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CINEMANIAC 2015:

MOTOVUNSKI VIDEO SUSRET 1976.
PRVA RADIONICA VIDEO UMJETNOSTI
U HRVATSKOJ

DOPRINOS ISTRAZIVANJU MOTOVUNSKIH
SUSRETA | PRILOG POVIJESTI MEDIJSKE
UMJETNOSTI

Branka Benci¢

Motovunski likovni susreti, organizirani
kao medunarodni susret vizualnih
umjetnika, viSegodis$nja su tematska
manifestacija, koja se izmedu 1972. i 1984.
godine odrzavala u Motovunu, u Istri.

U tom je razdoblju realizirano 11 likovnih
susreta umjetnika razli¢itih poetika,
generacija i provenijencija. Susrete su
suorganizirali Galleria del Cavallino iz
Venecije i Etnografski muzej iz Pazina

te Galerija suvremene umjetnosti (danas
MSU) iz Zagreba, koja se projektu
prikljucuje 1976. godine.

Motovunski susreti otvorili su nove
mogucénosti suradnje talijanskih

i jugoslavenskih umjetnika,
internacionalizaciju umjetnickog prostora,
interes za suvremene umjetnicke prakse

i recentna zbivanja u umjetnosti, prostor
za susrete, razmjenu ideja i zajednicki rad,
u jedinstvenom krajoliku, uokvirenom
prirodnim i izgradenim okoliem
Motovuna. Iz politickog i drustvenog
konteksta, procese kulturne suradnje Italije
i SFR] mozemo sagledati i kao pozitivnu
refleksiju Osimskih sporazuma iz 1975.
godine. U tom smislu tema “identiteta’,
koja je obiljezila susret iz 1976. godine
moze zauzimati znacajno mjesto.
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Povezujuci lokalne umjetnike s mladim i
renomiranim, hrvatskim i medunarodnim
umjetnicima, u Motovunskim su susretima
tijekom godina sudjelovali: Marina
Abramovi¢, Claudio Ambrosini, Ivan
Ladislav Galeta, Tomislav Gotovac, Sanja
Ivekovi¢, Dalibor Martinis, Julije Knifer,
Ivan Kozari¢, Zdravko Mili¢, Josip Diminié,
Ivan Matej¢i¢, Dora Maurer, Frangois
Morellet, Michele Sambin, Duba Sambolec,
Mladen Stilinovi¢, Miroslav Sutej, Ulay,
Goran Trbuljak, Luigi Viola i drugi.
Premda povremeno oscilirajui u kvaliteti

i dosljednosti pri izboru umjetnika, danas
se medu najznacajnije likovne susrete
ubrajaju oni realizirani u desetljecu, 1974-
1984., obuhvaceni temama: Projekt urbane
intervencije (1974.), Identitet (1976.),

Novi pejzaz, fotografija i polaroid (1977.),
Serigrafija (1978.), Transformacije papira
(1979.), Mladi °80. / Nova slika (1980).,
Nova skulptura (1981.), Na papiru (1983.)

i posljednji, Postmoderna arhitektura i
motovunsko arhitektonsko naslijede (1984.)

U razdoblju od sredine sedamdesetih
godina Motovunski se susreti najprije
povezuju s pojavama videa i fotografije,
naglasava se upotreba novih medija,
realiziraju se site-specific projekti, te se
koriste alternativni prostori izlaganja,
nadovezujudi se na kontekst Nove
umjetnicke prakse. Iz tog razloga
Motovunske susrete mozemo promatrati
kao doprinos hrvatskoj suvremenoj
umjetnosti i medunarodnoj umjetnickoj
sceni.? Osim toga, u sljede¢em desetljecu,
pocetkom osamdesetih godina, tematskim
interesima okupljenim oko “nove slike”

i zanimanja za arhitekturu, Motovunski
susreti sudjeluju u mapiranju novih
recentnih pojava na umjetnickoj sceni
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koje donosi postmoderna, a u okviru
uspostavljanja odredenog kontinuiteta
dogadanja mozemo sagledati i posljednji
susret u Motovunu, s temom arhitekture,
realiziran u vrijeme kada se u Motovunu
osnivala Medunarodna ljetna $kola
arhitekture u organizaciji Arhitektonskog
fakulteta u Zagrebu, seminar na terenu,
radionic¢kog tipa, koji je i danas aktivan.
Na taj nacin, Motovunski susreti nisu
samo sudjelovali u revitalizaciji gradic¢a
Motovuna, ve¢ su dugoro¢no uspostavili
vezu Motovuna i umjetnika, umjetnosti i
kulturne produkcije, koja traje do danas,
¢emu posljednjih 18 godina doprinosi i
Motovun Film Festival.

