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The Large Glassis being published again 23 years after its first issue and
ten years since its last issue. The journal was first launched in 1995 by Sonja
Abadzhieva, who became editor-in-chief, working with Liljana Nedelkovska,
Zoran Petrovski, Marika Bocvarovska and many other collaborators to create a
journal of art reviews and criticism.

The journal expanded on the initial ambition of the Skopje Museum of Con-
temporary Art (MoCA) to radiate new ideas and maintain the highest ethical and
professional standards, but also signified a new beginning of constant reassess-
ment through criticism and analysis of contemporary art.

With this relaunch it is crucial we are showing that the termination of 7he
Large Glass was only temporary and that the pause has only served to com-
plement its history - fractured like the artwork from which it derives its title:
Duchamp’s The Large Glass. For this reason we have decided to mark this new
beginning with focus on the current social challenges.

The Large Glass will act as one of the essential mediums of MoCA for the
presentation, analysis and discussion of a wide range of current challenges and
topics in culture, art and theory. Publishing the journal in English will also give
the MoCA the opportunity to reach a wider range of creative and international
environments and take part in other cultural, artistic and academic communities.
This will extend the international recognition and cooperation of the Museum.

This commitment to contemporary art and international trends in art and
criticism is in line with the original ideals and establishment of the MoCA, which
was founded in 1964 as a modern museum fully engaged in dialogue with interna-
tional authors and with a focus on the ever-changing challenges in the sphere of
culture and art.

The revitalization of The Large Glass as a venture should confirm the reputa-
tion of MoCA Skopje as an institution with significant experience and a publisher
in the area of contemporary art and critical thought.

Mira Gakina
Director of the Museum of Contemporary Art in Skopje
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Tihomir Topuzovski

Introduction

Reinventing the
Horizon of Visibility

Conceiving a vision of a different society, inventing new modes of ethical, political
and aesthetic dimensions, is an increasingly difficult but pressing challenge. Artists are
exceptional in this regard insofar as they demonstrate an intersection of creative routes
and the formation of alternative visions. Artists have long taken an active role both in
demonstrating their connections with social movements and political activism and in
producing new imaginaries. The importance of such artistic practices can begin to be
grasped when we consider what artists are already doing in terms of reinventing possi-
bilities and generating new forms and knowledge - not only what we have already learnt
but what we can still learn from their experiences, successes and failures. Working
outside of established ‘common sense’, disputing and disrupting what is ‘visible’, artists
express their strong disagreement and resistance to current conditions and alter our
perceptions and understanding of a politically marked spatiality. They act in a field where
‘politics is first of all a battle about perceptible and sensible material - one that revolves
around what can be seen and sensed and by which politics is brought to visibility, so that
it ‘renders an object, event, practice, or person at once visible and available for account-
ability.”2 The horizon of visibility in this context is shaped and framed by power relations:
‘Foucault illustrates that during different historical periods, distinct modes of visibility are
produced by power in order to control society.” Hence state authorities and powerful
bodies often develop the technology of a disciplinary order, or in Ranciére’s words a
‘distribution of the sensible’, in order to impose their regime over visibility and modes of
perception - a regime that ‘provides the political life of sensation.” This is enforced by
decisions, policies and values driven by governing and powerful bodies. This leads us
directly to Berkeley’s claim that ‘to be is to be perceived™ - or in the specific thematic
discussion that what is perceived in a society is associated with an ‘ontological ground’,
or in this context into existence within the social sensorium.

The argument can be supported with examples of artists’ joint practices and modes
of re-configuring sensory experiences, which enable some subject-agents to regulate
what is visible and what is not. These practices counter and resist predominant politi-
cal trends, whatever the political mainstream may be, through various forms of direct
intervention. These acts can be delineated as ways and methods aimed at something
arbitrarily below a social horizon of visibility, or else at provoking issues proscribed in
relation to it. This calls for and entails the creation of a new vision, for perceiving new
contours and participating and constructing moments beyond and counter to regimes of
appraisal that ‘customarily organize the world, compelling us to have to reconfigure our
own postures in opposition to the world as it is. It includes reflections that provide an
innovative and comprehensive understanding of the role of art, which in radical instances
achieves ‘a collapse of the representational paradigm, which means not only the collapse
of a hierarchical system of address; it means the collapse of a whole regime of meaning’.

