurati-vad de joc!

George Cringasu: Loz de razuit/scratch Card

— The work before you is build on the premise that you get control over the final output of the work.
— The work is semi-interactive.

- You decide what areas get scratched off but not what each area hides.

- You have the option to fully reaveal the image or leave it partially covered.

- There is no predetermined meaning in the simbols beind the foil.

— The final interpretation is up to you.

— There are no based rules.

- Each card is a winner.

- Enjoy playing!

GEORGE CRINGASU lives and works in Cluj, Romania. His practice focuses on data/recontextualization, with work ranging from installation and video to print and painting.
The artist’s work has been exhibited in venues such as: Nicodim Gallery, Bucharest; Art Encounters Biennial Timisoara; Athens Digital Art Festival, Greece; Liste Art Fair,
Basel.
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Oliver Ressler

Everything's coming together while everything's falling apart,
2-channel video installation, 2016. Installation view:

“Property Is Theft”, MNAC - National Museum of Contemporary Art,
Bucharest, 2016, photo: O. Ressler
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Perspectivele luptei
O conversatie cu Oliver Ressler

Alexandru Polgar

OLIVER RESSLER este un producator de filme si artist din Viena. Abordeazd teme precum eco-
nomia, democratia, incdlzirea globald, forme de rezistentd si optiuni sociale. Ressler a avut expozitii
personale la Berkeley Art Museum, SUA; Museum of Contemporary Art, Belgrad; Alexandria
Contemporary Arts Forum, Egipt; si expozitii individuale retrospective la Wyspa, Institute of
Art, Gdanisk; Lentos Kunstmuseum, Linz; Centro Andaluz de Arte Contemporaneo — CAAC,
Sevilla; SALT Galata, Istanbul; MNAC, Bucuresti. Ressler a participat la mai mult de 350 de
expozitii de grup, printre care la Museo Reina Soffa, Madrid; Centre Pompidou, Paris; biena-
lele din Sevilla (2006), Moscova (2007), Taipei (2008), Lyon (2009), Gyumri (2012), Venetia
(2013), Atena (2013, 2015), Quebec (2014), Jeju (2017), Kiev (2017) si Documenta 14, Kas-
sel (2017, ca parte a expozitiei organizate de EMST). Din anul 2000 incoace, Ressler a reali-
zat treizeci de filme, care au fost proiectate cu ocazia a mii de evenimente organizate de miscdri
sociale, institutii de arta si festivaluri de film. O retrospectivd a filmelor sale a avut loc la Cen-
tre d'’Art Contemporain, Geneva, 2013. A cistigat premiul intii la proaspat infiintatul Prix Thun
for Art and Ethics Award in 2016. www.ressler.at.

ALEXANDRU POLGAR r=u As incepe cu o scurtd introducere a citor-
va arii tematice care md intereseazd in clipa aceasta, cdci mi-ar pldcea
sd discutdm un pic despre contextul in care trdim, nu neapdrat aici la Viena,
ci si global.

Pe drum incoace m-am gindit cu ce sd incepem. Printre toate temele posi-
bile, pind la urmd s-a ivit 0 notiune — sau chiar un concept — care ar putea
fi punctul nostru de pornire. Existd un cuvint pe care-I tot aud revenind ca
un refren zilele astea: ,postadevdr”. L-am auzit pentru prima oard in legd-
turd cu ultimele alegeri prezidentiale din SUA si md tot intreb de atunci
ce-i aia postadevdr. E oare incd un eufemism pentru ceva ce in mod obis-
nuit am numi Ideologie (dupd Marx) sau Spectacol (cu termenul lui Debord)?
De asemenea, in entropia actuald a informatiei si a stirilor; care este, cred,
terenul existential pe care se poate dezvolta ceva atit de paradoxal (ca
sd nu spun idiot) precum postadevdrul, ma intreb care ar fi evenimentul
cel mai decisiv al timpurilor noastre. Care este lucrul cel mai important
din punct de vedere politic? (Cdci, desigur, alegerile sint mereu ceva sem-
nificativ, dar in ce mdsurd schimbd ele situatia cu adevdrat? Sau cit de mult
cineva ca Trump, de pildd, poate agita lumea? Sau, la fel de important,
in ce mdsurd — si asta e perceptia mea; ceea ce simt in legdturd cu toatd
tdrdsenia — nebunia din jurul lui Trump este, de la bun inceput, as spune,
parte a Spectacolului, avind loc pentru a ascunde problemele cu adevarat
serioase sau pentru a ne indrepta atentia intr-o altd directie? Sentimen-
tul meu fusese, ori de cft ori md uitam la Trump Magic Circus, cd persona-
Jjul Gsta existd doar pentru a ascunde altceva, ceva cu mult mai periculos
si cu mult mai serios.)

Nu stiu, pentru mine rdzboiul din Siria este un asemenea eveniment de-
cisiv, o problemd mult mai importantd decit alegerile din SUA. Cdci, in-
tr-un sens, de oriunde ne-am uita la el, rdzboiul acesta e foarte aproape
de ceea ce am putea numi al Treilea Razboi Mondidl, luptat prin delegati,
de acord, dar totusi... O altd problemd extraordinar de serioasd ar fi, din
punctul meu de vedere, criza financiard ascunsd care are loc incd zi de
zi. Cdci, din cite inteleg din diverse texte scrise de specidlisti, criza finan-
ciard din 2007/2008/2009 nu s-a terminat, de fapt, niciodatd. E doar
ascunsd, e mdturatd sub covor, dar ea are efectiv loc, lucru semnalat din

PROSPECTS OF THE STRUGGLE
A Conversation with Oliver Ressler

Alexandru Polgar

OLIVER RESSLER is a filmmaker and artist based in Vienna and works on issues such

as economics, democracy, global warming, forms of resistance and social alternatives.
Ressler has had solo exhibitions at Berkeley Art Museum, USA; Museum of Contempo-
rary Art, Belgrade; Alexandria Contemporary Arts Forum, Egypt; and survey solo exhibi-
tions in Wyspa Institute of Art, Gdansk; Lentos Kunstmuseum, Linz; Centro Andaluz de
Arte Contemporaneo — CAAC, Seville; SALT Galata, Istanbul; and MNAC - National
Museum of Contemporary Art, Bucharest. Ressler has participated in more than 350
group exhibitions, including Museo Reina Sofia, Madrid; Centre Pompidou, Paris; the
biennials in Seville (2006), Moscow (2007), Taipei (2008), Lyon (2009), Gyumri (2012),
Venice (2013), Athens (2013, 2015), Quebec (2014), Jeju (2017), Kyiv (2017) and at Docu-
menta 14, Kassel (2017, as part of an exhibition by EMST). Since 2000, Ressler has com-
pleted thirty films that have been screened in thousands of events of social movements,
art institutions and film festivals. A retrospective of his films took place at Centre d'Art
Contemporain Genéve in 2013. He is the first prize winner of the newly established Prix
Thun for Art and Ethics Award in 2016. www.ressler.at.

ALEXANDRU POLGAR r=1 I would start with a brief introduction about some the-
matic areas that I am interested in at the moment, for I would like to discuss a bit
with you the context in which we now live, not necessarily only here in Vienna, but
also globally.

As I was coming here I have been thinking what to start with. Through all possible
topics, it was a notion — or concept even — that came out as a potential starting
point. There is a word that I hear coming back as refrain nowadays. This word or
notion is “post-truth”. I heard it for the first time in connection with the latest US
elections, and I kept on asking myself: what is post-truth? Is it another euphemism
for something that we would normally call Ideology (after Marx) or Spectacle (with
Debord'’s term)?

Also, in the current entropy of information and news, which is, to my mind, the
existential soil on which something as paradoxical (not to say moronic) as post-truth
can develop, I am wondering what the most decisive event of our times would be.
What is the most important thing from a political point of view? (For, of course,
elections are always something significant, but how much can they actually change
the situation? Or how much, for instance, somebody like Trump can stir up the
world? Not least, to which extent, perhaps — and this was my perception, my feel-
ing about the whole thing -, the entire craziness around Trump, from the very
beginning I would say, is just part of the Spectacle, and it's going on in order to
hide or to re-direct our attention from the really serious problems? My feeling
was, all the time when looking at the Trump Magic Circus, that this guy only exists
to hide something else, much more dangerous and much more serious.)

I don't know, for me the war in Syria is such a decisive event, a much more impor-
tant problem than the US elections. For, in a way, however you look at it, this is
actually pretty close to what we could call a Third World War, fought through
proxies, I agree, but still... Another tremendously serious problem would be, from
my point of view, the hidden financial crisis, which is still going on day by day. For,
as far as I can understand from various texts written by specialists, the 2007/2008/
2009 financial crisis never actually stopped. It's only hidden; it's pushed very much
under the carpet, but it's on, and even mainstream mediia from time to time brings
it up. But just as on Facebook, we look a bit at it, then in 20 minutes we are thinking
about our cats or dogs, or some other idiosyncratic individual particularity rooted
only in a very primitively conceived notion of “desire” and “instant gratification” (to

put ultra-briefly something that is much more complicated). However, to my mind,



cindin cind pind si de mass-media ordinard. Dar ca pe Facebook, ne uitdm
un pic la ea, apoi in 20 de minute ne gindim la cdteii si mitele noastre sau
la o altd particularitate individuald idiosincratica inrdddcinatd doar intr-o
notiune foarte primitivd de ,dorintd” si de , satisfactie imediatd” (ca sa spun
foarte rapid ceva ce este cu mult mai complicat). Cu toate astea, cred
cd acestea ar fi citeva exemple de chestiuni ,grele”. De asemenea, as vrea
sd adaug ceva ce am vdzut cd aduci si tu In discutie si md intereseazd
foarte tare si pe mine: incdlzirea globald sau, in termeni mai generdli, dis-
trugerea ireversibild pe care societatea noastrd ca intreg, deci nu neapdrat
tdrile luate separat, ci totul laolaltd, civilizatia noastrd, cum ar veni, o
cauzeazd naturii.

Oliver Ressler

Proprietatea e furt/Property Is Theft, wall text, 2014/2016,
installation view: “Property Is Theft”, MNAC - National Museum
of Contemporary Art, Bucharest, 2016, photo: O. Ressler

Acestea ar fi citeva dintre faptele fundamentale pe care n-as sti sd le tratez
in modul postadevdrului. Dimpotrivd, sint foarte interesat de adevdrul lor
si as vrea sd md tin cft mai mult posibil de el in aceste cazuri.

M-ar interesa cum comentezi tu lucrurile astea si cum te situezi pe tine
insuti printre aceste redlitati; deci in ce fel de lume trdiesti, lucrezi sau doar
faci ceea ce faci.

OLIVER RESSLER == Da, e interesant ca un tip care poate fi proba-
bil descris ca find un mare mincinos a pornit toatd discutia asta despre
postadevdr. Sau o aduce, Tn orice caz, in centrul discursului hegemo-
nic. Bineinteles, multi oameni la stinga au avut deja de decenii sentimen-
tul ca tot ce se poate citi in New York Times sau vedea pe CNN nu are
mare lucru de-a face cu adevarul, cel putin nuin masura in care se pre-
tinde. Aceastd mass-media are puterea de a transforma ceva in adevar
in credinta a milioane de oameni. Apoi o persoand si mai mincinoasa
decit ea reuseste sa denunte ca false stiri informatia care ni se serveste
pe pietele de desfacere ale produselor media, Tn timp ce are de ase-
menea puterea de a le exclude de la conferintele de presa. E destul de
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these would be some examples of “heavy” issues. Also, I would add something that
I've seen that you are bringing up as well, and that I am very interested in: the
global warming or, in more general terms, irreversible destruction that our socie-
ty, as a whole, so not necessarily as separate countries, but everything taken as a
whole, our civilization, so to speak, does to nature.

These would be some of the fundamental facts that I could not treat in a post-truth
way. On the contrary, I am very interested in their truth, and I would like to stick
to the truth as much as possible in their cases.

I would be interested in how you comment these things, and how you situate your-
self amidst these realities, so in what sort of world you are playing, working or just

do what you do.

OLIVER RESSLER == Yes, it is interesting that a guy who can probably be described
as a really big liar has started this post-truth discussion, or brings it really to the
center of the hegemonic talk. Of course, so many people on the left had already
the feeling for decades that what could be read in the New York Times or seen on
CNN has not that much to do with truth as they pretend. These media have the
power of transforming something into truth in the belief of millions of people.
Then a person who is even a worse liar than them manages to denounce the infor-
mation served to us in media outlets as fake news, while also having the power

of excluding them from press conferences. It is kind of ironic, but also sad at the
same time that the left did not manage to get this exposure done with its own
arguments and from its own perspective, which would have been different.

You already touched on some of the central things, which are also central for my
own body of works, or to how I relate to the current situation, and there are so
many important things going on that it is only possible to relate to a few ones in
an artistic production, because I usually manage to produce two works per year,

sometimes three, but more is not possible for me.

ironic, dar si trist totodatd ca stinga n-a reusit sd faca aceastd demasca-
re cu propriile argumente si din perspectiva ei, ceea ce ar fi fost dife-
rit. Al atins deja citeva dintre chestiunile centrale, care sint centrale si
pentru opera mea sau pentru felul in care ma raportez la situatia ac-
tuald; si existd atit de multe lucruri importante care au loc, ca nu te poti
raporta decit la unele Intr-o productie artisticd, deoarece eu, in ce ma
priveste, reusesc sd fac doar doud lucrdri pe an, uneori trei, dar mai multe
nu pot.

I orice caz, am lucrat destul de mult pe diverse tipuri de proiecte care
au avut legdtura cu aceasta criza financiard si economica. E adevarat ca
criza s-a intensificat chiar, iar posibilitatea unui dezastru economic e mai
mare decit in anii dinainte, cind criza a inceput. Asta nu e doar opinia
mea, ci chiar a unor economisti ai Bancii Mondiale, cred. Ei spuneau
cd posibilitatea unui dezastru financiar e mai mare acum decit in 2008.
Bancile care erau deja ,prea mari pentru a se prabusi” in 2007 siin 2008
sint si mai mari acum, dacd ne-am uita, de pilda, la situatia Deutsche
Bank din Germania. Faptul cd inca n-au dat faliment e mai mult sau mai
putin o decizie politicd. Un colaps ar putea distruge o economie pre-
cum aceea a Germaniei si, Tmpreuna cu ea, aceea a Uniunii Europe-
ne. Cdci daca se prabuseste o bancd generatoare de asemenea venituri
(comparabile cu o economie precum aceea a Germaniei, cu toate stra-
tegiile sale de imprumuturi si credite), asta ar avea efecte devastatoa-
re asupra Europei si a lumi.

Ceea ce e trist este cd s-ar putea imagina o reglementare a acestor lucrur,
dar asta nu se va intimpla in cadrul relatiilor actuale de putere. Apoi, o
altd crizd reald ar fi incalzirea globald, care nu poate fi rezolvatd decit prin-
tr-o transformare veritabild a intregului sistem economic, a felului in care
sint produse produsele, unde sint ele produse, cum le distribuim in lume,
cum ne producem energia... Problema incalzirii globale ar cere efec-
tiv cea mai mare investitie Tn societatea omeneasca pentru ca aceastd
tranzitie sd aiba loc si umanitatea sa poata supravietui; nu doar cei su-
perbogati, care s-ar izola de restul. Miscarea ce vizeazd incdlzirea glo-
bald se cheama uneori ,miscarea pentru dreptate climatica”, caci
reducerea emisiilor de carbon trebuie sa meargd mina in mind cu redis-
tributia bogdtiei la nivel global si sa permita Sudului Global sa-si adapte-
ze viata la efectele deja existente ale Tncdlzirii globale — efecte la care
oamenii care traiesc acolo au contribuit — istoriceste sifn prezent — infim.
Dacd o asemenea tranzitie are loc intr-adevar, nu sint sigur ca sistemul
pe care-| vom avea la sfirsit va mai putea fi numit capitalism, caci va cere,
din ratiuni ecologice, o transformare profunda a economiei. De pilda,
eliminarea asa-numitului sistem de liber schimb, care e mai degraba neli-
ber, ar cere un sistem economic mai regional, mai democratic. Aceastd
tranzitie va avea loc doar daca miscdrile sociale vor distiga mult mai multa
putere... Oamenii care pretind ca guverneaza in numele nostru, politi-
cienii si parlamentele, vor face orice pentru a evita 0 asemenea tranzitie,
caci asta le va reduce puterea si va duce, de asemenea, la exproprie-
rea corporatiilor care s-au Tmbogitit in ultimele decenii. Caci banii pen-
tru finantarea tranzitiei trebuie luati de acolo de unde sint. Evident, banii
astia nu ne vor fi dati pur si simplu, deci e o sarcina destul de riscanta.
=1 Trebuie sd-i ludm, asta spui?

== Da. Trebuie infiintatd o sferd politica n care banii pot fi luati intr-un
mod organizat si asta va...

In any case, I worked quite a bit on a variety of different projects, dealing with
this financial and economic crisis. It's true for sure that the crisis even intensified,
and the possibility of economic meltdown is more likely now than in the years
before, when the crisis started. This is not just my personal opinion, but even of
some analysts from, I think, the World Bank. They argued that the potentiality

of a financial meltdown is now bigger than it was in the days when the financial
crisis started in 2008. Those banks that were already “too big to fail” in 2007 and
2008 became bigger now, if we just look at the situation of the Deutsche Bank

in Germany, for example. It's more or less a political decision that they did not
yet become bankrupt, because it would destroy the entire economy of Germany,
and with it probably of the European Union. Because if such a bank that gener-
ates income comparable to an economy like Germany's, with all these loans and
lending strategies, goes down, this would have disastrous effects for Europe and
the world.

The sad thing is that you could imagine regulating some of these things, but it will
not happen under current power relationships. Then global warming is there as

a real crisis, which can only be solved through a real transformation of the entire
economic system, of the way of how products are being produced, where there
are being produced, how we ship them around in the world, how we produce our
energy... The problem of global warming would really demand probably the largest
investment in the human society in order to get this transition done for the survival
of humanity, and not only of some super-rich, who would isolate themselves from
the rest. The movement focusing on global warming is called sometimes “climate
justice movement”, as the reduction of carbon emissions has to go hand in hand
with the redistribution of wealth on a global level, and to enable people in the
Global South to adapt their lives to the already existing effects of global warming
- effects to which, historically and presently, people in the Global South only con-
tributed to a minor extent. If such a transition really takes place, I am not sure the
system we will have in the end could be still called capitalism anymore, since it
would require such a deep level of transformation of the economy for ecological
reasons. For instance, the elimination of the so-called free trade system, which is

a rather un-free trade system, would need a more regional, democratic economic
system. This transition will only take place if social movements will gain a lot more
power-... Those people who pretend to govern us on our behalf, the politicians and
the parliaments, will do everything to avoid this transition, as it will reduce their
power and will also lead to an expropriation of corporations that became rich in
the past decades. For we need to take the money to fund this transition from some-
where, and the money will be taken from where it is. Obviously, this money will
not be given to us, so it is a quite risky task...

r=1 So we have to take it! That's what you say?

= Yes. I mean, we must establish a political sphere in which this money can be
taken in a regulated manner and this will...

r=1 But do you think that actually we are in the position of even starting to imagine
some sort of transition out of capitalism? My impression is that, if past generations,
since 1917, could dream about bringing on revolution or something like that, or at
least they would have some clear revolutionary aims, at this moment if you talk like
this, if you just mention revolution, you sound crazy or irrelevant for contemporary
ears, who always seem to know better what is possible and what not. There is actu-
ally no room for revolutionary imagination. The way we are consuming information

nowadays leveled everything, so the fact that I am talking about revolution, about



=1 Crezi oare cd am fi, de fapt, in pozitia de a incepe sd imagindm mdcar
un fel de tranzitie in afara capitalismului? Impresia mea este cd, dacd gene-
ratiile din trecut, ncepind cu 1917, puteau visa la iscarea revolutiei sau
a ceva care sd-i semene, sau mdcar aveau niste teluri revolutionare lim-
pezi, dacd vorbim asa in zilele noastre, dacd doar mentiondm revolutia,
sundm inevitabil nebunesc si superfluu pentru urechile contemporane, care
par sd stie mereu mai bine ce e posibil si ce nu. De fapt, nu existd spatiu
pentru imaginatia revolutionard. Felul in care consumdm informatii in
prezent a nivelat totul, asa ca faptul ca vorbesc despre revolutie, utopii,
luptd de clasd, partid, sau amintirea lui, e la acelasi nivel ca vorbitul despre
pisici, o cind elegantd, un selfie sau orice altceva. Efectul acestei niveldri
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ainformatiei este cd face sd dispard orice dorintd de a mai vorbi lumii dsteia.
Cum stai cu asta? Cum poti functiona ca artist sau drept cineva care
incearcd sG comenteze evenimentele contemporane? De vreme ce vor-
besti din interiorul unei lumi hiperspecializate — lumea artei —, ceea ce
inseamnd cd-ti ingustezi foarte mult publicul potential. Probabil ca vei ajunge
la un numdr mai mic de oameni decit cineva care foloseste doar Face-
book sau alte website-uri. Bun, cum vezi deci aceastd nivelare a informatiei,
aceastd omogenizare, faptul cd totul devine cumva superfluu? Simti asta?
fti d oare o anumitd angoasd’? Te infurie?

= Tn cartea lui Naomi Klein intitulata Asta schimbd totul, existd un capi-
tol destul de fain in care Tsi imagineaza o persoana... si cred cd un pic se
are in vedere pe ea insasi cu cftiva ani in urma, o persoand tipica din clasa
de mijloc, care crede cd printr-un fel de reformare sistemul poate fi ajus-
tat, reparat... gindire social-democrata tipica. Dar intelegind cu adevarat
implicatiile Incdlzirii globale, ea arata ca pura supravietuire a generatiilor
ce vor veni va avea nevoie efectiv sd ducd la o descompunere a capi-
talismului. Sigur, ai cu totul dreptate ca probabil momentul nu e cel mai
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utopias, about class struggle, about the party, or its memory, is just at the same
level as talking about cats, about a fancy dinner, the last selfie, or whatever.

The effect of this leveling of information is that it takes away any sort of desire to
speak to this world. What about you? How can you function as an artist or as some-
body who is trying to make a commentary on current events? Since you speak
from a very-very specialized world - the artworld -, this means that you narrow
down very much your potential public. You will probably reach a smaller amount
of people than somebody who is using only Facebook or some other websites.

So, how do you feel about this leveling of information, about this homogeneity,
about this fact that everything is becoming superfluous somehow? Do you feel it

at all? Do you have a certain angst because of it? Are you mad against it?

== In Naomi Klein's book This Changes Everything, there is a quite nice chapter
where she imagines a person, and I think a bit she also has herself in mind a few
years back, a typical middle class person who thinks that with some sort of reform-
ing our system can be adjusted, repaired... typical social-democratic thinking.

But truly understanding the implications of global warming, she explains that the
sheer survival of coming generations will actually need to lead towards a disman-
tling of capitalism. Sure, you are totally right that at the moment probably it is not
the best time to talk about revolutionary processes... But it cannot be avoided to
talk about them now, because the global heat death is something time-sensitive
that requires action now. Just recently, some months ago, there was a new text
published by the Copernicus Climate Change Service, which is a central institute
doing climate change research funded by the European Union. The text said that
the record breaking 2016 was the warmest year on record that saw the planet
near a 1.5°C warming above pre-industrial levels, which should definitely be avoid-
ed. Just in December 2015, at the COP21 in Paris, the majority of the states agreed

to try to stay below 1.5°C, and now this seems almost impossible already. So, there

potrivit pentru a discuta despre procesele revolutionare... Dar nu putem

evita sa vorbim despre ele acum, caci moartea globald din cauza cdldu-

rii e ceva al carui ceas ticdie si cere actiune acum. Nu demult, cu citeva
luni in urma, s-a publicat un text de catre Serviciul de Schimbare Clima-

tica ,Copernicus”, care e un institut central de cercetari climatice finantat
de Uniunea Europeana. Textul zicea ca anul 2016 a reprezentat un record

si a fost cel mai cdlduros an inregistrat pind acum, find aproape cu

1,5°C deasupra nivelurilor preindustriale, ceea ce ar trebui evitat in mod

categoric. Chiarin decembrie 2015, la COP 2| Paris, majoritatea state-

lor au cdzut de acord s ncerce a ramine sub |,5°C, iar asta pare deja
imposibil. Asa ca nu existd posibilitatea de a spune: hai sd asteptam citiva
ani pind oamenii se satura de Trump si ceilatti nemernici de dreapta din

Ungaria, Polonia, Austria, Indonezia etc., iar apoi va exista poate un cadru

mai bun pentru aceste discutii. Cred ca trebuie sd abordam aceste pro-

bleme chiar acum, desi totul pare sd fie nepropice pentru asa ceva pe

moment. Perspectiva mea este aceea de a le aborda din sfera artei, nu

pentru cd as crede cd a folosi acest domeniu e calea cea mai buna, ci

pentru cain ce ma priveste este domeniul din care provin siin care pot
folosi anumite platforme de pe care pot vorbi. Am motive puternice ca
sd lucrez in cadrul sferei artistice pentru a aborda unele dintre aceste ches -
tiuni. Si, desigur, trebuie sa depasim nivelul unei simple descrieri a pro-

blemei, al unei analize a sistemului actual. Munca noastrd trebuie sd fie
legata cu forme de rezistentd, cu miscdrile sociale existente si aflate n

stare de luptd si, de asemenea, trebuie sa ne gindim la ce posibilitati avemn.

TToate astea merg mind-n mind, trebuie lucrat deodatd la toate niveluri-
le. Utilizez destul de mult filmul, de pilda, deoarece am incercat s ga-

sesc un mijloc de expresie cu care, in potentd, as putea depasi sfera artistica
si m-as putea racorda la miscdrile sociale existente. Tmi pun filmele la dis-

pozitia miscarilor sociale in mod gratuit, deci acestea le pot folosi pen-

tru scopurile lor, iar asta dd rezultate foarte bune cu unele dintre ele. De

obicei, flmele in care apar militanti sau protagonisti din miscarile socia-

le sint folosite destul de mult de miscari si organizatii de stinga din intrea-

ga lume. Cred cd artele pot juca un rol in mobilizdrile actuale. Daca n-as
crede cd arta poate avea acest rol, n-as fi continuat cu munca asta, ar
fi fost fard sens.

=1 \bi continua un pic cu amdrdciunea si negativitatea. Cdci, sigur, avem

nevoie de sperantd pentru a ne misca si a functiona, dar, pe de altd parte,

tot secolul al XX-lea fusese despre mobilizarea oamenilor. Astdzi indus-

tria marketingului si publicitatea in general sint, de asemenea, despre mobi-

lizarea oamenilor, despre a-i face pe oameni sa facd un lucru sau altul.

