b: na Cije ime?
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Zahvala za ozdravljenje
djevojcice Ane Andricevic iz
Perasta, 1640., zavjetna slika,
tempera na drvu, Svetiste Gospe
od Milosrda, Dubrovnik, 2023.,
digitalna fotografija, Marko
Ercegovi¢

5,6,7,8,12,32
Kamene povrsine, Pustijerna,
2019, sken, Ana Husman

9,71

Dubrovacke zavjetne plocice/
votivi iz fundusa Dubrovackih
muzeja, Zbirka metala, 18.i 19.
stoljece, digitalna fotografija,
Bozidar Gjuki¢

13,16

Macka Anastazija, Knezev dvor,
2019., CB analogna fotografija,
Ana Husman

14,15

Hotel za macke, Pustijerna,
2020., digitalna kamera, Ana
Husman

15,16

Kuc¢ice za macku Anastaziju
koje su izradili gradani
Dubrovnika, macka Anastazija
u razli¢itim situacijama, 2019.,
CB analogna fotografija, Ana
Hus$man i materijali preuzeti s:
https://www.facebook.com/
kneginjanastazija (16. 5. 2024.)
https://www.facebook.com/
michel.sevelo (16. 5. 2024.)

17

Macak Bili, Knezev dvor, 2019.,
fotografija mobitelom, Ana
Husman

18

Skulptura lava, Gruz, 2019.,
fotografija mobitelom, Ana
Labudovi¢

19, 20

Izvadak iz pete knjiga Statuta
grada Dubrovnika iz 1272.
godine, 2019., sken, Ana
Husman

21

Dubrovacka luka, stambeno-
poslovni objekti u izgradniji,
Gruz, 2019, fotografije
mobitelom, Ana HuSman

22

Macke, Pustijerna, 2019.,
fotografija mobitelom, Ana
Labudovi¢

23

Tlocrt arheoloskog lokaliteta

u Pustijerni iz arheoloskog
snimka postojeceg stanja, 2008.,
preuzeto s:
https://zod.hr/obnova_
dubrovnika/arheoloski-lokalitet-
pustijerna/ (30. 6. 2024.)
Fotografija aktualnog stanja,
Pustijerna, 2019., fotografija
mobitelom, Ana Labudovi¢

24

Svetiste Gospe od Milosrda,
Dubrovnik, 2019., sken
fotografije mobitelom, Ana
Husman

41

Drvena kutija s uzorcima tla
sondiranih na kat. ¢es. 514/1,
514/2, 517/2, donedavno
definirane kao $uma, Boninovo,
2019., sken, Ana Husman

42

Primjeri mramorizacija,
Knezev dvor, 2019, fotografija
mobitelom, Ana HuSman

43

Primjeri plasticnog kupaonskog
pribora i podova u apartmanu,
Boninovo, 2019,, fotografija
mobitelom, Ana Husman

44

Primjer apartmanske teflonske
tave, 2023, fotografija
mobitelom, Ana Husman

45,46,47

Fragmenti PVC vrata, prozora

i sl. koristenih na razli¢itim
objektima, Dubrovnik, 2019., CB
analogna fotografija, fotografije
mobitelom, skenovi, Ana
Husman

48,49

Gradiliste novih zgrada,

parketi, beton, Gruz, 2019., CB
analogne fotografije i fotografije
mobitelom, Ana Husman

52,53,54,55

Kat. ¢es.514/1,514/2,517/2,
donedavno definirane kao
Suma, kutije suzorcimartlai
sonde, Boninovo, 2019., CB
analogna fotografija, fotografije
mobitelom, Ana Husman

56

Kamen u $umi iznad Opce
bolnice Dubrovnik, 2019.,
CB analogna fotografija, Ana
Husman

57,58-59,60-61,62-63,
66-67,68,79

Uzorak kamena sondiranog na
kat. ¢es. 514/1,514/2,517/2,
donedavno definiranim kao
Suma, Boninovo, 2019., digitalna
fotografija, Ivan Slipcevi¢

64-65

Uzorak kamena sondiranog na
kat. ¢es. 514/1,514/2,517/2,
donedavno definiranim kao
Suma, Boninovo, 2019., CB
analogna fotografija, Ana
Husman

69

Zahvale za spasavanje nakon
torpediranja u Velikom ratu
posade broda RAD, J. Seits,
1940., zavjetna slika, tempera
na drvu, Svetiste Gospe od
Milosrda, Dubrovnik, 2019.,
fotografija mobitelom, Ana
Husman

70

Zahvala za spasavanje od udara
groma, G.R. 1790., zavjetna slika,
ulje na platnu, Svetiste Gospe
od Milosrda, Dubrovnik, 2019.,
fotografija mobitelom, Ana
Husman

71

Dubrovacke zavjetne plocice/
votivi iz fundusa Dubrovackih
muzeja, Zbirka metala, 18.i 19.
stoljece, digitalna fotografija,
Bozidar Gjuki¢

72-73,75

Palme, vrt pored ljetnikovca
Petra Sorkocevic¢a, 2019.,
CB analogna fotografija, Ana
Husman

76

Suma iznad Opée bolnice
Dubrovnik, 2019., fotografija
mobitelom, Ana Husman

Korice
Kolaz, sken, 2022., Marko Tadi¢ i
Ana Husman
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Opsjednuta Anna Di Francesco Andrichdvich poslana je nakon mnogo
molitvi u Crkvu Gospe od Milosrda u Dubrovniku gdje je trebala
povratiti komadi¢ celika. U wvelja¢i 1640. godine Anna je ¢udesno
oslobodena i crkva dolazi u posjed povracenog Celika, koji ¢uva i danas.

After many prayers, the possessed Anna Di Francesco Andrichdvich

was sent to the Church of Our Lady of Mercy in Dubrovnik in order

to be liberated. There, she was expected to throw up a small piece of

steel, and in February of 1640 this miracle came true, and she was

freed. The church came into possession of the piece of steel and still
keeps it to this day.
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MOJE IME JE CVIJETA, MOJE IME JE
MARUSA, MOJE IME JE ANASTAZIJA,
MARCELA, BILI, NIKOLA I MIHO, MOJE IME
JE SVAKO IME IZ OVE RADNE BILJEZNICE.
SVAKI SAM LIK I SVAKI PREDMET KOJI
SE SPOMINJE. JA SAM I GRAD I KLUPA,

I PVC VRATA SAM, ZID KOJI SE SAM
URUSIO, POSJECENA PALMA I MACKA
KOJA ZIVI PRED DUZDEVIM DVOROM.
KAMEN SAM SA STRADUNA, SVAKA PETA
I DPON KOJI NA NJEGA STAJE, TEFLONSKA
TAVA U NOVOUREDENOM APARTMANU
I PLOCICA KOJA IMITIRA DRVENI POD.
INVESTITOR SAM ZLA KOJI NE MARI ZA
GUP I VODOVODNA CIJEV U DOTRAJALOM
STANU, VODA KOJA KROZ NJU ISTJECE
U CASU POPRIMAJUCI NJEZIN OBLIK.
GUTATE ME USTIMA I HRANIM VASA
TIJELA, KRVNA SAM STANICA I KALCIJ
I ZELJEZO 1 KALI] TE KRVI, OTISAK
PRSTA. POTPIS SAM NA UGOVORU
I NESTALA PJESMA PJESNIKINJE.
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MY NAME IS CVIJETA, MY NAME IS MARUSA, MY
NAME IS ANASTAZIJA, MARCELA, BILI, NIKOLA,
AND MIHO, MY NAME IS EVERY NAME IN THIS

WORKBOOK. I AM EVERY CHARACTER AND EVERY
OBJECT HERE. I AM THE TOWN AND THE BENCH
AND THE PVC DOOR, THE COLLAPSED WALL, THE
FELLED PALM TREE, AND THE CAT THAT LIVES IN
FRONT OF THE RECTOR’S PALACE.

THE PAVING STONES ON STRADUN, EVERY
HEEL AND EVERY SOLE THAT STEPS ON THEM,
THE TEFLON PANS IN THE NEWLY RENOVATED

APARTMENTS, AND THE FLOOR TILES IMITATING
WOOD. I AM THE INVESTOR OF EVIL WHO
DOES NOT CARE ABOUT THE GENERAL PLAN
AND THE WATER PIPE IN THE DILAPIDATED
APARTMENT, THE WATER THAT FLOWS
THROUGH IT IS POURED INTO A GLASS AND I
TAKE ON ITS SHAPE. YOU SWALLOW ME WITH
YOUR MOUTH AND I NOURISH YOUR BODIES, I
AM A BLOOD CELL AND THE CALCIUM AND THE
IRON AND THE POTASSIUM OF THAT BLOOD,

A FINGERPRINT. I AM THE SIGNATURE ON THE

CONTRACT AND THE LOST POET’S POEM.
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MACJA KUCICA

U stan mi stalno ulazi jedna macka, sivo-Zuta joj je

glava, bijelog je tijela Zutih mrlja, sivog repa, krmeljavog

oka. KruZi oko moje noge, tapka u mjestu, kaZe ,,mijau®,

pa prede. Zadovoljna je i mirna, pojede dvije Zivotinje

tjedno, drZi red medu misevima. Prepredeni predator

ima svoje navike kojima navodi stanodavce na ustupke.
Ustupajuc¢i mackama, oni mijenjaju prostorne namjene.

Tako je osmisljen catio — aneks koji omogucava macki da
istovremeno i je i nije vani. Zastitne mreZe, zaStitne ograde,
zastitni zidovi Grada. Utekli su ljudi jer im je bilo skupo i loSe.
Instalacije su derutne, klime bruje, turisti zakréuju ulaze, ulice
i prolaze. Pobjegli su urari, tapetari, krojacice, staklorezadi,
veterinarke i tiskari. Cini se da bi i kuce otisle da mogu.

Moze li se kuca odseliti? Poput one kuce iz Nazareta koja je stigla
na ¢udesan nacin na trstasko brdo gdje je boravila tri godine i
potom se, nekim ¢udom, preselila u talijanski gradi¢ Loreto.
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CAT HOUSE
A cat keeps coming into my apartment, its head is gray-
ish yellow, its body white with yellow spots, a gray tail,
and crusty eyes. It circles around my legs, taps in place,
says meow, and then purrs. It is satisfied and calm, eats
two animals a week, and keeps the mice in check. This
cunning predator has its habits, and these habits led the
landlords to make concessions, conceding to the cats the
desire to repurpose their own spatial intentions. That’s
how the catio was designed — an annex that allows cats
to be both inside and outside at the same time. Protective
nets, protective fences, protective city walls. The people
fled because it was expensive and bad, the installations
were run down, the air conditioners too loud, the tourists
clogged all the entrances, streets, and passages. If they
could, the houses would flee too. Like the house that mi-
raculously arrived on Trsat hill from Nazareth. It stayed
there for three years and then miraculously moved to the
Italian town of Loreto.
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MACKA ANASTAZIJA
2005. - 2023.
Zivjela je u DuZdevu dvoru, odnosno
pred njime. Nakon raznih neuspjelih
pokusaja udomljavanja prosle su joj
godine tamo napravili kuéicu, stilski
posve odgovaraju¢u DuZdevoj paladi,
s mesinganom plo¢icom s imenom.
No gradsko komunalno redarstvo
naloZilo je uklanjanje kudice prije po-
Cetka turisticke sezone.
Zaposlenici Muzeja grada Dubrovni-
ka su je maknuli, a gradani se uzru-
jali. Negodovali su te iz protesta loSe
ocijenili Muzeje na Facebooku. Nista
nije pomoglo. Iz Muzeja su ovako
objasnili: “Pa ako smo legalisti, onda
trebamo postivati zakone. Matkama

se nista nije dogodilo, one su i dalje tu.

Jedini problem su nastambe koje je
netko odlu¢io da ih treba tu staviti.”
Tako su Anastaziji gradani svaki dan
donosili novu kuéicu u kojoj bi no¢ila.