Accordingly, the main thematic scope of this edition of The Large Glass is that of
activist art as a form of political protest. It is a common practice in urban landscapes,
manifested in various actions, from the occupation of buildings to the use of walls for
displaying messages, creating resistance that transforms public spaces. Examples
include artists protesting in key public spaces to raise the visibility of certain commu-
nities such as refugees forced to leave their homes ‘because of war, environmental
waste, and famine, marginalized and simultaneously subjected to a new form of slave
exploitation® at a time when, as Berardi points out: ‘the massive internment of migrant
workers in detention centers disseminated all over the European territory dispels the
illusion that the “camp” has been wiped out from the world.” The level of complexity of
these artistic practices can be interpreted as a result of their being attempts to reassess
the current visual horizon and to challenge existing boundaries of spaces of power. To
some extent these efforts constitute a critique of museums and galleries as tools that
serve to maintain the capitalist system and the ways in which capitalism commodifies
artworks and instrumentalises artists. Some examples recently made public seem be the
subject of great attention, such as cases where collective artistic groups and individuals
have attempted to decolonise the domain of museums through direct interventions. This
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my position in its entirety.

Being an art critic lacking knowl-
edge, my preference is for artists devoid
of art. Who are those artists | am refer-
ring to and what are they doing?

Well, in brief, these artists are my
people - the only people | am interested in
knowing better. Their interest, on the oth-
er hand, is either in attending to the pro-
duction of a contemporary political space
orin bringing about cultural strategies for
the production of social goals - or both.
Come to think of it - political space, social
goals - may well be the only redeeming
features of modernity at this time. More-
over, those art-less artist may just now be
the only ones holding the answers to the
questions that lie ahead of us.O0
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Rena Radle & Vladan Jeremié

Fragile

Presence, Time
for Movement

Today, with the neoliberal trimming
of public institutions of art, artistic work
has become an entrepreneurial activi-
ty within a restrictive framework that is
conditioned by the exploding art mar-
ket, creative industries and the political
agendas of governments prescribing a
certain canon of art.

The question of how to organize the
(re)production, distribution and reception
of art beyond the frameworks of the mar-
ket and reactionary artinstitutions is cru-
cial to art practices that support eman-
cipatory directions of change. From the
viewpoint of artistic practice as a means
of social transformation, this can only be
done in coalition and cooperation with
others - with groups, organizations and
entities that want to bring forward eman-
cipatory change in society. Such artistic
practice is not hermetic but in interaction
with the surroundings in which it is cre-
ated, and its value is measurable insofar
as the work is recognized by others as a
relevant contribution to a certain cause,
i.e. as an articulation of a demand within
the society.

In this essay we will describe our
artistic practice in the context of the
refugee solidarity movement, including
self-organized collective exhibitions,
works commissioned by art institutions,
and protest actions. We will show how
art can contribute to the visual language
of a new collectivity and how art can
become a means of empowerment and
solidarity by creating time and space for
collaboration and collective action.

When large numbers of refugees ar-
rived in Serbia in 2015, solidarity groups

were formed to provide clothes, food and
other assistance. Many people helped
with assisting refugees to get shelter
and medical help, or simply spent time
together organizing joint activities like
cooking, sports, concerts, films and visits
to exhibitions, as well as making friends
with people on the move. A network de-
veloped among local people, migrants
and activists from all over Europe along
the Balkan route.

In autumn 2015, together with other
artist friends and a curator, we organized
an exhibition called ‘COLD WALL at the
Studio of Young Artists’ Gallery in Buda-
pest.! This exhibition focused on Hunga-
ry's recent closure of its border to refu-
gees travelling from Serbia. A second
exhibition followed in Ljubljana at the
Museum of Contemporary Art Metelko-
va? when Slovenia fenced off its border
in the same way as Hungary had done.
At the Museum of Contemporary Art in
Novi Sad, artists and solidarity groups
organized a third COLD WALL exhibition
in 2016.2 This was both extended and
transformed by the participants of ‘"NEW
mUSEum FA.C.K. as part of an experi-
ment at the Novi Sad museum in how to
make use of a cultural institution.* Within
the frame of this event, the group called
for a ‘FA.C.K. borders meeting’ to be held
in support of migrants and against the
policy of closed borders. The group dis-
cussed how to use the museum in ways
that might be useful for their struggle and
activities, including networking, work
meetings, discussions, workshops, per-
formances, projections, presentations
and assemblies. Later on, activists used

the visual materials created for the exhi-
bition in a solidarity action held in a park
in Belgrade where most of the migrants
were camped at that time.