Asadar, pot intelege perfect dacd oamenii spbun: nu, nu misc nici macar
un deget pentru nimeni; refuz mobilizarea. Dar cind vorbim despre perico-

le cum ar fi incdlzirea globald sau aceastd potentiald pierdere a controlu-

lui asupra situatiei financiare, sau despre rdzboaiele iminente, nu pot sd
ma gindesc dectt la faptul cd, din nefericire, aceste chestiuni care sint cele

mai globale, cele mai generale si cele mai dramatice sint, totodatd, si cele

mai abstracte, in sensul cd, bineinteles, toatd lumea e vizatd de ele, pe

cind nimanui nu pare sd-i pese prea mult de ele in locurile in care incd nu

si-au dezvoltat pe deplin dezastrele... Dacd aceastd clddire ar lua foc, toatd

lumea ar sdri sd aducd apd pentru a stinge focul. Putem spune oamenilor
cd, uite, planeta este acum ca o casd in fldcdri. Probabil cd acesta e nivelul
de urgentd, de nu ceva chiar mai avansat decit un foc obisnuit. Dar nu

is no possibility to say, well, let's wait a couple of years until people will perhaps
be fed up with Trump and the other rightwing assholes in Hungary, Poland, Austria
and Indonesia, wherever... then maybe it will be a better framework for these dis-
cussions. I think we need to work on it right now, even if everything seems to be
against it at the moment. My perspective is to work on it from the sphere of art,
not because I believe that it is the best way to use this field, but for me it is the
field where I come from and where I can use certain platforms from where to
speak. I see good reasons for working within the sphere of art to address some

of these issues. And, of course, we have to go beyond the level of describing the
problem, of analyzing the current system. It needs to be connected with forms of
resistance, with existing social movements in struggles, and we also need to think
about alternatives. This all has to go hand in hand; we have to work on all these
things at the same time. I am working a lot with film, for example, because I tried
to find a medium with which potentially I can also go beyond this sphere of art,
which can also connect to existing social movements. I make my films available
for free to social movements, so that they can use them for their own purposes,
and this goes pretty well with some. Usually those films in which activists or prota-
gonists from the social movements appear are also being used a lot by social move-
ments or leftist organizations around the globe. I think the arts can play a role in
current mobilizations. If I did not think that art can have this role, I could have not
continued with this work, it would be meaningless.

=1 [ will continue a bit with the bitterness and the negativity. For, of course, we
need hope in order to move and to function, but, on the other hand, the entire 20th
century was about the mobilization of people. Nowadays the marketing industry and
advertising in general are also about the mobilization of people, of making people
do something. Therefore, I can perfectly understand if people say: no, I am not mov-
ing a finger for anybody; I refuse mobilization. But when we talk about dangers such
as the global warming or this potential loss of control over the financial situation, or
the imminent wars, I can only think about the fact that, unfortunately, these issues
that are the most global, the most general, and the most dramatic are also the most
abstract, in a sense that, of course, everybody is endangered by them, while nobody
seems to care much about them in places where they did not fully developed their
catastrophes yet... If this building would catch fire, everybody would jump and bring
probably water to put it out. We can tell people that, listen, the planet is right now
like a house that is on fire. Probably this is the level of emergency, if not something
even higher than a regular fire. But we can only tell this, so you have only this very
weak mean of a voice, of a writing, of a video, of a work in general, and then this will
of change and of mobilizing other people. But these are already part of the post-
truth situation, or of the Spectacle. Now that we need so many political artists and,

in general, lots of political art, I have the impression that we are living in a moment
when political art has totally lost its edge somehow. So, it has no stake. I mean, if you
do political art is just the same as if you would do the aesthetic art, and this just
because of the “art” part of the two “things”, or even if you would try to get out of
“art”is just the same somehow. So, we are always falling back in the same horizon
of “nothing changes”, somehow, and very often I have the feeling that we are living
in some sort of global Gotham city without a Batman. How would you comment on
this, or how do you feel about this? What do you see in terms of organizations or
action that would show a different picture?

== [ believe that the much needed social change will only come into existence

through large mobilization of social movements. So, existing social movements
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putem decit sa spunem asta, deci n-avem decit mijlocul acesta foarte slab
al unei voci, al unei scriituri, al unui film video, al unei opere in general si
aceastd vointd de schimbare si de mobilizare a altora. Dar astea fac deja
parte din situatia de postadevdr sau din Spectacol. Acum cd avem nevoie
de foarte multi artisti politici si, in general, de multd artd politicd, am impre-
sia cd trdim intr-un moment in care arta politicd si-a pierdut cu totul tdisul
cumva. Asadar, nu are mizd. Cu alte cuvinte, dacd faci artd politica e la
fel de parcd ai face artd esteticd, iar asta doar din cauza partii ,artd” din
cele doud, sau chiar dacd aiincerca sdiesi din ,artd” e la fel, cumva. Recd-
dem mereu in acelasi orizont al lui ,nimic nu se schimbd” si foarte des am
impresia cd trdim intr-un fel de Gotham city global, dar fara Batman. Cum

Dario Azzellini & Oliver Ressler,
Comuna Under Construction, film, 94 min,, 2010

comentezi asta, care sint impresiile tale? Ce vezi, in termeni de organi-
zatii sau actiune, care sd arate o imagine diferita?

= Cred cd schimbarea sociald de care este mare nevoie va veni doar
printr-o mobilizare masiva a miscarilor sociale. Asadar, miscdrile socia-
le existente trebuie sd se asocieze cu miscarile sociale infiintate recent
si trebuie sd devind mult mai puternice pentru a pune o presiune reala
pe partidele politice, institutii, parlamente, guverne, Organizatia Mon-
diald a Comertului, orice altceva. Cred cd o asemenea miscare va fi cu
adevarat de succes dacd reusim, de asemenea, sa ne facem citiva aliati
in parlamente. Tntre 2003 si 2010, am urmarit situatia din Venezuela
destul de atent, cind Hugo Chavez fusese inca Tn viatd si sprijinise un
proces uluitor de transformare sociald, cu un rol central acordat miscari-
lor populare si organizate de jos. Din cite stiu, nu sint foarte multe alte
exemple din anii trecuti, In care lucrurile sa functioneze la fel de bine
la o scard atit de extinsd. Oamenii au putut vedea cu adevdrat ca pro-
cesele de luare a deciziilor in adundri produc schimbadri si la nivel local,
deoarece guvernul le alimenta cu o gramada de bani. in jurulanului 2010,
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need to align with newly built social movements, and they must become much
stronger in order create real pressure on political parties, institutions, parliaments,
governments, World Trade Organization, whatever. I believe such a movement will
only be really successful if we also manage to get some allies in the parliaments.
Between 2003 and 2010, I observed the situation in Venezuela quite a bit, when
Hugo Chévez was still alive and supported a quite amazing process of social trans-
formation, with a central role of grassroots movements self-organizing from below.
To my knowledge there are not many other examples from the past years where
this would work so well on a really large level. People could really see that
decision-making processes in assemblies effect changes on the local level also

because the government fueled them with lots of money. Around 2010, in Vene-

zuela, there were about 30,000 consejos comunales [community councils], where
people met and made decisions locally about what projects they thought were
most important for their neighborhoods: a new kindergarten, new water supplies,
new roofs for their houses, whatever. This, of course, is a process that you could
imagine to go beyond, to establish tools and tactics for people to govern them-
selves, to take over more and more parts in society, parts that usually are seen as
the role of the state. When people in neighboring states get similar processes start-
ed as well, you could even imagine that they will decide to tear down borders,
because they will become meaningless. I think it is necessary to have utopian
ideas, to create spaces for non-prescriptive utopian thinking, even in times that
appear very sad politically. We need this in order to have something which is worth
striving for. I always need something positive, a target... But at the same time it is
also clear that it is impossible to imagine an idyllic situation when the struggle
came to an end, I think the struggle will always continue, it will be a permanent
process of negotiation and involving more and more people in becoming protago-

nists of their future.

in Venezuela existaserd aproximativ 30.000 de consejos comunales
[consilii comunale], unde ocamenii se intlineau si luau decizii la nivel local
despre proiectele pe care le considerau a fi cele mai importante pen-
tru cartierele lor: o noud gradinitd, noi rezerve de apd, noi acoperisuri
pentru casele lor, orice. Acesta, bineinteles, este un proces despre care
iti poti imagina cd ar putea continua, ar putea sd inventeze unelte si tac-
tici pentru ca oamenii sa se autoguverneze, sa preia tot mai multe parti
din societate, parti care sint vazute de obicei ca tinind de rolul statului.
Cind oamenii din statele vecine vor reusi sa puna in miscare procese
similare, s-ar putea imagina chiar ca vor decide sa desfiinteze granitele,
caci acestea vor deveni lipsite de sens. Cred ca e necesar sa avem idei
utopice, sa credam spatii pentru o gindire utopica nonprescriptiva, chiar
in vremuri care apar ca find foarte triste din punct de vedere politic.
Avem nevoie de asta pentru a avea ceva pentru care meritd sa depui
eforturi... Eu mereu am nevoie de ceva pozitiv, o tintd... Dar, totodata,
e clar si cd este imposibil sa-ti imaginezi o situatie idilica in care lupta ajun-
ge la sfirsit; cred ca lupta va continua mereu, va fi un proces permanent
de negociere si implicind tot mai multi oameni n a deveni protagonistii
propriului lor viitor.

=1 (Critica sistemului capitalist existd astdzi intr-un mod foarte disper-
sat. Existd organizatii, dar ele sint foarte mici—in caz cd e vorba de orga-
nizatii cu adevdrat anticapitaliste. Dacd sint mai mari ajung imediat sa
se dfilieze cu un partid sau sd se racordeze la politica reald, unde — intr-un
fel sau aftul — ajung mereu la o intelegere cu puterile existente. In acest
context, mi se pare cit se poate de surprinzdtor cd, pind si in aceastd
intreagd erd a creativitdtii si,artisticdriei”, ne afldm incd la acelasi nivel
politic ca in trecut. Acum patruzeci sau cincizeci de ani stinga progresistd
voia aceleasi lucruri pe care le vrem astdzi. Nu ne putem imagina o altd
formd de politica progresistd. Md intreb: dacd sub forma mobilizdrilor cla-
sice lucrurile nu s-au schimbat de-a lungul timpului, de ce-ar face-o as-
tdzi? Cu alte cuvinte, ce anume ar declansa astdzi o schimbare? Problema
mea e: avem oare o gindire care ar putea sd gindeascd timpurile in care
trdim, ceea ce e necesar, si sd fie in stare sd schimbe lucrurile efectiv? Rezis-
tenta foloseste mereu aceleasi scheme: miscdri de masd, demonstratii,
organizare la nivel popular. Dai exemplul Venezuelei. Bine. Voi fi brutal.
Chavez a murit. Ce s-a intimplat dupd? Stii foarte bine cd situatia din Vene-
zuela nu e tocmai roz in timp ce vorbim. Existd mereu aceastd recddere.
Cistigi un pic, recazi. Sintem blestemati sd fie asa. Nu vreau sd fiu apoca-
liptic in legdturd cu asta, cdci cred cd idiomul apocdlipsei e ceva care este
mereu la indemind pentru a-i speria pe oameni si a-i mobiliza. Totusi, cind
te gindesti la schimbdrile de care avem nevoie, Tti dai seama de propria
insignifiantd in a le redliza, fie ca persoand, fie ca organizatie. Am impre-
sia cd nu e nimic de facut. Asta ar putea fi ceva pozitiv. Ce rdmine cind
,a face” nu mai e posibilitate pentru noi?

= Cred cd ar trebui sd evitim efectiv un discurs apocaliptic, cici el poate
fi paralizant, si nu mobilizator. Si e foarte posibil ca paralizia asta sa ali-
menteze noi tendinte de dreapta, care cresc in rindul maselor de oa-
meni dezamagiti. Cred, de asemenea, ca felul in care s-au dezvoltat
miscarile sociale, felul in care actioneazd si se organizeaza ele s-a schim-
bat foarte mult in ultimele decenii. Nu sint de acord cu tine cind spuli
ca nimic nu s-a schimbat in ultimii patruzeci sau cincizeci de ani. Zapatistii
din Chiapas, care au aparut in 1994, fusesera foarte influenti cu ideea

+

r=1 The critique of capitalism exists nowadays in a very dispersed way. Organizations
do exist, but they are very tiny - in case of real anti-capitalist organizations. If they
are bigger, they are immediately affiliated with a party or connected to real politics,
where in a way or another they always get to a deal with the actual existing powers.
In this context, I find it rather surprising that, even in this whole era of creativity and
artistry, we are still at the same political level than in the past. Forty or fifty years ago
the progressive left wanted the same things as we want now. We cannot imagine a
different progressive politics. I am wondering if in that way of classic social mobiliza-
tion things did not change, why would they change now? I mean, what would be the
trigger for a change now? My problem is: do we have a thinking that could actually
think with the times, which is so necessary, and to be able to actually change things?
Resistance uses the same schemas: mass movements, demonstrations, organization
at grassroots level. You give the example of Venezuela. Alright. I will be brutal:
Chévez died. What happened after? You know very well that Venezuela is not doing
so well nowadays. There is always this falling back. You win a bit, you fall back.

We are doomed to this. I don't want to be apocalyptic about it, because I think that
the idiom of the apocalypse is something that is always there to scare people and to
mobilize them. Still, when you think about the changes we need you realize your own
insignificance in making them happen, either as a person, or as an organization.

I have the impression that there is nothing we could do. This might be something
positive. What is left if “doing” is not a possibility for us?

= [ think we really should avoid an apocalyptic discourse, as it can be paralyzing,
not mobilizing. And it is very likely that paralysis would fuel further rightwing ten-
dencies, which grow among masses of disillusioned people. I also think that the
way of how social movements developed, act and organize, changed a lot in the
last decades. I do not agree with your description that nothing changed in the last
forty or fifty years. The Zapatistas in Chiapas that emerged in 1994 were highly
influential with their idea of asking we walk, not to have a predefined concept,

but trying to react towards certain situations and to develop your own auto-
nomous space, to create something that appears possible within your own sphere.
I think that the recent anti-capitalist movements from Seattle to Genoa and further
on the Occupy and square movements were a lot influenced by this thinking and
with this non-hierarchic way of organizing, which does no longer have leaders and
where decisions are made in assemblies. Current social movements differ a lot in
comparison to historical struggles. Of course, it can be argued: where are these
movements now? I would say they are more active than their public visibility may
suggest. And I would hope them to become much stronger. I would really hope
that they would become an actor that is too big to fail, one whom the governments
cannot overlook anymore and whom they must regard as an actor just because
they could simply shut down a city or a state. When movements become stronger,
when the Syrizas and Podemos’ in this world, the progressive Latin American gov-
ernments would not be targeted anymore by the European Union or by the US,
but would find lots of allies internationally, in collaboration and support of each
others, this could create a situation where step by step you could make progres-
sive change. I don't believe in that we need first a complete breakdown of capital-
ism, that something will grow on the destruction. That might also happen, but it
would probably cause millions of deaths, and I think we should rather take into
consideration about something which Christoph Speer, a political analyst from
Germany, at some point described as “radical reformism”, a democratic step by

step transition towards a better way of living.
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lor de ,marsdluim intrebind”, nu pentru a avea o conceptie predefinitd,
ci incercind sd reactioneze la anumite situatii si sa-si dezvolte propriul
spatiu autonom, sd creeze ceva ce apare drept posibil in propria lor sfera.
Cred ca miscarile anticapitaliste recente, de la Seattle si pind la Geno-
va, iar mai fncolo miscarile Occupy si ale diverselor piete [in sens arhi-
tectural, si nu mercantil] au fost foarte influentate de aceasta gindire si
de acest mod de organizare nonierarhic, care nu mai are lideri si unde
deciziile sint luate n adunari. Miscarile sociale actuale sint foarte diferi-
te Tn raport cu luptele istorice. Bineinteles, se poate spune: unde sint
aceste miscari acum? As zice ca ele sint mai active decit ar lasa sa se
inteleagd vizibilitatea lor publica. Sper ca ele vor deveni mai puternice.

Oliver Ressler
Too Big to Fail, 2011, billboards in the framework of “Who Throws
Whom Overboard?”, SALT Galata, Istanbul, 2016, photo: O. Ressler

Sper efectiv ca vor deveni un actor care e ,prea mare pentru a se pra-
busi”, unul peste care guvernele nu mai pot trece pur si simplu si pe
care trebuie sa-| priveasca drept un actor pur si simplu pentru ca pot
bloca functionarea unui oras sau a unui stat. Cind miscarile vor deveni
mai puternice, dind toate Syrizele si Podemos din aceasta lume, impreuna
cu guvernele latinoamericane progresiste, nu vor mai fi tinta impotri-
va cdreia luptd si SUA, si UE, cisi vor gasi o multime de aliati la nivel
international, in colaborare reciprocd si cu sprijin reciproc, asta ar putea
crea o situatie n care pas cu pas s-ar putea face o schimbare Tn sens
progresist. Nu cred cd mai ntii am avea nevoie de o prabusire comple-
td a capitalismului, cd e posibil sa creasca ceva pe ruine. S-ar putea intim-
pla si asta, dar probabil cd ar cauza milioane de morti si cred ca ar trebui
sa ne gindim mai degraba la ceea ce Christoph Speer, un analist poli-
tic german, a descris la un moment dat ca , reformism radical”, o tranzi-
tie democratica treptatd cdtre un mod mai bun de a trdi.
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In memoriam Peter Waterman
(1936-2017):

De la internationalismul comunist
la miscarea de solidaritate si justitie
globala

PETER WATERMAN (1936-2017), activist si universitar, a predat la Institutul de Studii Sociale din Haga
(Olanda) studiile muncdii, istoria sindicalismului international, sindicatele din Lumea a Treia, miscari sociale
si miscari muncitoresti . Autor prolific si figurd influenta in discutiile despre ,noile internationalisme munci-
toresti*, ,sindicalismul miscdrilor sociale” si ,miscarea pentru solidaritate si justitie globald".

Preambul

Dosarul verso din acest numar este dedicat lui Peter Waterman, trecut
n nefiintd la 16 iunie 2017." Am alcdtuit acest dosar in-

tr-un mod diferit de altele: el incepe cu un fragment

autobiografic, trece prin articole sintetice de criticd a ma -

rilor organizatii sindicale internationale, si ele partial auto-

biografice, pentru a se termina cu manifestul sau conceptual

(de un nou tip) pentru o cartd globala a muncii si cu arti-

colul fondator despre o noud conceptualizare a internatio-

nalismului, Tn cadrul ,miscarii sociale de solidaritate si

justitie globald®, dupa cum a numit el miscarile si protes-

tele, sindicaliste sau nu, formalizate sau nu, ce au aparut

dupa caderea blocului socialist in 1989 si pe care le reu-

neste caracterul radical-democratic, anticapitalist si inter-

nationalist, In afinitate cu Forumul Social Mondial.

Tn acest fel, am incercat s3 ofer in acelasi timp o introducere in munca
sa academica si militantd, de ,istorie socialistd a muncii“ si ,istorie a inter-
nationalismului sindical, si sa aduc un omagiu vietii sale, compusa, in-
tr-adevar, din mai multe vieti. Dupa cum spunea el insusi, referindu-se
la prietenii pe care i pretuia cel mai mult, Peter Waterman a fost un
Mensch, adicd o persoana cu multe parti, trecut intr-adevar prin multe
evenimente istorice de turnura: copildria ca evreu dintr-o familie comu-
nistd in cel de-al Doilea Rdzboi Mondial si dificila perioadd postbelicd in
Londra; experienta personald n lumea est-europeana comunista din
anii 1950; contactul direct cu primii ani ai Revolutiei Cubaneze; experien-
ta Primaverii pragheze si a invaziei sovietice din | 968; contactul cu activis-
mul docherilor din Lagos, cel mai mare port al Africii de Vest — unde a
observat modul cum s-au reconfigurat capitalismul global in perioada
decolonizdrii si statul in perioada imediat urmatoare razboiului civil con-
tra republicii secesioniste Biafra (unde un rol important il jucase contro-
lul asupra petrolului din Delta Nigeruluiy; implicarea, la sfirsitul anilor 1980,
cu Coordinadora, un sindicat informal revolutionar al muncitorilor de port
din Barcelona, care i-a dat impulsul, aldturi de sindicatul filipinez KMU,
de a concepe ,noul internationalism muncitoresc*®; experienta perso-
nald in Africa de Sud, in anii imediat urmatori sfirsirii apartheidului; si, calita-
teIn care l-am cunoscut si eu, implicarea foarte activa, ca internationalist

Portretul lui Peter Waterman — foto de Ricardo Ramirez Arriola; celelalte fotografii sint din arhiva per-
sonald a lui Peter Waterman.
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inveterat, in dezbaterile din si din jurul Forumului Social Mondial si al
unora dintre cele mai progresiste miscari sociale anticapitaliste, de la
sfirsitul anilor 1990 si pind la decesul sau.
Desi a fost universitar, lucrind din anii 1980 la Institutul de Studii Socia-
le din Haga, unul dintre instrumentele preferate de lucru ale lui Peter
Waterman au fost revistele: in anii 1950 a fost redactorul adjunct al revis-
tei lunare a Uniunii Internationale a Studentilor (comunisti); Tn anii
1960 a fost editorul buletinului celei mai mari confederatii sindicale comu-
niste, WFTU; in anii 1980 a fondat unul dintre cele mai importante jur-
nale de studii ale muncii, Newsletter of International Labour Studies
(observind ndeaproape — si devreme — atit potentialul, it si limitele
miscarii poloneze Solidarnos¢), si a fost in boardul influentei reviste Glo-
bal Labour Journdl; iar in ultimele doud decenii a lucrat intens cu Progra-
ma Democracia y Transformacién Global din Peru, aldturi de partenera
sa, cunoscuta feministd Virgina Vargas, si, desigur, cu Interface — unul din-
tre cele mai importante jurnale contemporane ,de si pentru miscarile
sociale”. Tmpreuné cu Jai Sen, a editat o serie fundamen-
tald de carti de reflectii critice in siin jurul Forumului Social
Mondial.* Printre cartile sale de autor, mentionez: New
Labour Interationalism (1984), Globalization, Social Move-
ments and the New Intemationalisms (2004), Under, Against,
Beyond: Labour and Social Movements Confront a Globa-
lised, Informatised, Capitalism (201 |'), Recovering Interna-
tionalism and Creating the New Global Solidarity: Labour,
Social Movements and Emancipation in the 2 1st Century
(2012), The Old is Dying and the New is Hardly Yet Born:
Questioning the Global Legacies of Labour and the Left:
Devising New Languages of Struggle (2017) si, desigur,
autobiografia sa, From Coldwar Communism to the Global
Emancipatory Movement: Itinerary of a Long-Distance Internationalist
(2014). Cele mai multe sint disponibile online, sub principiile copyleft
si in forma pregatitd de autorul Tnsusi.
Peter Waterman e unul dintre ,batrinii“ miscdrilor de emancipare globa-
la de la care ramin incd multe de Tnvatat. E unul dintre ginditorii de stin-
ga care s-au mentinut mereu aproape sau fn contact direct cu muncitorii,
sindicatele si miscarile sociale, articulind critici dure dinspre stinga sau din
interior lumii comunismului de stat, partidelor, sindicatelor internationa-
le, miscarilor sociale, campaniilor politice, find insa mereu atent la partile
inovatoare sau pozitive, la grupurile radical-democratice, chiarin forma
nascentd. A fost printre primii veterani ai ,lumii comuniste” occidentale
care anvétat cu adevarat sd asculte argumentele feministe, nonocciden-
tale si est-europene (o raritate siin ziua de azi), regindind de altfel si inter-
nationalismul sindical n relatie cu multiplele fatete ale emancipdrii, find
si unul dintre primii observatori ai ,noului tip de miscari sociale”, aparu-
te la sfirsitul anilor 1980 — una dintre acestea era miscarea zapatistd, mult
nainte de revolutia din 1994, dar si anumite submiscari est-europene,
care criticau afft capitalismul, cft si statismul. Tn ultimul deceniu, in care
l-am cunoscut, am observat de mai multe ori, in dezbateri incinse, abi-
litatea |ui Peter de a trata, fard pretinsa neutralitate, diferentele ideolo-
gice si de opinie si faptul c3, In contexte de diferend sau chiar confruntare,
isi sporea capacitatea de ascultare si umorul — spre deosebire, as zice,
de practica multor altor activisti, teoreticieni si intelectuali.

165



Contextul istoric In care publicam acest dosar in limba romana este unul
in care s-a diluat entuziasmul primelor reconfigurdri anticapitaliste si deco-
loniale de dupa 1989: cele ale miscdrilor antiglobalizare si alterglobali-
zare ce au izbucnit in 1999-2000, ale turnurii indigeniste si de stinga
a Americii Latine, ale credrii Forumului Social Mondial in 2001 etc., pind
la Primavara revolutionard arabd din 2010 si la protestele sociale popu-
lare din Europa de EstTn 2012. Textele lui Peter Waterman reflectd en-
tuziasmul legat de aceste miscari si n acelasi timp critica acerbd, ce
incearca sa mentind un echilibru gramscian intre observarea limitelor
istorice si a acelor prefigurate (scepticismul intelectului) si deschiderea
pentru multiplele fatete ale emanciparii (optimismul vointes). Tn acelasi
timp, contextul comunicatiilor s-a schimbat: Peter Waterman scria inca
din 1984 despre necesitatea unui nou model comunicational pentru noul
internationalism al muncii, iar textele reunite in acest grupaj exprimd o
epoca de pionierat si deschidere aparent infinitd a internetului, cu entu-
ziasme ce par acum oarecum desuete; findcd astdzi ne confruntam, din
contrd, cu multiple campanii si tentative, inclusiv legale si materiale, de
ingradire, monopolizare si canalizare a internetului. S-a schimbat si
contextul politic international: la ceva vreme de la deschiderea granitelor
in interiorul Uniunii Europene, avem o constiintd politica sporitd a ce-
lor ce se intimpld cu mintile, ochii, munca, abilitatile si institutile noas-
tre atunci cind pasim in spatiul international interstatal, care a devenit tot
mai violent, nedemocratic si limitat dupa 1989. Asadar, e un moment
istoric In care devine posibild observarea limitelor interne ale seriei de
miscari globale orientate contra lumii capitalist-coloniale dupd 1989, pas-
tind pozitia rezistentel, si e necesara mai mult ca oricind regindirea inter-
nationalismului de la bazele sale materiale si subiective — munca,
uniunile, comunicatiile, biografiile si istoria politica, inclusiv cea recenta
—, pentru revigorarea miscarii de solidaritate si justitie globald. Sper ca
acest dosar, din care se intrevad deschiderile, dar poate si limitele mun-
cii lui Peter Waterman si, prin el, ale orizontului de miscari emancipa-
toare care au constituit lumea sa preferentiald, sa constituie o deschidere
n acest sens. (O. T.)