ANASTAZIJA THE CAT
2005-2023

Lived in the Rector’s Palace, or rath-
er, in front of it. After various unsuc-
cessful attempts to adopt her, last
year they built her a house there,
perfectly matching the style of the
Rector’s Palace, with a brass plate
with her name on it. The municipal
authorities ordered it to be removed
before the start of the tourist season.
The employees of the Dubrovnik City
Museum removed it, and the citizens
protested — they gave the Museum
poor ratings on Facebook in protest,
but it didn’t help. The Museum of-
fered this explanation: “Well if we
are legalists, then we need to respect
the law. Nothing has happened to
the cats, they are still here. The only
problem is the cat shelters that some-

one decided to place here.”
So, since then, the townsfolk brought
a new house for Anastazija to spend

the night in every evening.
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MACAK BILI KASNIJE ZVAN DULE
2002.-2017.

»Branio je ulice, odgajao i branio tude ma-
Cice, tukao se za svoje i s najvecim psima,
ubijao je pantagane da ne bi isle po por-
tunima i sijale bolest, pozirao je i hodao
ponosno pred svim drZavnim vrhovima,
odabrao je ulicu, ali i ulica je odabrala nje-
ga. Ljudi su ga zavoljeli, na Gundulicevoj
poljani su ga tretirali kao kralja. Imao je
karizmu i nonsalantnost s kojom bi, za
razliku od ostalih, usetao u bilo koji kafié,
KnezZev dvor, pekaru pa nekad i u butigu, a

nitko nije imao hrabrosti re¢i mu $ic!
Ovako je prije tri godine o svom macku
Bilome, kojeg je Grad prozvao Dule, pisala
Marijana Kohn. Danas Duleta viSe nema,

kako kaZu - rastrgali ga neciji psi.

BILI THE CAT, LATER NAMED DULE
2002-2017
“He defended the streets, raised and pro-
tected other cats’ kittens, fought off even
the biggest dogs, killed rats so they couldn’t
get past the gates and spread disease,
posed and strutted in front of all state of-
ficials; he chose the street, and the street
chose him. People loved him, they treated
him like a king at Gundulieva Square.
He had a charisma and nonchalance that
allowed him, unlike others, to stroll into
any café, the Rector’s Palace, any bakery,
or sometimes even a boutique, and no one
had the courage to shoo him away!”
This is how Marijana Kohn wrote about her
cat Bili, whom the Town named Dule, three
years ago. Today, Dule is no more; they say
he was torn apart by someone’s dogs.
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E
O podijeli ulica

Dluhudtt’rﬁebiiﬂhﬂhn]dnwm,nd[mjmﬁmwm
8 jedne strane ubice imaju jednu tredinu te ulice, a druge - fto su s druge sirane
ulice - dirugu wecinu; preostala wecing jest opdinska. | da svatko mode na svojoj
tredini napraviti terasu | kameno ili drveno stubiite kako bude htio, te viaea za
swhikte i za kenobu; polovics neba pripada jednoj a druga polovica druge
strani. Ako pak te kuce imaju stara kamena stubidta, da uvijek ostany u tom
smanju, bilo da ta stubidta imaju manje. bilo vide od trecine, a kude koje imaju,
manje ne mogu ih prodinit; uvis th pak mogy podignut koliko budu hyjeli Ako
ih pak budu htjeli obnovit, neka ih obnove onako kake su bils od stasine, Ali
ako bi staro stubidse bilo doveno pa ga visanik bude htio zmijenit o kameno ili
obnoviti u drvu, mode uzeti do tredine, a ne vile, lako je u starini zauzimalo
manie ili vide od medine.

IL
O kucama kojima krovovi imaju pad prema brdu

Sve kute kojima krov ima pad prema brdu i sve ubice koje idu o mora prema
b.rdu.rrmgumtiipowwjuiva{ilpuﬁﬂmﬂﬂtuodhmnuuﬁnddwlmjgdnui
tredini ulice, a svaka strana ima polovicu nadwvoda. Takoder treba znaei da
nadsvade treba bis podijeljens u visinu tako da se onuda moge pronosit baéve
i batvice i da #ene mogu na ghavi nesit kablice. Aka bi se pak u ulicama |
kudama koje idu od istoka prema zapadu, htjelo iznova napraviti terasu, neka se
napravi langobardska terass, o ta neks ima jednu vanplku stubu A gdie je od
staring bilo stubifte ili zavrdetak subidta, neka zavrietak ostane kako je bio od
starine.

111,
O prozorima i balkonima
Svatko moke na svom zidu ili sa svom dijelu napravid prozor il balkon, osim

aka 3 druge strane nasuprot, to jest po sredini, postoji prozer il balkon: tada,
nakme, ne moke pravit balkon ni prozor.

KNJIGA FETA

Iv.
0 kanalizaciji
ek svaki dio kuce ima udio u kanalizaciji, 1 jest onolike kelike taj dio kute
zahvaca od zajednitke kanalizacije prema &itaved podjeli. Vrata pak nasuprot, to
jest sutelice drugim vratima, ni prozor sutelice drugom prozery, ne modbe se
pravid, a jednake take nitko ne mode pravith prozor nad tudom kanalizacijom
niti kuhinju nad svojorn kanalizacijom.
V.
O gajfima i kuhinji

Swala kuda mode imati na svojoj palovic wlifnog nadsvoda gaif | u tom gajfu
kuhinju, ali tako da cdatle voda ne prka po putu.

VL
O sularima
Mitko ne maze graditi sular nad krovam tude kude,
VIIL
O dteti nanesenoj susjedu prigodom gradnje

Tho god gradi u viginu nn svome, dufan je popravit | nadoknadit Steru koju
namtie svome susjedu.

VIIL
O zajedniékom ridu

Ako bi netko htio osioniti svoju gradnju na zajednitki zid, dufan je za
onoliko koliko se bude oslonko na taf zid platiti viasniky mudeg dijela prema
anomu St procijend pevierenstvo odredeno od gospoding kneza i njegova Suda,
Ali ako se ne bude htio csloniti na taj zid, neka gradi na svomu, ostavijajud
razmak od jedne stope do tog zida.

ENIGA FETA EMJIGA FETA
X Nmmhumimdlnebudtmﬁn:wiumdlvikwhgnduieumdr
\ traditi nikakova prava.
O zabrani gradnje blizu novog zida

HNitko ubuduée ne mate graditi kod blizu novega gradskag zida, ni iznuma
ni irvana, do na tr seknja. A ako netko ima zemljilte unutar tog prostora,

Opcina ga je dukra otkupiti ili mu dati zamjenska zemljite.
X
O kucama koje su prema pudini

Odredujemao da prve kude koje su prema puini, moraju okrenuti svod (nad
ulicom) prema putini i prema brdu, a sve ostale neka okrenu svod prema brdu i

Mhmlﬂ:mdnpﬁ.&ngzidn.
XI.
O drvenim gradevinama

Stasi je obitaj da nifedna drvena gradevina ne odreduje stabdan granicu

XIL
Prodavatelj nekretnine ne moze o njoj biti svjedok

Prodavatelj neke nekretnine ne mode o njof bit sviedok za kupca kojem ju je

predan, niti protiv njegs.
XL

O onomu koji izvodi radove na kud ili kudétu
koje je kupio

Me heijuci da netko f neznanja zbog zastare lzgubi pravo, odredujemo da
ako netko na svojo] ki i svom zemljidtu izvede gradnju u kamenu § vapnu,
drugoga, onaj kofi ima trafiti svoje pravo, mode

podnijeti tukby | u roku od owam dana nakon dto dozna da je ta gradnja
izvedenn, trafiti svoje pravo kao da t gradnja i nije izvedena. A ako se netko u

dime bi ugrozio nekoga

XIV.
O onima koji itite prodane stvari {od evikeije)

Prodavacel] koji proda lostu ili kucilee, dufan jo prema nadelu pravitnoss,
dak fe v, tu stvar Stititi od evikeije. Al ako se onaj koga netko doit od evikeije
bex njegs upusti u parnicu, taj ga vide nije dukan $tititi, Kupac pak keji kupi neko
imanje ili nekretiny, ako mu netko asporava pravo na to, dukan je dokazas kako
je dodac u posped ili stekao o imanje B nekretninu.

XV,
O gradnji pedi

Tho kupi kucu @i kedite, ne mode za svoga #ivor o njoj praviti ped. Mo
nakon njegove smrti, njegov batinik 1w mode wlinid. Svatko naime mode na
weoaj odevinl dinit dto hode. Onaj tho izmedu sebe i susjeda ima drveni
pregradni zid, takoder ne mode graditi ped.

XVIL

O radovima na drvenom zidu
izmedu dvije kude

Ako izmedy dvije kude postodi zajedniZid drvenl zid, pa ga njegov viasnici
ushtjedny napravid od kamena, neka temel] toga zida bude na zajednitkoj
zemlji, to jeat ncka se 3 prdne swane ostavi toliko zemlbje koliko i s druge, a neka
radowi budu na trodak obiju strana. Ako pak jedna strana zbog siromadiva ne bi
mogla snositi troikove potrebre 23 viastiti dio, neka ga douga srana, koja to
mode, aspravi na svoj rodak, ali tako da je druga strana dukss, na ocanowi
mmm.wnwﬁdinﬁmmmhu'&mh&mgh'
hedemo da bude prepulitens prosudbi kneza i njegova Suda s tim da onaj kaji je
dulan nadoknaditi ne bude primoran u tw wrhy prodavati neito od svoje
imevine. A swe ovo napsijed cefeno rijedi | kad je zid medu tim kudama od
kamena, ali rubevan te postofi bojazan da de pasti, pa se taj zid obnavi
zajednidkom voljom obiju strane. Al ake modda onaj koji moge snositi tragkove
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ne bi htio gradid waj =id, gospadin ée knez s svojim sruditi
rult\-m1smadiilmlmuwngmg“hu_“ Snsm o 1

XVIL
O starim | rufevnim gradevinama
Adeo nieka ks uz put il ulieu bude imala tako star | rufer. zid da ee ljudim
m.::&p ¢¢ lako pasti, neka gospodin knez sa svojim Smnl;odtm:mm
pa n:hwpmﬁkummﬁﬁ u;:idlliwudvhqﬂnw

ako ga sami viasnici ne budu htjeli ojatati ni ob gospodi
knez dat ée ga sruditi da nekomu ne nadkod] < e

XVIIL
O temeljima nadenima pod zemljom

Temelj naden pod zemijom il na razini neka
keajemm omog zemljidta na kojeen sc nade. FHACKR St oo

XIX.
O okretanju kuénih krovova
mmummtmmﬁmmmmmhmﬁmu

nabme kits slijevala | padala na kudu njegova sus keow
o s ui s jegova susjeda, nego mors stajati

XX,
Omliliﬁmuhi-mbvmpmdlkogddl

hwz:ﬂlnwmhmp&hgdﬁmhﬁmpmhh!h
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XLI.
O ulicama

U mewim okolnostima poorebna su nova redenja. Jer je, dakle, p-nﬂoqn:]wh
gradu Dubrovniku pripojen drug, novi grad kogi se dosad zvade
ﬁmfzmduhhhdmﬁenhmlmwmm
zakanoon, koji treba ostati na snazi za sva viemena, odredujemo da wlics koj
dolazi od Lavijih vrata ide ravno do Poljanc, & ulica kojs dolazd od Mengetic.
vrats da ide kako ide do Poljane, & ulica koja dolazi od veata Celenge da id
ravno do ulice #to je pred Kadtelom, A ubica $to je izmedu kode Marina Villanij
i Miha Bintuljevica, koja iglazi na Ulico svib svetih, dto ide do vrata gradsko;
zida, da mora cotat] kako jest. Ulica pak koja dolazi od vrata $to s isposd kud

de Pissing da (de mvee do Poljane, a ulica $to ide do crkve Svih svedd]
da ide ravno do wvrata gradekog zida, a da ulica Viata od dorte ide ravno da

te Ulice svih svetih, koja ide do vrata gradskog zida. A da ulica dn
izlazi od Ulice swih svetih, koja je izmedu vrta nadbiskupije | vres dum heana, id
mvno do Pudeva. Sve prije redene ulice neka budu diroke dever pedalja. A ulie
dto je pred vratima Kadtela | ide temedu kode Srda i Vicala Glede neka ide ravms
ispod opdinskog puta, koji su obitno zvali puéem od criove, pa izmedu toga pul
i wrta crkve Svih sveth neka ide do opcinske ulice B0 s spudta blizu relen
aive Svih weetth, A ulica deo ide od Dujmove pekare neka od te pekare id
prema zapadu ravnom crtom do ulice koja se spudta od Mengetica vrata i nek.
ko ravno ide istoku sve od te pekare do opdinskih dudana ko ®i n
Poljani. A ulica #to delazi od Vrata Celenge do crkve Svih svetih neka ide prem.
istoku do ulice koja je pod zemljiftem Matie Menletida. Te pak ulice neka bud:
firoke Cetmaest pedalja. A oni kol sada posjedisju nedto zemljidta kuda idu ubic
neka nad tim ulicama mogu praviti svodove; tho, medutim, odsad vbudude kap
dotitna zemljiiea, ne moke pravit te svodave. A od svib drugih posjeda vissnic
e jedan drugomu dati prolaz; ako sc ond ne mogny tzmedu sebe nagodit, nek.
gospodin knez sa svojim Sodem naredi da susjed susjedu dade prolaz | za 2
prolaz odredi platiti naknadu koju edijeni pravednom.