Iako u pocetku zamisljeni samo kao pokusaj
revitalizacije grada, istice Marijan Susovski,
Motovunski susreti prerastaju u ozbiljne
radne skupove umjetnika i kriticara. Iz

niza umjetnickih kolonija motovunski skup
umjetnika izdvojio se opredjeljenjem za
ispitivanjem novih umjetnickih situacija

i uocavanjem zbivanja medu dolazecim
generacijama umjetnika.’

* % %t

Cinemaniac 2015 na javnu sceni donosi
istrazivacki i izlozbeni projekt koji u
srediste interesa smjesta fragment I'V.
Motovunskog susreta iz 1976. — antologijski
motovunski video susret — gotovo 40 godina
nakon njegova odrzavanja. Rije¢ je o prvoj
radionici video umjetnosti u Hrvatskoj.*
Cinemaniac 2015 fokusira se na videosusret
koji artikulira interes za video kao novi
komunikacijski i umjetnicki medij, te
doprinosi istrazivanju Motovunskih

susreta u cjelini i povijesti (novo)medijske
umjetnosti, mapiraju¢i umjetnike, radove,
organizacijski i institucionalni kontekst,
produkcijske modele, te pozicije i
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transformacije unutar $ireg drustvenog

i umjetnickog polja.

Istrazivanje se nadovezuje na prethodna
iskustava i propitivanja eksperimentalnih
filmskih praksi, suvremene umjetnosti i
audiovizualne bastine, poput realiziranih
izlozbenih i istrazivackih projekata
Nevidljivi MAFAF (2010-2011), ili

Video Televizija Anticipacija® ¢ime se
uspostavlja kontinuitet istrazivackih praksi,
artikuliraju i ponovo sagledavaju povijesni
narativi o pocecima video umjetnosti

u SFRJ kao suvremene umjetnicke

prakse. Istovremeno se mapira razvoj
novomedijske umjetnosti tijekom 1970-ih
godina - obuhvacajuéi umjetnike i njihove
radove, teme i kontekste, te modele
produkcije i prezentacije umjetnosti, kako
bi se povezale ideje, institucije, umjetnici,
radovi i nova publika.

Putem dostupne dokumentacije,
umjetnickih radova i arhivskih materijala
projekt ¢e predstaviti ranu produkciju
video umjetnosti realiziranu u Motovunu
1976., u produkciji talijanske Gallerije del
Cavallino, kako bi se ova manifestacija
znacajnije upisala u narative koji prelaze
granice lokalne sredine primjereno
kontekstualizirala i valorizirala te
nagovijestili danasnji utjecaji.

U razdoblju Sezdesetih i sedamdesetih
godina u SFR]J, eksperimentalni film i
video umjetnost dijele sli¢nu povijest,
nastaju u srodnim ekonomskim,
dru$tvenim i kulturnim kontekstima, te
iako koriste razli¢ite tehnologije, dijele
bliske proizvodne uvjete (kinoklubova ili
radionica), a razvijaju se unutar skuc¢enih
moguénosti koje pruza tesko dostupna
kinematografska, televizijska ili video
oprema. Zbog nedostatka video opreme,
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rani video radovi hrvatskih umjetnika
mahom nastaju u inozemstvu, na
izlozbama poput Trigon u Grazu (1973.)
ili s opremom koju omogucavaju strane
galerije, kao $to je u Motovunu slucaj

s Gallerijom del Cavallino, te video
radionicom u mjestu Brdo u Istri koju

je organizirala Galerija Krinzinger iz
Innsbrucka.® Teznja odredenog broja
umjetnika u Jugoslaviji za radom na videu
mogla se realizirati tek sporadi¢no, a samo
su dvije institucije pratile njegov razvoj —
Galerija suvremene umjetnosti u Zagrebu
i Studentski kulturni centar u Beogradu,
za razliku od Italije, koja ima mnogo duzu
tradiciju rada s videom.”

Brzo prihvacanje videa kao nove

forme odvija se s entuzijazmom medu
umjetnicima, unato¢ tesko¢ama u
produkciji. Video je potaknuo novi pristup
suvremenoj umjetnosti i brzo preuzeo
vodecu poziciju u eksperimentalnoj
umjetnickoj praksi, pripremajuci prostor
za ulazak novih medija. U tom smislu
video se definira kao klju¢ni aspekt
eksperimentalnog procesa 1960-ih i 1970-
ih godina, tvrdi Jackie Hatfeld u tekstu
Video: resisting definition.®