Note:

. Doud necrologuri: Peter Cole, ,Peter Waterman, an Internationalist to the End”, http:// roape.
net/2017/07/12/peter-waterman-internationalist-end/; si Laurence Cox, ,Peter Waterman
1936-2017: in memoriam*, http://www.interfacejournal.net/wordpress/wp-content/
uploads/2017/07 Interface-9- | -Peter-Waterman. pdf.

2. Peter Waterman, Division and Unity amongst Nigerian Workers: Lagos Port Unionism, | 940s—
60s, Hague, Institute of Social Studies, 1982.

w

. Peter Waterman, From Coldwar Communism to the Global Emancipatory Movement: Itine-
rary of a Long-Distance Internationalist, Helsinki, Into e-books, 2014, p. 208-209.

4. Jai Sen, Peter Waterman (ed.), World Social Forum: Critical Explorations, 2004, http:/Avww.
into-ebooks.com/book/world_social_forum/; Jai Sen, Peter Waterman (ed.), World Social
Forum: Challenging Empires, Vancouver, Black Rose, 2007, http://blackrosebooks.net/pro -
ductspview/World + Social +Forum%3A+Challenging -+ Empires%2C +2nd +edition/32439;
Jai Sen, Maduresh Kumar, Patrick Bond, Peter Waterman (ed.), A Political Programme for the
World Social Forum? Democracy, Substance and Debate in the Bamako Appeal and the Glo-
bal Justice Movements. A Reader, New Delhi/Durban: CACIM/CCS, 2007, http:/Avww.
cacim.net/bareader/.
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Din copilaria mea re-re-revolutionara
Fragmente autobiografice

Din Peter Waterman, From Coldwar Communism to the Global Eman-
cipatory Movement: Itinerary of a Long-Distance Internationalist, Helsinki,
Into e-books, 2014.

Activistii si liderii noii miscdri sociale de solidaritate si justitie globald (dupa
cum prefer s 0 numesc) stiu prea putine sau chiar nimic despre preis-
toria lor. O parte din aceasta a fost miscarea internationald comunista,
pe care generatia actuald tinde fie sd o romantizeze, fie sa o denunte.
Acel internationalism este insd prea important pentru a fi doar aprobat
sau condamnat. Stim cu totii vorba despre cei care, uitind istoria, sint
condamnati sa o repete. Desi 0 asemenea repetitie pare a fi improba-
bild azi, istoria ambigud a internationalismului comunist a lasat urme n
noile miscdri globale de emancipare. Intr-adevar, n interiorul siin jurul
Forumului Social Mondial pot fi identificate organizatii, teorii, ideologii
siindivizi cu rddacini in acel trecut problematic. Eu Thsumi sint unul din-
tre acestia.

Atrecut mai mult de un deceniu de cind am citit cartea lui Phil Cohen,
Children of the Revolution: Communist Childhood in Cold War Britain
(1997). [...] Titlul cartii vine de la Revolutia Franceza, care a fost acu-
sit si de Wolfgang Leonhard, n Child of the Revolution (1952), in care
autorul povesteste experientele sale de copil al unor comunisti germani,
care a avut nenorocul sd sard direct din tigaia fierbinte nazista in conge-
latorul sovietic. La lansarea cartii lui Phil Cohen in Londra, intr-o librérie
elegantd pe doua etaje, venise multa lume, din trei generatii, de ambe-
le genuri si de mai multe etnii. Unii dintre ei aratau ca mine: bine in-
tretinuti, Tmbrdacati lejer; de clasa mijlocie, evrei. Dar cind au vorbit, de
la podium sau din public, nu prea pdreau a fi si nici nu sunau devorati.
Poate amari, sau cu regrete, sau defensivi, sau autojustificativi, poate un
pic rosi pe dinauntru, Tnsa cu siguranta nu devorati.

De fapt noi sintem copiii nonrevolutiei. Eric Hobsbawm e cel care a vor-
bit despre dilema cu care se confruntd un partid revolutionar intr-o situatie
nonrevolutionard. Sd lasdm deoparte Intrebarea dacd Partidul Comunist
a fost revolutionar sau poate doar militant. Nu avem de-a face doar cu
pierderea convingerii (Partidul ca bisericd), pierderea caldurii (Partidul ca
familie) si pierderea identitatii (Partidul — comunitate), ci cu atasamentul
de lungd durata si energia consumata vislind contra curentului, in ceea
ce a ajuns sa fie un curent marginal al istoriei lumii si istoriei britanice. Vis-
litul pe curente marginale oferd insd o perspectiva specifica asupra
curentelor principale si asupra celor care se lasa usor sd pluteasca pe ele.
Printre expresiile de furie sau regret din cartea lui Cohen sau de la lan-
sare, nimeni nu a intrebat: dar dacd am fi avut o revolutie? Eu insumi
nu am iesit din Partid doar din cauza invaziei sovietice in Ungaria (1956),
pe care am inghitit-o, cu anumitd rezerva si durere, si nici doar din cauza
invaziei Cehoslovaciei (1968), la care am asistat in persoand. Am iesit
abia cind am realizat cd eram Tntr-un partid In care citiva membri si lideri
m-ar fi bagat la Inchisoare, torturat sau executat — cu anumitd rezerva
si durere. Citi dintre noi am fi fost inchisi daca ne-am fi atins ambitia si

am fi ,cistigat puterea“? Cel mai bun prieten ceh al meu, coleg la Praga,
o victima a epurdrilor din anii 1950, a ajutat dupa plecarea meain 1969
la epurarea colegilor disidenti din fostul nostru loc comun de munca,
sustinind ca ,mai bine fac eu asta decit vreun stalinist”. Asta provoaca
intrebarea dacd un stalinist e cel care gindeste si vorbeste ca un stali-
nist sau cel care actioneaza n aceeasi maniera.

As mai adduga un comentariu la titlul lui Cohen —nu o criticd, ci o genera-
lizare. E un comentariu despre comportamentul sau psihologia comu-
nisti: ,in asemenea dircumstante a devenit posibila acceptarea anumitor
forme de organizare si forme de comportament necesare pentru lupta
de clasa. Acestea includeau: un model autoritar de validare a cunoaste-
rii; 0 metoda a priori refractard de lecturd a stirilor si literaturii critice;
o psihologie dispretuitoare la adresa judecatilor morale conventiona-
le, care evidentiau moliciune retrogradd, idealism, liberalism, acompa-
niatd de importanta dovedirii dedicatiei totale pentru cauza clasei
muncitoare (o dorinta cu atit mai intensa daca proveneai din clasa mij-
locie); modelul a devenit taria revolutionard, verticald, de

un dispret cuceritor fata de cei prea timizi, prea moi, nece-

sard pentru a face ceea ce e de facut, pentru a duce la

indeplinire scopul cu tot cu mijloace”." Acest comenta-

riu nu vine din Vestul liberal-democrat, si nici din ,, | 956"

sau ,, 1968". Vine din ,, 1989 si din Caraibe. El ne amin-

teste cd modelul activistului comunist nu era doar mas-

culin, In general, ci falic.

Tn acest moment, parca il aud pe Pat Devine (fiul stalinis-

tului Pat Devine), contributor si vorbitor la lansarea cartii

engleze, plingindu-se cd vorbesc despre Partid, si nu des-

pre familia si copildria mea. Ei bine, am scris deja doua sau

trei carti de memorii, desi nu sub titlul planificat initial, Am

fost un adolescent evreu comunist de clasd mijlocie in cele mai privilegia-
te timpuri britanice. Mai mult, mama mea a scris un roman semiautobio-
grafic despre viata de familie a comunistilor din Marea Britanie, dupd rézboi,
probabil primul de acest tip. Parcurgindu-l, observ ca Rebecca, fiica-
sotie-sord-mama, exprima in anii 1 950 tipurile de probleme pe care femi-
nistele le-au recunoscut n anii 1970... iar ex-comunistii in anii 1990.
latd, asadar, pe scurt. M-am nascut in 1936 la Londra, in anul Jocurilor
Olimpice Populare de la Barcelona, eveniment anulat de izbucnirea Raz-
boiului Civil din Spania. Unii dintre cei care se duseserd la aceasta al-
ternativa stingista la Jocurile Olimpice ale lui Hitler au ramas in Spania,
aldturindu-se Brigazilor Internationale. [...] Parintii mei erau comunisti,
mama lucra ca secretard la diferite comitete de solidaritate internationa-
I3, inclusiv cel de ajutor al Spaniel, iar tatdl meu a devenit managerul celui
mai mare lant de librdrii comuniste, Collet’s, intre 1942 si 1952. [...]
Parintii mei nu erau doar comunisti, ci si evrei; mama se nascuse intr-o
familie de comercianti din East End, tata era un imigrant ilegal din Polo-
nia. A fi evreu, sdrac, ateu si comunist insemna sa apartii traditiei cos-
mopolite si internationaliste ce i include pe Marx, Luxemburg si
numerosi alti ,evrei nonevrei* (Deutscher). [...]

Parintii mei au fost membri de partid, la fel ca si cei mai multi prieteni
ai lor, la fel ca si cei mai multi prieteni ai mei si ai fratelui meu David.
Pind aici, nimic neobisnuit, o copildrie comunista Tn Marea Britanie
postbelica/din timpul Razboiului Rece. La fel ca in Statele Unite, unde
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bebelusii cu scutece rosii erau numiti Lenin sau Ninel. Tatal meu, Alec,
era tipul ex-est-europeanului emotional, extravertit, suffind foc, talmu-
dic. Mama mea era tipul englezoaicei, ex-East End, reflexivd, rationala.
Ea aiesit din partid Tmpreund cu alti ,revizionisti“ dupa 1957, cu un mare
sentiment de usurare. El a ramas, fumegind si luptind, consumindu-si
cea mai mare parte din energia sa considerabild pentru apararea evrei-
mii est-europene, atit in afara, it si n interiorul Partidului — o altd cau-
zd pierdutd. A murit fard veste, subit, dupd un atac de cord, la o virstd
de care si eu, si fratele meu David am trecut deja. Am considerat ca
moartea sa s-a datorat stresului suferit din cauza ca zeul sau esuase. Mama
Ray a spus cd ,el a fost prea puternic pentru mine”. fnsa ea a mai scris
doud romane si a mai cunoscut o lunga poveste de dragoste cu un om
foarte blind, un muncitor din Nord, John, care a murit si el Tnaintea sa.
Odatd, In propria mea perioada talmudica, in care suflam foc, mama
mi-a spus ca pe mine ma interesau mai mult ideile decit oamenii. Da,
mama, cd parca pe tine nu te interesau... Ray, care a muritin 2001, cind
era octogenara, avusese mult respect pentru acel tip con-
sacrat de partid, intelectualul sau activistul educat in par-
tid sau autoeducat. [...]
Pot sd trasez diferitele influente personale si politice ale
parintilor mei in propria mea personalitate, in peregrinari,
politica si profesie. Sint un cosmopolit, cdldtoresc, cerce-
tez internationalismul, iar azi ma intereseaza oamenii la fel
de mutt ca ideile. (Sper sa fac un studiu istoric despre inter-
nationalisti — purtdtorii umani ai internationalismului, bazat
pe auto/biografii.) Daca practic ceea ce a predicat Gramsci
— scepticism al intelectului, optimism al vointei —, e mul-
tumitd lui Ray si Alec... in aceastd ordine. [...]
Tatdl meu, Alec Waterman, s-a nascut cu numele Nasibirski
In Bfonie, lingd Varsovia, in 1907. Nasibirski era de fapt o insultd
ruseascd: n Siberia cu tine! Un efect de lunga duratd al Revolutiei Fran-
ceze sau al invaziei napoleoniene Tn Imperiul Rus fusese ideea cd toatd
lumea ar trebui sd aibd un nume oficial de familie. Evreii aveau doar patro-
nime. Numele de familie al lui Alec fusese de tipul celor dat evreilor care
nu mituisera suficient birocratii taristi. Tatdl sau fusese un mic proprie-
tar; Alec Tsi amintea de mirosul de fecale umane folosite pentru fertili-
zarea bucdtii lor de pdmint. Fondul sau rural a iesit la suprafatd in timpul
razboiului, cind in fata noastra a taiat un cartof in patru, I-a plantat, iar
din sferturi au crescut in mod magic alti patru cartofi intregi. Alec lucra-
se Tn Varsovia ca brutar si giuvaiergiu, apoi ca docher in Gdarisk, iar de
acoloaajunsin 1926 la Londra. [...] T anii 19301940, Alec a fost mem-
bru al Partidului Comunist Britanic, al Comitetului National Evreiesc, al
Cercului Muncitorilor Evrei, al Prietenilor Uniunii Sovietice, al Miscarii
Teatrului Evreiesc. [...] Ca apatrid in Marea Britanie, a fost inregistrat ca
strain in timpul celui de-al Doilea Razboi Mondial, trebuind sa se pre-
zinte saptdminal la politie. [...] Alec, ca membru de partid si editor al zia-
rului comunist The Jewish Clarion, a fost puternic implicat in criza ce a
explodat in PCB dupa Congresul al XX-lea al PC al URSSTn 1956....]
A publicat un articol despre ,Chestiunea evreiasca“ in Marxism Today n
1959. Inainte de moartea sa, In 1966 elaborase un memorandum des-
pre situatia evreimii sovietice, pe care conducerea PCB a fncercat sa 'l
doseasca. [...] Ca act constient de reconciliere personald, dar si din-
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tr-un simt de responsabilitate politicd, m-am aldturat lui fn acea cam-
panie nereusitd de a face PCB-ul sd ia o atitudine transanta fata de anti-
semitismul sovietic de la inceputul anilor 1960.

[...] Mama Ray (Rochelle pentru parintii ei) s-a nascutin 1912, la cite-
va luni dupa ce parintii ei au venit din Polonia. Nu a fost o feministd ce
predica doctrine sau face marsuri in stradd, dar a crescut n primul val
de feminism, iar ca socialista a luptat lupta buna impotriva rolurilor obisnui-
te rezervate Tn Partid sotiilor si mamelor de sotii si fiii lor ce predicau
doctrine si marsaluiau pe strazi. Internationalismul mamei a continuat
dupa ce a iesit din partid, pastrind contactul cu lidera sud-africana pro-
comunista Lilian Ngoyi, timp de doua decenii dupd ce o gazduise initial
inanii 1950. A jucat un rol si in salvarea din Polonia comunistd a celui
mai de succes agent sovietic din timpul razboiului. [...] Spre disperarea
mamei mele (care facea noudzedi la sutd din munca de gospodarie),
bucdtdria noastra era mereu plind de chiriasi si vizitatori care vorbeau
cu accent n engleza, idis sau franceza, povestind despre orori vechi si
noi, certindu-se tare si fdrd incetare pe tema Rusiei, comunismului, Israe-
lului, sionismului, antisemitismului — dar si despre carti, arta si film. Mutti
ani mai tfrziu, mama m-a intrebat daca am avut o copildrie fericitd. ,Nu®,
i-am raspuns, dupa o reflectie, ,insd cu sigurantd a fost interesantd”. [...]
Am crescut in timpul rézboiului, strigind ,, Deschideti al doilea front!” (in
Europa), ,India libera acum!“ si ,Nu vor trece!” Era o luptd mondiald
intre revolutia rosie comunista si reactia neagra nazista. Anglia ar fi pu-
tut sd o ia pe oricare dintre aceste cdi. De Ziua Victoriei, In 1945, eu,
fratele meu David si prietenul nostru de scoald Raphael Samuel am iesit
seara sa ne alaturam celebrdrilor;, dar am fost cautati de tatal meu si de
unchiul lui Chimen Abramsky, care se temeau sa nu fim batuti de fas-
cistii britanici! Victoria in Europa nu insemna inca victoria in Anglia.
Citiva ani mai tirziu am fost confruntati cu colegii mei de scoald pe Ham-
stead Heath de cftiva chiulangii de clasa muncitoare care ne-au identi-
ficat cu precizie, unul dupd altul: ,evreu, englez, englez, englez, evreu,
englez”... Afost o experientd umilitoare si amenintdtoare.

Cu toate acestea, vazind rdspindirea dramaticd a comunismului dupa
razboi, eram siguri ca viitorul era de partea noastra. La 14 sau |5 ani,
i-am spus mamei unui coleg ca in cel mult cinci ani va fi o revolutie n
Anglia. [...] M-am alaturat Ligii Tineretului Comunist de ziua mea de |5
ani, pe 24 ianuarie 1951.[...] Ca evreu de clasa mijlocie din strazile Lon-
drei de nord, am mai fost numit Dirty Yid sau amenintat de copii de clasa
muncitoare; n interiorul partidului nu am auzit fnsa remarci antisemi-
te sau rasiste si m-am simtit protejat si chiar apreciat de cei mai buni din
clasa muncitoare britanica. [...] Partidul si ,miscarea” au devenit fami-
lia, clubul, biserica, tara, universul meu. [...\

Tn vara anului 1951 am mers la primul Festival Mondial al Tineretului,
n Berlinul de Est, ca reprezentant al Ligii Tineretului Comunist din Ham-
mersmith. A fost ceva aventurd pentru un baiat de |5 ani, la doar 4-5
ani dupd razboi. [...] Una dintre responsabilitatile mele a fost sd trans-
mit din partea tatdlui meu Alec, cuiva din Berlinul de Est, un cutit de buzu-
nar multifunctional, daruit originar lui Engels de — cred — niste sindicalisti
din Sheffield. [...] Ne-am imbrdtisat cu cintaretele nord-coreene, intens
machiate si medaliate, aflate n razboi cu soldati britanici de clasa munci -
toare in cealaltd parte a lumii. Am Tnvatat si am cintat cintece de Bert
Brecht si Hans Eisler; Tntr-o germana improvizatd, in spatele camioane-
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lor care ne duceau la stadioane sau evenimente culturale. Am nvatat
Moorsoldaten, despre lagarele de concentrare de dinainte de razboi, si
cintecul solidaritdtii, care se termina cu strigdtul Solidaritdt! M-am simtit
minunat. Poate cd eram englez, evreu si de clasa mijlocie, insa eram si
un membru al comunitatii internationale a claselor, nationalitatilor si rase-
lor. [...] In decurs de un an devenisem un ,activist scolar” si unul din-
tre cei aproximativ o sutd de membri activi ai Ligii Tineretului Comunist,
ce numdra patru sute de membri. [...]

fn 1953 am avut a doua experientd de festival, desi a trebuit sa cersesc
la familie si prieteni de familie pentru a plati costurile. Festivalul avea loc
la Bucuresti, mult mai la est decit Berlinul de Est. De data aceasta am
imprumutat o camera mica de luat vederi, cu care am facut poze in tim-
pul cdldtoriei cu trenul, care a durat trei zile sau mai mult. David decise-
se sa facd autostopul pind la Bucuresti, impreuna cu Jeanine, o elvetiand
comunistd. [...] Am incercat fara succes sa intram la filmul Hamlet cu
Lawrence Olivier, apoi la o reprezentatie a unui ansamblu folk israe-
lian comunist. M-a impresionat negativ faptul cd o multime incontrola-
bild — aparent evrei romani —a reusit sa sparga vitrina de sticld a teatrului.
Am scris despre acestea in Challenge, ntr-un mic articol intitulat ,Piata
Romana" — care era locul unde fusese gazduitd delegatia britanicd. Eu
credeam ca am contribuit cu o micd experientd personald la acest
eveniment politic. Australianul Robin Corbett, atunci redactor adjunct
al Challenge, m-a admonestat insa n detaliu pentru prezentarea mea
distorsionata a Romaniei Socialiste. [...] O tentativd mai de succes de
a umaniza comunismul a fost facuta atunci de Comitetul Tineretului Bri-
tanic, printr-un film despre relatia dintre doi participanti britanici, Charlie
si Anita. Actorii erau doi tineri comunisti britanici, el din Scotia, ea din
Londra. Charlie si Anita erau si numele lor reale. Nu au fost prezen-
tati fnsa drept ,,comunisti®, ci ,tineri“. Eram invidiosi pentru participarea
lor n film si o admiram pe frumoasa Anita, care era o membra a Ligii
Tineretului Comunist din Hammersmith. [...] Atunci am avut parte de
doud experiente deosebite. Prima a fost dansul romanesc perinita, in
timpul cdruia mi s-a tras un fir din puloverul meu unic si scump. A doua
a fost cind starul filmului, Anita, m-a ales pe mine, tragindu-ma fn mij-
locul cercului, si m-a sarutat — partea obligatorie din perinita —, intro-
dudindu-si Tnsa limba n gura mea. M-a fulgerat pind la plasele. Acel sarut
nu a fost doar dincolo de cerintele traditionale ale dansului, ci cu totul
in afara experientei si cunostintelor mele. Din pdcate, acel socant ca-
dou erotic a fnsemnat mai mult pentru mine decit pentru ea.

[...] Universalismul-internationalismul-emanciparea nu sint pentru mine
o memorie distanta. Ele constituie un imperativ necesar si un viitor atra -
gator. Aceasta trinitate laica nu a fost doar un lux pentru membri de par-
tid cosmopoliti, de clasa mijlocie, ca mine. Liderii comunisti ai miscarii
muncitorilor someri din anii 1930 fusesera inspirati de ,,convingerea ca
erau membri ai unei tovarasii revolutionare mondiale”, Ca acel comu-
nism reproducea universalismul precedent al religilor monoteiste,
apocaliptice, ori cd, Tntr-adevar, comunistii au crezut cd doar ei au
cheile regatului — toate acestea sint mai putin importante decit aspiratia,
viziunea si etica. Atunci cind va fi redescoperita sau reinventatd aceasta
trinitate, pe mdsura experientei oamenilor obisnuiti din lumea tot mai
globalizatd, va trebui sd reevaludm parintii revolutiei, chiar si acolo
unde aceasta nu a avut loc — din fericire.

Nota:

I Charles W. Mills, ,Marxism and Caribbean Development: A Contribution to Rethinking",
in ). Wedderburn (ed.), Rethinking Development, Mona, UWI, Jamaica, Consortium Gra-
duate School, 1991, p. 44.
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Un spectru bintuie internationalismul
sindical: spectrul comunismului

Peter Waterman, , A Spectre is Haunting Labour Internationalism, the
Spectre of Communism®, autopublicat, 20 aprilie 2000. Vezi Hartford
Web Publishing, World History Archives, History of the WFTU.
http:/Aww.hartford-hwp.com/archives/26/035.html

Un spectru bintuie inca lumea sindicalismului international, spectrul Fede-
ratiei Mondiale a Sindicatelor (WFTU, www.wftucentral.org):
—n Liverpool, in 1989, un lider veteran al docherilor mi-a pledat ne-
cesitatea unirii social-reformistei Confederatii Internationale a Sindica-
telor (ICFTU, care se extindea atunci exponential) cu comunista WFTU
(care intrase pe atunci intr-un declin vertiginos);
—in 1994, 1n zona industriald delapidatd din Durban, Afri-
ca de Sud, o egidd imensa a WFTU domina micul oficiu
sindical. Liderii sindicali sud-africani inca sustineau traditia
antimperialista si meritele anticapitaliste ale WFTU;
—1n 1997, 1 Lima dezindustrializata, ntre Anzii gri si apa
albastra a oceanului, la ultima frontierd a globalizarii capita-
liste, un sindicat national fsi afirma cu mindrie — si dispera-
re — afilierea sa la WFTU;
—camn acelasi timp, un cercetdtor american scria unul din-
tre primele articole academice despre WFTU, pe baza
unui interviu cu secretarul sau general, dind cititorilor impre-
sia cd WFTU ar fi un echivalent sau chiar competitor al
ICFTU (care numara atunci |24 de milioane de membri);
— chiar sin 1999, participind la doua evenimente sindicale separate, unul
n Africa de Sud, altul in Mexic, am fost confruntat cu evidenta ca
WFTU mai exista, si incd nu doar in mintile si caldtoriile liderilor sindi-
cali indieni, ci, de acum, intr-o revista anglo-spaniola pentru Americi,
intitulata Utopias!
Ma lasd perplex longevitatea acestei organizatii, care devenise o fantoma
a propriei fiinte Tncd acum 30 de ani, cind am lucrat in cadrul sdu, in 1968.
In orice caz, dupa 1989 — din cauza lui 1989 — WFTU a fost redus la
un spectru al acestei fantome. Continua sa existentd e o dovada a fap-
tului cd exista viata dupd moarte. Sau cd organizatille sindicale internatio-
nale pot exista fard ca masele de muncitori internationali sd aiba habar
ca ele mai exista, fard s aiba vreo relevanta sau vreun efect. Sau ca —
spre deosebire de retea — organizatia poate avea o viatd dupa moar-
te de 40-50 de ani.
Timp de doi-trei ani, intre 1966 si 1969, am fost un functionar bine plati,
dar inferior, in Departamentul de solidaritate si educatie al WFTU. Aveam
experientd In miscarea comunista britanicd si internationald (muncind
pentru Uniunea Internationald a Studentilor (UIS), tot la Praga, la mij-
locul anilor 1950), aveam calificari in miscarea muncitoreasca britanicd
de la Ruskin College si Oxford University, ma specializasem in istoria
muncil, lucrasem Tn jurnalism, vorbeam franceza si fusesem recoman-
dat de reprezentantul la Londra al WFTU. in acea vreme, Partidul Comu-
nist Britanic isi concentra atentia asupra miscarii sindicale nationale si,
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in acelasi timp, Tsi reducea ambitiile de la global la specificul local (pen-
tru a-| parafraza pe David Harvey). Partidul nu a reactionat nici cu da,
nici cu ba la numirea mea. Slujpa mea era educatia muncitoreascd in
si pentru Africa. Fiindca nu eram considerat un om politic de baza (aveam
o gurd mare n care imi bagam singur piciorul din cind in cind), am tre-
cut printr-o perioadd de proba de trei luni inainte sa fiu angajat si sa Tmi
pot aduce sotia si cei doi copii mici.

Biroul WFTU ocupa trei etaje ale unui fost hotel, intr-o parte a pietei
numite dupd Marie Curie, pe malul riului Vitava, de partea cealalta a malu-
lui abrupt unde tronase odata cea mai mare statuie a lui Stalin din lume.
Cind am ajuns eu la Praga, Stalin fusese deconstruit, insa nu prin anali-
za de discurs, ci prin mici explozii nocturne care aruncasera o ploaie
de bucati de ciment si praf pe sediul organizatiei sindicale deasupra caru-
ia, Viu sau mort, Stalin continua sa vegheze.