XLIL
O stubistima

Nijedna kuca u predgradu ne smije imati stubidte rvan kude, pa tho god bud
imao takvo stubidoe, peka plat globy od jednog perpera.

KNJIGA PETA

podignut vinograd idupati nasad bez ihakve ftete Il kazne, pa neka se posli
parniéi s onim koji je na tof zemljl posadic lozu. A ako b se dogodilo da izgubs
parnice onaj koji je iiupso nasad, nadoknadin e dtens 2 bnghpani.lum
nasada loze. A ako taj ne htjedne fupad nasad, mode tjekom godine u kojoj

mqunmmmmhr,;ubimlm&mmkmﬁmﬁm

i podizanjs vinograda bio odsutan iz Dubrovmnika; tada,
nalme, mote podnijet tatbu o roku od detirl mjeseca kad god se vraty, i nela mu
podizaniem vinograda ne bude nanesens izeta. Ako pak u tom roku ne ustane
nutbom, neka izgubi svoje pravo | neka se njegov zahtjev vile ne razmatra
makar u tam poku otifso iz Dubrovnika § ne vratio se u prije spamenuinm roku.

XXMV,
O oglagivanju stvard koja se ima prodag

R

ﬁkumﬂmn:hﬂlbﬂ:&hﬁnpﬁnﬂldnﬂhﬂtﬂmp&ulmlmn‘hﬂu
cijeni, odredujerna da se ta prodaja, prije nego se ona izvrdi i isplati cljena, pa
nalogu gospoding kneza mora mzglaiti po Gradu a to ogladivanje upisati u
opeinsku knjigs, Nakon toga oglafenja nela ugovoreni iznos bude i mjeseca u
pologu; ako u tom roks dode petke pa dolade da je prodena stvar bila
opeeredena dugom prema njeem, neka se namin 2 te cijene. Ako e pak u tom
roku ne pojavi nijedan osporavatell neka se ) jznos dade prodavateliu &
zahtiev nakon toga wloden protiv kupea neka se ne razmatrs, ceim ako taj
asparavatelj, to jest onaj koji kade da je prije relona stvar opteredens dugom
prema njemu, o veijeme prodaje | razglaiivana nle blo o Dubrovniky: tade
nadme mode, kad god s veatl u roku od godine dana, pokrenuti spor protiv
kispea i traditi svoje pravo. A ako se 1y tjekom godine dana ne oglas, ne mode
nidea zahtijevat od kapea, osim dto ostaje netaknuto njegovo vierovnitko prava
spram dubniky u svakom slefaju glede njegeve ostale imovine. Prodaja pake
utinjens protivag ova| ndmdhl. nigts ne vrijedi,

U wrijeme pl ks di
dubrovackoga, p{:ummupnpuduruhlml‘hﬁwu wijecu bilo je odredeno das
gospodin knez nijfe dutan silvts kupce posjeda da iznos djene polode u kemona
ako to ne bude po zahtievu prodavatelja.

U wrijeme vrlog witeza gospodina Manna Bad kneza dubrovatkoga,
dnd-nniediupﬂd&uhmputniphhmhniunmnn}uuphtwﬁwr
prodaje, | da stoje i mjeseca.

Marina Morosinija, knezs

C
Godine Gospodnje tisutu tristo sedamdeset druge, desete indikcije, dvadeset

tredeg dana mjeseca rojra, mi, Didive Gradié, knez Opéine dubrovadke, voljom.
Malog i Velikog vipeda i uz cdobravanje puka okupljena, po obéfaju, na gl

KNIIGA PETA

XL
O septickim jamama
Hoteme da septicke jame looje 1o u predgradu moraju bit pod sembjom, a the
u predgrady bude imao septitke jame iznad zemlje, da plas globu od pet

perpera; one pak septitke jame Mo su n Gradu, da se svakih deset goding Siste
na trodak vissniks i da s za 1o aberu opdnski shatbenici.

XLV,
O shubenicima koje treba izabrati za zemljifta § ulice

Naredujema da se svake godine izaberu trofica panapvesaiil [padi kel ée bigl
zadudend za zemljibia | ulice, | da nitko ne mode zidat kudu, osim kad s
nazoni oni ili baremn dvofics od afih; ncka se kuda acrts i neka se gradi v tim

Rranicama,
XLV,
Kako treba svoditi vodu mlinova
Imajuci u vidu opéu korist, da se svake godine prvog lipnj
voda mlinova svede i skupi u i:dmﬁirhll.ivﬂu:ndgd-}:u naime dva ﬁl.“l:

tako da se dobit koju de imat mlinarl od relenih mbinova podijeli izmedu
wlasnika svih mlinova.

Zavrlava pets knfiga, potinje festa
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Irena Bekié
FORENZIKA PRAZNIH MJESTA

Znacajna odsutnost

Pustijerna je polaziste, gabarit dijela grada koji nedostaje.”

No, negativ tijela nije samo prazan prostor ve¢ i problemati¢no mjesto — viSak
koji opterecuje gradsku strukturu. S druge strane, istovremenost suprotnih
optika koje u istoj konfiguraciji vide manjak, odnosno visak, izgraduje novu
plasti¢nost koja objedinjuje prostor i vrijeme, predmet koji se proucava i
pogled na njega. Ta plasti¢nost podrazumijeva sloZenu cjelokupnost naci-
njenu od krhkosti i nepouzdanosti. Rije¢ je o obratu u kojemu je pogled, nacin
ili, bolje reci, proces propitivanja predmeta jednako nepredvidljiv, uzbudljiv i
unaprijed nepoznat kao i sam predmet. Pritom mislim na umjetnicki proces
Ane HuSman i njezinih suradnica Ivane Mestrov, Ane Labudovi¢ i Dubravke
Sekuli¢ te Marka Tadi¢a, koji u predmetu svojeg istraZivanja — Pustijerni —
traZe mjesta oko kojih ¢e ga strukturirati, gradeci proces kao strukturu koja tu
strukturu ukljucuje.

Projekt Radna biljeZnica: Pustijerna, kako su ga definirale autorice,
sistrazuje transformacije javnog i stambenog prostora grada kroz vizure
i figure onih za koje grad nije misljen.“ Ve¢ u toj polazisnoj tocki one
uvode konfiguracije koje u strukturi ne postoje i koje su se u nju uvukle
kroz propusna mjesta gradeci vlastite taktike prolaza. Tako zadan pred-
met labilna je i narusena struktura, pa istraZivanje podrazumijeva rekon-
strukcije i obrade temeljene na prepletanju nove mreZe koja ¢e premo-
stiti prazna mjesta, a u koju se ravnopravno uplecu povijesna znanja,
dokumenti, pretpostavke, osjecaji, materijalnosti, sadasnjost i proslost.

Linije koje ¢e se povezati i one koje bjezZe na samom su pocetku istra-
¥ivanja nepoznate. Sto e se dogoditi, koji Ce totaliteti biti zahvaceni, a
koja znacenja propustena, otkrivat ¢e se u procesu. Proces je rad.

Na isti na¢in pokusavam graditi ovaj tekst.

Pisanje o umjetnickom radu vidim takoder kao proces otkrivanja, zahva-
¢anja strukture razotkrivajudi je nuznim simplifikacijama, ali i viSe od toga
kao rastvaranje vrata, propustanje pogleda. Moj je posao sapeti rad, prevesti
ga u jezik. Prenijeti, pokusSati mapirati, dati da se osjeti i onaj neizrecivi osta-
tak, kao i pokretacki autorski nemir, Zudnja je koja i mene pokrece. Zato se
pokusavam pribliZiti autori¢inu ociStu, smjestiti se u tocku koja ga dodiruje.
Oplahnuti ga, a ne usisati. Ako zahvatimo isti kut, hoce li mala udaljenost
izmedu dviju tocki gledanja osloboditi dodatna znacenja? Hoce li u jednom i
stvoriti i nagristi strukturu?

Citam Jacquesa Derridu: ,Pomalo nalik arhitekturi nenastanjena ili
ugasla grada, $to ga je neka prirodna katastrofa ili umjetnost svela na kostur.
Grada koji viSe nije nastanjen, ni jednostavno napusten, nego ga salijecu
znacenje i kultura. To salijetanje koje mu ne dopusta da ponovno postane

1 Neobnovljeni dio grada Dubrovnika nakon potresa 1667. godine danas je zapusteni
arheoloski lokalitet.
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prirodom, opcenito je mozda nacin prisutnosti ili odsutnosti same stvari u
¢istom jeziku. (...) Nema, dakle, nieg paradoksalnog u tome da strukturali-
sticka svijest bude katastrofi¢na svijest, istodobno rusena i rusilacka, dekon-
struirajuca, kakva je svaka svijest ili barem dekadentni trenutak, razdoblje
svojstveno svakom kretanju svijesti.“? Iznenaduje me i odusevljava podudar-
nost metafore! Kao da se radi o dvije strane zrcala koje su se slu¢ajno i neoce-
kivano poklopile. Neka taj (literarni) usud bude (vec jest) i moje polaziste.
Pustijerna. Grad.

U sredistu su interesa transformacije gradskog prostora. U novijoj povi-
jesti one su povezane s gentrifikacijom i turistifikacijom Grada?®. Vise nego
prostor za svoje stanovnike i stanovnice, Grad je postao kulisa za turisticke
razglede. Umjesto grada na sceni je njegov simulakrum. Lijepa i draga sloboda
kojoj je himni¢no pjevao pjesnik Gunduli¢ ve¢ je odavno uznica turistickog libe-
ralnog kapitala. U svim svojim oblicima kapitalizam je, kako nas u¢i Fernand
Braudel, struktura dugog trajanja. Tako ni Gunduli¢eva sloboda nije bila
oslobodena od ogranicenja i povlastica u druStvenim hijerarhijama. Tu temu,
presiroku da bih se ovdje njome bavila, uvodim kako bih naznacila kontekst
onoga o ¢emu govori ovaj projekt, strukturu strukture prostora koja utjelovljuje
odredenu drustvenu strukturu, prioritete i vrijednosti onih koji donose odluke.

Srusena u potresu 1667. godine i nikada obnovljena, Pustijerna je
zaustavila proslost u sadasnjosti. Prostor koji za¢udo nije prosao kroz arhi-
tektonske transformacije, a nije ga dotakla ni suvremena komodifikacija i
gentrifikacija — ve¢ ga, kao Sto bi rekao Derrida, salijece sa strana — ne uklapa
se, iskace iz strukture. Ogoljen, lakse otkriva prioritete onih koji ga kreiraju
sada, kao i prije. O prisvajanju i koriStenju prostora kroz prizmu politicke
moc¢i govori Leslie Kanes Weisman u manifestu Zeuska prava na okolis* 1zgra-
deni okolis i javni prostor ,uglavnom je plod muske bjelacke subjektivnosti.
Nije ni objektivan ni sveobuhvatno ljudski.“® Zensko kretanje biljezi drukéiju
drustvenu geografiju od one koju odreduje muski grad.® Da bismo Zivjeli u
boljem svijetu, potrebno je dopustiti onima za koje prostor nije misljen da ga
ponovno stvore.