Sedamdesetih godina koriStenjem
tehnologije videa, zanimanjem za
multimediju, “prosirene medije”, umjetnost
performansa, govor u prvom licu,
analiticko-kriticki stav u odnosu na jezik
umjetnosti i drustveni kontekst, dolazi

do promjene umjetnicke kartografije.
Tada novi mediji - fotografija, film i
video ulaze na umjetnic¢ku scenu u okviru
Nove umjetnicke prakse, razvijajuci se

iz konteksta konceptualne umjetnosti.
Kriticka pozicija razli¢itih umjetnickih
praksi obiljezila je svjetsku umjetni¢ku
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scenu 1970-ih godina, a sli¢ne aktivnosti
pronalazimo i na prostorima SFR]J.
Inovativne umjetnicke prakse $ezdesetih

i sedamdesetih pokrenule su alternativan
nacin umjetni¢ke produkcije i prezentacije
umjetnosti, redefiniciju umjetnickog djela,
mijenjanje umjetnickih konvencija te
preispitivanje umjetnickih sustava. Jedna
od vaznijih promjena, koju je podrucje
umjetnickog kritickog djelovanja putem
nadovezivanja na prakse avangarde i
neoavangarde izazvalo tih godina, pojava
je inovativnih i alternativnih umjetnickih
formi i modela produkcije i prezentacije
umjetnosti.’

Pocetkom sedamdesetih godina Paolo
Cardazzo, direktor venecijanske Galerije
del Cavallino, koji je u Veneciji ve¢ krajem
$ezdesetih realizirao izlozbe hrvatskih
umjetnika (Suteja, Picelja), uspostavlja
intenzivniji kontakt s Ladislavom Bari$i¢em
koji vodi galeriju u Motovunu.'® Galerija
del Cavallino, tada najznacajnija galerija

u Veneciji, ve¢ je ranih sedamdesetih
godina, u vremenu “opce krize venecijanske
umjetnicke panorame koja je ukljucivala i
Bijenale”, usmjerila podrudje interesa prema
jeziku eksperimenta, performansa i videa.!!
Postala je jedno od najznacajnijih mjesta u
europskom kontekstu za promociju video
umjetnosti kao nove umjetnicke forme.

Od sredine sedamdesetih, uz Centro
Videoarte, Palazzo dei Diamanti iz Ferrare,
kojeg vodi Lola Bonora, te Art/tapes22 iz
Firenze Marie Glorie Bicocchi, Galleria

del Cavallino jedno je od najznacajnijih
sredista u Italiji za produkciju video
umjetnosti.
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Organiziran oko teme “Identitet —
Identita”, u suradnji Paola Cardazza iz
Gallerije del Cavallino, Muzeja u Pazinu
i Marijana Susovskog, kustosa Galerije
suvremene umjetnosti iz Zagreba, video
susret u Motovunu organiziran je u okviru
$ire zamisljenog likovnog susreta na kojem
je sudjelovalo 15 umjetnika iz Hrvatske

i Italije, od kojih je 8 sudjelovalo i u
video susretu: Claudio Ambrosini, Sanja
Ivekovié, Ziva Kraus, Dalibor Martinis,
Zdravko Mili¢, Michele Sambin, Goran
Trbuljak i Luigi Viola, a realizirali su 24
video rada.

U uvodnom tekstu Marijan Susovski
istice: “Siroku moguénost primjene videa
u umjetnosti, odnosno veliku mogu¢nost
osobnog izraza pojedinca, bez obzira na
to je li rije¢ o estetskoj, socijalnoj ili nekoj
drugoj poruci”’? Bliza formatu fotografije
ili amaterskoj superosmici video-slika

je komornijega karaktera i osobnije se
prihvaca, snaznije se uz nju emocionalno
vezemo i identificiramo s autorom -
nastavlja Susovski, isticu¢i spontanost
video medija.

Tema identiteta okupirala je umjetnike od
samog pocetka rada s videom, a u literaturi
se Cesto isti¢ce kako odnos umjetnosti,
tehnologije i identiteta nije niti u jednom
drugom mediju istrazivan takvom kritickom
svijesc¢u, dosljednos$cu i kontinuitetom, kao
§to je to slucaj s videom."

Rani video razvija se u dva smjera, uz
brojna mjesta u kojima se dvije putanje
susre¢u i preklapaju. S jedne se strane
nalaze radovi koji polaze od medijskih
istrazivanja materijala i tehnoloskog
“aparata’, kamere, trake monitora, kao
novih mogu¢nosti magnetskog okruzenja,

CINEMANIAC 2015 STR. 7



koncentrirajuéi se na njegove posebnosti,
poput procesa produkcije i reprodukcije ili
vremena/trajanja. Umjetnici su se najceSce
bavili formalnim svojstvima medija,
radovima koji se formiraju oko medijskih
istrazivanja i preispitivanja medijske
samosvijesti. S druge se strane nalazi
karakter videa kao individualnog, intimnog
medija, koji umjetnicima omogucava,

za razliku od objektivnih moguénosti
medija i istrazivanja njegove tehnicke i
fizicke prirode, drugaciji prostor, prostor
za subjektivna, psiholoska, ideoloska,
estetska istrazivanja, onoga $to Rosalind
Krauss naziva “estetikom narcizma”'
Zanimanjem za prakse performansa,
strategije samoreprezentacije, video
omogucava umjetniku usmjeravanje paznje
na vlastito tijelo, a radovi se formiraju kao
“performans za kameru”