For the 2016 October Salon exhibition
in Belgrade we made a large wall paint-
ing with cardboard sculptures and take-
away newspapers scattered across the
space. This work, which we called ‘Frag-
ile Presence’, is a visual interpretation
of the March of Hope that took place in
late summer 2015 when migrants set off
on foot from a train station in Budapest
to the German border. That long journey
was taken to escape the threat of being
detained in camps, and so ‘Fragile Pres-
ence’ shows scenes of liberation from
the camps and a central composition with
people breaking through the walls of ‘For-
tress Europe’. This breakthrough depicts
the moment when a new collectivity is
brought about that succeeds in overcom-
ing obstacles in spite of its own fragility
- the moment when the dynamic of human
bodies breaks down the border regime of
the European Union. This movement of
refugees creates its own time that tran-
scends local temporalities. Their struggle
becomes part of other struggles that like-
wise seek to occupy, open up and trans-
form space against the linear chronolo-
gies of restriction and oppression.

The reception of the people migrating
on the March of Hope was made possi-
ble by an extensive network of solidarity
along the route and among the host com-
munities. In the years since that journey
was taken, state-organized structures
have taken control of managing migration
and the issue is now brutally instrumen-
talised in election campaigns by right-
wing politicians. Today, parties of the
New Right have established themselves
in parliaments throughout Europe, gain-
ing votes through xenophobic propagan-
da and the spread of fascist conspiracy
theories. In their countries of refuge, mi-
grants are physically attacked by fascist
vigilante groups. New Right governments
actively seek to criminalize organizations
or individuals helping refugees through
juridical means.

This is why, when we were invited in
June 2018 to develop a space for meet-
ings and workshops at the <rotor> Center

8107 '92/GC ON SSV19 394V13IHL

Rena Rédle & Vladan Jeremi¢: Fragile Presence, Time for Movement 51



Protest. Credits: Christian Punzen Gruber
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Protest Action Graz. Credits: Rena Raedle Oslobodjenije. credits: Thomas Raggam.
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for Contemporary Art®in Graz, Austria, we
decided to create sculptures related to
the struggle for solidarity as monuments
of resistance and liberation. The space,
called ‘Fragile Presence - Action Space’,
was designed as a space of solidarity
and empowerment in which people could
gather to discuss and organize against
the ongoing anti-humanist, anti-egalitari-
an, anti-feminist and anti-democratic turn
in our societies. The space can be trans-
formed by its users, as the sculptures can
be disassembled to serve as chairs and
tables during meetings and other activi-
ties.

Several months later, as part of an
exhibition in the framework of steirischer
herbst at <rotor>, we created a series
of banners and posters with slogans in
the space in preparation for a protest
action in the city. Banners and flags
have long been attributes of societal
institutions and organizations, whether
political, religious, social or economic.
They symbolize the ideological and po-
litical power of a group in a moment of
struggle. The images we created for the
banners were our contribution to the
iconography of a social movement that
is forming a new collectivity. They rep-
resent stories, collective experiences,
performances and knowledge that are
meaningful for migrants and the refugee
solidarity movement. We say a ‘new col-
lectivity’ because this collective is not
being formed through identitarian con-
cepts such as nation, culture, ethnicity,
gender, and claims on individual rights.
Instead it overcomes the individualiza-
tion and fragmentation of life and work-
ing relations imposed by today’s methods
of production and shows how new trans-
national alliances are formed through the
unjust distribution of work and wealth in
the world.

On 24 September 2018 we organised
an hour-long action in front of the main
station in Graz together with <rotor>
and local artists and activists, protesting
against the criminalization of solidarity
with refugees. For this protest we tied
together the banners and posters we'd
prepared at the workshop and spread
them across the whole square. A speech
was given and everybody joined in,

shouting slogans like “Saving lives is not
a crime!” and “Stop the causes of war!”.
Although we were relatively few in num-
ber, our artistic protest action made a
clear and powerful statement. We hope
we encouraged people in Grazto keep on
protesting and publicly condemning in-
human policies towards refugees, espe-
cially at a time when right-wing ideclogy
is becoming normalized in public opinion
in Austria.

To conclude, we see our practice as
having contributed to various interlinked
fields of struggle. One of these is the
field of artistic representation, where our
work developed an iconography of refu-
gee solidarity - a visual language that is
part of and meaningful to this movement.
This leads to the field of the distribution of
art work and the participation of others in
its creation and reception. Here we seek
to make our artaccessible and reproduc-
ible in non-white cube situations by us-
ing flags, banners, newspapers, printed
reproductions and usable objects, etc.

Institutions do also have an import-
ant role to play in the distribution of art.
Their function first needs to be reshaped,
however, since institutions have largely
become disconnected from social and
political life. In the meantime, producing
politically clearly articulated works with-
in art institutions can help open them up
for the causes of social movements.O
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