Javni prostor sedamnaestostoljetnog Dubrovnika nije bio namijenjen
Zenama. Gospodarice ognjista, djece i ku¢anstava, s ograni¢enim imovinskim
pravima i kretanja suZena samo na poluprivatne konfiguracije susjedstva, nisu
javno, pa time ni politicki postojale.” Povjesnicari vole isticati rijetke primjere
u kojima su Zene uspjele javno djelovati.? No stoljec¢a Zenske povijesti ispisuju
drugu pri¢u. Zakonima podrZzana mizoginija ogranicila je slobodu, nadlezZnosti i

2 Jacques Derrida, Pisanje i razlika (Sarajevo: Sahinpasi¢, 2007.), 4.

3 Za stari dio grada Dubrovnika lokalno stanovnistvo koristi rije¢ Grad, koja se pise velikim
pocetnim slovom.

4 Tekst je preveden u okviru Biblioteke 0 opc¢enito kao dio ovoga projekta.

5 Leslie Kanes Weisman, Zenska prava na okolis: Manifest (Zagreb, Dubrovnik: Knjiznice grada
Zagreba, Pangolin, Art radionica Lazareti, 2020.), 15.

6 Zdenka Janekovi¢-Romer, Marusa ili sudenje ljubavi, Bracno-ljubavna pri¢a iz srednjovjekovnog
Dubrovnika (Zagreb: Algoritam, 2007.), 47.

7 lIsto.

8 Zdenka Janekovi¢-ROmer, Rod i grad, Dubrovacka obitelj od Xlll do XV stoljeca (Dubrovnik:
Zavod za povijesne znanosti Hrvatske akademije znanosti i umjetnosti, 1994.), 137.
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znanja Zenama osudivsi ih na Zivot bez javnog lica.® Izbacene iz sistema, utiSa-
nih glasova, ostale su onkraj njegovih rubova, bez tragova i zauvijek izgubljene.

Ipak, suvremene nas drustvene teorije uce da je i nemogucnost uspo-
stavljanja javnog tijela politika €injenica, a da politicki prostor ne ukljucuje
samo prostor trga. Ako se, kako kazu Hannah Arendt i Judith Butler, politicki
prostor stvara izmedu tijela, onda je pitanje gdje se nalaze Zenski medupro-
stori i jesu li oni mogli inficirati javne prostore okupljanja u koje Zene nisu
imale pristupa.’® Ili, na drugi nacin, a slijede¢i Butler: moze li ve¢ sam susret
tijela u prostoru biti izraz politickog pozicioniranja, ¢ak i onda kada se jos$
nisu formulirali zajednicki politicki stavovi i stvorile politicke agende?"’

Cvijeta

Dajte mi prostora u kojem postoji kut sa stolicom,
neko mjesto bez prolaznika i sudaca,
Zelim ponovno zamisliti svoj Zivot'?

Ovaj tekst koji izgovara Medeja u drami Ivane Sajko Biljeske s odigrane predstave:
Arhetip Medeja, monolog za Zenu koja ponekad govori i koji provocira i opovrgava
arhetipsku Zensku poziciju obiljeZenu krivnjom, buntom i zazorom mozda
bismo mogli u nekoj zamisljenoj aproprijaciji pripisati Cvijeti Zuzori¢. Nije,
naime, iskljuceno da bi ta renesansna pjesnikinja, pjesnicka muza, ljepotica,
dubrovacka Laura i Beatrice, htjela ponovno izmisliti sebe, upisati se u povijest
na drukéijim pretpostavkama. Nastojanje autorica projekta Radna biljeznica:
Pustijerna u zamisljaju njezinih tragova u Gradu i rekreiranju stvarne Zenske
prisutnosti opstruirano je izostankom dokaza. Sve je u vezi Cvijete Zuzori¢ pret-
postavka ili ne postoji. Nije sigurno da dva sacuvana portreta mlade Zene pred-
stavljaju nju, kako se uvrijeZeno smatra. Stihovi koje je napisala su izgubljeni,
dnevnici ne postoje. Ona Cvijeta koja je preostala zauzdana je u literarni motiv
proizveden muskom imaginacijom: ljepotica i muza. Nikad se nece saznati
kakva je doista bila, kakva joj je bila koza pod dodirom, ni kojim je ulicama
prolazila. Je li se osvrtala ili je koracala pravocrtno.

Ja sam izgubila najvise krvi,
Ja sam postala prozirna,
kroz mene se vide naslovi u novinama,
kroz mene je moguce procitati sitne brojke voznog reda,
kroz mene prolaze gradovi u kojima me nitko ne prepoznaye.
Anemicna Zena.
Nijema i bez svjedoka."®

9 Isto.
10 Usp. Dzudit Batler, Ka performativnoj teoriji okupljanja (Beograd: FMK, 2019.).
11 Isto.
12 Ivana Sajko, Biljeske s odigrane predstave: Arhetip Medeja, monolog za Zzenu koja ponekad
govori (u: Knjizevna republika: ¢asopis za knjizevnost, God. 1, 2003., 5/6), 12-17, 13.
13 lIsto, 15.



28

Ako se poravnanje zazorne ¢edomorke s idealnom Zenom renesanse,
intelektualkom i humanistkinjom ¢ini previse smjelo ili nesmotreno, valja se
prisjetiti da se radi o dvije suprotne pozicije muskog imaginiranja Zenskog
lika: fatalna Zena, guja, ubojica ili muza, ljepotica, opjevana renesansna gospa.
Obje su mogle prezivjeti u povijesti samo u slici koja je stvorena i odrza-
vana muskim pogledom. Stoga valja destabilizirati sliku i ogoliti slijepe pjege
pogleda, primjerice, iznova promotriti prostor kroz prazna mjesta ili ekscese
prekoracenja onih kojima nije namijenjen.

Zato skrenimo s puta. Prebacimo se iz Dubrovnika u dvoriste zami-
Sljenog sveuciliSta Oxbridge u godinu 1928. U tom prostoru posvecenom
znanju, kao u ,staklenoj skrinji kroz koju nije mogao prodrijeti nikakav zvuk,
a misli oslobodene svakog dodira s ¢injenicama (...) mogle su se slobodno
prepustati razmatranjima sukladnim trenutku“'4, jedna Zena — knjiZevnica
Virginija Woolf — vodena nitima klupka vlastitih ideja, intelektualnom znati-
Zeljom i osobinom prostora skrece sa §ljun¢anog puta. Prelazi preko tristo
godina njegovanog travnjaka ili, u drugoj situaciji, ulazi u knjiznicu. Woolf
opisuje kako ubrzo shvaca da je izvr$ila prijestup jer su joj odmah pristupili
uznemireni muskarci vracajuéi je u namijenjene okvire djelovanja. Njezino
je mjesto na Sljunku. Nije bila zamisljena da ulazi u knjiZnicu ili da hoda po
mekoj travi. Prostor znanja je muski privilegirani prostor, kao dubrovacki trg
ili ulica ili anticki polis, uspostavljen isklju¢ivanjem onih koje se konsenzusom
ostavilo izvan politicke mo¢i."® No Butler nas u studiji Ka performativnoj feoriji
okupljanja upozorava na zamku u koju mozZemo upasti ako previdimo i druge
sfere pojavljivanja i sagledamo Zivote iskljucenih kao depolitizirane forme
bivanja. Time, kaZe, prihva¢amo da su dominantna i kontigentna ogranicenja
ispravna.'® Vlastita soba, prema tome, nije tek metafora, ve¢ je prostor uvijek i
materijalna potpora djelovanju.

Macke

Jo$ mi jedan detalj zaokuplja paznju, jo$ jedna zacudna podudarnost. To je
macka bez repa koju Virginija Woolf slu¢ajno ugleda kroz prozor. Sasvim
sam sigurna da je genetski obogaljena Zivotinja koja ,, meko klizi dvoristem®

i nekim sretnim obratom podsvjesne inteligencije promatracici s prozora
promijenila boju osje¢aja’” uvedena u tekst kao udvostrucenje pripovjedacice.
Obje su neprili¢ne, izopcene srodnice. Izostanak dijela tijela jedne izostanak je
politickog tijela druge, odnosno slika njegova osporavanja. U autoironijskom
obratu manskoj macki bez repa, za razliku od Zene, dopusten je prolazak
dvoristem, zaustavljanje usred travnjaka ,kao da i ona ispituje svemir'é.
Pritom su obje, kako bi rekla Butler, upale ,,u sferu pojavljivanja iz spoljas-
nosti, kao njena spoljasnost, stvarajuci konfuziju s tim $ta je unutra a Sta

14 Virginia Woolf, Vlastita soba (Zagreb: Centar za zenske studije, 2003.), 10.

15 Usp. Dzudit Batler, Ka performativnoj teoriji okupljanja (Beograd: FMK, 2019).
16 Isto, 78.

17 Virginia Woolf, Vlastita soba (Zagreb: Centar za zenske studije, 2003.), 15.

18 Isto.
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izvan.“"® Sli¢nu ideju nalazim u rije¢ima Virginije Woolf kada kaZe: ,,pomislih
na (...) zatvorena vrata knjiZnice i na to kako je neugodno kad se vrata zaklju-
éaju a vi ostanete vani; pomislih kako je jo$ gore kad se vrata zakljucaju, a

vi ostanete unutra®“.?® Razmisljam kako se ovdje radi o dvije perspektlve iste
situacije. Kao dva lica ili druga strana zrcala, uznemirujuéi osje¢aj nepripa-
danja onoga koji je isklju¢en proporcionalan je bojazni onoga koji normira
pripadanje.

Drugim rije¢ima, dvojnost o kojoj govore Butler i Woolf strukturni je i
strukturirajuci dio identiteta koji su iz perspektive normativnosti definirani
kao drugi. No, dvojnost je i subverzivna jer nagriza i kompromitira proklami-
ranu homogenost dominantnog poretka.

Ako nastavimo plesti mreZu podudarnosti pa se iz sveuciliSnog dvori-
Sta vratimo u Pustijernu, mogli bismo u njoj vidjeti postvarenu metaforu i
simbol, simptom i stanje. Macke su, naime, njezine jedine stanovnice. Divlje,
obogaljene, razmnoZene i nepozvane, prisvojile su prostor, naselile se, samo-
udomile, zavladale pokrenuvsi polemiku medu gradanima o njihovu pravu
na prostor, to¢nije, na prezivljavanje. Pa ako oStroumne i samodovoljne, i ne
mare za dugu ljudsku povijest isklju¢ivanja koje su dio, s eticko-zoologijskim
obratom na umu, ovu aproprijaciju moZemo vidjeti kao poticaj za promislja-
nje odnosa prema drugom.

Zapadna je filozofija, temelje¢i se na ¢injenici da covjek, za razliku od
Zivotinje, posjeduje jezik, logos, kojim moze izreci sloZenost duhovnog i mate-
rijalnog svijeta oko sebe, vidjela Zivotinju kao radikalnog drugog ¢ovjeku. Taj
je drugi pritom imenovan od prvog (jer on ima jezik), opisan je u odnosu na
njega pa i moze postojati samo u sjeni njegove supremacije. Ipak, dvadeseto je
stol)ece donijelo nove vjetrove u ontologljske rasprave. Prlm]erlce u poznatom
eseju Zivotinja koja dakle jesam?" opisujuéi situaciju u kojoj ga njegova macka
gleda dok se kupa gol u kadi te on osjeti sram pred tim pogledom, Derrida
uvodi pogled drugoga kao dogadaj ekscesa pojave drugoga: ,,...vidim da
je rije¢ o nesvodljivom Zivome bic¢u koje jednoga dana ulazi u moj prostor,
otvara ga tamo gdje me moZe susresti, gleda me, ¢ak me vidi gologa. Nista
me ne moze razuvjeriti da ono sto se ovdje zbiva jest egzistencija koja odbija
biti opojmljenom (rebelle a tout concept)“.?? Razlika ne i$¢ezava, ali ona vise
ne nastaje iz vladavine jezika kao logosa ve¢ iz pogleda drugoga kao apso-
lutne drugosti. S tim u vezi, Zarko Pai¢ pise: ,Pogled Zivotinje kao apsolutno
Drugoga upravo omogucuje granice ovjecnosti Covjeka. Neke Zivotinjske
vrste/rodove to pribliZava posve Covjeku (pse). A neke, pak, pribliZzava u
razmaku (macke), dok druge priblizava udaljavanjem i nepredvidljivom
agresijom Drugoga zbog ulaZenja u njegov teritorij i tako ih ¢ini apsolutno
nesvodljivim. Primjer mogu biti zvijeri poput vukova, medvjeda, lavova itd.“*3
Drugim rije¢ima, radi se o susretu, o suoenju s licem drugoga. Da bismo

19 Dzudit Batler, Ka performativnoj teoriji okupljanja (Beograd: FMK, 2019.), 78.

20 Virginia Woolf, Vlastita soba (Zagreb: Centar za zenske studije, 2003.), 27

21 Jacques Derrida prema Zarko Pai¢, Pogled gologa Drugoga: Zasto se (ne) srami Derridina
macka? (u: Mackozbornik. Ur. Suzana Marjanic¢, Rosana Ratkov¢i¢, Zagreb: Jesenski i Turk, 2022.).
22 Isto, 613.