Odgovarajuéi na temu, Claudio
Ambrosini, Sanja Ivekovi¢, Dalibor
Martinis, Michele Sambin, Goran Trbuljak
i Luigi Viola, posvetili su se istrazivanju
problema identiteta u korelaciji s
videom kao novim komunikacijskim i
umjetnickim sredstvom, obuhvacajuci
nekoliko aspekata: pitanja reprezentacije
i samoreprezentacije, portreta i
autoportreta, teme tijela i prakse
performansa, odnosa identiteta i (video)
tehnologije, istrazivanja medija, montaze,
vremena, odnosa videa i fotografije,
stati¢ne i pokretne slike, odnosa slike

i zvuka, utjecaja masovnih medija,
konteksta problematiziranja Zenskog
identiteta.

U radovima Bez naziva (Rez) i De
photographia Goran Trbuljak i Claudio
Ambrosini koriste metanarativne i
referencijalne strategije kojima paznju
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usmjeravaju na tehnoloski aparat
produkcije vlastitog djela, obe kratke
vinjete od tridesetak sekundi, operiraju
kao istrazivacke igre.

Trbuljak u Bez naziva (Rez) kamerom
snima rekorder i vrpcu koja biljezi sliku
snimanu kamerom, gotovo tautoloski
proces koji ukljucuje sredstva produkcije
djela, cirkularan i strukturiran kao petlja
provodi se kraju rezom $karama, dok
Ambrosinijeva De photographia predstavlja
kratki traktat o funkcioniranju lece
objektiva fotografskog aparata, u krupnom
planu njezina otvaranja i zatvaranja.
Interes za tehnologiju produkcije i
reprodukcije, kao reference na tehnoloski
aparat produkcije vlastitog djela i “otvoreni
kolut”, pronalazimo i u videu istoimenog
naziva Open reel Dalibora Martinisa. Rad
nastaje na mjestu susreta umjetnika i
tehnologije koju koristi, ukazuju¢i na odnos
tehnologije i identiteta, te identifikaciju
umjetnika i sredstva za rad. Kamera snima
Martinisa koji izvodi performativnu
aktivnost, omatajuci magnetsku traku oko
glave. U procesima reprodukcije djela,
sli¢no kao i kod Trbuljakova reza $karama,
greska u zapisu posljedica je izravne
intervencije i rukovanja s trakom.

Sanja Ivekovi¢ u Motovunu realizira
nekoliko zapazenih radova medu kojima
posebno mjesto zauzimaju Make up -
Make down i Instrukcije br. 1, radovi
strukturirani kao oblik video performansa,
problematiziraju pitanja zenskog identiteta,
ulogu medija, te imperative ljepote

i uljepsavanja. Kada su se, osnazene
strategijama samoreprezentacije, umjetnice
prihvatile prikazivanja vlastitog lika,
pokrenule su pokusaje transformacije
dominantnih politika reprezentacije
(moci). Konstitucija Zenskog subjekta
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postaje osobni performativni ¢in, ukazujuéi
na ¢injenicu kako Zena prikazana kao
znak funkcionira u vizualnoj kulturi te
kako nacini reprezentacije strukturiraju i
kontroliraju njezinu definiciju u drustvu.
Od sedamdesetih godina djelovanje
feministicki usmjerene teorije i prakse,
prije svega u okviru teorije filma, pocelo

je dekonstruirati strategije gledanja.
Feministicki su diskursi pokusali ukazati
kako je tijelo shvaceno kao slika i prikazano
stati¢nim (fotografija) i pokretnim slikama
(film i video) ikonic¢ko polje podlozno
aktivnom muskom pogledu.

U Fall and loss of a dear family Luigi Viola
koristi portretne fotografije, uobi¢ajeno
standardno sredstvo identifikacije u
dokumentima, u predstavljanju sredi$njeg
elementa djela. U radu koji se temelji

na odnosu stati¢ne i pokretne slike,
kori$tene fotografije kao “pronadeni”
predmet, imaju ulogu protagonista,
izvodedi performans padanja s police,

kao performans nestabilnog identiteta i
medjuljuskih odnosa.