Ma asteptasem, la sosire, sa gasesc o birocratie comunistd internationa-
3 eficientd. Birocratie — da, eficientd — nu. Am solicitat Departamentu-
|ui african acces la librdria lor si la documentatia despre Africa. Mi-au oferit
trei carti scrise de Jack Woddis, secretarul de atunci al Departamentu-
lui international al Partidului Comunist Britanic si fost angajat al WFTU.
Nu exista nicio documentatie, doar corespondenta — la care mi-a fost
refuzat accesul. Am Intrebat seful de departament, un birocrat de par-
tid si sindicalist veteran, Chleboun, daca as putea comanda citeva carti
din Occident. Da. As putea sa cumpar si profilurile de tard realizate de
Departamentul Muncii al SUA/USAID, pe Africa, Asia si America Latina?
E ceva’in nereguld cu capul tau? Bine, atunci puteam sd le solicit gratis,
la schimb cu materialele educationale sindicale pe care le produsesem
in francezd pentru Africa de Vest? Esti nebun? Si totusi, era un ceh, nu
rus, asa ca a cazut de acord sa solicit aceste materiale indirect, printr-o
adresd din Anglia. Ca urmare, Tn urmatorii ani, informatiile de bazd des-
pre Africa ale WFTU au fost furnizate, gratis, de ceva sectie de munca
a Departamentului de Stat al SUA. Spre deosebire de revistele de popu-
larizare ale Departamentului Stiintei din cercul lui Soljenitin, aceste ma-
teriale nu erau Tnchise Tntr-un seif In fiecare noapte, pentru a preveni
furtul lor de cdtre spionii imperialisti.

in timpul perioadei petrecute la WFTU am pregétit doud grupaje de texte
educative Tn engleza, am condus trei sau patru cursuriin rezidenta siam
bétut darabana la patru sau cinci conferinte ale WFTU. Cred cd eram consi-
derat a fi destul de profesionist, productiv si eficient, nsa nu exista niciun
standard care sa masoare aceste lucruri. Am fost exclus de la orice discu-
tii de politici. Documentele referitoare la fondurile de solidaritate ale WFTU
au fost ferite de mine. Eram gata, in timpul confuziei de dupa 20 august
1968, s recurg la jaf sau cel putin la imprumut, nsa toate aceste docu-
mente erau inchise intr-un seif. Colegul meu sarmant, insa sastisit, era Jarda.
El era un alt comunist ceh care fsi petrecea multa vreme din timpul de
birou povestindu-mi istorii despre politichii sindicale africane, contributii-
le WFTU la acestea, istoria si cultura Cehoslovaciei, rolul sau modest, dar
curgjos n revolta de la sfirsitul celui de-al Doilea Razboi Mondial si perse-
cutarea sa arbitrard la apogeul stalinismului de la inceputul anilor 1950.
(Jarda e cel care mi-a povestit, desigur, despre ploaia stalinistd care a urmat
regimului lui Stalin.) Cind trebuia sd pregateascd un curs pentru Africa de
Nord, o facea rapid, tirziu si urgent, folosind foarfece si lipici, reconstruind
texte precedente. Cu valuta agonisita din diurnele sale nuisi cumpara din
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consignatiile Tuzex din Praga echipamente electronice, ci lazi de bere ce-
heascd, uneori greu de gasit pe coroane cehoslovace. Jarda s-a implicat
cutrup si suflet in Primavara praghezd. Dupa ce am parasit lumea comu-
nista (si lumea comunismului) in 1969, Jarda a fost cel care i-a epurat
pe tovardsii sdi reformisti, spunindu-mi ca mai bine o face el decit vreun
stalinist. Posibil.

Cind lucrasem pentru 1US la mijlocul anilor 1950, toti lucratorii, din Eu-
ropa Occidentald ori din tanile coloniale si semicoloniale, credeam in misiu-
nea noastra comunista. Secretariatul WFTU organiza intiiniri publice, cu
participarea (fard drept de vot) a angajatilor tehnici ca mine, pe atunci redac-
tor adjunct al revistei sale lunare. Secretarul general Jiri Pelikan, un alt comu-
nist ceh, era un om cu gindire independenta (si el participase la rezistenta
internd in timpul razboiului). Oamenii se tutuiau. Multi dintre noi trdiam
in pensiuni invechite, dar functionale. Gateam si petreceam Tmpreund,
iar petrecerile i includeau adesea pe seniorii lumii comuniste — dintre care
multi trdiau In apartamente furnizate de ambasadele lor.

Acum, WFTU devenise o birocratie fara suflet si fata. Sefii sai nici nu ne
stiau numele si abia ne salutau pe coridoare. Louis Saillant, multa vreme
secretar general, locuia de fapt in Franta si facea din dnd in dnd vizite. Apdrea
ntr-un Mercedes negru si disparea in birourile Secretariatului WFTU (mai
urmarea cite un medi international de rugby). Reprezentantul francez al
WFTU era un fost membru al Rezistentei, laudaros si guraliv, un cap-sec
care fusese trimis la Praga pentru a nu mai provoca pagube sindicatului
francez afiliat la WFTU, CGT. Atitudinea sa fatd de Africa francofona era
sovind, daca nu deschis rasista. Sud-africanul din departamentul african fuse-
se un lider istoric al miscarii sindicale sud-africane, nsa la Praga era un peste
pe uscat, care vorbea putin, nu stia cehi, nu vorbea limba cehd si trdia doar
pentru rarele clatorii in care fsi intinea camarazii din Africa de Est. Cu sigu-
ranta ma considera un ,revizionist*, daca nu mai rau. Cind m-am intiinit
odata din intimplare cu el in aeroportul din Lagos, |-am salutat cu entu-
ziasm, nsd el a refuzat sa imi dea mina.

Principala activitate a WFTU de-a lungul existentei sale a fost organiza-
rea de conferinte care se terminau cu o declaratie sforditoare, previzibila,
si decizia de a organiza inca o conferinta. Printre materialele sale educatio-
nale puteai gasi texte despre imperialism si negocierea colectiva, nsa nimic
despre cum se organizeazi o greva. Intr-adevir, prima si ultima oard dnd
miscarea sindicald comunista internationald a organizat o greva a fost, cred,
n 1929. Organizatia afiliatd din Germania de Est era mai activd, iar vizite-
le sale de solidaritate in Africa s-au soldat cu o serie de rezolutii sindica-
le despre , solutia pasnicd a problemei germane” —insa liderii sindicali africani
l-au implorat pe prietenul Jarda sa le anuleze.

Publicatiile WFTU — mai primesc incd una, cu iregularitate traditionala,
pentru pacatele mele de 30 de ani de omisiune si comisioane — apa-
reau mereu cu Intirziere, erau mereu plictisitoare, pline de decizii ale
conferintelor, declaratii organizationale si formule rituale. Unicele artico-
le care pareau sa se refere la sindicate reale si muncitori reali veneau
de la un corespondent din Statele Unite. Apoi a venit Primavara praghe-
za din 1968, precedata de citeva luni de zvonuri si apoi schimbari ofi-
ciale la virful statului si partidului cehoslovac. Dintr-odatd, cehii din
dadirea noastrd s-au transformat din zombi in fiinte umane — chiar activisti.
S-au autoorganizat. S-au implicat fn miscari mai largi sau in comitete din
societatea largd. Unul a aparut la televizor, povestind despre comunis-

mul de dinaintea rizboiului. In interiorul WFTU, comunistii occiden-
tali fie au simpatizat, fie s-au identificat cu miscarea reformistd, ca mar-
tori ai unui regim comunist ce restabilea dialogul cu cetatenii sai. Altii
(in special cei care proveneau din ceea ce incepea sa fie numita Lumea
a Treia) s-au opus, pe ratiunea cd miscarea era antisovietica si juca jocul
Occidentului si imperialismului.

Tn martie 1968 am fost trimis n Nigeria sd sustin un curs national sindi-
cal pentru centrul sindical comunist local, Congresul Nigerian al sindica-
telor (NTUC). NTUC trimisese o estimare a costului acestui eveniment.
Seful meu a fost impresionat. Am verfficat estimarea si am gasit niste sume
umflate. Chleboun a fost de acord, insa nu i-a placut sugestia mea sa
vorbim despre aceste lucruri cu NTUC. Am sustinut cd cei de la NTUC
vor lua WFTU mai in serios dacd vor lua si finantele in serios. Am pri-
mit 1000 USD, bani gheatd, pe care i-am schimbat, pentru sigurantd,
n cecuri de cdlatorie la Zurich. Liderii NTUC nu au fost indintati ca trans-
ferul era facut printr-o banca si s-au mirat ca le-am cerut chitantd. Dar
m-au ascultat cu atentie cind le-am spus ca WFTU i

va respecta mai mult daca vor raporta cd au cheltuit

mai putin pentru seminar (nu au facut-o). Am inves-

tit multd energie in acest eveniment si mi-am amintit

de participanti cu drag multi ani dupd aceea. Am intil-

nit adevarati muncitori sindicalisti acolo. Pe finga asta,

am folosit vizita pentru a realiza interviuri si a aduna

documente si ziare. Aceasta cdldtorie a hotarit, partial,

restul vieti mele. Cealaltd parte a fost hotaritd de

evenimentele ce au urmat n scurtd vreme.

Pe 20 august, armata Pactului de la Varsovia, condusa de sovietici, a inva-
dat Praga. Evident, nu discutasera despre asta cu ,tendinta revolutiona-
ra din interiorul miscarii sindicale internationale”. Ocolind zonele n care
se demonstra si se tragea, evitind strazile blocate de tancuri sovietice,
am fost primul membru al staffului care a ajuns la birou in acea diminea-
td. Jumdtate de ord mai tirziu mi s-a aldturat seful ceh, Chleboun, ver-
de lafata. Ne-am impartasit sentimentele de soc si repulsie. Strdzile erau
pline de camioane incarcate cu tineri, carind steaguri patate de singe.
M-am Tntors la apartament sa vorbesc cu vecinii nostri comunisti, care
ne spusesera de luni de zile ca rusii nu i vor ldsa niciodatd pe cehi de
capul lor. (Pesimistii fuseserd, evident, realistii.) Zona noastrd era plind
de prieteni occidentali care veniserd, prea firziu, sa vada ,socialismul cu
fatd umana“. Muncitorii cehi, care faceau acum parte din miscarea ile-
gald, au reusit sa se adune in numere mari, insa departe de cladirea
WEFTU. Existenta acesteia nu intrase deloc in constiinta lor. Eu Thsumi
am avut o intllnire cu un vechi prieten comunist ceh care participase la
conferinta secretd a Partidului Comunist Cehoslovac, sustinuta, sub pro-
tectia muncitorilor, intr-o uzind din Praga. Din motive de securitate, Tntil-
nirea noastrd a avut loc in piata Curie, pe o banca din parc, in afara sediului
WFTU.

O saptamina mai tirziu a avut loc intiinirea Secretariatului WFTU. Abia
atunci, viermele sindicalist s-a intors impotriva birocratiei comunismu-
lui de stat care 1l generase, care |-a prostituat si |-a ignorat, fard sa il arun-
ce cu totul. Secretariatul WFTU a votat cu o singurd opozitie (din
partea Rusiei) condamnarea invaziei sovietice. Nu am aflat niciodata cau-
zele acestei relnvieri a traditiei socialiste democrate, care a fost mai uimi-
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toare decit reinvierea din morti a lui lisus Hristos (poate pentru cd nu
crezusem niciodata in lisus). Votul a fost influentat insa, fard indoiala, de
speranta pentru o lume si o miscare comunista revigoratd, impulsionata
de Primavara pragheza. Desigur, a fost influentat si de amintirile si ex-
perienta invazillor si dominatiilor nazista si imperiala. Partial, directia votu-
|ui s-a datorat compozitiei Secretariatului (cei doi est-europeni au fost
din Romania si Cehoslovacia). Infine, amai jucat un rol si circumstanta
izoldrii de partidele/sindicatele de acasa, ce a creat oportunitatea luarii
unei decizii rapide, personale. Institutiile elimina cu dificultate, se pare,
toate urmele miscdrilor pe care le-au reprezentat odinioara.
Multe s-au intimplat in urméatoarele sase luni la WFTU — chit ¢ lenea
obisnuitd a ramas la fel de mare. Asa ca mi-am luat materialele nigerie-
ne, le-am tiparit si le-am transformat intr-un raport de 50 de pagini des-
pre Congresul Nigerian al Sindicatelor. Acest document modest a fost cu
sigurantd cea mai larga cercetare a WFTU despre sindicalismul african dupa
cdrtile lui Woddis. Departamentul african al WFTU a preluat-o. Si afft. Cer-
cetarea noud, individuald si independenta — comunista
sau nu — era irelevanta pentru slabele eforturi depuse
de WFTU, aflatd intr-o stare de nonanimatie suspen-
data. Am folosit articolul pentru a intra un an mai tirziu
la masterul de studii despre Africa de Vest, la Univer-
sitatea din Birmingham. Abia astfel am putut, cinci ani
mai tirziu, sa reintiinesc absolventii cursului facut la
NTUC si, mai tirziu, sd imi scriu doctoratul pe sindica-
tele de docheri din portul Lagos.
In decembrie 1968 a avut loc o tntfinire a Consiliului
WFTU, in Berlinul de Est, distopia comunistd de beton. Undeva intr-o
sald de conferinte inchisa s-a batut palma, echivalentul comunist al unei
intelegeri intre gentlemani, ntre delegatia italiand, de o parte, si cea ru-
seascd, de cealalta. Italienii ar fi vrut sa propuna sau chiar propusesera
o rezolutie ce sustinea pozitia Secretariatului. Rusii au spus: daca nu pro-
puneti rezolutia, nu vom cere o schimbare a pozitiei. ltalienii au rdsu-
flat usurati ca nu au fost fortati sa se confrunte cu rusii in public. Un sindicat
maoist japonez nu a fost insa consultat referitor la acest acord, iar re-
prezentantul lor a rostit o condamnare detaliata si raspicatd a invaziei
(japoneza e o limba excelenta pentru denunturi). Tn timp ce ciutam prin-
tre limbile furnizate de echipamentul de traducere simultand, ne-am prins
cd est-germanii pur si simplu inchisesera canalul respectiv. A fost, dupad
cum se stie de acum, una dintre contributiile mai putin sofisticate teh-
nologic ale acelui regim la solidaritatea si democratia internationald.
Tn 1994 am vizitat Praga ca turist, pentru prima oara dupa 25 de ani. T
locul cladiril WFTU era o groapa mare — care se aldturase, elocvent, locu-
lui unde nu mai era nici Stalin. Nu |-am gasit in cartea de telefon pe fos-
tul meu sef si coleg. S-a retras oare Jarda in cabana din padure la care visase?
Nu am cautat noul sediu al WFTU, crezind (gresit) ca se mutase la Sofia,
findcd de acolo era trimis prin posta buletinul sdu, facut inca in stilul ani-
lor 1950. Colegul meu Andy Herod mi-a ardtat insa ca WFTU e tot in
Praga siincearca sd se reinventeze ca serie de intemationale regionale auto-
nome, Tn primul rind in Lumea a Treia. Presupun ca mai primeste bani
de la sindicatele ex-sovietice din fosta Uniune Sovieticd.
Reaparitia WFTU ca internationald tiermondistd poate fi posibila dacd sin-
dicatele occidentale continud sa le manipuleze, ca pind acum, pe cele din
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Lumea a Treia. O asemenea resurectie e insa improbabild. Cistigatorul
razboiului rece al sindicatelor internationale a fost ICFTU. lar triumful capita-
lismului neoliberal, de retea, globalizat si informatizat sugereaza mai de-
graba necesitatea unui miscari muncitoresti internationale, la rindul sau de
retea, globalizata si informatizata. O asemenea forma s-ar aldtura miscari-
lor internationale ecologiste si feministe, dar nu si ICFTU-lui, sinca si mai
putin WFTU-lui. Acesta din urma se mai confruntd inca cu o criza de iden-
titate datoratd disparitiei virtuale a propriului sau imperiu al raului.

[...] Pe coperta revistei recente a WFTU, Utopias, aflu o parte a unei
picturi de David Siqueiros, briliantul muralist mexican comunist, omul
care aintreprins prima tentativa de asasinat (in Mexic) al lui Trotki. Des-
chizind revista, m-am bucurat sd observ ca pastreaza formatul traditio-
nal din anii 1950 si acelasi stil retoric birocratic, autoreferential:
,Pentru unirea fortelor muncitorilor lumii, pentru a face imposibilul posi-
bill*

,Declaratia celei de-a doua ntilniri globale a WFTU Tmpotriva globa-
lizérii si neoliberalismului

,Apel catre sindicate...”

,Natiunile Unite ar trebui sa...”

WFTU condamna...”

,Pentru reducerea...”

JApel la...*

,Calduroase salutari..."

,Un Nu...”

Elementul utopic constd h negarea distopiei, mai degraba decft ceva pozi-
tiv — sau specific. Unicul aspect cu adevarat utopic al revistei Utopias pare
sd fie notiunea ca WFTU, copilul acelei perioade a capitalismului indus-
trial national si a comunismului industrial national, poate contribui cu ceva
distinct la lupta internationald muncitoreasca in perioada unui capitalism
globalizat, distribuit pe retele si servicil.

Tnapoi la 1968.

Nu ar trebui sa ne gradbim sd condamndm sindicatele comuniste italie-
ne pentru ce au facut in 1968. Din cauza comportamentului lor indo-
ielnic, las si cu totul respingator, WFTU ramine unica organizatie
internationald a frontului comunist care a condamnat public Uniunea So-
vieticd. Unica problema e ca cei care stiu acest lucru sint morti (morti
cu adevdrat, nu doar politic). Altii au uitat. Altii Tsi aduc aminte, dar nu
le pasa. lar altii nu stiu. Mai rdmin eu... si acum tu! Si fiecare muncitor
sau sindicalist caruia i povestesti asta. Fa-o, findcd exista inca sindicate
si muncitori care, din motive romantice sau fundamentaliste — mai le -
gate de credinta religioasa sau identitatea etnica decit de socialism, de-
mocratie si munca —, mai cred ca WFTU a fost sau este ceva mai mult
decit un simbol ce ascunde un birou lipsit de influentd.

172

Internationalismul sindical
in epoca Seattle

Peter Waterman, , Trade Union Internationalism in the Age of Seattle®,
Antipode, nr. 33, 2001, p. 312-336.

Atit In interiorul miscarii muncitoresti, cit si in afara sa, se stie ca munca
e Intr-o crizd profunda — ca munca salariatd, ca identitate de clasa, sub
forma sa sindicala de partener in relatiile industriale, ca miscare sociald
radical-democraticd si ca parte a societatii civile. Intr-o crizi la fel de pro-
funda se afla munca in sensul de miscare internationald, tocmai in mo-
mentul Tn care vechea ordine capitalista internationald se confruntd cu
o noud dezordine capitalista globald. Ea nu isi va putea reveni fara o cri-
ticd a internationalismului traditional al muncii, fara o reconceptualiza-
re, un nou tip de analizd, un nou dialog si o nouad dialecticd intre partile
interesate. In cele ce urmeaz3, voi prezenta: o critica a internationalismu-
lui sindical din epoca national/industrial/coloniala (NIC) si o reconcep-
tualizare a sindicalismului si internationalismului muncitoresc adecvata
epocii capitaliste a globalizarii, retelei si informatizarii (GRI).

I. Internationalele sindicale si epoca national/industrial/
coloniala'
Au existat si mai exista Incd si alte tipuri de organizatii sindicale ,interna-
tionale; de pildd, mereu marginala organizatie social-crestind cunoscu-
td azi sub numele de Confederatia Mondiala a Muncii (WCL), organizatii
regionale, precum Organizatia Unitatii Sindicale Africane (OATUU), si
chiar Federatia Americand a Congresului Muncii Organizatiilor Indus-
triale (AFL-CIO), care a functionat timp de decenii ca si cum ar fi fost
o interationald paraleld, concurents, cu tot cu institutii si operatiuni regio-
nale. Ma voi limita insa la Confederatia Internationald a Sindicatelor Libe-
re (ICFTU) si la alte doud exemple asemanatoare. Federatia Mondiala
a Sindicatelor (WFTU) reprezinta traditia comunista a internationalismu -
lui sindical, ea find concurenta ideologicd/politica a ICFTU in timpul Raz-
boiului Rece. Federatia Internationald a Muncitorilor din Transporturi (ITF),
care este unul dintre cele mai importante Secretariate Comerciale
Internationale (ITS), legate de industrii specifice, reprezintd un tip de inter-
nationald care preceda ICFTU si care se afla si se mai afld in competitie
cu organizatille nationale ale ICFTU. Victoria politicd/ideologicd a ICFTU
in Razboiul Rece si confuzia sau criza in care a intrat odata cu globaliza-
rea neoliberald lasd incd fard raspuns urmatoarea intrebare: care este
forma cea mai potrivitd a noului internationalism sindical, muncitoresc
sau general, in era globalizarii, internationalele nationale sau cele baza-
te pe industrii specifice?
Confederatia Internationald a Sindicatelor Libere (ICFTU) e o organi-
zatie care are in spate 100 de ani de traditie, fiind sprijinita de majori-
tatea covirsitoare a sindicatelor nationale din tdrile nordice. Ea a cistigat
razboiul rece al sindicatelor, a recrutat in rindurile sale cele mai radica-
le sindicate nationale din Sud, reclama 124 de milioane de membri si
pare a dstiga si in China si Rusia.” Si atunci, de ce e pusa azi — ba chiar
se pune singurd — sub semnul intrebdrii? Cred ca motivul e faptul ca
aceasta confederatie internationald continua sa reflecte capitalismul

national/industrial/colonial (NIC) care a generat-o si a format-o. ICFTU
e o confederatie internationald de federatii sindicale nationale (nationa-
liste). Acestea din urma reprezinta, la rindul lor, muncitorul industrial,
barbat, ce lucreaza in mari intreprinderi capitaliste sau de stat; ele ur -
madresc protectia si reprezentarea acestor muncitori in interiorul statu-
lui-natiune si al lumii compuse din state-natiune, in fata angajatorilor si
a guvernelor. Ele se inscriu in traditia de competitie/colaborare cu tay-
lorismul (productia in masa a linia de asamblare), fordismul (muncitori
platiti suficient pentru a deveni consumatorii in masd ai propriilor produ-
se de masd), keynesismul (redistributia sociald si beneficiile din urma cres-
terii) si nationalismul statal (muncitorii definiti drept cetateni nationali,
distinsi de alti muncitori cu care se afld in competitie si chiar razboi). Ideo-
logia, institutiile si procedurile ,parteneriatului social” au devenit hege-
monice n timpul trecut de la crearea in 1919, datoritd presiunii
considerabild a miscarii muncitoresti, a Organizatiei Internationale a Mun-
cii (ILO). ICFTU a internalizat tripartitismul 1LO.? Tripartitismului i s-a
addugat, Tn timpul Razboiului Rece, ideologia sindicalismu-

lui ,pietei libere”, prin care ICFTU se identifica cu ,lumea

liberd" condusd de SUA. Pe fingd acestea, dupd colapsul
colonialismului, cu care ICFTU a fost complice, a fost

addugatd ideologia ,dezvoltarii* in directia unei utopii so-

ciale implicite, de inspiratie suedezd, sau a unui corn al

abundentei, de inspiratie californiand. Ca organizatie in-

ternationald, ICFTU a fost conceputd pe modelul speci-

fic al epocil, cel al unei institutii cu baza nationala si forma
reprezentativ-democratica, urmarind in primul rind cola-
borarea/competitia cu alte internationale sindicale si lob-

byul facut de organisme interstatale. Internationalismul

produs astfel a fost un ,internationalism national”, ce ur-

madrea cistigarea de drepturi social-democrate si standarde in interio-
rul statului-natiune liberal, precum si cistigarea unor state-natiune
pentru acei muncitori cdrora li se refuzase acest lucru (Africa de Sud sub
apartheid, Polonia comunistd).

La a 50-a aniversare a ICFTU a fost realizat un numar special al revistei
sale, Trade Union World (1999), sub titulatura ,Cum a influentat ICFTU
dezottarea globald an dupa an®. Impresionanta istorie recentd a ICFTU?
— care Impdrtaseste aceastd perspectiva institutional-evolutionistd —
dezvdluie insa multe aspecte problematice din ultima jumatate de secol.
Acestea includ relatii intime, chiar simbiotice, cu state, capital, imperii si
blocuri (inclusiv din Occident) si chiar cu servicii secrete. La fel de pro-
blematicd e masura in care, se dezvaluie, politica ICFTU a fost hotaritd
doar de organizatile membre din Nord si de conflictele dezastruoase,
chiar dacd ascunse sau tinute la nivel confidential, intre principalele sindi-
cate si functionarii lor de virf. Cartea ne lasd cu impresia ca ICFTU nu e
atit principala traditie si forta din interiorul miscarii muncitoresti internatio-
nale, cit un grup de presiune sau birou international legat de organizatii-
le nationale si interstatale ale angajatorilor — si cu totul distantat de ceea
ce are loc in rindul muncitorilor, la locul muncii. Acest sentiment e con-
firmat de Concluzia capitolului despre anii 1972—1990, in care sint cita-
te cuvintele liderului proeminent al unui sindicat national nordic, de la
congresul din 1975: ,Nu stiu citi oameni din tara voastra sint cu adevarat
constienti de existenta ICFTU, Tnsa cred ca in tara mea sint foarte pu-

Verso

tini“.> Autoarea acestui articol lung cit o carte, Rebecca Gumbrell-
McCormick, recunoaste acest lucru, precum si alte limitdri, insa sustine
cd ,multi muncitori din Africa, Chile sau din alte zone cu probleme, ai
caror colegi au fost arestati sau ucisi, si unde altii au fost salvati datorita
interventiei ICFTU sau a afiliatilor sdi, probabil ca sint constienti de exis-
tenta sa, chiar daca nu fi stiu numele” (ibid., 517). Chiar dacd asta ar fi
adevdrat, ceea ce se sugereazd e o institutie mai aproape de Comite-
tul International al Crucii Rosii decit de o organizatie a unei miscari so-
ciale. Cu toate acestea, trebuie sa evitim demonizarea sau respingerea
ICFTU. Dacd muncitorii ar fi vrut o alta ICFTU (sau o institutie sindicald
internationald diferitd), s-ar fi organizat in consecintd. ICFTU ar trebui si
ar putea fi privitd ca operatiune defensivd, ce se autolimiteaza, functio-
nind in interiorul si sub dominatia capitalismului national/industrial/colo-
nial, contra competitiei reprezentate de sindicalismul comunist din Est
si de sindicalismul radical-nationalist/populist din Sud.