23 Isto, 622.
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opstali, moramo ukljuciti pitanje o patnji drugoga — mozda bolje re¢i bliznjega
- ¢ovjeka 1/ili Zivotinje. Prevedemo li to u teorijske postulate, vise nije rije¢

o subjektu u mreZi znacenja, ve¢ o eticko-politickom odnosu odgovornosti
spram drugog, pa i o ekoloSkom problemu opstanka.

Mozda ni dubrovacke macke, kolonizirajuci prostor koji samo smatramo
ljudskim, nisu prekrsile zabranu. MozZda nasa netrpeljivost ili nelagoda spram
njih, poludivljih, proizlazi iz toga §to smo im se previse pribliZili previdjevsi
postojanje njihove intime. Mozda je prostor i njihov kao i nas. Kad bismo
mogli podnijeti eksces pojavljivanja drugoga/bliZznjega?4, onda bismo pitanje
dubrovackih macaka mogli i tako shvatiti pa bismo, ako niSta drugo, barem
mogli osvijestiti izvor svoje nelagode.

Cinjenica da su macke, a ne psi, zaposjele Pustijernu kozmicko je porav-
nanje duga. Drugotnost macke u odnosu na psa proizlazi iz Zenskog principa
koji joj se pripisuje. Mizogino drustvo, naime, kroz simbolicke sustave kojima
operira, izjedna¢ava macke i Zene upisujuéi im karakteristike kao $to su
nepouzdanost, prevrtljivost, samodovoljnost... Macke su, kaZe se, nedovoljno
odane i nedovoljno vole, one su koristoljubive bestije ostrih kandzi i zavodljiva
pogleda. Medeja i Cvijeta.

Biblioteka O opcenito

Ostavimo se na ¢as Zena i macaka Ciji ekscesi pojavljivanja proizvode nelagodu
manjka i netrpeljivost spram viska stvarajuci stalnu napetost, zamucenost i
iskliznuca, pa promotrimo projekt s drugih mogucih polaziSta. Primjerice, od
praznog prema ne¢emu i od opcenitog prema partikularnom. U svom istra-
Zivanju autorice su, naime, obuhvatile i ispreplele oba ta pravca neprestano
uspostavljajuci odnose izmedu dijelova, cjeline i onih dijelova koji izmicu.
Otkrivanje cjeline uspostavlja osobitu logiku rada. Nema pocetka ni
kraja, dijelovi se zamjenjuju, nadopunjuju, nadomjestaju i vezuju se, ne
kao slika stvarnosti ili rekonstrukcija ve¢ kao mreZa simulakruma. Ako je
konfiguracija koju su rekreirale nastala kombinacijom jezika, slika i simbola,
onda je logos postao locus, a locus — mondus. Taj je svijet heterogen, izmicudi i
povezujudi, te ne postoji monolitno znanje koje bi ga objedinilo, obuhvatilo ili
objasnilo. Stoga, kao radni i umjetnicki postupak, autorice tragaju za teksto-
vima, uzimaju odasvud, prevode, grade novu biblioteku. Biblioteka je ujedno
metoda i slika svijeta. Ona je strukturirajuca struktura koja konsolidira i
rastvara svoj predmet prema novim vezama, razli¢itim reZimima znakova i
statusima stvari. Tako je devet knjiZica edicije koju pokrecu, ru¢no otisnutih
i prosivenih na obi¢noj Sivacoj masini, rezultat teorijske elaboracije slu¢aja
Pustijerna i istovremeno njegova pretpostavka. Pritom HuSman i surad-
nice usprkos discipliniranom znanju ¢ije su semanticke i diskurzivne veze
kanalizirane utvrdenim klasifikacijskim nizovima, poseZu za najslobodnijom
kategorijom unutar uvrijeZeno koriStene Univerzalne decimalne klasifikacije
u knjiZnicarstvu. To je kategorija O — opcenito, koja ujedinjuje ,,opceljudsko

24 Koristim izraz drugi zbog operativne jasnoce iako ga smatram pogresnim.
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znanje“ i pod takvom generalizacijom sugerira sveobuhvatnost koja ¢e pod
istom oznakom dohvatiti, na primjer, i sedam svjetskih ¢uda i Ericha von
Dinikena i povijest pisma i ¢itanja.

Biblioteka O opcenito aktivisticki je produZetak projekta. KnjiZice produci-
rane u suradnji s galerijom ¢iji je smjestaj u narodnoj knjiznici odredio njezin
program uvukle su se na mala vrata u instituciju koja kontrolira znanje.?®
Tim gerilskim prodorom koji popunjava praznine u izdavackoj politici kuce
subvertiraju ne samo ustaljeni pogled na institucionalno knjiznicarstvo ve¢
i sistemsku Kklasifikaciju, otvarajuci cijelo jedno novo polje pregovaranja o
metodologijama indeksiranja, popisivanja, cuvanja i Sirenja znanja. Uosta-
lom ideja da arhivi, muzeji i knjiZnice ¢uvaju zapis svijeta ustvari prikriva
kolonijalnu teZnju ka homogenizaciji kulture koju reprezentiraju.?¢ Metode
prikupljanja, ¢uvanja, katalogiziranja ili indeksiranja grade koje koriste poslje-
dica su ideologije, a ne nekih prirodnih zakonitosti. Pritom su uvijek, kako
bi rekla Leslie Kanes Weisman, plod muske bjelacke subjektivnosti — nisu ni
objektivne ni sveobuhvatno ljudske.?” Unutar toga, kategorija O — opcenito
mozda je onaj nuzni prostor izmicanja. U njezinoj se razglobljenosti vise nego
u pokusaju disciplinarnog usustavljenja odrazava mnogostrukost svijeta. Ako
smatramo da knjiZnice svojom gradom ne prenose sliku svijeta, ve¢ zajedno
s njim proizvode njegovu mnogostrukost, onda i njih smatramo polovnim
sustavima, konfiguracijama koje se uvijek tek trebaju proizvesti — oznacitelje
bez oznacenog s kojim tek teZe da se spoje.?® Ako tako gledamo, onda smo s
obje noge u liminalnom polju viska, a uspostavljene veze i znacenja kreiraju
nove kartografije svijeta temeljene na dvojnostima i nepredvidljivim mogu¢-
nostima povezivanja i transformacije.

25 Galerija Prozori smjestena je i povezana s Knjiznicom S. S. Kranjcevica, Knjiznice grada Zagreba.
26 Usp. Irena Beki¢, Petra Dolanijski, Libraries or on the Value of Waste (OUT OF SIGHT A venue for
contemporary art, Antwerpen, 2021.), https://out-of-sight.be/objectbook/, pristupljeno 15. 1. 2023.
27 Vidifusnote 4i 5.

28 Usp. Irena Beki¢, Petra Dolanjski, Libraries or on the Value of Waste (OUT OF SIGHT A venue for
contemporary art, Antwerpen, 2021.), https://out-of-sight.be/objectbook/, pristupljeno 15. 1. 2023.
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Irena Bekié
THE FORENSICS OF EMPTY PLACES

Meaningful absence

Pustijerna is the starting point. A template for a part of town that is absent.”
However, the negative of a body or the traces of what is not there is not only
an empty space, but also a problematic space — a leftover which burdens

the structure of a city. On the other hand, the synchronicity of opposing
optics that detect in the same configuration either a lack or a surplus allows
for a new plasticity, one that unites time and space, as well as the object
under consideration and our scrutiny of it. This plasticity implies a complex
whole comprised of the fragile and the unreliable. A twist in which the

gaze, the method, or rather, the process of examining an object is equally
unpredictable, exciting and unknown as the object itself. I am thinking of
the creative process of Ana Hu$man and her collaborators: Ivana Mestrov,
Ana Labudovi¢, Dubravka Sekuli¢, and Marko Tadi¢, who looked for places
in the subject of their research — the Pustijerna — around which they could
structure it, building the process like a structure, that includes the structure
(a structuring structure). The project Workbook: Pustijerna, as defined by its
authors: “explores the transformation of public and private spaces of a city
through the eyes and the bodies of those for whom the city is not intended.”
This is the starting point from which the artists introduced configurations
that do not exist in the structure itself, but created their own tactical entry
points, squeezing their way into the structure through its weak points. Tasked
with an object that is a fragile and impaired structure, the research implies
a reconstruction and analysis, weaving a new net that can bridge the empty
spaces, where historical knowledge, documents, assumptions, emotions,
materialities, and the present and the past are all interwoven. The lines

that will converge and those that will take flight are unknown at the onset.
What will happen, what totalities will be captured, and what meanings will
be missed will be revealed during the process. The process is the work.

I am trying to build this text in the same manner.

I see writing about art as a process of discovery, of capturing struc-
ture, uncovering it through necessary simplifications, but beyond that,
opening doors, allowing lines of sight. My job is to capture the work and
translate it into words. However, to relay, to try and map out, to allow for
even the unspeakable leftovers to be felt, as well as the unrest which drives
the author, is the desire which moves me. For this reason I am trying to
align myself with the artist’s point of view. To place myself at a point that
converges with it. To lightly envelop it rather than consume it. If we align
our points of view, will the subtle distance between our lines of sight release
new meaning? Will it at the same time create and erode the structure?

I read Derrida: “Somewhat like the architecture of an uninhabited or

1 The area of Dubrovnik left unrestored after the earthquake of 1667 is now a neglected
archaeological site.
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deserted city, reduced to its skeleton by some catastrophe of nature or art. A
city no longer inhabited, not simply left behind, but haunted by meaning and
culture. This state of being haunted, which keeps the city from returning to
nature, is perhaps the general mode of the presence or absence of the thing
itself in pure language. (...) Thus it is in no way paradoxical that the structur-
alist consciousness is a catastrophic consciousness, simultaneously destroyed
and destructive, destructuring, as is all consciousness, or at least the moment
of decadence, which is the period proper to all movement of consciousness.”
I am surprised and delighted by the coincidence of the metaphor! As though
two sides of a mirror have accidentally and unexpectedly converged.

Let that (literary) fate also be (it already is) my starting point. Pustijerna.
The Town.

The transformation of the space of the city is the central focus. In more
recent history, the transformation is connected to the gentrification and
touristification of The Town.? Instead of being a space for its inhabitants,
The Town has become a backdrop for the tourists’ gaze. “The beautiful and
dear freedom™ to which the poet Ivan Gunduli¢ wrote an ode has long been
beholden to tourist-driven liberal capitalism. Capitalism, in all its forms as
Fernand Braudel says, is a structure of longue durée. Thus, even Gunduli¢’s
freedom has not been freed from the limitations and privileges of monopolies
in social hierarchies. I am only introducing this theme, which is too extensive
to consider in this text, in order to highlight the context of the work. The
structure of the structure of space which embodies the specific social struc-
ture, priorities, and values of those who make decisions.

Destroyed in an earthquake in 1667, and never restored, the Pusti-
jerna has cemented the past in the present. A space which surprisingly has
not gone through either any architectural transformations, nor contem-
porary commodification and gentrification — rather, as Derrida says, it is
solicited — it does not fit in, it protrudes from the structure. Exposed, it
readily reveals the priorities of those who are creating it in the present, as
in the past. In her manifesto Women’s Environmental Rights,® Leslie Kanes
Weisman talks about appropriating and using space through the prism of
political power. According to Weisman, public space and “The built envi-
ronment is largely the creation of white, masculine subjectivity. It is neither
value-free nor inclusively human.”® Women’s movements record a different
social geography from that defined by a male city.” To live in a better world,
we have to allow those for whom the space was not meant to reinvent it.

