learning community. This community has the potential

to be further activated to create a sustainable impact to
even more educators and their students. The issue of lack

of resources and materials on contemporary art of Asia in
classrooms is not unique to Hong Kong, but is an issue that
needs to be addressed in global classrooms. Building on the
past ten-year endeavours in art education, AAA aspires to
extend its reach through programs and online resources, in
partnership with like-minded organisations in the region,
and collaboratively contribute to a more generous art history
by expanding what is taught in classrooms around the world.
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History
Socialist Yugoslavia was established in 1945, after the
Second World War, and it disintegrated during the so-called
Yugoslav Wars in the 1990s. Yugoslavia was a country of six
republics, three religions, three official languages and two
alphabets. Today in the territory of former Yugoslavia there
are seven independent countries.

In order to understand how the cultural institutions
functioned in Yugoslavia and how culture was considered
an inevitable part of modernisation of society and
emancipation of the entire working class, we shall go at least
70 years back in time, when the Second World War ended
and the new country was established. But before I continue
Iwould like to point out that the aim of my talk is not just
to show some historical museological cases but to re-think
some progressive socialist cultural policies, museum models
and directions as well as their emancipatory utopias for
today’s deliberations on new prototypes of art institutions.

Cultural practices took many different forms, including
amateur cinema and photo clubs, which were established
in factories and other workers organizations. They provided
opportunities for avant-garde experimenting (after the
break with Stalin modernism became the prevailing style
in arts) in the spirit of socialist self-management. This is
really a special case because in this way certain links were
maintained between high culture and the workers. If workers
didn’t come to the museum and galleries, artists and
museum workers would come to the factories. In museums of
modern and contemporary art in Yugoslavia especially since
the 1970s art was brought from the museums to factories,
to workers’ associations etc., where special seminars on
modern art were conducted with the goal to reach the
broadest possible public.
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However, to talk about the socialist museum / museum
of the workers in the 21st century might sound anachronistic
or even conservative especially if observed in light of all the
geopolitical changes that happened in past decades, but also
current discourses on the new prototypes of art institutions,
uses of art, educational turn, participation in art and
politics of aesthetics versus aestheticization of politics.

But at the same time we can also—through such cases—
question the role of the museum.

Moderna Galerija, Ljubljana
In 1958 there were 251 museums in Yugoslavia; 53 of
them were art museums, including Moderna Galerija,
Ljubljana.Moderna Galerija was formally founded in
1947. The building’s architectural design was made by
renowned Slovene architect Fidvard Ravnikar, who worked
for awhile in Le Corbusier’s studio. With Slovenia’s
independence in 1991, Moderna Galerija became the main
national institution of modern and contemporary art
and an increasingly active link between the local and the
international, in particular Central and Fastern Furopean
contexts. By the beginning of the new millennium it
had quite clearly developed its concept of a museum of
contemporary art endorsing parallel narratives and self-
historicization and the priorities of localities that want to
enter in dialogue with other spaces on an equal footing,

Such is, for example, Moderna Galerija’s collection
Arteast 2000+, which began in the late 1990s, and has
successfully found its position in-between, that is, between
the Western art canons and the Fastern Furopean models
of national museums, focusing on a wide local avant-garde
context, yet at the same time taking into consideration
international trends. Among other things, the importance
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of the collection is in that it changed the previously held
notion of an Fastern Furopean artist, who was no longer
seen as an ‘incompletely developed Westerner, but as an
empowered Other. The collection currently includes over
500 works dating from the late 1950s until today, mostly
Fastern Furopean neo avani-garde but also works from the
artists from the West which are in dialogical relationship
with works from Fastern Furope.

It is in that context that Moderna Galerija since the
late 1990s envisioned a new kind of approach, a future
museum model: a strong network of diverse, local, and
international spaces, supporting art-related research and
collaboration in a variety of fields, particularly the research
of the still-unknown histories of Fastern European art, and
at the same time a space for art production. However, in
the last decade in Moderna Galerija we have also intensely
researched another ‘story, a different one from that of the
Eastern Fluropean art narrative. This particular research has
resulted in the exhibition Southern Constellations: Poetics of the
Non-Aligned in March of this year (it is also going to be shown
at the ACC Gwangju in May 2020).