Michele Sambin u video radu Un

suono a testa, snima portrete pojedinih
sudionika motovunske radionice. U tim
kadriranim, pojedina¢no uokvirenim
portretima, svakom od njih pridaje
zaseban zvuk, angazirajudi pri tom dva
osnovna elementa u specifi¢an odnos slike
i zvuka, lica/portreta i glazbe i znacenja
koja proizvode. Montaznim tehnikama
intervenirajudi u linearni tok, slijed zvuka
i slike, u ponavljanjima, preskakivanjima,
vrac¢anjima i slikama razli¢ita trajanja,
stvaraju se razli¢ite kombinacije,

novi odnosi, raspolozenja, emocije i
struktura djela, a nacin rada - zajednicko
sudjelovanje protagonista mozemo shvatiti
kao metaforu cjelokupnog susreta.
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ANTICIPACIJA

Motovunski likovni susreti manifestacija
su kojoj se trebamo vratiti, kako bi je
ponovo sagledali i valorizirali njezin
znacdaj. Rije¢ je o projektu koji je anticipirao
neke modele produkcije, kolektivnog
rada, procese internacionalizacije i
medunarodne suradnje koje danas
prisvajamo i podrazumijevamo.

Radi se o pionirskim, inovativnim
modelima radionic¢ke produkcije (novo)
medijske umjetnosti, kolaborativnim
procesima produkcije umjetnickog djela,
rezidencijama kao mjestima zajednickog
rada, (su)zivota i privremenog boravka
umjetnika, mjestima privremene i
intenzivne razmjene i usvajanja znanja

i vjestina. Motovunski susret vazan

je kako bi sagledali transformacije
tehnoloske i produkcijske paradigme. U
procesu smo vracanja buducnosti videu,
otkrivanja tada anticipiranog, a danas
aktualnog potencijala. Osim toga, radi se
o “sastavljanju” arhiva produkcije krhke
medijske grade, pionirskih video radova
antologijskoga znacaja i dokumentacije
koja prati suradnje umjetnika i institucija.
Susreti u Motovunu sudjeluju u
mapiranju diskurzivnog prostora koji
ukazuje na potencijale video umjetnosti i
transnacionalnih mreza kao mogu¢énosti za
novu generaciju umjetnika i kustosa.

Danas mozemo re¢i da susreti u Motovunu,
na neki nacin, mozda nikad i nisu prestali

i izgubili kontinuitet, ve¢ se vremenom
transformirali. Likovni susreti izgubili

su tadasnji oblik, ali Motovun je ljetnom
$kolom arhitekture i filmskim festivalom,
ostao mjestom susreta umjetnika i
umjetnosti. Ova izlozba podsjetnik je kako
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bi se prisjetiti, da su tamo nastali neki od
najznacajnijih radova u povijesti video
umjetnosti na kulturnom prostoru SFR]J.

! Marija Iveti¢: Motovunski “likovni susreti” - kronoloski
pregled; u: Josip Sikli¢ (ur.): Motovun ~ povijest i sadasnjost:
zbornik radova sa znanstveno strucnog skupa, Katedra
Cakavskog sabora za povijest Istre Pazin, Pazin 2012, str.
379.

* Jerica Ziherl: Motovunski susreti / Incontri a Motovun:
1972-1984., tekst izlaganja, ustupljen ljubazno$éu autorice.

* Marijan Susovski: Motovunski likovni susret 1981.,
dokumentacija MSU.

! Tihomir Milovac: Paradoks nevidljivosti, INSERT-
Retrospektiva hrvatske video umjetnosti, Muzej suvremene
umjetnosti, Zagreb 2008.

? Izlozbe Informativni program / NeVidljivi MAFAF
(Cinemaniac, MMC Luka, Pula,2010., kustosica: Branka
Benci¢) i Video Televizija Anticipacija (Salon Muzeja
savremene umetnosti, Beograd 2013. i Muzej suvremene
umjetnosti, Zagreb 2014.; kustosice: Branka Benci¢ i
Aleksandra Sekuli¢)

® Gotovo u isto vrijeme kada je organiziran Motovunski
video susret, svega nekoliko mjeseci kasnije, nedaleko od
Motovuna, u mjestu Brdo kraj Buja, jos je jedna strana
galerija organizirala video susret u Istri. Rije¢ je o Ursuli
Krinzinger, Galerija Krinzinger iz Innsbrucka (danas iz
Beca), a na radionici su sudjelovali umjetnici iz SFR] i
Austrije.

" Marijan Susovski: Katalog, IV. Susret u Motovunu, Galleria
del Cavallino, Venezia 1977.

# Jackie Hatfeld: Video: resisting definition, u: S. Cubitt, S.
Partridge (ur.): Rewind: British Artists’ Video in the 1970s &
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CINEMANIAC 2015:

MOTOVUN VIDEO MEETING 1976
THE FIRST VIDEO ART WORKSHOP IN
CROATIA

A CONTRIBUTION TO THE RESEARCH OF
MOTOVUN MEETINGS AND MEDIA ART
HISTORY

Branka Benci¢

Motovun visual arts meetings, organized

as international meetings of visual artists,
were an annual thematic manifestation held
in Motovun, Istria, between 1972 and 1984.
In that period 11 meetings were organized,
including artists of different poetics,
generations and backgrounds. The meetings
were organized by Galleria del Cavallino
from Venice, Etnographic Museum Pazin,
and the Contemporary Art Gallery (today
Museum of contemporary art) from Zagreb
that joined the project in 1976.