2 Jacques Derrida, (trans.) Alan Bass, Writing and Difference (Chicago: University of Chicago
Press, 1978), 5.

3 Theoldtownin Dubrovnik is called The Town with the capital T. For example, the question: “How
do you know if somebody is from Dubrovnik?”, in local parlance would be: “How do you know if
somebody is from The Town". TN.

4 Ivan Gunduli¢, Dubravka (Zagreb, Omladina, 1931).

5 This text was translated to Croatian through Edition Main Tables 0 as part of this project.

6 Leslie Kanes Weisman, Women’s Environmental Rights: A Manifesto (Heresies: A Feminist
Publication on Art and Politics, 1981), 4.

7 Zdenka Janekovi¢-Romer, Marusa ili sudenje ljubavi, Bracno-ljubavna pri¢a iz srednjovjekovnog
Dubrovnika (Zagreb: Algoritam, 2007), 47. (Marusa or Love on Trial. A tale of romance and marriage
from medieval Dubrovnik).
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The public space of a 17th century Dubrovnik was not intended for
women. Mistresses of the hearth, children, and housework, with limited
property rights and their movements confined to the semi-private configu-
rations of their neighbourhood,® women did not exist publicly, and there-
fore, they did not exist politically either. Historians like to point out the
rare examples of women engaged in the public sphere.® However, centuries
of women’s history paints a different picture. Misogyny enshrined in law
restricted women'’s freedom, authority, and knowledge,'® condemning them
to a life with no public presence. Thrown out of the system with suppressed
voices, they stayed beyond the edges, without traces and forever lost.

Still, contemporary social theory teaches us that the inability to establish
a public body is also a political fact, and that the space of the political is not
confined to the space of a town square. If, as Hannah Arendt and Judith
Butler say, the space of politics occurs between bodies,"" then the question
remains, where were spaces of women, and were they able to infect spaces
of public assembly to which women did not have access? Or, following
Butler, can the meeting of bodies in space itself be a political act, even at
a time when political positions and agendas were not yet formulated?'?

Cvijeta

Give me a space with a corner with a chair,
Some place without judgers and passers-by,
I want to imagine my life anew."®

This text which is spoken by Medea in Ivana Sajko’s Archetype: Medea. The
monologue for a woman that sometimes speaks, and which provokes and opposes
the archetypal female position marked by guilt, defiance, and abjection
could, in some imagined appropriation, be ascribed to Cvijeta Zuzori¢. The
possibility that this renaissance poet, muse, beauty, the Laura and Beatrice
of Dubrovnik wanted to reimagine herself cannot be overlooked. To write
herself into history under a different assumption. The intention of the
authors of Workbook: Pustijerna, to imagine her traces in the city and recreate
an actual female presence, is obstructed by the lack of evidence. Everything
surrounding Cvijeta is either an assumption or has no proof. It is uncertain
whether the two preserved portraits actually depict her, as has been assumed.

8 Ibid.

9 Zdenka Romer Janekovi¢, Rod i grad. Dubrovacka obitelj od Xlill do XV stoljeca. (Dubrovnik:
Zavod za povijesne znanosti Hrvatske akademije znanosti i umjetnosti, 1994), 137. (Lineage and the
City - The Dubrovnik Family from the 13th to the 15th Century).

10 Ibid.

11 Judith Butler, Notes Toward a Performative Theory of Assembly (Harvard University Press, 2013).
12 Ibid.

13 Ivana Sajko, Biljeske s odigrane predstave: Arhetip Medeja, monolog za Zzenu koja ponekad
govori (Knjizevna republika: ¢asopis za knjizevnost, God.1, 2003, 5/6), 12-17, 13, (Archetype: Medea
- Monologue for a Woman that Sometimes Speaks, Trans. lvan Talijanc¢ic¢).
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The verses she wrote have been lost, the journals do not exist. What is
left over of Cvijeta has been condensed into a literary motif invented by the
male imagination: a beauty and a muse. We will never know her true charac-
ter. What her skin felt like to the touch or what streets she walked. Whether
she looked over her shoulder or if she stepped forward with purpose.

[ am the one who bled the most,
1 became transparent,
You can read the headlines through me,
You can read the fine print of timetables.
The cities pass through me in which nobody recognises me.
An anemic woman.
Mute and with no witnesses.**

If comparing abject child killers with an ideal Renaissance woman,
an intellectual and humanist, seem too bold or ill-advised, it should be
remembered that these are two opposing poles of the male imaginary of
womanhood: a femme fatale, a serpent, a murderer, or a muse, a beauty,

a courtly Lady of the Renaissance. They both could only survive history
through an image created and held by the male gaze. Therefore, it is neces-
sary to destabilise this image and expose the blindspots of the gaze.

For example, to look at the space again through the emptiness or
the excessive steps of those for whom the space was not intended.

So let us diverge from the path. Let us shift from Dubrovnik to the
imaginary Oxbridge University’s courtyard in 1928. In this space dedicated to
knowledge, like in a “glass cabinet through which no sound could penetrate,
and the mind, freed from any contact with facts (...), was at liberty to settle
down upon whatever meditation was in harmony with the moment.””® One
woman — the writer Virginia Woolf — led by a web of her own ideas, intellec-
tual curiosity and the nature of the space, diverges from the gravelled path
and crosses over three hundred years of a manicured lawn, or in a different
situation, walks into a library. Woolf describes how she quickly realises her
overstep as agitated men immediately approach her, returning her to the
intended purpose of her existence. Her place was on the gravel. She was
not meant to enter libraries or walk upon soft grass. Spaces of knowledge
are spaces of male privilege. Like the Dubrovnik town square or street, like
an ancient polis, these spaces were created through the exclusion of those
who were left out of political power."® However, in their study Toward a
Performative Theory of Assembly, Butler warns of the trap we could fall into
by disregarding other spheres of appearance and viewing the lives of the
excluded as depoliticised forms of being. This would mean that we accept the

14 Ibid.

15 Virginia Woolf, A Room of One’s Own, David Bradshaw and Stuart N. Clarke Eds. (Wiley-
Blackwell, 2015), 5.

16 Judith Butler, Notes Toward a Performative Theory of Assembly (Harvard University Press, 2013).
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dominant and subjugated forms as correct.' A Room of One’s Own, therefore,
is not only a metaphor but a space that is a real, palpable support for agency.

Cats

One more detail has caught my attention. One more surprising coincidence.
The cat without a tail which Woolf sees through a window by chance. I am
entirely convinced that this impaired animal which was “padding softly
across the quadrangle by some fluke of the subconscious intelligence the
emotional light for me”"8 was introduced to the text as the author’s double.
Both are ill-fitted. Outcast kin. The lack of a body part in one is the lack of
the political body of the other, or rather a representation of its denial. In a
self-ironic twist, the tailless Manx cat, as opposed to the woman, is allowed
to walk across the yard, and stops in the middle of the yard “as if it too
questioned the universe”.’ Therefore they have both, as Butler would say,
fallen “.. into the sphere of appearance as from the outside, as its outside,
confounding the distinction between inside and outside.”® I found a similar
idea in the words of Woolf when she says: “I thought of (...) the shut doors
of the library; and I thought how unpleasant it is to be locked out; and I
thought how it is worse perhaps to be locked in...”?' I think about how these
are two perspectives of the same situation. Like two faces, or the other

side of a mirror — the excluded person’s unsettling feeling of not belong-

ing is proportional to the apprehension of those who dictate inclusion.

In other words: the duality which Butler and Woolf talk about is a
structural and structuring part of an identity which, from a normative
perspective, has been defined as other. However, it is also subversive as it
erodes and compromises the proclaimed homogeneity of the dominant order.

If we continue spinning a web of coincidences and return from the
university courtyard to Pustijerna, we would find a realised metaphor and
symbol, a symptom and a condition. Cats are, in fact, its only inhabitants.
Wild, deformed, reproduced, uninvited, they appropriated the space, occupied
it, squatted it, took charge and thus incited a polemic among the citizens
about their right to space, or more precisely, to existence. In these bright and
self-sufficient cats who do not care about the long human history of exclusion
that they are part of, with an ethical-zoological twist in mind, we can see this
appropriation as an incentive to reflect on our relationship with the other.

Western philosophy — basing itself on the fact that humans, as opposed
to animals, are capable of using language, logos, with which they can express
the complexity of the spiritual and material world around them — sees
animals as a radical other in relation to humans. Therefore, this offer was

17 Ibid, p.78.

18 Virginia Woolf, A Room of One’s Own, David Bradshaw and Stuart N. Clarke Eds. (Wiley-
Blackwell, 2015), 9.

19 Ibid.

20 Judith Butler, Notes Toward a Performative Theory of Assembly (Harvard University Press, 2013).
21 Virginia Woolf, A Room of One’s Own, David Bradshaw and Stuart N. Clarke Eds. (Wiley-
Blackwell, 2015), 18.
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named by the owe (since they have language), and is described in relation
to the one (humans) and can therefore exist only in the shadow of their
supremacy. Still, the twentieth century has brought new winds to ontological
discourse. For example, in the notable essay The Animal that Therefore I am,??
in describing his cat looking at him while he was naked in the bath and his
experience of shame in that moment, Derrida introduces the gaze of the other
as an event of excessive presence of the other. “..I see it as this irreplacea-
ble living being that one day enters my space, enters this place where it can
encounter me, see me, even see me naked. Nothing can ever take away from
me the certainty that what we have here is an existence that refuses to be
conceptualised.”?® The difference is still present, but it no longer arises from
the rule of language as logos, but from the view of the other as absolute other-
ness. Zarko Pai¢ says “Looking at animals as the absolute Other is precisely
what allows the human limits of humaneness to be established. For some
animal species/genus, this brings them closer to humans (dogs). For others,
it brings them closer, but at a distance (cats). For some, however, it brings
them closer through distancing themselves and the unpredictable aggres-
sion of the Other due to entering their territory, making them absolutely
irreducible. Examples can include beasts such as wolves, bears, lions, etc.”?*
In other words, this is a question of a meeting, of confronting the face of
the other. In order to survive, it must include the question of the suffering
of others — perhaps it is better to say fellow humans and/or animals. If we
translate this into theoretical postulates, it is no longer about the subject in
the network of meanings, but about the ethical and political relationship of
responsibility towards the other, and also the ecological problem of survival.

In this regard, perhaps the Dubrovnik cats, by colonising the space that
we consider exclusively human, have not violated any rules. Perhaps the lack
of tolerance or upset we feel towards these semi-feral animals stems from
us getting too close to them and overlooking the existence of their intimacy.
Perhaps the space is as much theirs as it is ours. If we could tolerate the
excess appearance of the other/fellow,?® then we could also view the issue of
Dubrovnik cats in this way, and if nothing else, we could become aware of the
source of our discomfort.

The fact that cats, and not dogs, have taken over Pustijerna is a
cosmic debt settlement. The otherness of cats compared to dogs arises
from the feminine principle attributed to it. A misogynistic society, through
the symbolic systems with which it operates, equates cats and women
by assigning them characteristics such as untrustworthiness, fickleness,
self-sufficiency... Cats, it is said, are insufficiently loyal and do not love
enough, they are selfish beasts with sharp claws and seductive looks.

Medea and Cvijeta.

22 Zarko Pai¢, Pogled gologa Drugoga: Zasto se (ne) srami Derridina macka?, Mackozbornik. ed.
Suzana Marjani¢, Rosana Ratkov¢i¢ (Zagreb: Jesenski i Turk, 2022), 613 (The Gaze of the Naked
Other: Why does Derrida’s cat (not) feel shame?). Trans. Billie Hewitt Pavlica, for this text.

23 Ibid.

24 Ibid, 622.

25 |am using the term other for clarity, although I consider it incorrect.
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Edition Main Tables O

Let us for a moment put aside the women and cats whose excesses of
appearance produce a discomfort of lack and an intolerance towards
surplus, creating a constant tension between them, blurring and slip-
ping, and let us look at the project from other possible vantage points.
For example, from the empty to the something and from the general
to the particular. In their research, the authors have included and
intertwined both directions, continuously establishing relationships
between the whole, the parts, and those segments that elude.