The Non-Aligned network was politically constructed
and promoted on the basis of Yugoslavia’s foreign relations
with the Third World. Yugoslavia extensively used its
specific geopolitical position in the economic sense and
also in culture. There was a special committee established
after the Second World War called the Committee for
Cultural Relations with Foreign Countries, which dealt with
exhibitions across Yugoslavia’s borders. Cultural conventions
and programs of cultural cooperation included not only
Western and Fastern FEurope but also countries of the Non-
Aligned Movement in Africa, Asia and Latin America. The
exchanges happened on all levels of cultural production.
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Other Institutionality
Moderna Galerija is also part of various EU networks, and
since 2010 it is one of the partners of the international
network/confederation called I’Internationale, a new
space for art within a nonhierarchical and decentralized
internationalism (with Museo Nacional Centro de Arte
Reina Sofia , Museu d’Art Contemporani de Barcelona,
Van Abbemuseum, Museum van Hedendaagse Kunst
Antwerpen, SALT, Muzeum Sztuki Nowoczesnej w
Warszawie).

Among its concerns, the L’Internationale network is
especially interested in research on other institutionality
models, which include the issues of the transformation of
cultural institutions, creating new alliances between various
constituencies and cultural institutions. The book 7The
Constituent Museum was published in this frame with one of
the central questions being: What would happen if museums
put relationships at the center of their operation? In this way
of thinking a visitor is not anymore a passive receiver but a
member of a constituent body. A museum becomes a site of
collaborative knowledge production.

In Moderna Galerija we have a long tradition of such
‘experimental’ education approaches, some of them going
back all the way to our socialist tradition as I mentioned
at the beginning of this talk. One of the projects that were
developed in 2006 was Radical Education (RE). The idea
was to open the museum for various ‘agents,” bringing
different practices from the ‘outside’ into the very context
of an art institution as well as creating common micro-
political situations through different alliances and
collective actions. However, RE was at the same time also
a rather heterogeneous group of people (anthropologists,
sociologists, anarchists, artists, pedagogues, migrant
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workers, curators) with different experiences of working in
communities (of migrant workers, asylum seekers, the erased
of Slovenia, with the Zapatistas in Chiapas, the Piqueteros
in Argentina, with the HIJOS in Guatemala, etc.) and
institutions (universities, art museums), so as a consequence
of this, very different and sometimes rather conflictual ideas
arose on what kind of space a museum actually was.
Moreover, the RE to some extent affected also the
established ideas of art museum education; it shifted its
view away from being exclusively connected to art, artists
and activities deriving from and focusing on art exhibitions;
the experiences we drew from the RE project redirected our
ideas from what we are doing to why, for whom and under
which conditions. We tried to keep a long-term relationship
with local groups, individuals and collectives on such issues
as public spaces, the exclusion of certain groups from public
spaces, alternative forms of education, and the like. But the
important thing in all these seminars, debates, exhibitions
and research by RE was that they were also based on a
reexamination of one’s own position and critical analysis of
one’s own work in relation to the collective and
to the institution. If someone today posed the question
how to understand RE'in relation to Moderna Galerija,
the answer would probably be that RA was in fact ‘a series
of failures” This is certainly not meant in a negative way—
which is a small paradox—but quite the opposite. This
process, project, methodology, a collective or a ‘constituency
called RFE, was never realized in a way for it to become
the brand of an institution. It never quite lived up to the
expectations of what a project, a seminar or an exhibition
should achieve and in which way, because with RZ there
always existed a space of the unpredictable, an unknown
domain of arts and politics.

J
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RE'in 2014 came to the point where this kind of
intervention in the space of an art institution became
unnecessary. Certainly, not unnecessary in the sense that
the museum became an ideal institution, but that the ideas
of RE in a way had become embedded in debates on ‘other
institutionality’ within the museum itself.

So, what we have learned was relevant in the
particular relationship between an art institution and its
constituencies were the question of how to link political,
social and artistic imagination with the production of new
institutions.

Deleuze once said (but having in mind theory): “A
museum is like a box of tools. It must be useful. If no one
uses it, then the museum is worthless or the moment is
inappropriate.” For this it is absolutely necessary to remind
ourselves: What does it mean for us to have a museum
today? Which are the emancipatory potentials that can
be applied to constructing a new type of museum? How to
create the new alliances between constituencies and the
museum? And finally and probably most importantly: How
do we ‘take’ a future together?

Bojana Piskur interest is on political issues as they
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