The Motovun meetings opened up new
possibilities for a collaboration and
exchange of Italian and Yugoslav artists, an
interest for contemporary artistic practices
and recent developments in art, room for
meetings, exchange of ideas and artistic
collaboration in a unique setting framed

by the landscape and urban features of
medieval town Motovun. In a political and
social context, the processes of the cultural
cooperation between Italy and Yugoslavia
can be seen as a positive reflection of the
Osimo agreements that date from 1975.

In that sense the theme of “identity”, that
marked the 1976 meeting, may be seen as
an important event.
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Over the years the Motovun meetings kept
connecting the local artists with young
and established Croatian and international
artists and saw the participation of

artists such as: Marina Abramovic,
Claudio Ambrosini, Ivan Ladislav Galeta,
Tomislav Gotovac, Sanja Ivekovi¢, Dalibor
Martinis, Julije Knifer, Ivan Kozari¢,
Zdravko Mili¢, Josip Dimini¢, Ivan
Matej¢i¢, Dora Maurer, Frangois Morellet,
Michele Sambin, Duba Sambolec, Mladen
Stilinovi¢, Miroslav Sutej, Ulay, Goran
Trbuljak, Luigi Viola and others.

Though sometimes oscillating in quality
and consistency in the selection of artists,
the meetings that can today be considered
as the most significant were those realized
in the decade between 1974 - 1984,
around topics such as the Project of Urban
Intervention (1974); Identity (1976); New
landscape, photography and Polaroid 1977;
Serigraphy 1978; Paper Transformations
1979; Young *80 /New image (1980); New
Sculpture 1981; On paper 1983 and the

last, Postmodern Architecture and Motovun
Architectural Heritage 1984.1

In the period from the mid 70es the
Motovun meetings are tied to experimental
film and video with a focus on the use

of new media practices, organizing site-
specific projects, the use of alternative
exhibition sites, within the context of the
New artistic practice, seen as conceptual
art practices. The Motovun meetings can
thus be seen as a contribution to Croatian
contemporary art and the international

art scene.? In the next decade, from the
beginning of the 80es interests gathered
around the “new image” and the interest for
architecture, Motovun meetings took part
in the mapping of new recent phenomena
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on the art map brought about by the post-
modern. While in terms of establishing a
certain continuity of events we can consider
the last meeting in Motovun held around
the topic of postmodern architecture
organized at the time the International
summer school of architecture was founded
in Motovun by the Faculty of Architecture
in Zagreb (a field seminar and workshop
still active today).

In that way, the Motovun meetings did

not only take part in the revitalization of

the small town of Motovun but have also
established a long-term relationship between
Motovun and artists/art, and the cultural
production, that has lasted to the present day,
and Motovun Film Festival has contributed to
that atmosphere past 18 years.

Though in the beginning thought up as just
an attempt to revitalize the town, as Marijan
Susovski points out, the Motovun meetings
developed into serious working meetings of
artists and critics. Out of a series of artistic
colonies, the Motovun meetings stood out
due to its intent to experiment with new
artistic situations and spot new events
among the coming generations of artists.’

* % Xt

Cinemaniac 2015 brings to the public a
research and exhibition project focusing on
a fragment of the 1976 Motovun meeting
- the anthological Motovun video meeting
— almost 40 years after it took place. It is
considered the first video art workshop in
Croatia.* Cinemaniac 2015 focuses on a
video meeting articulating the interest in
video as a new communication and artistic
medium, thus contributing to the research
of the entirety of Motovun meetings and
the history of (new) media art, mapping
artists, artworks, the organizational and
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institutional context, production models
and positions and transformations within a
wider social and artistic field.

The research follows up on previous
experiences and researches of experimental
film practices and audiovisual heritage,
like the exhibition and research projects
Invisible MAFAF (2010-2011) or Video
Television Anticipation® that establish a
continuity of research practices, articulate
and rethink historical narratives on

the emerging practices of video art

in Yugoslavia in the framework of
contemporary art. At the same it is
mapping new media art during the 1970es
- encompassing artists and their works,
issues and contexts, as well as production
and presentation models in order to
connect ideas, institutions, artists, works
and a new audience.

Through available documentation, works
of art and archive material, the project
shall present the early production of
video art realized in Motovun in 1976,
produced by the Italian gallery del
Cavallino, in order to reflect on the
context and value of this event which
made a lasting impact on the narratives
surpassing the boundaries of the local
area, thus foreseeing today’s influences.