The discovery of the whole establishes a particular logic of the work.
There is no beginning or end, parts are replaced, supplemented, substi-
tuted, tied, not as a picture of reality or reconstruction, but as a network
of simulacra. If the configuration they recreated was created by a combi-
nation of language, images, and symbols, then logos became locus, and
locus became mondus. This world is heterogeneous, elusive and connect-
ing, and there is no monolithic knowledge that would unify, encompass,
or explain it. Therefore, as a working and artistic method, the authors
sought out a wide range of texts, took them from everywhere, translated
them, and built a new library. The library is both a method and an image
of the world. It is a structuring structure that consolidates and unfolds its
object towards new connections, different signifying regimes and statuses
of things. Thus, the nine books of the edition, hand-printed and sewn on
an ordinary sewing machine, are the result of a theoretical elaboration of
the case of Pustijerna and at the same time its assumption. Despite the
disciplined knowledge whose semantic and discursive connections are
channelled through established classificatory arrangements, HuSman and
her colleagues reach for the least restricted category within the commonly
used Universal Decimal Classification in librarianship. This is Edition
Main 'Tables 0, a category covering “general human knowledge” which as
such suggests a comprehensive totality including anything from the Seven
Wonders of the World to Daniken and the history of reading and writing.

Edition Main 'Tables O is an activist extension of the project. Produced
in collaboration with a gallery?® whose location in a public library deter-
mined its program, they crept through the back door into an institution that
controls knowledge. With this guerrilla-like intrusion that filled the gaps in
the publishing policy of the house, they subverted not only the established
view of institutional librarianship, but also the systemic classification, open-
ing up a whole new field of negotiation on the methodologies of indexing,
listing, preserving, and disseminating knowledge. After all, the idea that
archives, museums, and libraries preserve the record of the world conceals
the colonial tendency towards homogenising the culture they represent.?’
Their methods of collecting, preserving, cataloguing, or indexing materials

26 Galerija Prozori (The Windows Gallery) is located in and connected to the library S. S. Kranjcevic,

Zagreb City Libraries.

27 Compare Irena Beki¢, Petra Dolanjski, Libraries or on the Value of Waste (OUT OF SIGHT Avenue

for contemporary art, Antwerpen, 2021), http://out-of-sight.be/objectbook/, 15-1-2023
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are the result of an ideology, not a natural law. As such, these categories
are always the fruit of a white, male subjectivity, as the aforementioned
Weisman would say. They are neither objective nor comprehensively
human.?® Within this, Edition Main Tables O is perhaps a necessary space of
elusion. The multiplicity of the world is better reflected in its disjointedness
than in any attempt at disciplinary structuring. If we consider that libraries
in their materiality do not convey a picture of the world, but together with
it produce its multiplicity, then we can see them as half systems also, as
configurations that always still need to be produced - signifiers without the
signified with which they strive to connect.?® If we look at it that way, then
both our feet are in the liminal field of excess, and the established connec-
tions and meanings create new cartographies of the world based on the
dualities and unpredictable possibilities of connections and transformations.

28 See footnotes 4 and 5.
29 Compare Irena Beki¢, Petra Dolanjski, Libraries or on the Value of Waste (OUT OF SIGHT Avenue
for contemporary art, Antwerpen, 2021), http://out-of-sight.be/objectbook/, 15-1-2023
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TEFLON

Kako bi izgledalo da mi je od njega koza? Skliznulo bi sve $to
me dotakne — sve rije¢i, misli, sve opaske 0 mom ponasanju.
Zene teflonske koZe neometano bi $etale ulicama Grada.

TEFLON
What would it be like if my skin were made
of teflon? Everything that touches me would
slip off, all the words, all the thoughts, all
the objections to my behaviour. Women with
teflon skin would walk the streets of the City
undisturbed.
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PVC

Prozori, vrata, stolovi i stolice, ¢ase, vilice, noZevi za piknik,
ambalaZe raznih stvari, povrce i voce stisnuto u plastiku za
transport kuci, radna ploha akrilnog polimera, cetkica za zube,
kutija za robu, mobitel, ku¢anski aparati, sve to postaje talog.

PVC

Windows, doors, tables and chairs, glasses, forks, picnic knives, various types of packaging,
fruit and vegetables compressed in plastic for transport to a home, a kitchen counter, a tooth-
brush, a clothes box, a phone, some household appliances, all of these are sediment.
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KNAUF

Gips nastaje kao talog morske vode, a taj nastanak ¢esto pokusavam
zamisliti. Zamisljam geolosku povijest: permu, ocean i miocen.
Pokusavam, no ne ide. Kad kaZem ,perma”, vidim varijacije okera.
Viknem: ,Perma!” I dalje nista, glas se samo odbija o zidove. To
mi je vrijeme daleko i neuhvatljivo. Prasnjav pod prstima, iz koZe
izvla¢i vlagu. Lako radi preinake i skriva vlaZne zidove, viSak
kabela, razne neravnine i sve ku¢ne dileme. Kroz tanke zidove
prolazi Zivot susjeda, likova od papira. Zamisljam obiteljske
nesuglasice kako se odbijaju o ravne plohe, agresivni spektar zid
ne upija. Gipsu pristaju Stukature i dekoracije, pokrovi i potpornji,
imitacije i kalupi. On naSe slomljene kosti drZi kako bi srasle.

PLASTER BOARD
Plaster is formed as a deposit of seawater,
and I often try to imagine that formation. I
imagine geologic history — the Permian, the
ocean, and the Miocene. I try, but it doesn't
work. When I say “Permian”, I see variations
of ochre, I shout “Permian!” and still nothing,
the voice just bounces off the walls. That time
is distant and elusive to me. It is dusty under
my fingers, it drains the moisture from the
skin. It makes conversions easily and conceals
damp walls, excess cables, various irregular-
ities, and all household dilemmas. The lives
of the next door neighbours pass through the
thin walls, like cut-out characters. I imagine
family disagreements bouncing off the flat
surface, an aggressive range that walls do not
absorb. Plaster goes well with stucco and dec-
orations, covers and supports, imitations and
moulds. It holds our broken bones together so
that they may heal.
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DIJALOG O CESTICI

a: Cestica na kojoj sondiraju tlo definirana je u katastru
kao SUMA. 514/1. U istom izvodu navodi se da se
14. 11. 2018. uknjiZuje pravo zaloga radi osiguranja
nov¢ane trazbine u iznosu od 1.924.540,00 EUR.

b: Na ¢ije ime?

a: Zaklade brace Nikole i Miha Mihanovica za
unapredenje Zupe Doli i sela Smokvine.

b: A gdje je ta Suma?

a: Tamo onaj isje¢ak Sume koji je jos$
ostao nasuprot zgrade FINE.

b: OK, a gdje su selo Smokvine i Zupa Doli?

a: U stonskoj opéini, evo, tu zakladu osnovali su bra¢a Niko
i Miho, citiram: “na trajnu uspomenu selu u kojem su na
svijet dosli i iz kojeg su u svijet posli — da bi postali ono
$to su postali”. Njih dvoje otisli su u Argentinu i u Buenos
Airesu osnovali Zadrugu kako bi pomogli ljudima iz svog
kraja, poslali im novac preko racuna i dali na upravljanje s
namjerom da postoji neko upravno tijelo koje njime upravlja.
Uglavnom je rasporedeno na obitelji kojima treba pomoc,
na zdravstvo, kulturu, dobrotvorne svrhe i gospodarski
napredak. Tako su izgradili neke puteve, dogradili skolu...

b: Ahaaaa...

a: To upravno tijelo sad je diglo kredit od 1.924.540,00 EUR
i upisalo ga na katastarsku Cesticu SUMA 514/1, 514/2, 517/2,
a kao vlasnik 1/1 upisana je tvrtka EDITUS TALI D.O.O.
Jedan od prvih ciljeva Zaklade bio je da osigura selo pitkom
vodom mreZom vodovoda, ali to se jo$ nije ostvarilo.

b: I sad Editus Tali d.o.0. ne uvodi vodu u selo
ve¢ gradi zgradu. Cija je to tvrtka?

a: Osnivac te tvrtke je sin nekog bivSeg vozaca Slepera
iliti kralja kladionica, a danas poduzetnika. U posljednje
vrijeme poznatog po izgradnji Vile Ameli u Stikovici.

b: Stikovica pored Zatona?

a: Da, tamo su nedavno izgradili vilu. Iako je bilo
puno prigovora na nacin gradnje i uzurpaciju
pomorskog dobra, urusavanje ulice i gradevinsku
devastaciju, niknula je. Ima i bazen odmah pored
mora. /nfinity bazen se to zove, Stogod to bilo.



b: Infinity bazen, pa to ti je u svijetu bazena savrsena slika
luksuznog bazena, on se prelijeva preko jednog ruba spajajuci
se s krajolikom i obzorom $to daje osjecaj da bazen nema
kraja. Okrenut moru, jezeru ili planinskome masivu, preljev
pruza druk¢iju perspektivu na okolis koji ga okruZuje.

a: Tako i taj bazen postaje na$ okolis?

b: Okoli$ je kao pojam sveobuhvatan. Njegova
definicija varira od drZave do drZave. Dakle,
drZava propisuje je li taj bazen nas okolis.

DIALOGUE ABOUT THE LOT

a: The lot on which they are probing the soil is defined in the cadas-

tre as woodland. 514/1. The same deed states that on 14 November

2018, a right of pledge was registered to secure a monetary claim
in the amount of 1,924,540.00 EUR.

b: Whose name is it under?

a: The Nikola and Miho Mihanovi¢ Brothers Foundation for the
advancement of the parish of Doli and the village of Smokvine.

b: And where are these woods?
a: It’s that leftover patch of trees opposite the FINA building.
b: OK, and where is the village of Smokvine and the parish of Doli?

a: In the municipality of Ston; There, the foundation was created
by the brothers Niko and Miho, I quote: “in permanent memory
of the village in which they arrived on this world and from which
they ventured into the world - to become what they have become.”
The two of them went to Argentina, to Buenos Aires, and founded
a cooperative there to help people from their region, sent money
to them, and gave it to them to manage with the intention that
there was some governing body that would manage it. It is most-
ly distributed to families in need, to healthcare, culture, charities,
and for economic development. So they built some roads, rebuilt
a school...

b: Ohhhhhh...

a: That governing body has now taken out a loan of 1,924,540.00

EUR and registered it on the cadastral parcels Woodland 514/1,

514/2, 517/2, and the company EDITUS TALI D.O.O. is registered

as the single owner. One of the first aims of the Foundation was

to bring clean drinking water to the village through a water supply
network, but this has not yet been achieved.



b: And now Editus Tali d.o.o. is not bringing water to the village
but building a building. Whose company is that?

a: The founder of this company is the son of a former truck driver,
or king of the betting shops, and now an entrepreneur. Recently, he
is known for building Villa Ameli in Stikovica.

b: Stikovica near Zaton?

a: Yes, they recently built a Villa there. Although there were nu-

merous complaints about the way it was built and how it usurped

maritime property, caused a street to collapse, and produced much

destruction, it was still built. It also has a pool right by the sea. It’s
called an Iufinity pool, whatever that means.

b: An Infinity pool, in the pool world, is a perfect image of luxury,
it “overflows” over one edge, and connects with the landscape and
the horizon, giving the feeling that the pool has no end. Facing
the sea, lake, or mountain range, the overflow provides a different
perspective on the surrounding environment.

a: So the pool also becomes our environment?

b: The environment as a concept is all-encompassing. Its defini-
tion varies from country to country. Therefore, the state prescribes
whether that pool is our environment.
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VOTIVI

Za par stotina godina od ovih ¢e kuca ostati tek mali kvadratni
prostori godinama zatvoreni. Vlaga e izjesti sve materijale osim
plastike. Prozori ¢e ostati netaknuti, no okviri ¢e poZutjeti i na pritisak
prstom pucati. Zrak e biti ustajao. Od terakota plo¢ica na podu s
motivima godova drveta neki ¢e komadi ostati cijeli, ali fuga vise
nece biti. Pregradni e se zidovi, zbog manjka propuha i ventilacije,
pretvoriti u gipsani prah i samo e ostati pljesniva brdasca.