In ciuda colapsului sau virtual si a existentei sale contemporane, ceva
mai mult decit virtuald, competitorul comunist al ICFTU
continud sa prezinte interes. WFTU Tsi are originea in
alianta interstatald care a invins alianta fascistd in cel de-al
Doilea Razboi Mondial.* WFTU a fost insd generatd si de
valul de miscari muncitoresti populare si de sentimente-
le democratice, nationaliste si revolutionare ale acestora.
Dinamica miscarii a fost insa subordonata celei interstata-
le, fapt care e evidentiat de rapiditatea cu care WFTU s-a
divizat conform frontierelor Razboiului Rece n 1947—
1949. Rapiditatea rupturii s-a datorat fnsd unui alt razboi
rece, anterior, intre sindicatele social-democrate si cele
comuniste, iscat incad de la crearea de catre comunisti a Pro-
finternului, a Internationalei Rosii a Sindicatelor Muncitoresti

(RILU), In 1920.7 Dupa ruptura din 1949, WFTU a pastrat sindicatele
controlate de stat din lumea comunista, sindicatele conduse de comunisti
din Occident si cteva sindicate radical-nationaliste din Sud. WFTU ancer-
cat sa se extinda n aceastd zona a lumii, aparent promitatoare, nsa a
reprodus relatiile de tip patron-client ale sindicatelor occidentale. Solida-
ritatea si activitatile sale de promotie si educationale au fost orientate
mai degrabd in directia cstigarii de aliati pentru lumea comunista din rin-
dul statelor si al muncii, mai degraba decit In sensul cresterii constiintei
de clas3, a autonomiei si combativitatii, ori pentru confruntarea capita-
lismului si rasturnarea statelor autoritare (cu exceptia celor subordona-
te Occidentului). Timp de 50 de ani, ,revolutionara“ WFTU nu a produs
niciun material despre organizarea unei greve — la nivel national sau inter-
national.® Principala activitate a WFTU pare a fi fost organizarea de con-
ferinte care pledau pentru ,reunificarea miscarii sindicale internationale”
si se terminau cu apelul la o noua conferintd.

fn momentul invaziei sovietice a Cehoslovaciei din 1968, clasa mundi-

toare cehd ignora existenta WFTU, desi sediul principal al acesteia se

afla la Praga. Secretariatul WFTU a redobindit un pic de caracter demo-
crat si proletar prin condamnarea invaziei, fiind probabil unica organi-
zatie internationald a frontului comunist care a criticat public Uniunea

Sovieticd. Acest mic si tardiv gest de autonomie a fost ingropat la o ntil-

nire a Consiliului sdu, citeva luni mai tirziu. Faptul ca, pentru aceasta, a

fost nevoie de scoaterea din prizad a echipamentului de traducere cind
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a Tncercat sa vorbeasca reprezentantul sindicatului maoist japonez
dezvdluie falimentul acestei organizatii, tocmai in anul in care conserva-
tismul si autoritarismul erau contestate pe strazi in lumea intreaga.
WFTU nca mai existd, si incd in doua sensuri problematice. In primul
rind, sub forma unor birouri modeste si a unor functionari prost platiti,
a unei serii de conferinte si publicatii izbitor de similare cu cele de acum
30 de ani. In al doilea rind, sub forma unui mit persistent, perpetuat de
sindicalisti militanti sau antiimperialisti de stinga si de unii cercetdtori de
stinga mai tineri. Acestia cauta o optiune alternativa la ICFTU, Tnsd se
uitd Tnapoi sau lateral mai degraba decit inainte. Unica evidenta ca WFTU
a Tnvatat ceva din luptele contemporane impotriva capitalismului este
crearea propriului website in anul 2000. Tot acel website evidentiaza
nsa cd WFTU depinde puternic de sindicatele controlate de stat din tari-
le comuniste care au mai ramas si de lumea arabd. Aceasta ramasita a
traditiei romantice, insurectionare, dar pe calea socialismului de stat, pare
a cauta o intoarcere la lumea statelor-natiune din care a aparut ea nsasi.
Cautarile mai extinse pentru o optiune atternativa la ICFTU sint marca-
te azi de alte preocupari si provocari. Una e legata de rolul unei confe-
deratii intemationale in epoca globalizdrii. ICFTU e o institutie subordonata
formal sindicatelor nationale/nationaliste si, in termenii politicii puterii si
banilor care au dominat istoric organizatia, ICFTU se subordoneaza
membrilor sdi celor mai puternici si bogati. ICFTU se situeaza la virful
unei piramide, fiind separata de citeva paliere — si portari — de orice
muncitori in came si case.” De asemenea, e o institutie integratd Tn lumea
traditionald a institutiilor interstatale, consumind multa energie Tn acest
sens. In al doilea rind, ICFTU se afl3 intr-o situatie de invizibilitate vir-
tuald. Avem de a face cu o organizatie de 124 de milioane de membri
—siin crestere —, dar care nu are nicio prezentd in cuftura sau medii-
le globale, indiferent daca vorbim de cele dominante, populare sau de
optiuni alternative.

Si totusi, ICFTU se schimba azi. Atit amploarea, cit si limitele acestei
schimbari au fost dezvaluite la congresul sau milenar din Durban, Afri-
ca de Sud, in 2000 (vezi South African Labour Bulletin, 2000). Secreta-
rul general al ICFTU, Bill Jordan, remarca la scurtd vreme dupa congres:
Jin perioade de schimbare revolutionard, si astazi ne aflam intr-o ast-
fel de perioada, trebuie sa fim Tn stare sd gindim si sa actionam dinco-
lo de limitarile traditiilor noastre... Miscarea sindicala are nevoie, din nou,
de noi idei pentru noile necesitati ale muncitorilor sai, noi preocupdri,
noi forme de organizare a muncii, noi relatii de angajare”.'® Ca urma-
re, congresul a decis o ,evaluare milenard“ a organizatiei, in vederea
noilor provocari. Nu exista niciun indiciu insa cd aceasta evaluare va fi
realizatd deschis, macar in fata sindicatelor membre, darmite cu partici -
parea membrilor membrilor sdi ori prin consultare cu publicul radical-
democratic si internationalist pe care 1l curteaza ICFTU in acest moment.
Secretariatele Comerciale Internationale (ITS) sint cele mai vechi orga-
nizatii sindicale internationale. Tn prezent, se afla intr-un proces de uni-
ficare, consolidare si redefinire. Voi scrie aici doar despre cele pe care
le stiu cel mai bine si despre care s-a scris mai mult. Federatia Internatio-
nald a Lucrdtorilor din Transporturi (ITF) a aparut ca urmare a valului
de proteste si actiuni ale muncitorilor din transporturi, in special cei din
Europa, in perioada 1890-1920."" in perioada interbelici a constituit
o parte semnificativa a internationalismului sindical social-democrat
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care s-a opus ascensiunii fascismului, pastrindu-si in acelasi timp distanta
fatd de Uniunea Sovietica. ITF si-a impus pozitia in relatia cu ILO, care
fusese creatd pentru a rezolva ,problema sociala“ dupa Primul Rézboi
Mondial. In ciuda intrarii sale, atundi, in procesul international al nego-
cierii colective, ITF a continuat s sustina mobilizarea in masa si actiu-
nea industriald internationald. De asemenea, |-a generat (sau gazduit)
pe Edo Fimmen, un lider sindical social-democrat de o statura istorica
cu adevdrat considerabila, cu relevantd contemporand.'? ITF a sprijinit
activ miscarile antifasciste si sindicatele clandestine din interiorul state-
lor fasciste. in timpul celui de-al Doilea Rézboi Mondial, ITF a fost spri-
jinitd si a contribuit semnificativ la eforturile de rézboi antinaziste ale Angliei
si Statelor Unite, descoperind astfel beneficile colabordrii cu statele libe-
ral-democrate — si cu operatiunile servicillor secrete ale acestora.'
Colaborarea ITF cu servicille secrete ale Statelor Unite n timpul celui
de-al Doilea Rdzboi Mondial a fost urmatd de colaborarea sa cu CIA
in timpul Razboiului Rece, in special la reprimarea violenta a sindicate-
lor comuniste ale muncitorilor de port din Franta si ltalia, precum si la
reprimarea chiar mai violenta a sindicalismului comunist si radical-natio-
nalist din America Latind si Africa.

13 jumdtatea de secol ce a trecut dupa 1945, ITF a devenit cel putin un
,actor transnational” minor in cadrul ,sistemului international.'* Semni-
ficativd e campania de lungd duratd a ITF pentru marinari, sub nume-
le Steaguri ale Confortului (FoC, Flags of Convenience). Aceasta campanie
e consideratd un model pentru internationalismul sindical din perioa-
da globalizarii: vasele FoC sint inregistrate dincolo de influenta guver-
nelor sau sindicatelor nationale, sub state ce oferd avantaje proprietarilor
de nave, iar echipajele sint angajate din alte tari, ce ofera fortd ieftind de
muncd; drept urmare, actiunile eficiente de solidarizare au fost ntre-
prinse adesea de muncitori din afara acestei industrii. Activitatea FoC
implica ITF-ul in negocieri internationale care au rezuttat in acorduri colec-
tive internationale, inclusiv un fond de beneficii colectat de la proprie-
tarii de nave, dar administrat de [TF. Prin astfel de actiuni, ITF a recuperat
milioane de dolari in plati datorate echipajelor si, mai mult, a dobindit
o functie bine finantata de asigurare a beneficiilor. Zeci de inspectori de
port, nominalizati sau aprobati de sindicate, monitorizeaza si asistd
marinarii din lumea intreaga. Desigur, inca se pune intrebarea daca nu
cumva avem de a face cu o operatiune verticald, de sus in jos, prin care
ITF furnizeaza intr-adevar servicii importante unei forte de munca din
Lumea a Treia, insa una care nu are niciun control direct, si nici macar
indirect, asupra propriului sdu binefacator.

Docherii afiliati la ITF au jucat un rol istoric important n solidarizarea
Cu acesti marinari, care provin, evident, din alte tari si din alte industrii.
Cu toate acestea, atunci dind muncitorii docheri din Liverpool, afiliati
la ITF, au facut apel la solidaritate internationald in timpul grevei lor eroi-
ce, disperate, dar inovatoare, impotriva neoliberalismului britanic trium-
fator, inanii 1995—1998, ITF a avut cel putin doud motive posibile pentru
refuzul siu de a-i sustine. In primul rind, muncitorii erau, pentru a spune
asa, subiectii unei organizatii nationale afiliate la ITF iar sindicatul brita-
nic al muncitorilor din transport a dat dovada de rezerve in sprijinirea
deschisd si deplind a grevei. in al doilea rind, sindicatul era organizat for-
mal sub legislatia antisindicald a muncii din Anglia, find ca urmare inca-
pabil sd intreprindd actiunea de solidarizare, in negocierea colectiva pentru

echipajele internationale FoC, fara a-si risca propriile fonduri si/sau
sediul. Unul dintre inspectorii de port ITF din San Francisco si-a dat demi-
sia, intr-un act de protest public fatd de pozitia ITF-ului referitoare la greva.
Tn ceea ce priveste politica internationald a transportului — o chestiune
de interes de lungd durata pentru ITF —, se pare ca organizatia mai crede
inca ntr-un sistem de transport rational, cooperativ, planificat in mod
public la nivel national si international, care ar asigura servicii eficiente
siintegrate pentru transportul de bunuri si persoane. Planificarea ar lua
in considerare costuri sociale extinse si beneficii, datorita functiei socia-
le a transportului. Tendintele internationale actuale de liberalizare si dere-
glementare a transportului sint considerate de ITF un pas retrograd de
la acest concept de serviciu public. Arta ar consta Tn identificarea liniei
mediane Tntre ,extrema unei industrii de transport planificate si libera-
lizarea sa completa” (Reinalda, op. cit., 313).

Aceasta politica a liniei mediane situeaza [TF-ul aldturi de tehnocratii si
birocratiile internationale mai rationale, cu perspective mai largi, chiar
daca accepta — si fsi asuma — parametri capitalisti. T

sine, aceasta corespunde unei viziuni birocratice a in-
ternationalismului, in sensul de relatie intre organizatii

sindicale nationale, mai degraba decft ntre muncitori.

In masuran care ITF oferd recunoastere noilor mis-

cari sociale, acest lucru are loc mai ales prin alianta cu

ONG-uri nationale sau internationale, mai degraba

decit prin crearea de contacte directe cu muncitori si

activisti din miscdrile aliate. Ca urmare, desi ITS-urile

vor continua sa existe, nu exista niciun indiciu ca aces-

tea sint echipate in vreun fel special pentru noile vremuri. Ele Tmpartasesc
multe dintre caracteristicile ICFTU. Si orice caracter specific ,industrial®
e erodat de structura schimbdtoare a capitalului si de valul de fuziuni intre
[TS-uri, cu rol defensiv. Acestea nu pot pretinde ca fac fatd geometriei
mereu fn schimbare a capitalului — care schimbd astazi locuri, produ-
se si servicii, formele de proprietate si angajare, cu tot mai mare rapidi-
tate.'” ICFTU si ITF vor aduce insd, Tn mod inevitabil, elemente noi in
vechiul model al sindicalismului international. WFTU va ramine, proba -
bil, doar o avertizare pentru ceea ce se poate Tntimpla in lipsa evaluarii
traditiei trecute, a recunoasterii cerintelor zilei si a modelarii modului
de ntimpinare a viitorului. Pentru ca sindicalismul international sa nu
rdmina un prizonier al propriului trecut, cautind intoarcerea la vreo epocd
de aur a parteneriatului dintre Munca, Stat si Capital (acum la scard mon-
diala, inclusiv prin anumite ONG-uri), e nevoie de o conceptie a inter-
nationalismului muncitoresc adecvata dezordinii capitaliste globalizate. '®

2. Pentru conceperea unui nou internationalism
muncitoresc

Tn ultima vreme se vorbeste tot mai mult, atit in mediul universitar, cit
sin cel sindical, de ceva numit ,sindicalism al miscarii sociale"’, la nivel
international sau global. Cu toate acestea, autorii refuzd in mod stra-
niu sa Il conceptualizeze.'® Ca urmare, propun trei elemente relevan-
te pentru o asemenea conceptualizare.

Un nou sindicalism social."” Tnteleg prin aceasta un sindicalism care de-
paseste modelele sindicalismului ,,economic”, ,politic sau ,politico-eco-
nomic”, vizind toate formele muncii si formele socioculturale, in dialog
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cu societatea civild. Un asemenea model sindicalist ar avea urmatoa-
rele caracteristici:
— lupta cu si in jurul muncii salariate, nu doar pentru salarii si conditii mai
bune, ci pentru mai mult control al muncitorilor si sindicatelor asupra
procesului mundii, investitiilor, noilor tehnologii, mutarilor, subcontrac-
tarii, politicilor de formare si educare. Asemenea strategii si lupte ar tre-
bui purtate in dialog si prin actiunea comund cu comunitdtile si interesele
afectate, pentru a evita conflicte (de exemplu, cu activisti de mediu sau
femei) siin scopul cresterii atractivitatii cerintelor;
— lupta Tmpotriva relatiilor si metodelor de lucru ierarhice, autoritare si
tehnocratice, pentru produse folositoare social si care nu dauneaza me-
diului, pentru o reducere a orelor de lucru, pentru distribuirea lucrurilor
disponibile si necesare, pentru realizarea in comun a muncii domestice
si pentru o crestere a timpului liber, pentru autorealizare si autodezvol-
tare culturald;

— conexiunea intima a luptelor cu miscdrile altor clase sau categorii ale
muncii, nesindicalizate sau nesindicalizabile (sectorul
afacerilor mici, lucratorii de acasd, taranimea, tehni-
cieni si profesionisti);

— conexiunea intima cu alte miscari democratice, de
multiclasd sau nonclasa (miscari populare ale biserici -
lor, femeilor, chiriasilor; miscari ecologice, pentru drep-
turile omului, pentru pace etc.), cu scopul de a crea
0 societate civila mai puternica si diversa;
— conexiunea intima cu alti aliati (potentiali), conce-
puti ca parteneri autonomi, egali si democratici, fard
pretentia de a constitui ori a se surbordona unei ,avangarde®, organi-
zatii sau puteri ,suverane®;

— abordarea noilor probleme sociale din largul societdtii, Tn maniera in

care se confruntd muncitorii cu ele siin felul in care se articuleaza ele

in interiorul sindicatului insusi (lupta impotriva autoritarismului, a domi-
natiei majoritdtii, birocratiei, sexismului, rasismului etc.);

—favorizarea democratiei la locul de munca si incurajarea relatiilor ori-

zontale directe Tntre muncitori, precum si a celor intre muncitori si alte

forte sociale populare/democratice;

—activismul pe terenul educatiei, culturii si comunicarii, stimulfind cultu-

ra populara si muncitoreasca, sprijinind initiative democratice si plura-

lismul Tn interiorul si exteriorul institutiilor si mediilor dominante, la nivel
local, national si global;

— deschiderea pentru colaborarea in retea in interior si intre organizatii,

apreciind valoarea coalitiilor; aliantelor si grupurilor de interese informa-

le, orizontale siflexibile, ce stimuleazd democratia organizationald, plu-
ralismul si inovatia.

Mai multi autori au identificat , sindicalismul miscarilor sociale® cu: 1) anu-

mite organizatii nationale; 2) tendinte sindicale de stinga sau militante

si 3) Sudul.? Cred cd aceasta e o eroare analiticd, teoretica si strategica.

Analitic, tinde sd identifice sub titulatura de ,sindicate ale miscarii socia-

le* pe cele implicate In diferite tipuri de aliante muncitoresti-populare,

in special in cadrul miscarilor de (semi)insurectie Tmpotriva regimurilor
militare sau autoritare de dreapta. Teoretic, tinde sd reduca o catego-
rie conceptuald la o categorie analitica, impiedicind astfel aplicarea sa cri-

ticd la dimpul evidentei. Strategic, tinde sd facd din aceastd categorie o
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caracteristica a unei zone a lumii, fn momentul cind maniera in care glo-
balizarea diversificdi/omogenizeaza lumea necesita si deschide posibilita-
tea cautdrii de optiuni alternative universale (nu universaliste).

Un nou internationalism al muncii. Fiindcd se confrunta cu problemele
unui capitalism globalizat, de retea si informatizat, in care relatiile inter-
statale constituie doar o parte, acest nou internationalism ar trebui sa
se considere parte integranta dintr-o miscare globala a solidaritatii, de
la care are de invatat si la care trebuie sa contribuie. Un nou tip de inter-
nationalism al muncii ar implica, ntre altele:

—trecerea de la relatille internationale ale sindicatului sau oficialilor la relatii
fata-in-fatd ale lucratorilor la nivelul locului muncii, al comunitatii, la nivel
popular;

—depasirea dependentei de modelul centralizat, birocratic i rigid al orga-
nizarii internationale piramidale, prin stimularea modelului descentrali-
zat, orizontal, democratic si flexibil al retelei informationale internationale;
—trecerea de la ,modelul ajutorului® (fluxuri monodirectionale de bani
si bunuri de la sindicatele si muncitorii bogati si puternici la ceilafti) la un
,model al solidaritatii* (fluxuri bi- sau multidirectionale de sprijin politic,
informare si idei);

—trecerea de la declaratii verbale, apeluri si conferinte la activitatea poli-
tica, munca creativd, vizite sau contributii financiare directe (care conti-
nua sa fie necesare) ale lucratorilor implicati;

— bazarea solidaritatii internationale pe necesitatile cotidiene, valorile si
capacitatilor oamenilor obisnuiti ai muncii, nu doar pe cele ale repre-
zentantilor lor;

— recunoasterea faptului cd, desi munca nu e purtatorul privilegiat de
stindard al internationalismului, e esentiald pentru acesta, si ca urmare
trebuie sa se conecteze cu alte internationalisme democratice, pentru
aintari luptele salariale si a depasi internationalismul ,,muncitorist®;

— depasirea dependentei ideologice, politice si financiare in munca de
solidarizare internationald, prin finantarea activitatilor internationaliste din
fonduri muncitoresti sau colecte publice si prin realizarea de activitati
independente de cercetare si formulare a politicilor;

—Tnlocuirea coercitiei politice/financiare, a complicitatii private si tacerii publi-
ce a internationalismelor traditionale cu un discurs public cinstit, priete-
nos si constructiv, intre egali, pus la dispozitia muncitorilor interesati;

— recunoasterea faptului ca nu exista nicio cauzd unica a luptei internatio-
nale si ca terenurile formale traditionale pot fi folosite si pot fi influentate,
chiar de la baza populard, a comunitatii si a locului de munca;

— recunoasterea faptului cd dezvoltarea unui nou internationalism ne-
cesitd contributii si discutii cu miscarile muncitoresti din Vest, Est si Sud,
precum si cele din interior si din alte regiuni sociogeografice.
Elemente ale unei asemenea conceptii pot fi observate atit in declaratii,
cft si in practica sindicald internationald. Desi unii sindicalisti internatio-
nalisti de stinga mai cred Tn rolul conducdtor al muncii (sau chiar al sin-
dicatului) in noul val de lupte impotriva globalizarii neoliberale?’, attii merg
dincolo de asemenea idealisme si formuleaza optiuni afternative demo-
cratice la ,globalizarea de sus in jos*, in termeni atft relationali, cit si pro-
gramatici.”?

Mai e necesara o ultima precizare, necesara pentru deosebirea con-
ceptelor de ,internationalism®, ,internationalism muncitoresc” si ,inter-
nationalism sindicalist”.
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In discursul miscarilor sociale, internationalismul e asociat de obicei cu
munca din secolul al XIX-lea, cu socialismul si marxismul. Uneori e pro-
iectat pind la vechi universalisme religioase sau cosmopolitismul liberal
al lluminismului. Ar trebuie sa fie extins, pentru a include miscarile fe-
meilor, cele feministe, pacifiste, anticoloniale si pentru drepturile omu-
lui, din secolele XIX—XX. In masura in care se limiteazi la aceste dous
secole si la o ,lume a statelor-natiune®, avem nevoie de un nou termen
pentru epoca globalizdrii. Unii vorbesc de transnationalism. Eu prefer
solidaritatea globald, care se referd la globalizare, la protestele Tmpotri-
va acesteia si la optiunile alternative.

fn ceeace priveste internationalismul muncitoresc, acesta se referd la o
serie ampla de idei, strategii si practici legate de munca, din trecut si pre-
zent, incluzind cele ale cooperativelor, ale partidelor laburiste si socia-
liste, intelectualii socialisti, cultura, media si chiar sportul.

In fine, internationalismul sindical se refers la forma principald in care
s-au autoexprimat muncitorii Tn timpul epocii national/industrial/colo-
niale. Internationalismul sindical a inlocuit sau a dominat atit de tare inter-
nationalismul muncitoresc in cea de-a doua parte a secolului XX, incit
a ajuns sa fie confundat cu acesta. Cu toate acestea, tocmai internatio-
nalismul sindical e cel care se afld n criza cea mai profunda, fiind pus
sub semnul Intrebarii in epoca acestui capitalism globalizat, de retea si
informatizat. [...]

Note:

. Analiza ce urmeaza ar trebui comparatd cu cea ficutd de Dan Gallin, ,Organised Labour
as a Global Social Force", Global Labour Institute, Geneva, 1999. Acesta, ca fost secretar
al International Union of Food and Allied Workers (IUF), a fost atit un participant, it si un
comentator critic al internationalismului sindical si muncitoresc. Vezi si Gallin, ,Notes on
Trade Unions and the Informal Sector”, International Labour Organisation, Geneva, 1999.

)

. Principala sursd pentru istoria ICFTU este Marcel van der Linden (ed.), The International
Confederation of Free Trade Unions, Bern, Peter Lang, 2000. Pentru o critica informativd a
ultimei perioade a ICFTU, in special relatia sa cu fosta lume comunista, vezi Sarah Ashwin,
,International Labour Solidarity After the Cold War", in Robin Cohen, Shirin Rai (ed.), Glo-
bal Social Movements, London, Athlone, 2000. Ea pune intrebarea dacd nu cumva ICFTU
se miscd azi cdtre ,un sindicalism al miscdrii sociale” (1 13), o notiune asupra careia voi reveni.
Vezi din nou Gallin, op. cit.

w

. Termenul de ,tripartit" sugereaza o placinta cu trei parti egale. De fapt, in termenii pute-
rii sale relative, ILO ar trebui sd fie reprezentatd mai degrabd ca un strat de tort, din moment
ce, dupd 50% pentru Stat (,guvernarea”) si 25% pentru Capital (,angajatorii*), sindicate-
le (,munca®) au numai cei 25% de la fund.

>

Linden, op. cit.
Ibid., 516.

. Inca nu existi nicio istorie academici a WFTU, din cite stiu. Pentru o perspectiva sumara,
dar echilibrata, Tony Carew, ,A False Dawn: The World Federation of Trade Unions"
in Marcel van der Linden (ed.), op. cit., p. 165—186. Caracterizarea mea se bazeazd, partial,
pe propria mea experientd de munca n educatia muncitoreasca pentru WFTU la Praga
n perioada 1966—1969. De atunci, am devenit un fel de urmaritor al WFTU.

o w

7. Dennis MacShane, International Labour and the Origins of the Cold War, Oxford, Claren-
don, 1992.

. Intr-adevar, ultimul efort de acest gen realizat de sindicalismul comunist international pare
a fi fost cel din perioada ,clasa contra clasd" a Cominternului (si Uniunii Sovietice), de la
sfirsitul anilor 1920. Vezi National Minority Movement, Strike Strategy and Tactics: The Les-
sons of the Industrial Struggles, The Red International of Labour Unions, nedatata.

[ee)

O

. Kjeld Aagard Jakobsen, ofiter international al celei mai importante confederatii sindicale bra-
ziliene de stinga, CUTB, sustine chiar ca atft ICFTU, cit si WFTU se bazeaza pe modelul
bolsevic! Vezi Jakobsen, ,Rethinking the International Trade Union Movement”, in Peter
Waterman, Jane Wills (ed.), Place, Space and the New Labour Internationalisms, Oxford,

14.
I5.

Blackwell, 2001. Cred ca acest model bolsevic a fost o adaptare a modelului clasic ger-
man, de facturd social-democrata.

. Bill Jordan, ,Remarks of Bill Jordan, ICFTU General Secretary, at the Reception of the Inter-

national Conference ‘The Past and Future of International Trade Unionism™, Gent, 18 mai
2000.