In the period between the 60es and the
70es in Yugoslavia, experimental film
and video art share a similar history,
stem from similar economic, social and
cultural contexts and although they use
different technologies, they share close
production conditions (cinema clubs
or workshops) and develop within the
confined possibilities given by the hardly
available cinematographic, television
or video equipment. Due to a lack of
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video equipment, the early video works of
Croatian artists are largely created abroad,
at exhibitions like Trigon in Graz (1973) or
using video equipment offered by foreign
galleries, like in the case of the gallery

del Cavallino in Motovun and the video
workshop in Brdo in Istria organized by

the Krinzinger Gallery from Innsbruck.®
The desire of a certain number of artists in
Yugoslavia to work with video could only be
realized sporadically and there were just two
institutions that followed its development

— the Contemporary Art Gallery in Zagreb
and the Student Cultural Center in Belgrade,
as opposed to Italy which has a much longer
tradition of work with video.”

Video as a new artistic medium was
accepted fast and with great enthusiasm
among artists, despite difficulties in
production. It has inspired a new approach
to contemporary art and took over a
leading position in experimental artistic
practice, paving the way for the new media.
In that sense video can be defined as a key
aspect of the experimental process in the
1960s and 70s, as Jackie Hatfeld points out
in Video: resisting definition.®

The 70s bring about a change in the artistic
cartography with the introduction of video
technology, an interest for multimedia,
“extended media’, performance, speech in
1% person, analytical and critical attitude in
relation to language and the social context.
At that time new media - photography, film
and video enter the artistic scene within the
New artistic practice.

The critical position of various artistic
practices marked the global artistic scene in
the 70s and similar activities of artists can
be found in the area of the ex Yugoslavia.
Innovative artistic practices in the 60s and
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70s started an alternative way of artistic
production and presentation of art, a
redefinition of the work of art, a shift in
the artistic conventions and a rethinking of
artistic systems. One of the most important
changes of those years, caused by the
artistic critical activity following up on the
practices of avant-garde and neo avant-
garde, is the appearance of innovative and
alternative artistic forms and models of
production and representation of art. °

In the beginning of the 70es, Paolo
Cordazzo, the director of the Venetian
gallery del Cavallino, who had already
organized exhibitions of Croatian artists in
the 60es (Sutej, Picelj), begins to intensify
contacts with Ladislav Bari$i¢ who is the
head of the gallery in Motovun.'® The
Gallery del Cavallino, the most important
gallery in Venice at the time, already in the
early 70s, in a time of a “general crisis of
the Venetian artistic panorama including
the Biennale”, focused its interest on the
language of experiment, performance and
video. ' In the European context, it became
one of the most important places for the
promotion of video art as a new artistic
form. Since the mid 70es, along with the
Centro Videoarte, Palazzo dei Diamanti
from Ferrara, headed by Lola Bonora and
Art/tapes 22 from Florence by Maria Gloria
Bicocchi, the gallery del Cavallino is one of
the most important centers in Italy for the
production of video art.

Focusing on the theme of “Identity”, in
cooperation with Paolo Cardazzo of the
gallery del Cavallino, the Museum in Pazin
and the curator Marijan Susovski of the
Contemporary Art Gallery in Zagreb, the
video meeting in Motovun was organized
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within a wider visual arts meeting with
the participation of 15 artists from Croatia
and Italy, 8 of which took part in the
video meeting: Claudio Ambrosini, Sanja
Ivekovié, Ziva Kraus, Dalibor Martinis,
Zdravko Mili¢, Michele Sambin, Goran
Trbuljak, Luigi Viola, producing 24

video works. In the introduction Marijan
Susovski points out “the wide possibilities
that video has in art, that is, the great
possibilities for the personal expression

of the individual, regardless of the kind

of message, esthetic, social or another”?
Closer to the format of photography or
the amateur super8, the video-image is

of a more intimate character and taken
more personally, we connect with it more
emotionally and identify with the author
- continues Susovski, pointing out the
spontaneity of video as medium.

The theme of identity has influenced
artists from the very beginning of work
with video and the literature it os often
pointed out that the relationship between
art, technology and identity is not
researched in any other media with such
critical mind, consistency and continuity
as it is the case with video.

The early video develops in two directions
that, at certain points we see meet and
overlap. On one hand there are works

that start from the media research of
materials and the technological “apparatus”,
camera, monitor, tape, new possibilities

of magnetic surroundings, focusing on its
specificities like the process of production
and reproduction or time/lapse. The artists
were mostly occupied with the formal
characteristics of media, works formed
around media research and the questioning
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of media-consciousness. On the other
hand there is the character of video as

an individual, intimate medium that,

as opposed to the objective possibilities
of the medium and the research of its
technical and physical nature, offers

the artists a different space, a space

for subjective, psychological, esthetic
research, what Rosalind Krauss defines as
“the esthetic of narcissism”. " Through an
interest in the practices of performance
and the strategies of self-representation,
video enables the artist to focus on his
own body and the works are formed as a
“performance for the camera”.

In response to the issue of identity, artists
Claudio Ambrosini, Sanja Ivekovi¢,
Dalibor Martinis, Michele Sambin,
Goran Trbuljak, Luigi Viola dedicated
themselves to the research of the problem
of identity in correlation to video as a
new communicative and artistic mean,
encompassing several aspects — the issue
of representation and self-representation,
portrait and self-portrait, the body and
practice of performance, the relation

of identity and (video) technology, the
research of the media, editing, time, the
relation of video and photography, the still
and moving image, the relation of image
and sound, the influence of mass media,
and the context of female identity.

In the works Untitled (Cut) and De
photographia Goran Trbuljak and Claudio
Ambrosini employ metanarrative and
referential strategies to focus the interest
on the technological apparatus of the
production of their own work, structured
as short experiments. In Untitled (Cut)
Trbuljak uses a camera to shoot footage
about the recorder and tape recording the
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image recorded by the camera, an almost
tautological process which includes the
means of production of the work, circular
and structured as a loop and coming

to an end through a scissor cut. In De
photographia Ambrosini presents a short
treatise on the functioning of the lense of
the photographic camera, in the detail of a
close shot of its opening and closing. The
interest in the technology of production
and reproduction, as references to the
technological apparatus of the production
of his own work and an “open reel”
structure can be found in the homonymous
video Open reel by Dalibor Martinis. The
work is shaped at the meeting point of

the artist and the technology, pointing to
the relationship between technology and
identity as well as the identification of the
artist with the means of work. The camera
shoots Martinis performing by winding
magnetic tape around his head. In the
processes of reproduction, similarly to
TrbuljaK’s scissor cut, an occurring error
in the recording is the result of the direct
intervention and handling of the tape.
Sanja Ivekovi¢ realized a couple of notable
works in Motovun, among which a special
place is taken by Make up - Make down and
Instructions no. 1, works structured as a
form of video performance, problematizing
the issues of female identity, the role of the
media and the imperatives of beauty. When
female artists, empowered by the strategies
of self-representation, started representing
their own body, they gave way to attempts
to transform the dominant policies of
representation (power). The constitution
of a female subject becomes a personal
performative act, pointing to the fact that
a woman represented as a sign functions
in the visual culture and that ways of
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representation structure and control her
definition in society. Since the 70es the
activity of a feminist oriented theory and
practice, mainly around film theory, started
deconstructing the viewing strategies.
Feminist discourses tried to point out
that the body viewed as an image and
represented with still (photography) and
moving images (film and video) is an iconic
field subjected to an active male gaze.

In Fall and loss of a dear family, Luigi Viola
uses portrait photographs usually used

as a standard means of identification in
documents, making them the focal point
of his work. In his work based on the
relationship between the still and moving
image, the used photographs function as
“found” objects and play the role of the
protagonist, in a performance of falling
down from the shelf or stage, seen as a
performance of unstable identities and
interpersonal relations.

Michele Sambin in his video work Un
suono a testa, shoots portraits of single
participants of the Motovun workshop.
These framed portraits are each given

an individual sound, engaging two basic
constituting elements - that of image
and sound, face/portrait and appointed
musical score - into a specific relationship,
and the meaning they produce. Editing
techniques are used to intervene in the
linear flow of images and sound, shaping
a fragmented sequence structure of
repetitions, jumps and cuts. Images and
sounds of various duration are used

to create different combinations, new
relationships, moods, emotions and
structure of the work, while the way

of production and work - a common
participation of the protagonists can be
seen as a metaphor of the whole meeting.
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ANTICIPATION

The Motovun visual arts meetings are a
series of events we should return to in order
to review it and understand its importance.
It was a project that anticipated certain
models of production, of collective work,
processes of internationalization of the
Yugoslav art scene and international
cooperation we today take for granted. At
the time these were pioneer, innovative
models of workshop production of (new)
media art, through collaborative processes
of the production of a work or art, artistic
residences as places for joint work and
temporary residence, places of temporary
and intense learning and exchange of skills
and knowledge. The Motovun meetings are
important to see the transformation of the
technological and production paradigm.

In addition, it is a loose constitution of

an archive of the production of fragile
media, pioneer video works of anthological
importance and documentation that
follows the cooperation of artists and
institutions. The Motovun meetings take
part in the mapping of the discursive space
pointing out the potentials of video art and
transnational networks as possibilities for a
new generation of artists and curators.
Today we can say that the meetings in
Motovun have, in a way, never stopped

or lost continuity but simply transformed
in time. The visual arts meetings lost the
form they had at the time but with the
summer school of architecture and the film
festival, Motovun remains a meeting place
of culture, artists and art. This exhibition

is a reminder of the fact that the Motovun
meetings yielded some of the most
significant works in the history of video art
in the cultural area of the ex-Yugoslavia.
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