. Ma bazez aici in Intregime pe istoria colectivd a ITF ingrijitd de Bob Reinalda (ed.), The Inter-

national Transportworkers Federation |9 14—1945: The Edo Fimmen Era, Amsterdam, Inter-
national Institute of Social History, 1997. Pentru o perspectivd mai pozitiva a rolului general
al ITS, vezi, din nou, Gallin, op. cit.

. Fimmen a publicat o carte n anii 1920 in care vorbea (oarecum prematur) despre ten-

dinta de unificare a capitalismului european, sustinind cd o confederatie internationald a cen-
trelor nationale sindicale se potrivea mai putin situatiei decit unul dintre [TS-urile sale. Cf.
Edo Fimmen, Labour’s Alternative: The United States of Europe of Europe Limited, London,
1924.

. In corespondent privata, Dan Gallin sugereazi o alti perspectiv, anume ci statele si agentii-

le sint cele care ar fi descoperit necesitatea de a colabora cu sindicatele si ITS-urile, ba mai
mult, cd, pentru a fnvinge In lupta contra fascismului, sindicatele nu ar fi avut o altd optiu-
ne n afara colaborarii. Nu am nicio obiectie, Tnsd ma preocupa limitele si implicatiile aces-
tei colabordri clandestine. Aceasta a creat terenul pentru operatii internationale ce le-au
dat ofiterilor sindicali sentimentul cd joaca un rol istoric la scard mondiald, insa fard nece-
sitatea participdrii membrilor si n afara cunoasterii publice.

Bob Reinalda (ed.), op. cit.

Cea mai bine pozitionata pare a fi, probabil, cea cu cel mai potri-
vit nume, Union Network International (UNI), adicd ITS-ul pen-
tru ,servicii si cunostinte aplicate”. Cu toate acestea, dupa cum
sugereaza Open World Conference, aceastd organizatie pare a cre-
de cd poate cdldri valul globalizarii neoliberale si elaboreaza, in con-
secintd, un nou tip de constituentd si administrare sindicala, pentru
adeveni un interlocutor capabil al capitalului globalizat si al institutii-
lor interstatale care fl servesc. Se poate face, astfel, o vizitd virtuald
la Banca Mondiala, fard a pardsi sediul virtual al sindicatului.

. Sint prea putine date pentru a intrevedea in prezent aparitia unei ase-

menea conceptii. ICFTU se identifica azi cu Global Compact, care e o incercare a Natiuni-
lor Unite de a face pe plac capitalului multinational si a-i da astfel o aurd etici acestuia. nsusi
Kofi Annan a ,.cerut” lumii de afaceri sa sustina principii care exclud orice drept explicit la greva.
Vezi ,Global Compact: An Opportunity for Global Dialogue®, 31.07.2000,
wwwicftu.org.htm, si ,The Global Compact: For a Socially Responsible Business World', Trade
Union World, nr. 9, 2000, p. 22. ICFTU pare a cduta si gratile Chinei, vittoarea putere mon-
diald, n ciuda ostilitatii acesteia fatd de drepturile muncitorilor si independenta sindicald (vezi
China Labour Bulletin, 2000). ICFTU si citeva [TS-uri sint, de asemenea, legate de ideea de
stabilire a unei ,clauze sociale” sau a unor ,standarde ale muncii* prin Organizatia Mondiala
a Comertului —n ciuda reputatiei tot mai proaste a acesteia si a celorlalte institutii financia-
re internationale. Vezi Rebecca Gumbrell-McCormick, ,Facing New Challenges: The Inter-
national Confederation of Free Trade Unions (1972—1990s)", in Marcel v. d. Linden (ed.),
The Interational Confederation of Free Trade Unions, p. 341-518. Vezi si Peter Waterman,
Globdlisation, Social Movements and the New Internationalisms, London, Routledge, 2004.

. Sarah Ashwin, , International Labour Solidarity After the Cold War* in Robin Cohen, Shirin

Rai (ed.), Global Social Movements, p. 101—1 16; Andries Bezuidenhout, Towards Global Social
Movement Unionism? Trade Union Responses to Globalisation in South Africa, Geneva,
International Labour Organisation/International Institute for Labour Studies, 1999; Kim
Moody, Workers in a Lean World: Unions in the International Economy, London, Verso, 1997.

. O exceptie partiald o constituie Ronaldo Munck, ,Labour in the Global: Challenges and

Prospects", in Robin Cohen, Shirin Rai (ed.), op. cit., p. 83—100.

. Am abandonat conceptul initial de ,sindicalism al miscarii sociale”, care e folosit azi la scara

largd, Tnsd Intr-un sens mai ,clasic”, traditional.

. Ma referin primul rind la studiul lui Lambert si Webster despre apartheid in Africa de Sud:

Rob Lambert, Eddie Webster, ,The Re-emergence of Political Unionism in Contempora-
ry South Africa?*, in William Cobbett, Robin Cohen (ed.), Popular Struggles in South Africa,
London, James Currey, 1988, p. 20-41; Munck despre Lumea a Treia in general, Ronaldo
Munck, The New International Labour Studies: An Introduction, London, Zed. 1988; Seidman
despre Africa de Sud si Brazilia: Gary Seidman, Manufacturing Militance: Workers’ Move-
ments in Brazil and South Africa, 1970—1985, Berkeley, California University Press, 1994;
Scipes despre Filipine: Kim Scipes, KMU: Building Genuine Trade Unionism in the Philippi-
nes, 1980—1994, Quezon City, New Day, 1996. Munck si-a rafinat si extins formularea
sa: Ronaldo Munck, ,Labour in the Global: Challenges and Prospects”, in Robin Cohen,

2

22.
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Shirin Rai (ed.), op. cit., p. 83—100. Niciunul dintre acestia nu a incercat sa reformuleze
conceptul de o maniera mai cuprinzdtoare. Mai influent a fost Moody, intr-o impresionanta
privire de ansamblu asupra muncii globale: Kim Moody, Workers in a Lean World: Unions
in the International Economy. Ultimul capitol e intitulat ,Catre un sindicalism international
al miscarii sociale”! Moody nu face Tnsa decit sa descrie/prescrie un sindicalism mai activist
si democratic, care Tsi asumd ncd rolul conducator al clasei muncitoare in lupta contra neoli-
beralismului (p. 290). Desi promoveaza un sindicalism mai flexibil, deschis si internationa-
list, e limitat de preconceptii centrate pe muncitor. Miscarea de la Seattle a ardtat cd, ntr-un
capitalism de tip GNI, o retea de miscari sociale poate avea o viziune de ansamblu si o stra-
tegie militantd mai sofisticatd decit muncitorii si sindicatele. Afirmarea rolului de avangardd
al clasei muncitoare in lupta contra neoliberalismului pare a fi empiric gresitd si contrapro-
ductivd.

. Open World Conference, ,Open World Conference in Defence of Trade Union Indepen-

dence and Democratic Rights", OWC Report Back Bulletin, nr. |, San Francisco, Open World
Conference, 2000.

Jeremy Brecher, Tim Costello, Brendan Smith (ed.), Globdlisation from Below: The Power
of Solidarity, New York, South End Press, 2000.
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Necesar: o carta globala a muncii

Peter Waterman, ,Needed: a global labour charter movement*, Inter-
face: a journal for and about social movements, vol. | (2), noiembrie 2009,
p. 255-262.

Am vehiculat aceasta cartd pentru intiia oard in 2005. Ea a aparut in publi-
catii sindicale din Africa de Sud, Colombia si website-uri din Europa si
Statele Unite. Aceasta versiune a fost actualizata in 2009.

Preambul

|deea miscdrii pentru o cartd globald a muncii (GLC) vine din disperare
si sperantd. Disperarea se datoreaza faptului cd miscarea sindicala din Nord,
Sud, Est sau Vest se afld inca n defensiva, datorita (in ciuda?) atacunilor seve-
re, multiple si continue ale capitalismului contemporan. Miscarea sindica-
3 a uitat de inspiratia emancipatoare de la inceputurile sale si de sperantele
sale utopice. Ba mai mult, vechea zicald cd ,cea mai bund aparare e ata-
cul” pare a fi straind conducerii sindicale internationale.

Mai precis, disperarea se datoreazd tendintei continue a sindicatelor inter-
nationale de a se intoarce la o utopie mitologizatd a armoniei sociale.
Realitatea acestui mit determind insd, cu sigurantd, situatia dificila a
miscarii sindicale. Utopismul retrograd de acest tip poate fi recunoscut
in campania pentru ,munca decentd“!, care promoveaza paradisul
arhaic vest-european al ,parteneriatului social” intre Munca, Capital si
Stat. Campania ridica pur si simplu aceastd idee la nivel global. ,Munca
decenta” nu e deloc un proiect sindical sau unul al miscarii muncitoresti:
a fost adoptatd pe de-a-ntregul de Organizatia Mondiald a Mundii, cu
sediul la Geneva. Acest corp interstatal — criticat de un fost angajat pen-
tru multtiplele sale inabilitdti n fata globalizarii* — reproduce o relatie impe-
riald traditionald, o idee promovata de la Occident cdtre restul lumi.
Sponsorii si finantatorii sdi sint sindicatele st ONG-urile vest-europene
social-reformiste... plus Uniunea Europeand neoliberald!

Speranta se datoreaza energilor si viziunilor noi din interiorul miscdrii de
solidaritate si justitie globald (MSJG), de pildd din miscarea internationald
a muncii rurale, Via Campesina. in ciuda tuturor dificulttilor ininmagina-
bile cu care se confruntd autoorganizarea muncii rurale, aceasta institutie
a elaborat o viziune holisticd despre pozitia sa sociala, despre inamicii sai
si despre un viitor alternativ. Datoritd strategiilor globale pozitive demon-
strate si practicilor relationale sofisticate (interne si externe), Via Campe-
sina a devenit un actor de frunte al miscarii de solidaritate si justitie
globald, bucurindu-se de vasta recunoastere publica si sprijin.’ Speranta
se datoreaza si semnelor pozitive, de inovatie, ce vin dinspre miscarea
sindicald traditionald, din gindirea sa internd si cea despre ea.*

Propuneri

. La baza Cartei globale a muncii (GLC) sta ideea elaborarii unei carte,
a unei declaratii sau manifest al muncii relevant pentru toti camenii mun-
citori, In conditiile unui capitalism transformat radical si foarte agresiv,
neoliberal, globalizat si in retea.

2. Propunerea unei asemenea carte a fost provocatd de declaratii mun-
citoresti internationale: Apelul de la Bamako (2006 si Platforma sindi-
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cala pentru Americi (2006). Limita comuna a acestor documente, altfel
foarte diferite, e faptul cd au fost produse si emise initial in scopul adeziu-
nii sau sustinerii, fiind elaborate de conduceri sindicale si elite intelectua-
le, fara discutii Tn prealabil cu membri sindicali, activisti la locul muncii sau
comunitari. Carta globald a muncii se inspira si din Carta globala pentru
umanitate a femeilor (2004), care a fost realizata dupd discutii la scara glo-
bald, organizate de una dintre cele mai recente miscari sociale.”

3. Proiectul GLC urmdreste emanciparea vietii de muncd (muncd in sen-
sul lucrului pentru capital si stat, imperiu si ordine patriarhald), ceea ce
implica articularea (aldturarea si expresia totodatd) a luptelor muncito-
resti cu cele ale altor categorii sociale, popoare si oameni oprimati si
exploatati — n special lucratorii nerecunoscuti ca atare pina acum, fe -
meile si tardnimea/fermierii. Existenta miscarii de solidaritate si justitie
globald, cunoscuta cel mai bine prin procesul Forumului Social Mon-
dial, face tot mai posibila o asemenea articulare.

4. Numele sau ar fi ,Miscarea pentru o carta globald a muncii®. ,Carta"
aminteste de una dintre primele miscari populare muncitoresti radical-
democratice, cartistii britanici.® ,Miscarea“ ne aminteste de faptul ca elabo-
rarea unei asemenea declaratii e un proces care necesitd automobilizarea
lucrdtorilor.

5. Un asemenea proces trebuie sd isi dezvaluie originile si indatorari-
le. Acestea nu se refera doar la istoria timpurie a miscarii muncitoresti,
di si la noile forme de autoorganizare a muncii (de catre, n interiorul
siin afara sindicatelor), la retelele muncii dezvoltate la locul de munca,
la nivelul orasului, in ruralitate, la ONG-urile promuncd (organizatiile
ce oferd servicii pentru angajati) si la valul tot mai mare de educatie munci-
toreascd, comunicatii (electronice) si cercetare ce raspunde crizei glo-
bale a miscarii muncitoresti.

6. Noul principiu al unei asemenea carte ar trebui sé fie conceperea sa
sub forma de spirald virtuoasd. Cu alte cuvinte, carta nu trebuie conce-
putd ca o declaratie unica, finald, corectd, pe care muncitorii, oamenii
si toti ceilalti ar trebui pur si simplu sa o aprobe (desi aprobarea ar putea
fi parte a procesului), ci ca un element de naturd procesuala, dialogica,
in curs de elaborare, care permite inceputul, pauza si aldturarea in orice
moment. Un asemenea proces ar necesita cel putin urmatoarele: in-
formatie/comunicare, educatie, dialog, (re)formulare, actiune, evalua-
re, informare.

7. Ceea ce face posibila in premierd o asemenea Cartd globald a mun-
cii e existenta spatiului virtual (internetul, webul, audiovizualul online).
Nu avem aici de-a face doar cu o noud tehnologie de comunicatii, ci
cu posibilitatea de a dezvolta relatii nonierarhice, dialogice, egalitare la
scarda mondiald. Acest proces se bazeaza pe computer datoritd dimen-
siunii globale a webului, feedbackului inclus in sistem, costului sau sca-
zut siin scadere. Tot mai multi muncitori si activisti se ocupa cu munca
informatizatd, cunosc tehnologia informationald si de comunicare si
webul. Din cauza accesului inegal al lucrdtorilor la computere, un ase-
menea proces trebuie sa fie intens local, sa sensibilizeze si sa mobilize-
ze, folosind metodele de comunicare cele mai potrivite pentru tipurile
specifice de munca si pentru fiecare localitate.

8. Munca in retea trebuie sd Impiedice initiatorii sau coordonatorii sa
devind lideri sau controlori permanenti. Exista un corp tot mai mare de
organizatori si activisti, atit voluntari, cit si salariati, atit in interiorul sin-

dicatelor traditionale inter/nationale, it siin afara acestora, cu experientd
n miscarea de solidaritate si justitie globald, care ar putea deveni nodu-
rile initiale intr-o asemenea retea. Munca in retea permite si existenta
mai multor carte ale muncii, in dialog reciproc. Un asemenea dialog ar
trebui considerat ceva normal si chiar necesar, o parte a procesului de
evitare a autoritatii, dependentei si pasivitdtii asociate cu manifestele
traditionale.

9. Desi aceastd propunere Tsi asuma criza sindicatelor traditionale, ar

trebui s fie clar ca reprezintd, Tn acelasi timp, o oportunitate pentru aces-

tea. Anume, reinventarea formei de ,autoarticulare” a muncii, fapt care

a avut loc de mai multe ori in istoria capitalismului (de la ghilde la uniuni

mestesugaresti, de la acestea la sindicate industriale inter/nationale).

Sindicatele trebuie sd abandoneze puterea, rolul lor central si privilegiul,

de altfel tot mai imaginare, reinventindu-se ca parte necesara si sem-

nificativd a unei miscdri de emancipare sociald din lumea intreaga. For-
ma sau formele unei asemenea reinventii vor aparea tocmai in cadrul
unui dialog continuu, prin dialectica intre activitdtile

organizationale si cele de retea.

10. Pornind de la prima editie (editii) a unui Carte glo-

bale ale muncii, pot fi initiate campanii si cerinte n
acord global, cu implicatii emancipatoare pentru cei
implicati (s-ar putea spune subversive, de transfor-
mare sociald, de fortificare). In locul cresterii de-
pendentei sale de capital, stat, ordine patriarhald si
imperiu, orice GLC ar trebui sa intensifice solidari-
tatea cu alte miscdri sau sectoare populare, radical-
democratice.
I'l. Orice astfel de campanii ar trebui sa fie considerate experimente
colective: nu bdtute in piatra, ci supuse evaluarii colective. Ca urmare,
ar trebui sa depinda de autoorganizarea colectiva si sa implice solida-
ritate globald, precum campania internationald din secolul al XIX-lea pen-
tru ziua de muncd de opt ore. in acest sens, existd o sumedenie de
subiecte imaginabile. latd citeva exemple ipotetice, neordonate dupa
vreo prioritate:

— stabilirea zilei de munca la sase ore, cinci zile pe saptdming, ntr-un
an de 48 de saptamini, pentru a distribui la scard mai larga munca, redu-
cind supramunca’;

— drepturile globale ale muncii, ce includ dreptul de a face greva si pen-
tru actiunea de solidarizare inter/nationald, insd prin consultarea preala-
bild, in primul rind, a prioritatilor muncitorilor insisi — inclusiv cei migrant,
precari, ingrijitorii nepldtiti (sotiile ,casnice”), autoangajatii si somerii,
apoi, n al doilea rind, prin acordarea de prioritate luptelor colective
si activitatii creatoare, in dauna lobbyului facut de conducere';

—un fond global pentru venitul de bazd, in afara oricdrei obligatii de a
munci, care afirma ca dreptul la viata e mai important ca obligativita-
tea muncii'';

— o reinventare seculard a ILO 2019, ce ar creste reprezentarea mun-
cii de la 25 la 50%, impartind procentul cresterii cu lucratorii nesin-
dicalizati';

— o0 campanie globald pentru munca utild, luptind dincolo de conditile mun-
cii sau la locul de munca (,munca decenta"), pentru productia utild, con-
sumul cu responsabilitate sociald, restaurarea durabild a mediului®;
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— Totul In comun: o campanie pentru apdrarea si extinderea formelor
de proprietate si control in comun (ce contestd atft procesul priva-
tizdrii, cit si proprietatea capitalista in general)';

— o reinventare a zilei de | Mai ca zi de solidaritate globala a miscari-
lor sociale si muncitoresti (luind n considerare inovatiile introduse de
muncitorii precari din Europa si de muncitorii migranti in Statele
Unite)";

— sprijin acordat principiului economiei de solidaritate si practicilor eco-
nomiei de solidaritate, adicd productia, distributia si schimbul dinco-
lo de principiile distructive ale capitalismului, bazate pe competitie,
dezbinare, ierarhie, fixatie pe crestere, risipa si poluare's;

— un forum muncitoresc pentru emancipare globala, ca parte comple-
mentard Forumului Social Mondial, o adunare deschisa tuturor oame-
nilor muncii, organizatiilor; intelectualilor/artistilor si miscarilor; organizat
autonom de ILO si de sindicatele globale — dacd nu intr-un loc geo-
grafic, atunci in spatiul virtual"’.

— un portalAvebsite pentru coordonarea, informarea
si ideile orientate de emanciparea muncii, acope-
rind cercetarea, educatia, audiovizualul si alte re-
surse; acesta ar contine titluri precum ,Carta globald
amundii‘, ,Emanciparea globalda a muncii*, ,Misca-
rea globald a muncii“; deschis finantarii, insa auto-
nom fatd de toate organizatiile si ideologiile; ar fi
deschis pe baze egale tuturor; ar avea o optiune
preferentiald pentru muncitorii si regiunile margi-
nalizate global; ar avea un scop transformator, cu
o guvernare si functionare deschise'®;

— completeaza dupa dorinta.

|2. Aceastd propunere e marcatd in mod clar de originea sa, in ceea

ce priveste ,pozitia de subiect” a autorului, locul nasterii/resedintei, vir-

sta, limba etc. E un document emis pe principiile copyleft: poate fi adap-
tat, Tnlocuit, contestat, respins si, evident, ignorat. Singura cerintd (sau
sperantd) e sa fie discutat.

Note:
I Vezi www.decentwork.org.

2. Guy Standing, ,The ILO: An Agency for Globalisation?*, Development and Change, vol. 39,
nr. 8, 2008, p. 355-384.

3. Annette Desmarais, La Via Campesina: Globalisation and the Power of Peasants, London,
Pluto Press, 2007.

Bill Jr. Fletcher, Fernando Gapasin, Solidarity Divided: The Crisis in Organised Labour and a
New Path Toward Social Justice, Berkeley, University of California Press, 2008; Dan Gallin,
,Note on the International Sex Workers Movement", 2003, www.globallabour.info/
en/2007/09/note_on_the_international_sex.html; Ursula Huws (ed.). Break or Weld? Trade
Union Responses to Global Value Chain Restructuring, London, Merlin Press, 2008; Anthony
Ince, ,Beyond ‘Social Movement Unionism’? Understanding and Assessing New Wave
Labour Movement Organising”, 2007, http://uin.org.uk/contentAview/244/125/; Research
Committee 44, ,First ISA Forum of Sociology*, Sociological Research and Public Debate,
Barcelona, Spania, 5-8 septembrie, 2008; Andreas Bieler, Ingemar Lindberg, Devan
Pillay (ed.), Labour and the Challenges of Globdlization: What Prospects for International Soli-
darity, London, Pluto, 2008.

. Apelul de la Bamako a fost scris pe |8 ianuarie 2006 fn Bamako, capitala Mali, de un grup
de organizatii ce a inclus Forumul Lumii a Treia, Forumul Mondial al Alternativelor si Foru-
mul pentru un alt Mali, find adoptat fn acelasi an la Caracas, Venezuela, de adunarea miscari-
lor sociale ale Forumului Social Mondial. Apelul solicitd resuscitarea spiritului nonaliniat al
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Conferintei de la Bandung, un nou internationalism global in favoarea tuturor camenilor
Pamintului care sint victime ale capitalismului si se mobilizeaza pentru constituirea unui front
comun impotriva imperialismului puterilor economice si a hegemoniei militare a SUA. Vezi
forumtiersmonde.net. (N. tr)

6. Labour’s Platform for the Americas: Decent Work for Sustainable Development, 2005. Vezi
www.alternative-regionalisms.org.

7. Brigitte Verdiere, , Elaboration of the [Women's Global] Charter”, comunicare personald,
I5 mai 2006; Janet Conway, ,Transnational Feminisms and the World Social Forum:
Encounters and Transformations in Anti-Globalisation Spaces”, Journal of International
Women'’s Studies, vol. 8 (3), 2007, p. 49-70.

8. Dorothy Thompson, The Chartists: Popular Politics in the Industrial Revolution, New York,
Pantheon, 1984.

9. Vezi www.swt.org.

10. Vezi http://laborrightsblog.typepad.com/ international_labor_right/2006/1 | /about _this_blog.
html.

12. Guy Standing, ,The ILO: An Agency for Globalisation?*, Development and Change, vol. 39
(3), 2008, p. 355-384.

13. Vezi http://libcom.org/history/| 976-the-fight-for-useful-work-at-lucas-aerospace.

. Vezi http://ww.basicincome.org/bien/aboutbasicincome.html.

14. Vezi http://turbulence.org.uk/ turbulence- | /commonism/.
I'5. Vezi http:/AMvww.euromayday.org/about.php, http:/Awww.mayday2007.org/.

16. Ethan Miller, ,Other Economies are Possible!”, 2006, http:/Avww.zmag.org/znet/view Arti-
cle/3239; Eudlides André Mance, ,Solidarity Economics*, 2007, http:/Aurbulence.org.uk/tur-
bulence- | /solidarity-economics/.

I7. Ellen Reese, Christopher Chase-Dunn, , Labor Activists and the World Social Forum: Chal-
lenging Neoliberalism, Building International Labor Solidarity, and Strengthening Labor-Com-
munity Alliances”, The ISAs 49th Annual Convention, 2008, Bridging Multiple Divides, Hifton
San Francisco, San Francisco, CA, USA, http:/Aww.allacademic.com/ meta/p251059_index.
html.

18. Compara cu Choike — Global Labour Rights: http:/Avww.choike.org/nuevo_eng/informes/
1872.html.
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Cinci, sase, multe noi internationalisme!
(Noua reflectii despre
a Cincea internationala)

Peter Waterman, ,Five, Six, Many New Internationalisms! (Nine Reflec-
tions on a Fifth International)”, 2010, autopublicat, distribuit pe princi-
piile copyleft in multiple liste si website-uri ale stingii independente si ale
miscarii de solidaritate si justitie globald.

Introducere

La trecerea dintre ani, din 2009 in 2010, s-ar pdrea ca propunerile si
interesul public pentru o noud internationald a stingii au ajuns la un mo-
ment de intensitate.

Prima si cea mai importanta initiativa i-a apartinut lui Hugo Chavez,
Presedintele Venezuelei. Ea s-a bucurat de o largd sustinere la o con-
ferintd internationald a partidelor de stinga la Caracas, in noiembrie 2009,
urmatd de o altd conferinta internationald, tot la Caracas, in aprilie
2010. A doua initiativa i-a apartinut lui Michael Albert, teoretician al Pare-
conului (economia participativd) si coordonator al imensului website Znet
din Statele Unite. Aceasta a Tnceput cu un articol al lui Albert si a con-
tinuat cu proiectul insusi, care a permis si sustinere individuald, adunind
1802 semndturi pind Tn 2 aprilie 20 10. Acest proiect a fost provocat de
si a fost conceput ca raspuns la conferinta sponsorizata de Chavez.

I spiritul maximei lui Gramsci, ,,scepticism al intelectului, optimism al
vointei“, as spune ca aceste proiecte relationate sint bine-venite, dar tre-
buie criticate. Raspunsul meu urmeaza celui dat unui alt asemenea pro-
iect, initiat de specialistul in economie politica neomarxista si tiermondistd
Samir Amin.'

La fel ca initiativa lui Samir Amin, cele ale lui Hugo Chavez si Michael
Albert nu sint legate doar de Forumul Social Mondial (fondat in 2001),
ci side o lungd istorie a internationalelor de stinga, pina la Asociatia Inter-
nationald a Muncitorilor (asa-numita Prima Internationald), fondata in 1866
cu contributia notabild a lui Karl Marx.

Proiectul lui Chavez emana, in mod evident, de la un (om de) stat radi-
cal-nationalist, cu aspiratii socialiste. Combina trasaturile unei inter-
nationale socialiste si tiermondiste, fiind aparent deschis partidelor de
stat, sau aliniate statelor, sau sponsorizate de stat, precum cel creat de
Chévez, precum si aftor partide de stinga si miscari sociale. Observind
cd actuala crizd a capitalismului afecteazd toate sferele vietii si necesita-
tea diversitdtii, apelul conferintei de la Caracas a facut ecou traditiei de
stinga, declarind: ,intiinirea internationali a partidelor politice de stin-
ga sustinuta la Caracas pe 19-21 noiembrie 2009 a receptionat pro-
punerea Comandantului Hugo Chavez Frias de a convoca a Cincea
Internationald Socialistd, ca spatiu pentru partidele, miscarile si curen-
tele cu orientare socialistd, unde se poate armoniza o strategie comuna
in lupta fmpotriva imperialismului, pentru fhlocuirea capitalismului cu socia-
lismul si o integrare economica de un nou tip, bazatd pe solidaritate”.
Documentul pdstreazd o tacere semnificativa despre caracterul statu-
lui, ca initiator (pozitia subiectului?). Nici proiectul socialist nonstatal al
lui Michael Albert nu spune nimic despre rolul statului (sau al statelor?)

in internationala sa ,socialist-participativa“. Pe de alta parte, Albert se pro-
nunta explicit in chestiuni familiare celor din Forumul Social Mondial si
din miscarea mai larga de solidaritate si justitie globald:

— productia economica, distributia si consumul ar trebui sa nu fie divi-
zate in functie de clasd — ca urmare, toatd lumea ar trebui sa aiba ac -
ces echitabil la educatie de calitate, ingrijire medicald si necesitdtile
pentru mentinerea sandtatii (hrand, apa, salubritate, locuire, munca sem-
nificativa si demna) si la conditiile si instrumentele necesare realizdrii per-
sonale;

— relatile de gen si rudenie, de familie si sexuale ar trebui sa nu favori-
zeze anumite Virste, preferinte sexuale, un gen sau un grup mai pre-
sus decit toate celelalte — ceea ce ar Tnsemna eliminarea tuturor
formelor de oprimare a femeilor, furnizarea de servicii pentru ingrijirea
copiilor, recreere, ngrijire medicald etc.;

— relatiile culturale si relatiile comunitare intre rase, grupuri etnice, reli-
gii ar trebui sa protejeze drepturile si identitatea fiecarei comunitati de
0 manierd care ar permite respectarea drepturilor si

identitatea tuturor celorlalte comunitdti — ceea ce ar

nsemna eliminarea structurilor rasiste, etnocentrice

si bigote de tot felul, precum si asigurarea prosperitatii

si drepturilor popoarelor indigene;

— procesul de luare a deciziilor politice, adjudecarea

disputelor si implementarea programelor in comun

ar trebui sa confere putere de o astfel de maniera incit

sd nu ridice vreun sector sau constituent al puterii dea -

supra tuturor celorlalte — ceea ce fnseamna participa-

re si justitie pentru toti;

— comertul international, comunicatille si alte interactiuni ar trebui sa vize-
ze si sd protejeze pacea si justitia, eliminind toate vestigile colonialismu-
lui si imperialismului — ceea ce Inseamna anularea datoriei natiunilor din
Sudul global si reconstruirea relatilor si a normelor internationale in sen-
sul tranzitiei catre o comunitate echitabila si dreapta a natiunilor consi-
derate pe picior de egalitate;

— alegerile ecologice nu ar trebui s fie doar durabile, ci ar trebui sa se
preocupe de mediu conform celor mai nalte aspiratii care le avem pen-
tru noi si pentru lumea noastra — ceea ce fnseamna justitie ecologica si
renovarea sectorului energetic.

Nu vreau sd intru aici ntr-o noud dezbatere despre proiectele lui
Hugo Chavez si Michael Albert. Nu as vrea nici sd raspund la numdrul
tot mai mare de contributii la discutarea unui proiect sau a celuilatt. Cite-
va dintre acestea meritd intr-adevar lecturate. As vrea insa sa propun
noua puncte relevante pentru un nou tip de internationald/internatio-
nalism, care ar depasi limitele celor vechi si ar fi relevantd in era capi-
talismului globalizat, de retea.

I. Sa infloreasca o suta de flori!

Putem da glas acestui slogan fie cu entuziasm, fie cu resemnare (sau, in
cazul lui Mao, cu cinism). Epoca in care era posibil ca o internationala
sau un internationalism sd distige sau sd primeze a luat sfirsit. Cu toate
acestea, tind sa cred ca orice nou proiect internationalist e bine-venit:
a) din cauza lipsei de lunga durata a discutiilor despre internationalism si
a absentei innoirii sale necesare; b) pentru efectul lor de provocare a gin-

Verso

dirii; ¢) findcd ultimele asemenea proiecte sint marcate de ascensiunea
,miscdrii de solidaritate si justitie globald"; si d) pentru ca intr-o lume tot
mai informatizata si interconectatd, alte miscari sau retele vor deveni

constiente si vor raspunde unui asemenea proiect.

2. Vechile internationalisme ale stingii se confrunta
si sint contestate de cele noi
Conceptul unui internationalism de stinga depinde, in mod evident, de
vechea stingd — indiferent cd aceasta se revendicd de la internationalisme-
le tiermondiste din anii 1960, de la Prima, a Doua, a Treia sau a Patra Inter-
nationald socialista sau chiar de la Revolutia Franceza insasi. Stinga e
,stinga” datontd pozitiei luate de aripa radicald si populista in Adunarea Con-
stituantd a acelei revolutii. ,Stinga” se raporteazd insa mereu la o Dreaptd
si la un Centru. Aceasta inseamna ca a facut parte si incd mai face parte
(criticd) din acel mare proiect modern, care e national si liberal, dar si mili-
tarist, comercial, birocratic, rasist si problematic democratic. (,Fraterni-
tatea” sa nu era doar machista, ci si nationalista, si deci
compatibild cu imperialismul si centralismul statului fran-
cez.) Acelasi lucru e valabil in cazul internationalelor
socialiste si sindicale, care aduc critici profunde si se
constituie in oponente ale economiei politice a capita -
lismului, dar sint si, cel putin partial, prizoniere ale no -
tiunii eurocentrate de modernitate nationald, industriald,
productivista si centralizatoare.
Cele mai recente miscari sociale globale se autosi-
tueazd adesea doar impotriva neoliberalismului si glo-
balizdrii — dupa cum sugereaza adoptarea unor nume ca ,antiglobalizarea”
sau ,alterglobalizarea”. Cu toate acestea, ele au criticat tot mai mult si
au luat pozitii in si impotriva economiei, politicii, relatilor sociale, a prac-
ticilor culturale si comunicatiilor capitalismului in general. Mai mult, ar-
ticulatiile lor interne si externe (unde prin articulatie inteleg atft conexiune,
cit si expresie) se extind de obicei dincolo de limitele traditionale al capi-
talismului industrial-national-colonial. ntr-un moment de criz3, atit pen-
tru capitalism, cit si pentru stinga, cele mai noi miscari sociale globale,
ideile si expresiile lor depdsesc limitele acestor oponenti imbratisati si
reinvie gindirea utopicd pierdutd de stinga pe masura ce capitalismul s-a
normalizat de-a lungul secolelor.
Cele mai noi miscari, ginditori si activisti tind sa depaseasca vechile moduri
de afi, a face sia propune ale stingii. Ele pot fi reunite laolalta sub titu-
latura de ,miscari sociale de emancipare globald“. Faptul cd aceastd noua
miscare de emancipare a fost abia schitatd pind in prezent e de fapt un
avantaj. Inci se mai inventeazi. Putem cu totii participa la aceasts in-
ventie.
Reinventarea stingii internationale istorice sau traditionale e si ea, desigur,
bine-venitd. Accentul sdu — uneori coplesitor — pus pe economia poli-
ticd a capitalismului, pe clasd si lupta de clas, chiar si reflectiile mai recen-
te despre o economie politica postcapitalistd, toate acestea constituie
o contributie bine-venitd la noua miscare, poate mai slaba intr-una sau
n toate aceste directii. Dar stinga nu trebuie doar sa se reinventeze pe
sine. Date fiind crimele si delictele comise n numele sau, stinga trebu-
ie sd reasigure publicul dezamadgit odatd, mai ales in societdtile care au
trecut prin aceasta experientd. Ca urmare, e necesard modestia maxima
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n relatie cu noile miscari sociale globale, care au mostentt, in mare parte,
rolul emancipator si caracterul seductiv originar al stingii.

3. Dincolo de subiectul emancipator privilegiat,

un univers extins de subiecti defavorizati
Internationalismele si internationalistii istorici au depins de un subiect revo-
lutionar privilegiat (proletariatul, tardnimea, lumpenproletariatul) sau de
un foc privilegiat (Rusia, China, Cuba, Venezuela — sau urmdtoarea ,verigd
slaba in lantul capitalist"). Ele au tins sd specifice si sd acorde prioritate
doar uneia, maximum doua probleme sau inamici (economia politica
capitalista, imperialismul, Nordul).
Noile miscari de solidaritate globala pot fi simpatetice sau chiar pot pre-
lua in mod pozitiv aceste prioritdti, parind astfel a fi miscari pentru
,cauze unice”, insa ele sint adesea si ,miscdri pentru cauze fundamen-
tale" (ecologia, sandtatea, genul, locuirea, etnicitatea), care se identifica
la nivel global cu partenerii lor si, tot mai mult, cu miscarea de solida-
ritate si justitie globald in general.
Aceste noi miscari sint nsa foarte atente la posibilele Tncercari de ncor-
porare in vreun proiect universalist (adicd intr-un universalism particula-
rist), mai ales cind asemenea incercdri se identificd cu un anumit stat sau
cu o persoana de stat, cu un anumit partid, cu o teorie sau ideclogie. Desi-
gur, noile partide si tendinte politice, noile state si noii oameni de stat
(precum si clerul in virsta din traditia teologiei liberdrii) au fost afectati si
recunosc necesitatea deschiderii fata de mutte sau toate miscarile de eman-
cipare; acelasi lucru e valabil in cazul anumitor proiecte pentru o noua In-
ternationald. Cu toate acestea, pentru a fi consideratd un partener de
incredere in crearea unui nou tip de internationalism si a unei noi inter-
nationale, stinga va trebui: a) sd isi recunoasca la modul serios limitele sale
traditionale; b) s acorde prioritate internationalismelor de miscari socia-
le, si nu celor de partide si state, si ¢) sd actioneze ca ariergarda.

4. De la o internationala a stingii (singular) la miscarile
de solidaritate si justitie globala (plural)

Entuziasmul pentru orice nou internationalism trebuie sa fie temperat de
reflectii asupra istoriei si etimologiei sale. Internationala sugereaza o re-
latie ntre natiuni, membri nationali, nationalisme, nationalisti. in mod evi-
dent, depinde de cuvintul ,national®. $i a existat o tendintd — chiar intr-o
parte a stingii — de a evita implicatiile problematice ale internationalisme-
lor istorice prin folosirea conceptului de ,transnational”. Acesta ranine insa
o categorie descriptiva ce continua sa depinda de ,,national” si nu presupu-
ne n mod necesar solidaritatea. Ca urmare, as propune sa vorbim mai
degraba de ,noua solidaritate globald“ sau de ,noile solidaritati globale”.
Desigur, au existat ,internationalisme” si fnainte de internationalism (ori
de natiune): universalismele religioase, cosmopolitismul burghez si libe-
ral, universalismul radical-democratic al epocii revolutionare franceze.
Cutoate acestea, ,internationalismul” a devenit o aspiratie universald abia
odata cu miscarea socialista si sindicala din secolul al XIX-lea. Toate
,internationalismele” precedente au fost caracterizate de propriul lor par-
ticularism, ce nu s-a constituit doar Intr-o invitatie, ci si-a impus adesea
universalismul (crestinismul, umma islamicd, modernitatea occidentald).
Internationalele socialiste si muncitoresti s-au situat pe umerii acestor giganti
—si au reprodus diferite limite ale lor. Astfel, internationalismele din seco-
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lul al XIX-lea au fost si ele eurocentrate si eurocentrice, ierarhice, in com-
petitie reciproca, dogmatice, si au reprodus tocmai nationalismele si sta-
tismele pe care aspirau initial sa le depaseasca. Internationalismele
universaliste tiermondiste (etnice sau regionale) de dupa cel de-al Doi-
lea Razboi Mondial erau legate si au devenit adesea dependente de sta-
tele postcoloniale sau antiimperialiste. Nu vreau sd spun ca identitatile
nationale, regionale sau etnice trebuie negate ori reprimate, dar ele tre-
buie relativizate, atft in lumina globalizarii, cit si a altor identitati locale sau
transversale (precum acest lucru in cazul conceptului de ,plurinationa-
litate” promovat de miscarile indigene).

Titulatura de ,miscare de solidaritate si justitie globald” provine de la adu-
narea miscarilor sociale a unuia dintre primele Forumuri Sociale Mon-
diale. Inci se potriveste. Ideea de ,solidaritate globald“ deschide o cale
dincolo de internationalele istorice, la nivel etic, teoretic si ca miscare.
,Global* Inseamnd ,in lumea Tntreagd”, insa cuprinde si arena in conti-
nuad extindere a spatiului virtual. Mai mult, ,global” sugereaza ceva ,ho-
listic* si permite astfel depasirea subiectului unic, privilegiat, bazat pe o
regiune a lumii, din internationalismele unidirectionale din trecut.
Miscarea de solidaritate si justitie globald ar putea si ar trebui sa fie ex-
presia fn curs de elaborare a miscarilor sociale radical-democratice, mai
degrabd decit cea a statelor sau organismelor interstatale care pretind
cdinclud sau cd ne reprezinta pe ,noi, popoarele...” —si cu atft mai putin
expresia politicienilor, partidelor si politicilor care au asigurat medierea
ntre diferitele colective sociale alienate, exploatate si marginalizate si hege-
monii capitalisti, patriarhali, fundamentalisti, militari, rasisti, poluanti.

In ultimul rind, atit perspectiva diacronica (istoricd), it si cea sincronica
(sociald) sugereaza necesitatea de a specifica acest concept de ,solidari-
tate”, care se foloseste cu prea multa usurintd. E un termen care a rdmas
multd vreme subteoretizat, permitind ca urmare cele mai contradicto-
rii si contraproductive practici: paternalismul, interesul egoist de grup,
manipularea politica, militarismul si dominatia sociala, culturald si regio-
nald/rasiald. Solidaritatea trebuie specificata in functie de diferitele sale
elemente partiale sau aspecte: Identitatea (Muncitori ai lumii, uniti-val),
Substituirea (a te pune in locul celuilalt), Reciprocitatea (schimbul unor
calititi egale in timp), Restituirea (compensarea injustitilor trecute).
De asemenea, solidaritatea trebuie specificata in functie de diferitele parti
implicate (de la muncitor la muncitor? de la muncitor la indigen?), axa
sa (Nord—Sud?), directia sa (de la Sud la Nord?), raza sa de acoperire
(Uniunea Europeand? Europa, incluzind... Vladivostokul?) si, cel mai di-
ficil, dupa impactul sau sensul pe care il are pentru actorii colectivi
implicati sau pentru cei cdrora li se adreseaza (fortificarea identitatii
corporatiste? deschiderea catre alti altii?).?

5. Dincolo de institutionalizare, lucrul in retea

Dar e posibild oare sau e necesara azi a Cincea Internationala institutio-
nalizatd — sau un alt internationalism al stingii? Ca doar exista o abun-
denta de diviziuni sectare si/sau birocratizate ce provin din asemenea
initiative.

Mai exista inca o Confederatie Internationala a Sindicatelor (ITUC), cu
sindicatele sale globale aliate si — o inovatie pragmaticd recentd — ONG-
uri internationale sponsorizate de sindicate sau aflate n relatie cu aces-
tea, dintre care cele mai multe au sediul in inima capitalista si globalizata

a Uniunii Europene. Intre acestea din urmd, unele depind puternic de
finantarea UE.?

Mai existd numeroase internationale ale tendintelor sau partidelor
politice de stinga, socialiste, comuniste, maoiste, anarhiste sau marxis-
te. Existd Forumul de la Sao Paulo al partidelor politice de stinga din Ame-
rica Latind. Mai sint si ramasitele diferitelor internationale tiermondiste
sponsorizate ori finantate de state. Mai este si Liga (trotkista?) pentru a
Cincea Internationald! Niciuna dintre acestea nu se bucurd insa de o vizibi -
litate marcantd, nici la nivel regional, nici international. Niciuna nu e o
sursa evidenta de inovatie. Niciuna nu pare ar fi relevanta in epoca unui
capitalism globalizat, de retea, si a luptelor bogate si complexe Tmpotri-
va si dincolo de acesta.

E de Inteles tentatia de a crea ori a sprijini a Cincea Internationald, cu
referinte implicite sau explicite la cele precedente. Promotorii aceste-
ia par insd a se referi cu superficialitate la caracterul schimbat al capitalis-
mului global, la criza sistemului de state si interstatal, la partidele politice,
internationalele muncitoresti sau principiile relationa-

le (principii organizationale ar insemna prea putin) ale

multiplelor miscari de solidaritate globald, la modu-

rile In care acestea functioneaza intern sau extern.

Or, noile principii relationale prefigureaza o ,demo-

cratizare a democratiei®, de care lumea are nevoie

Cu sigurantd.

Cele mai noi miscdri de solidaritate globala functio-

neazd la toate nivelurile, in interiorul si impotriva unui

capitalism globalizat, informatizat, care functioneaza

in retea si in spatiile culturale si virtuale. Ele elaboreaza un internatio-
nalism cultural/comunicational ce se extinde dedesubtul si dincolo de
natiunea definitd de stat, de ,lumea statelor-natiune” si de relatiile lor
cu adevarat internationale.

Desi noile miscari globale au fost de obicei provocate si se adreseaza
exceselor capitalului, statului, agentiilor sau strategiilor interstatale, ele
sint constiente cel putin implicit ca puterea inamicului este tocmai slabi-
ciunea societatii civile globale, Tn relatii tot mai tensionate cu statul, capi-
talul, industrialismul, rasismul si fundamentalismele. Orientarea tot mai
comuna nu e cea cdtre ,captura centrelor de comanda” ale capitalu-
lui, statului, culturii, armatei, ci privarea acestora de putere prin apelul
la principii ca pacea, justitia, egalitatea, bunurile comune, localul, popu-
larul, democratia radicald, autodeterminarea extinsa si profundd, autoad-
ministrarea, responsabilitatea pentru mediu si climat.

Proiectele, profetii si sponsorii noii internationale sint constienti, la ni-
veluri diferite, de ,virtualitatea reald“, dupa cum a numit-o Manuel
Castell, insa aceasta nu e considerata o piatra fundamentald pentru pro-
iectele lor (— admit, o metaford prea concretd), si nici macar o unitate
de constructie, desi proiectele pentru o noud internationald au loc si se
discuta mai ales pe web!

Internationalele institutionalizate din trecut erau fixate Tntr-un loc, asigu-
rindu-si conexiunile prin intermediul presei, trenului, telegrafului, apoi
prin telefon, radio si film. Prezentul e cu sigurantd o epoca a internatio-
nalismului cultural si comunicational, constituit de o miscare tot mai ori-
zontald, n retea, ce opereazd ntr-un spatiu infinit si se reinventeazd pe
sine dupa o logicd computerizata (orizontalitate si feedback), pe masura
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ce sint elaborate noi aplicatii puternice. Tot mai multe milioane de mun-
citori, cetdteni si pesoane indigene au acces computerizat (fie si doar prin
telefon), adesea in propria lor limbd. Miliarde comunica prin computer
si milioane au tot mai multe cunostinte de programare.

Tehnologia informatica si comunicationald nu e doar un instrument (un
ciocan, o secerd, 0 armd, un vaccin) si nu se referd doar la o comunita-
te existentd (Haga, muntii Anzi, sindicalisti, femei, marxisti). E si o utopie
—un loc sau spatiu nonexistent dar care e dorit, care poate fi construit
de cei interesati si capabili. Webul e in acelasi timp locul in care traieste
si guverneaza tot mai mult capitalismul, dar si locul unde au loc lupte ra-
dical-democratice. Relatia spatiului virtual cu acea lume veche a insti-
tutiilor — a agentiilor industriale, financiare, militare, nationale, religioase,
educationale, interstatale — nu se defineste afft prin capturarea centre-
lor de comanda, cft prin ocolirea, subvertirea, dizolvarea, descentraliza-
rea, democratizarea, conectarea si progresul unui dialog si al unei dialectici
infinite intre miscari si civilizatii.

6. Nu dincolo de Forumul Social Mondial,
ci alaturi de acesta
Exista anumite lucruri pe care Forumul Social Mon-
dial nu le va face, nu le poate face si nici nu ar tre-
bui sd le facd. Proiectele pentru o noud sau a Cincea
Internationala au fost influentate de realizarile
Forumului Social Mondial si tind sa Il omagieze pe
acesta — desi uneori cu rezerve — si sa se prezinte
ca proiecte complementare mai degrabd decit afla-
te In competitie cu FSM. Altii considera ca proiectul lor e superior. Zone-
le de luptd sau problemele care au fost globalizate de FSM pot fi
recunoscute insa in cartele sau programele acestor noi proiecte.
Trebuie sa ne punem nsd intrebarea daca noile proiecte constituie pro-
grese sau pasi inapoi fatd de Forumul Social Mondial si miscarea mai gene-
rald de solidaritate si justitie globald. Cele doud proiecte internationaliste
mentionate mai sus par a fi deschise la participarea statelor, a cameni-
lor de stat si a partidelor politice create sau dependente de stat. FSM
se distanteaza din principiu de astfel de participanti, dar in practica a facut
concesii, inclusiv pentru interese comerciale. Trebuie oare sa ne rein-
toarcem la viitor?
Indiferent de modul in care s-ar lua decizille intr-o asemenea noud inter-
nationald, ea trebuie sd admita faptul ca elemente ca statele, partidele
subordonate statului si partidele autoproclamate de avangarda, cu pre-
tentii antihegemonice sau doar contrahegemonice, vor avea o greu-
tate institutionald si o putere financiard mult mai mare per ansamblu.
Istoria aratd ca aceste elemente au fost grele la ideologie si subtiri la demo-
cratie. (Multe agentii finantatoare, fundatii st ONG-uri din industria de
dezvoltare au o mare putere financiard siisi deghizeazd eurocentrismul
si atlantocentrismul cu ajutorul jargonului dezvoltarii sau al criteriilor teh-
nice de finantare.)
Ca urmare, propunatorilor oricarei noi internationale le-ar sta bine sa
ia In considerare aceasta si sd acorde prioritate — cu toate problemele
si ambiguitatile implicate — miscdrilor sociale cu caracter radical-demo-
cratic. Acest lucru poate fi realizat in carta fondatoare, prin definirea sta-
tutului de membru (colectiv sau individual) si a regulilor procedurale.
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Una e sd ai state sau inlocuitorii lor in interiorul unei internationale, si
cutotul altceva e, pentru o internationala autonomd, sa intri intr-o relatie
deschisa, negociatd, cu acestea.

7. Miscarea muncitoreasca: gorila de o jumatate de tona
a internationalismului?
O gorild de o jumatate de tond e ca un elefant intr-un magazin de portela-
nuri. E o prezenta stinjenitoare, ingrijordtoare si oarecum amenintatoa-
re — ori e mai degrabd o absenta? E pur si simplu izbitor faptul cd ultimele
proiecte pentru o noud internationald nu fac referire decit in trecere la
clasa muncitoare internationald si la miscarea muncitoreasca organizata,
desi se refera in mod semnificativ la internationalele socialiste din tre-
cut. Pentru a admite existenta acestei gorile de o jumadtate de tond e
nevoie de depasirea cinturilor rituale si a apelurilor retorice: e nevoie
de un raspuns dat realitatilor contemporane ale miscarilor sociale. Di-
nduntru sau din afara casei sale, munca va constitui un test important
pentru oricare a Cincea Internationald (si pentru orice proiect internatio-
nalist social-emancipator).*
Poate cd o invitatie implicita pentru toti oamenii de stinga (revolutionari?
participativi? social-democrati?), chemati sa se aldture celei de-a Cincea
Internationale, va avea ca rezultat adeziunea unui numar considerabil
de sindicate nationale, sectoriale sau regionale (sau organizatii la locul
de muncd, sau retele muncitoresti autonome). Ar putea avea efectul
de stimulare a discutiilor intre sindicate, 1 general. Timp de decenii, sindi-
catele au acordat prea putina reflectie sensului international al solida-
ritatii muncii — distinct de solidaritatea sindicald. Cu toate acestea, n
conditiile comune ale distrugerii sau reducerii sindicalismului de globa-
lizarea capitalistd, ale precarizarii sau informalizarii muncii, o asemenea
discutie e necesara mai mult ca oricind.>
Ea nu a avut loc niciin cadrul Forumului Social Mondial, in ciuda deschi -
derii acestuia. Sindicatele traditionale, nationale sau internationale, s-au
aldturat tot mai mult confederatiei eurocentrate ITUC, conduse de la
Bruxelles sau de la Geneva, iar unii membri ai acestui for sint si membri
ai Consiliului International al FSM. ITUC a folosit FSM Tn primul rind ca
spatiu prietenos al societtii civile globale, Tn care a putut sa promove-
ze campania sa pentru ,munca decentd” (la a carei origine sta Organi-
zatia Internationala a Muncii, adica agentia interstatald pentru munca a
Organizatiei Natiunilor Unite). Reteaua ,alternativd“ Muncd si Globa-
lizare din interiorul FSM a functionat mai degrabd ca grup de presiune
decit ca pol alternativ de orientare emancipatoare. Proiectul anterior
pentru o noud internationald, al lui Samir Amin, includea un capitol scurt,
dar serios despre muncd; au fost organizate niste dialoguri, insd cu putine
rezultate.
Profunda dependentd a internationalismului specific al miscdrii internatio-
nale sindicale se vadeste in modul in care aceasta se situeaza la coada
oricarei initiative a unei noi miscari sociale. Ultima chestiune e cea eco-
logicd, iar sindicatele se alatura cozii, creeaza departamente speciale sau
sponsorizeaza ONG-uri (ale caror activitati depind total sau partial, banu-
iesc, de stat sau de agentii finantatoare). Dependenta e vaditd de lipsa
de participare si de lipsa aproape totald de rdspuns al ITUC la conferin -
ta despre schimbarea climatica de la Cochabamba, discutata mai jos,
la punctul 9.
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In conditiile complexitdtii si puterii globalizdrii — atit pentru capitalism,
cit si pentru emanciparea de acesta —, ar fi esential dialogul profund,
cuprinzator, universal-geografic, despre un nou internationalism al
mundii si relatia sa cu miscarea de solidaritate si justitie globald. lar asta
nainte de orice declaratie sau institutionalizare, prin care se iau decizii
peste capetele organizatiilor, retelelor si muncitorilor in cauza!

8. Sa discutam inainte de a sari!

Simpla afirmare a Noii sau a celei de-a Cincea Internationale — pind in
prezent o chestiune de adeziune mai degraba decit de dialog — risca
sau frizeaza cu esecul. Asemenea propuneri aduc cu ele izul unui anu-
mit individ sau grup de avangarda, al unei elite autoproclamate sau al unui
profet individual care nlocuieste un constituent specific, socialistii ,reali”
sau ,revolutionari”, ,clasa muncitoare®, ,poporul” sau chiar umanitatea.
Aceste proiecte se folosesc de internet, unde procesul de coordonare
a dialogului deschis, la scard mondiala — sau a mai multor astfel de dialo-
guri—, nu pare a fi doar mai democratic si mai capabil sa mobilizeze, dar
si mai ieftin, mai ecologic, mai flexibil, mai durabil si, desigur, mai putin mani-
pulabil. Condluzia acestei discutii ar putea fi ca e necesar in primul rind
un website sau portal web pentru a atrage atentia si a oferi acces celor
interesati de o Noua Internationald (precum a facut-o portalul Links din
Australia®). Calea cdtre emanciparea sociald globala nu incepe cu o con-
ducere si o structurd internationald autoritard (sau chiar cu autoritate), ci
in spiralele virtuoase ale dialogului, coordonarii, propunerilor, actiunii si
evaludrii, precum si in forme ale expresiei culturale si schimbului cuttural
ce ating parti ale psihicului uman ce sint inaccesibile politicii.

Acum: am scris aceste rinduri Tnainte de neintimplarea uimitoare a Inter-
nationalei a Cincea, care ar fi trebuit sd aiba loc in aprilie 2010, conform
anuntului lui Hugo Chévez. Inca si mai uimitoare a fost tacerea mieilor
care reactionasera Tnainte, sustinind cu entuziasm si care au asteptat cu
nerdbdare (presupun) aceastd a Cincea Venire. Tacerea rdbdurie demon-
streazd dependenta urmasilor de un profet care le arata calea (dacd nu
oferd si bilete de avion si gdzduire?). Unica alinare pentru acesti socialisti
neobisnuit de tacuti e probabil zvonul (incd neconfirmat) ca aprilie va avea
loc Tn septembrie Tn acest an la Caracas. Dar poate ca asteaptd a cincea-
si-jumdtatea venire? Poate cd aspiratille lor au ajuns la un nivel afft de scazut,
incit acesti socialisti sint obisnuiti cu dezamagirea sperantelor, poate s-au
obisnuit sd le fie ignorate sau depreciate existentele?”

9. O initiativa de stat internationald/ista informata
de cele mai noi miscari sociale

Asadar, avem de-a face cu o initiativa statista pentru o noud internatio-
nala socialista care nu a avut loc dupa cum s-a anuntat. Existd insa si o
initiativa de stat informatd de noile internationalisme, care chiar a avut
loc! Ba chiar pe acelasi continent si in aceeasi aliantd interstatald (ALBA
— Alianta Bolivariana pentru Popoarele Americii Noastre).

Desigur, aceastd a doua initiativa i apartine guvernului lui Evo Morales,
din statul insdracit, fard iesire la mare, dar ,plurinational” (multietnic) al
Boliviei. Initiativa urmdrise problema ecologicd si esecul public mizera-
bil al conferintei interstatale de la Copenhaga din 2009, dar si impac-
tul considerabil pe care 1l avuseserd acolo miscarile sociale ale societatii
civile radical-democratice.® Initiativa a fost alimentata si de ascensiunea

miscarilor indigene din Bolivia, America Latind si din restul lumii. Tntiini-
rea aavut locin orasul care, dupd ce a repurtat succes in Razboaiele Apei
din 20007, a devenit unul dintre locurile si momentele emblematice ale
noilor miscari globale. ,Conferinta Popoarelor Lumii despre Schimba-
rea Climaticd si Drepturile Mamei-Pamint* (WPCCC), pentru a folosi
titulatura oficiald, a avut loc cu succes pe data de 19-22 aprilie 2010.
Au participat numeroase organizatii de stat sau interstatale si au avut loc
foarte multe ,activitati autoorganizate” propuse de ONG-uri, miscdri
sociale si chiar de cteva sindicate latihnoamericane interesate. Despre
toate acestea puteti afla de pe website-ul http://pwccc.wordpress.com/.
WPCCC a constituit o inovatie radicala in rindul conferintelor internatio-
nale initiate de state. Doud asemenea inovatii pot fi observate din titula-
turafnsasi. In primul find, aceasta se adreseaza ,popoarelor”, mai degraba
decit statelor sau natiunilor; presupunind astfel participarea ,popoarelor*
ce exista n interiorul statului sau in mai mutte state; participarea a fost domi-
natd numeric de popoarele indigene, care nu au venit doar din Bolivia,
ci din regiune si din intreaga lume. inal doilea rind, desi-

gur, e vorba de ,drepturile Mamei-Pamint* (Pacha-

mama pentru popoarele andine), un concept care nu

provine din Occident, Modemnitate, de la Socialisti sau

Proletariat, ci direct din experienta si cosmoviziunea po-

poarelor indigene. O altd inovatie a fost organizarea unui

referendum sau plebiscit al popoarelor lumii. Tnfine, s

intr-un puternic contrast cu invizibilitatea celei de-a

Cincea Internationale, WPCCC a avut propriul web-

site de calitate, accesibil in lumea intreagd, datoritd unei

serii ample de aplicatii folosite. lar aceasta difuzare Tn masa a fost doar ,una
intre altele”, findcd numerosi participanti si observatori si-au derulat pro-
priile lor activitdti de difuzare.'

In ciuda adresarii sale inovatoare citre Mama-Pamint si popoare, mai
degraba decit state si natiuni, indoielile mele fata de intemationala lui Hugo
Chavez s-au reiterat in proiectul lui Evo Morales. Ele au fost exprima-
te initial de activistul de mediu uruguayan Eduardo Gudynas, care a pus
sub semnul intrebarii, intii, ambiguitatea regimului fatd de conferinta Tnsasi,
apoi ,noul extractivism* al guvernelor de stinga din America Latind."! fndo-
ielile au fost confirmate in momentul in care a avut loc WPCCC: gru-
puri comunitare din alte pdrti ale Boliviei tocmai organizaserd o greva,
blocind transporturile, intr-un protest impotriva unei multinationale,
punind guvernarea in fncurcaturd. Evenimente autonome au fost orga-
nizate nainte si in timpul conferintei insesi. Cea mai dramatica a fost
addugarea atelierului neoficial cu numarul 18 (Mesa |8), alaturi de cele
|7 oficiale. Acest atelier, sustinut sub ceva supraveghere a politiei, a fost
sponsorizat de activisti aymara si propunea expulzarea tuturor industrii-
lor extractive din Bolivia si adoptarea unui nou model de dezvoltare,
bazat pe cosmoviziunea anding, ayllu (forma colectiva traditionald de
posesie a pamintului) si autosuficienta locala.

Impresiile mele despre conferinta se bazeaza pe internet.'' Ceea ce
m-a izbit a fost masura in care aceasta conferinta sponsorizata de un
stat a fost influentata de modelul Forumului Social Mondial, pind la ate-
lierele oficiale ,autoorganizate” si atelierele necficiale autoorganizate, de
la periferie. Or — conform cel putin unui participant —, programarea a
fost haoticd. Am mai observat si aminarea referendumului global des-

Verso

pre schimbarea climaticd, pe o datd fixatd in 201 | (findcd, s-a sustinut,
acesta nu putea fi organizat la timp pentru urmatoarea conferinta inter-
statald despre schimbarea climatica, Canciin, Mexic, in 2010).
Cu toate aceste rezerve, conferinta a fost mai radicala decit Forumul
Social Mondial, datorita faptului ca a condamnat cu claritate capitalismul
si civilizatia acestuia (nu doar ,neoliberalismul®, ,imperialismul® sau
,Nordul®), cu toate aspectele sale ddundtoare, si a facut apel la un model
alternativ. Acesta nu a fost numit ,socialism”, probabil findca se inspird,
intr-adevar, din modele si cosmoviziuni socioecologice precapitaliste,
antecedente clasei. Pe de alta parte, conferinta a reflectat preferinta sta-
tald pentru un tribunal al schimbarii climatice (aprobat de Natiunile Unite?
interstatal?), mai degraba decit, de pilda, modelul nonstatal al Tribunalu-
lui Russell al Rézboiului din Vietnam si succesoarele acestuia.”® E putin
probabil ca statele ce polueaza, aflate in complicitate cu capitalul glo-
bal, sd fie de acord cu instituirea unui asemenea tribunal, care nu ar avea
doar puterea de a judeca, ci si cea de a pedepsi (precum Organizatia
Mondiala a Comertului).
Desi au fost clare anumite tendinte ale statului de a
delegitima miscrile sociale critice (locale, nationale,
globale), precum si, in mod posibil, tendinta de demo-
nizare a statului din partea unor miscari de opozitie,
acestea nu au determinat impresia mea dominanta.
La aceastd conferintd, ,autonomia si angajamentul®
relatiei intre miscarile sociale, de o parte, si stat sau
state, de celalaltd, au fost ridicate la un nivel mai avan-
sat. Statul a recunoscut caracterul legitim, ba chiar si
necesitatea prezentei si ajutorului miscarilor sociale, chiar cele deran-
jante.
Mai mult scepticism fatd de Cochabamba a fost exprimat dupa eveni-
ment de Edgardo Lander, universitar venezuelean si activist cunoscut
mai ales pentru angajamentul sdu critic cu procesul revolutionar din Vene-
zuela. Lander se teme cd aceasta criticd in curs de elaborare a mode-
lului civilizational pervers (capitalist si/sau socialist) poate fi redusd la
,schimbarea climatica”, inteleasa ca , problemd”, si ca energia celor mai
diferite miscari sociale care s-au exprimat la Cochabamba ar putea fi
redusd la o ,Miscare Globald a Popoarelor pentru Mama-Pamint” care
ar fi controlata sau dominata in practica de statele ALBA."* Desi Lander
nu se referd aici la internationalism, aceasta e inca o avertizare puterni-
ca despre limitele inerente oricarei miscari de solidaritate globald initia-
te de stat, bazate pe stat sau dependente de stat.

Concluzie

Din moment ce am Tnceput cu doud proiecte explicite pentru a Cin-
cea Internationala socialista, de ce am terminat oare cu o conferintd des-
pre schimbarea climatica sponsorizatd de stat, care a fost motivatd de
miscari sociale, dar n care conceptul de internationalism nici macar nu
afigurat? Cele doud initiative cu care am nceput, una initiata de un stat,
iar cealatta de un socialist libertarian, apartin secolului XX, atft prin lim-
baj, cit si prin forma lor relationald (modul in care fsi imagineazd comu-
nitatea lor imediatd, cum se raporteaza la publicul larg). Cred ca aceasta
conferintd radical-inovatoare de la Cochabamba constituie — daca e sa
considerdm angajamentul global al miscarilor sociale cu conferinta si in
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jurul ei — una dintre multiplele fatete, aspecte sau momente ale unei
noi miscdri de solidaritate globald, n curs de formare.

Pur si simplu, exista mutt mai multe lucruri, in eter si pe pamint, decit
ai visat in Prima ta Internationald, Karl Marx!

Traducere de Ovidiu Tichindeleanu

Note:

I JaiSenetal., ,A Political Programme for the World Social Forum? Democracy, Substance and
Debate in the Bamako Appeal and the Global Justice Movements®, 2007, http:/Avww.choike.
org/2009/eng/informes/5349.html.

2. Vezi Peter Waterman, Globdlisation, Social Movements and the New Internationalisms,
London, Continuum, 2001, p. 235-238.

w

. Pind tirziu in aprilie 2010, pagina referitoare la schimbarea climatica a ITUC (climate.ituc-
csi.org) incd nu continea nimic despre Conferinta Popoarelor Lumii despre la Schimbarea
Climaticd, de la Cochabamba (en.wikipedia.org/viki/MWorld_People’s_Conference on_Cli-
mate_Change). Mai mult, documentele si activitdtile sale de la conferinta precedentd, inter-
statald, de la Copenhaga sugereaza ca ITUC e puternic orientatd pe promovarea
evenimentelor interstatale europene si nordice si cd politicile si activitatile sale situeaza [TUC
in rindul ONG-urilor ce linistesc lucrurile, mai degraba decit in rindul celor mai radicale si
confrontationale. Tn Spania existd un ONG international sustinut sindical, Sustain Labour,
care si dezvaluie public finantatorii (desi nu si cine 1i finanteaza pe acestia). Acesta a reali-
zat un raport despre Cochabamba care sugereaza cd sindicatele europene si internationa-
le au considerat cd acest eveniment e latinoamerican, mai degraba decit international, limitind
ca urmare participarea la sindicatele regionale interesate (vezi www.sustainlabour.org). E
necesard o criticd serioasa a politicilor si activitdtilor sindicale in domeniul schimbarii clima-
tice. O analizd socialista a relatiei dintre munca si schimbarea climaticd a fost facuta de Jona-
than Neale, ,Climate politics after Copenhagen”, International Socialism, nr. 126, 2010. El se
referd insd doar pe scurt la sindicate. Mai mult, Neale, un trotkist, reproduce dogma traditio-
nald marxist-leninistd ca doar revolutionarii socialisti (precum cei din partidul sdu sectar si
oportunist, Socialist Workers Party?) pot reuni miscdrile sindicale si cele ecologice.

4. O mentiune sobrd: propriul meu efort, timp de cinci ani, de a lansa o discutie despre carta
globald a muncii s-a lovit de lipsa de interes a sindicatelor de stinga si a activistilor sindicali.
As spune cd motivul e incorporarea profundd si continud a sindicatelor in epoca precedentd
a capitalismului, luptei sociale si compromisului. Poate cd proiectele pentru a Cincea Inter-
nationald ale lui Hugo Chavez sau Michael Albert sint mai seducdtoare pentru sindicate decit
propriul meu proiect, aparent prea individual sau utopic. Dar poate cd orice adeziune va
reproduce istoria diviziunilor partinice si ideologice intre miscdrile sindicale.

5. O mentiune mai optimistd: Peter Hall-Jones — care nu e nici autonomist, nici marxist, insd
are experientd in sindicalismul international cu orientare social-democrata — a scris un arti-
col despre precariat si necesitatea transformarii radicale a miscdrii muncitoresti internatio-
nale (,Precariat Greet'n'Meet", http://newunionism.wordpress.com/2009/11/22/
precariat/#_edn30). Articolul merege mult dincolo de ceea ce propune stinga internatio-
nald sindicalista (sau orientatd catre sindicate) si ar trebui tradus, distribuit si discutat pe larg,
inclusiv in ceea ce priveste implicatiile asupra noului internationalism muncitoresc.

6. Venezuela: Chavez Calls for New International Organisation of Left Parties”, 2009, http://
links.org.au/node/1372; " The Caracas Commitment’ — Declaration from World Meeting
of Left Parties”, 19-21 noiembrie 2009, Caracas, Venezuela, http://links.org.au/ node/1375;
JFifth International”, 2010, http://links.org.au/taxonomy/erm/43 1.

7. Ne afldm intr-un ascensor n miscare. Pe 28 aprilie 2010 am descoperit cd doi australieni
din noua stingd, implicati activ in revolutia venezueleand, au reusit in sfirsit sd fi ia un inter-
viu lui Julio Chévez, de la Comisia internationald a permanentului ,congres ideologic”.
Intrebrile lor politicoase, chiar diplomatice, au primit doar raspunsul c3 Internationala a
Cincea va fi fondatd la un moment dat, dar ca va fi numita ,Prima Internationald a Secolu-
lui XXI*, pentru a lua in considerare sensibilittile comuniste. in rest, trebuie sa spun ca
Julio Chavez amesteca intr-o asemenea masurd partidul sau cu statul, nationalul cu inter-
nationalul si institutia internationald propusd cu miscarea internationald, incit increderea mea
I proiect s-a diminuat si mai mult. i incurajez pe dititori sa citeasc interviul: http://links.
org.au/node/1 646 — si sa observe Tn special ambiguitdtile referitoare la statele antiimpe-
rialiste, dar ceva mai putin socialiste, precum Iranul.

8. Jonathan Neale, ,Climate politics after Copenhagen®, International Socialism, nr. 126.
9. Vezi http://en.wikipedia.org/wiki/2000_Cochabamba_protests.
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10. Una dintre cele mai putin interactive astfel de activitdti a fost pentru mine, in acelasi timp,
cea mai folositoare, dacd nu si cea mai interesantd. Ma refer la prezenta ih Cochabamba
a Democracy Now, un program de stiri zilnice si analize disponibil in Statele Unite si in lumea
intreagi: http:/Awww.democracynow.org/. In timpul conferintei, Amy Goodman, fonda-
toarea si prezentatoarea DN, a acoperit pe larg evenimentul, continuind Tn acelasi timp
sd ofere rapoartele obisnuite despre evenimentele din Statele Unite si din lume. Segmen-
tele despre conferinta au constat mai ales din interviuri, atft cu figuri bine-cunoscute ale miscari-
lor nord-americane si ONG-urilor internationale, it si cu numeroase figuri locale si
indigene. DN a prezentat Mesa |8 (cea disidentd) de o manierd informativd, mai degraba
decit senzationalistd. fntr-un coup de thédtre final, Amy Goodman a realizat un interviu de
o ora cu presedintele Morales insusi, in care i-a pus Intrebari si despre cei care i se opun
lui si conferintei din interiorul Boliviei. Activitatea comunicationald autonoma si internatio-
nald a DN Tn Cochabamba e complexd, bogatd, si ar merita un studiu detaliat. Pe finga DN,
cele mai folositoare raportari internationale pe care le-am gasit sint cele ale ESSF-ului euro-
trotkist, http:/Mmww.europe-solidaire.org/, si site-ul noii stingi australiene, Links, http://
links.org.au/node/1 646.

. Eduardo Gudynas, ,Una necesaria reflexion acerca del encuentro sobre cambio climati-
co en Bolivia*, 2010, http://accionyreaccion.com/?p=216; Eduardo Gudynas, ,The New
Extractivism of the 2 I'st Century: Ten Urgent Theses about Extractivism in Relation to
Current South American Progressivism*“, 2010, http://americas.irc-online.org/am/6653.

12. Dar si citorva comparier@s, implicati mai ales in miscarea ecologica sau participanti la con-
ferintd, pe care i-am consultat la scrierea punctului 9. Voi stiti care sinteti, si nu mai trebu-
ie sd vd jenez mentionindu-vd numele.

13. Vezi http://en.wikipedia.org/wiki/Russell_Tribunal.

14. Edgardo Lander, ,Reflections on the Cochabamba Climate Summit*, 2010, http:/Avww.
tni.org/article/reflections-cochabamba-climate-summit.
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Editura IDEA a luat nastere 1n 2001 ca un proiect deopotriva teoretic si practic: publicarea de texte ca tot atitea instrumente de reflectie asupra
artisticului, socialului si politicului. Echipa editoriald a pornit de la un minim de exigente clare: traducerea riguroasa in limba romand a unor scrieri
majore din filosofia contemporand si din teoria recentd a artei si, prin aceasta, introducerea fiabild in dezbaterea intelectuald de la noi a unor inte-
rogatii exemplare pentru lumea in care traim. Nu e vorba Insd de simplul ,import" in romand al unor ,idei". Prin optiunea pentru un anumit tip
de scriiturd, aceea in care limba se pune la incercare in toate resursele ei logice si expresive, editura si-a propus sd improspateze, prin chiar actul
traducerii ori prin texte originale, idiomul critic (i.e. filosofic) in romaneste. Cu alte cuvinte, sa contribuie la deplasarea si acutizarea capacitatii de a
gindi ceea ce ni se intimpla, astdzi.

Tn colectia BALKON apar lucréri contemporane de teoria artei, studii culturale si esteticd sociald. Autori precum Benjamin, Barthes, de Duve, Flus-
ser, Groys, Babias, Lovink, Lacoue-Labarthe sau materiale despre opera unor artisti ca Joseph Beuys ofera puncte de sprijin pentru cartografierea
teritoriului artei moderne si actuale. Cartile sint selectate datorita analizei cu miza filosoficd a dimpului extins al sensibilitatii si medialitatii, incluzind
artele vizuale, fotografia, filmul, televiziunea, cultura digitald, dar si studii de iconografie ori genealogii arhitecturale.

Colectia PANOPTICON e gazda unei munci de pionierat in introducerea sistematica a teoriei critice occidentale in spatiul roméanesc dupa 1989,
preponderent pe dimensiunea filosoficd, cu un punct de greutate pe filosofia franceza contemporana. Colectia se extinde atft in directia reflectiilor
radicale contemporane din spatiul international, cit siin cea genealogicd, propunind publicului roman texte si autori-cheie pentru deschiderea de dru-
muri, reliefarea cadrelor de referintd si intelegerea criticd a modernitdtii in raport cu noi insine. Prezenta n aceastd colectie a unor autori ca Agam-
ben, Arendt, Benjamin, Derrida, Deleuze, Foucault, Nancy, Granel, Sloterdijk, Taméas, Wallerstein sau Zizek pune cititorului la dispozitie lecturi de
referintd ale unor probleme cu care se confrunta in viata societdtii. Prin colectia PANOPTICON, IDEA e principalul editor al operei extinse a lui Michel
Foucault n limba romand, continuind publicarea seriei complete de cursuri sustinute de filosoful francez la College de France pind in 1984.
Colectia PUBLIC e prima colectie de carte deschisa cartilor de artist, cuprinzind figuri relevante din arta contemporana axate pe interventii in afara
galeriei, in spatiul public local. De asemenea, aceastd colectie publica reflectii critice si eseuri ce urmaresc deschiderea cdimpurilor disciplinare si a
ordinii spatiului urban.

Colectia REFRACTII e dedicata relatiilor dintre laboratorul de cercetare al revistei IDEA artd + societate si agendele de cercetare proprii ale redac-
torilor, colaboratorilor si autorilor locali. In aceastd colectie au apirut lucriri colective sau individuale realizate de Aurel Codoban, Bogdan Ghiu,
Claude Karnoouh, Timotei Naddsan, Alexandru Polgar, Ovidiu Tichindeleanu.

Colectia PLURITOPIC este prima colectie de carte dedicatd in exclusivitate gindirii radicale nonoccidentale, propunind raportarea directd la expe-
riente, rezistente si viziuni ce se opun totalitdtii europene si deschid alte capete de pod pentru gindirea est-europeand. Autori ca Arturo Escobar,
Lewis R. Gordon, Achille Mbembe, Sylvia Marcos, Walter Mignolo sint repere ale criticii eurocentrismului care propun in acelasi timp optiuni alter-
native, pe baza diferentei afirmate a unor culturi cu metode proprii de filosofare si a revizitarii istoriilor nonoccidentale.

Colectia HETEROPEDAGOGII propune contributii fundamentale la regindirea filosofiei si practicii institutiilor si a sistemelor de fnvétamint ale moder-
nitatii.

Colectia (EXPOZITII) propune studii dedicate unor evenimente sau scene expozitionale, cu rasfringeri asupra criticii muzeale si a criticii institutionale.
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The IDEA publishing house was established in 2001 as a theoretical and practical project committed to the task of publishing translations and original texts designed
to deepen the concerns, practices and points of inspiration explored in the magazine IDEA arts + society and in the projects of its collaborators, all while renewing the
critical vocabulary in Romanian and bringing to the Romanian public reference works in contemporary debates.

The BALKON book series publishes contemporary works on art theory, cultural studies and social aesthetics. Authors such as Benjamin, Barthes, de Duve, Flusser,
Groys, Babias, Lovink, Lacoue-Labarthe or monograpies on artists like Joseph Beuys offer critical mappings of the fields of modern and contemporary arts. The series
have in common philosophical analyses of the extended field of sensibility and media, including the visual arts, photography, film, television, digital culture, as well as
studies in iconography and architectural genealogies.

PANOPTICON had a pioneering role in the systematic introduction of Western critical theory in the Romanian public sphere after 1989, with a particular focus on con-
temporary French philosophy. Works by authors such as Agamben, Arendt, Benjamin, Derrida, Deleuze, Foucault, Nancy, Granel, Sloterdijk, Tamés, Wallerstein and
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of Michel Foucault into Romanian, continuing the publication of the complete series of courses held by the French philosopher at Collége de France until 1984.
PUBLIC is the first series dedicated to artist books and to contemporary art interventions outside the gallery, in local public spaces. Also, PUBLIC publishes critical
reflections and essays on the opening of disciplinary fields and that of the orders of the urban space.

REFRACTII is dedicated to the relations between the research laboratory of the magazine IDEA arts + society and the research agendas of the editors, collaborators
and local authors. In this book series were published individual and collective works by Aurel Codoban, Bogdan Ghiu, Claude Karnoouh, Timotei Nadasan, Alexandru
Polgér, Ovidiu Tichindeleanu.

PLURITOPIC is the first book series dedicated exclusively to radical non-Western thought. It offers ways of relating to experiences, resistances and visions that are
opposing European or Western totalisations, opening potentially alternative bridgeheads for East-European thought. Authors such as Arturo Escobar, Lewis R. Gordon,
Achille Mbembe, Sylvia Marcos, Walter Mignolo are reference points of the work of criticism of Eurocentrism, proposing in the same time alternative options such as
decolonial thought, based on revisiting non-Western histories and affirming the difference of non-Western methods of philosophizing.

HETEROPEDAGOGII proposes fundamental contributions to rethinking the philosophy and practice of the modern institutions and systems of learning.

(EXPOZITII) offers monographies of event-exhibitions or relevant scenes of contemporary arts with implications on the criticism of museums and institutional critique.
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Dan Mihdltianu, Decebal Scriba,
Raluca Voinea (coord.):

house pARTy

16 x 23 cm, 287 pag.,

27,43 lei

lulia Popovici, Raluca Voinea:
Metaford. Protest. Concept
Performance Art din Roménia
si Moldova

Metaphor. Protest. Concept
Performance Art from
Romania and Moldova

6 x 23 cm, 288 pag.,

25 lei
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Program Preview
Jan — Aug 2018

Harun Farocki Retrospective
until January 28, 2018

Claire Fontaine
until January 26, 2018

Yalda Afsah, Jeremiah Day, Annette Frick,
Katrin Glanz, Nadira Husain, Wilhelm
Klotzek, Andréas Lang, Annika Larsson,
Zoé Claire Miller, Lars Bjerre, Katrin Winkler
March 3, 2018 — April 29, 2018

Eric Baudelaire
March 6, 2018 - April 29, 2018

Art/ Politics (Symposium)
May 12, 2018

VALIE EXPORT

June 9, 2018 - August 12, 2018

Alicja Kwade

June 12, 2018 - August 10, 2018

Alfredo Jaar

until August 2018