Izradit ¢u votive, kuckat ¢u limene plo€ice u zalog bolje

buduénosti ovoga Grada: mala vrata, male prozore, male

tende, male tave, drZace sapuna i drZale za Cetkice za zube.

VOTIVES

In a few hundred years, all that will be left of these houses are small
square spaces, closed off for years, the damp will rot all the materials
except for plastic. The windows will remain untouched, but the frames
will yellow and crack at the touch of a finger. The air will be stale. Some
of the terracotta tiles on the floor with tree ring motifs will remain intact,
but the grout will not. The partition walls will turn into plaster dust for
lack of air and ventilation, and all that will remain will be little heaps of
mouldy mounds.
I will make votives, I will tap tin plates into shapes as an offering for the
better future of this city. Little doors, little windows, little awnings, little
pans, soap dishes, and toothbrush holders.
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GARDEN

I would rather be a garden than a playground
a layer unearthed
an archeological study

formed upon the remains
of a shattered city, an unregulated plan
an arabesque with no regard for the organisation of space
an extinct street,
the ashes of burnt beams
feed the cypress, the laurel, and sometimes oak

I will accumulate on the ruins of houses,
uninvited, I will enter other people’s palaces, connect lots,
embroider plots of land,
they would pass through me,
through my oleander, rosemary, and lavender,

I will cover their windows with gravel,
soften the soil for the worms that settle on roofs

I will be a stucco of some age,
a Baroque lily,
dated, signed, sequenced
I would rather be myrtle than Cvijeta,
between the twentieth century and ancient history

VRT

radije bih bila vrt nego igraliSte
naslaga otkopana
arheolosko istraZivanje

nastala na ostacima
skrhanoga grada, dereguliranog plana
arabeska koja ne postuje raster
prostorne organizacije
odumrla ulica,
pepeo spaljenih greda

na ruinama kuca nataloZila bih se
nepozvana usla u tude palace,
spajala Cestice, vezla parcele
kroz mene bi prolazili
mojim oleandrima, ruZmarinima i lavandama
Sljunkom bi im zatrpala prozore
glistama omeksala zemlju koja sjeda na krovove

bila bih $tukatura nekog doba
barokni Jjiljan,
datiran, popisan, naveden u nizu
radije mirta nego Cvijeta
izmedu dvadesetoga stoljeca i staroga vijeka
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RADNA BIL]EZNICA: PUSTIJERNA

Identitet je kao misolovka u kojoj sve vise miseva
mora podijeliti originalni mamac, i koji, ako
sagledamo pobliZe, je moZda vec prazan stoljecima.
Sto je jaci identitet, vise toga zatocuje, odolijeva
ekspanziji, interpretacifi, obnovi, kontradikciyi.
Identitet postaje svjetionikom-fiksan, predetermini-
ran: moZe promifeniti svoju poziciju ili motiv koji
emitira jedino pod cijenu destabilizacije navigacije.

Rem Koolhaas, The Generic City'

Projekt Radna biljeZnica: Pustijerna, na poziv Art
radionice Lazareti Dubrovnik, zapocele smo
2019. godine terenskim istrazivanjem u Dubrov-
niku. U gradu koji je postao vlastita polirana
kulisa zapitale smo se mozZemo li, koriste¢i alate
iz proslosti, planirati uklju¢iviju buduénost. Kako
primjerice uistinu procitati i u¢initi vitalnim

za generacije koje dolaze vrijedni statut grada
Dubrovnika iz 1272. godine, simbol dubrovackog
kolektivnog identiteta kojim su bili propisani
odnosi i uvjeti Zivljenja te, posebice, gradenja?
Sagledati ga ne samo na razini letimi¢ne
povijesne Cinjenice koju se servira prilikom
turistickog vodenja skupini poluzainteresiranih
gostiju ili u vezi s primjerima devastacije grada

i neumjerenosti turizma danas nego kao Zivi
dokument dobrog Zivota u urbanom kolektivu.

Nasa polazis$na tocka je Pustijerna, lokalitet u
jugoisto¢nom dijelu grada smjesSten unutar starih
gradskih zidina, nekad reprezentativni stambeni
prostor gotickih i baroknih palaca koji je nakon
potresa 1667. godine ureden u barokni vrt, a

u recentnijoj povijesti i u koSarkasko igraliSte.
Arheoloska istraZivanja na toj su lokaciji trajala
od 1984. do 1987. godine motivirana pisanim
izvorima o postojanju benediktinskog samo-
stana sv. Tome iz 1234. godine, kao i ostacima
renesansne i srednjovjekovne arhitekture, a $to
su navedena arheoloska iskapanja i potvr-

dila. Nakon znanstvenih istraZivanja lokalitet

1 Rem Koolhaas, The Generic City (New York: Moncelli
Press, 1998.), 1248. prijevod: lvana Mestrov za ovaj tekst.

Pustijerne je konzerviran, uspostavljena je
Ulica ispod mira, obnovljen je dio zgrada koje
granice s lokalitetom. Godine 2009/10. izvedeni
su radovi konzervacije, konsolidacije i zastite.

Danas je Pustijerna poprilicno zapustena, lose
je i krhke infrastrukture, nedovoljno se ulaze

u obnovu i odrZavanje mreZe struje, vode,
kanalizacije i javne rasvjete te hodnih ploha.
Postala je prostor na kojem se ilegalno odlaze
otpad. Mnogo se gradana_ki odselilo, a stanovi
i palace Cesto su prenamijenjene u niz manjih
jedinica - apartmana s kuhinjama i sanitarnim
¢vorovima u turisticke svrhe. Lokalitet Pusti-
jerne nastanjuju i macke za koje je netko ciljano
izgradio nastambe u obliku kudica u nizu.

Pustijerna se, na odreden nacin, opire generic-
kim klasifikacijama i gentrifikacijama te kroz nju
promatramo i biljeZimo procese koji dovode do
(ili su posljedice nastalih) prostornih promjena

i strategija upravljanja. Svojom nas je entropic-
nosc¢u, urbanom zbrkom 1 otklonom od normi
navela na promisljanje o prostoru staroga grada
Dubrovnika, to¢nije o transformaciji njegova
stambenog prostora i gradskih javnih povrsina
u danasnju iznimno popularnu turisti¢ku desti-
naciju — prostor koji se nastanjuje povremeno,
iznajmljuje, prostor u kojem se ne zadrzava.
Sagledavajudi neuralgi¢ne tocke turizma danas,
u nasim smo se istraZivanjima s posebnom
paznjom usmjerile na tzv. nove materijale koji
se koriste u arhitekturi, unutarnjem uredenju,
obnovi starina i prostora od devedesetih godina
proslog stolje¢a naovamo. Ti novi materijali,
poput PVC-a, knaufa i laminata, postaju agensi
prevladavajucih potrosackih sklonosti i gradi-
teljskih normi, oni su toksicki zagadivaci, odrazi
novonastalih drustvenih supstanci, fenome-
nologija i povezanosti. Upucuju i na ekoloski
problem proizvodnje, koriStenja i trajanja.

Unutar Radne biljeZnice: Pustijerne uvodimo i
motiv votiva, zavjetnih darova i slika. Votivi su
predmeti koji se svojim simboli¢nim, asocijativ-
nim ili konvencionalnim oblikom veZu uz dariva-
nje i zahvale, svjedoce¢i nam o kulturnoj i drus-
tvenoj proslosti minulih razdoblja. Ti predmeti
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koji Cesto predstavljaju oboljeli dio tijela ili situa-
ciju za koju se trazi ili za koju se desilo magi¢no
razrjeSenje, podsjetili su nas na sondirano kame-
nje i nove materijale grada budué¢nosti. Postali su
mozda i njegovi jedini zalozi i skromni motivi.

Glavna pripovjedacica i lajtmotiv Radne biljeZnice:
Pustijerne je Cvijeta Zuzori¢?, pjesnikinja bez
ijjednog sacuvanog stiha, hipotetski atribuiranih
potreta, uz svoju prijateljicu Mariju Marusu
Guceti¢ Gunduli¢®. Njima otvaramo okular
Dubrovnika ka povijesti Zena i rodnoj povijesti.
Obje u Radnoyj biljeZnici: Pustijerna postaju
aktivne sudionice vlastite nevidljive povijesti

u okvirima one opce, spekulativno infiltrira-
juéi mogucu svakodevicu izvan okvira rodno
uvjetovanih uloga koje su im bile nametnute
unutar povijesnog vremena u kojem su Zivjele.

Ovu smo publikaciju zamislile kao radnu biljez-
nicu kroz koju iznosimo niz sitnih destabilizacija
slike i normativnih narativa — od fotografija,
skenova, arhivskih dokumenata do izmisljenih
pri¢a, mogucih ishoda dogadaja, biljeZenja

i promatranja sabranih zadataka koji nisu

svi ispunjeni, ali su navedeni i imenovani.

Niz je to mogucénosti ili referenci
koje stvaramo za sebe i druge.

2 Dubrovnik, 1552. - Ancona, 30. studeni 1648.
3 Dubrovnik, 1557.-?
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WORKBOOK: PUSTIJERNA

Identity is like a mousetrap in which more and more
mice have to share the original baif, and which, on
closer inspection, may have been empty for centuries.
The stronger identity, the more it imprisons, the more
it resists expansion, interpretation, renewal, confradic-
tion. Identity becomes like a lighthouse — fixed, over-
determined: it can change its position or the pattern

it emits only at the cost of destabilising navigation.

Rem Koolhaas, The Generic City’

The project Workbook: Pustijerna began with

a research trip to Dubrovnik in 2019 at the
invitation of ARL Dubrovnik. Being in a city
that has turned into its own polished film set
made us wonder if we could use tools from the
past to plan for a more inclusive future. How
could we actually read, and render meaningful,
the 1272 Statute of the City of Dubrovnik for
future generations? The Statute was a symbol
of Dubrovnik’s collective identity — it regulated
the city’s relations, its living conditions, and in
particular its building regulations, in contrast
to the blatant examples of the city’s present day
devastation and its excessive tourist indus-

try. Now it features as a trivial historical fact
presented to groups of semi-interested tourists.

Our starting point is Pustijerna, an area located
within the city walls, in the southeastern part
of the city. Once a representative residential
area boasting Gothic and Baroque palaces, it
was repurposed as a Baroque garden after the
earthquake of 1667 and, in more recent history, a
basketball court. Driven by the historical record,
an archaeological survey of the site (1984-87)
confirmed the existence of the Benedictine
monastery of St. Thomas from 1234, as well

as the remains of Renaissance and mediaeval
architecture. After completion of the survey,
Pustijerna was designated a conservation area,
the Ispod Mira road was built, and part of the

1 Rem Koolhaas, The Generic City (New York: Moncelli
Press, 1998), 1248.

buildings bordering the area were renovated.
Conservation, consolidation, and protection
work was carried out from 2009 to 2010.

Today, Pustijerna is run down, the infrastruc-
ture is poor and fragile, there is insufficient
investment in the renovation and maintenance
of electricity, water, sewage, and street lighting,
as well as pedestrian pathways. It has become

an illegal dumping site. Many of the residents
have moved out, and the apartments and palaces
are more often than not converted into small
self-contained units with kitchens and bathrooms
for holiday rentals. Pustijerna is also home to
many cats, for whom someone has built a shelter
in the form of a series of small terraced houses.

In some ways, Pustijerna is a site that resists
generic classifications and gentrification. It is
through this site that we observed and recorded
the processes that lead to, or resulted from,

the transformations and governance of space.

Its entropy, urban clutter, and deviation from
norms have led us to think about the old city

of Dubrovnik, specifically the transformation

of its residential and public spaces into the
mega-popular tourist destination it is today — a
space that is inhabited temporarily, rented out,
and not dwelled in. Trying to detect the neuralgic
points of the tourist industry today, our research
focuses primarily on the so-called new materi-
als that have been used in architecture, interior
design, antique restoration, and renovations since
the 1990s. These new materials, such as PVC,
plaster boards, and laminate, have become the
agents of prevailing consumer preferences and
building standards. They are toxic pollutants,
reflecting new social substances, phenomena,
and connections. They also point to the ecological
problems of production, use, and durability.

One of the motifs we introduced in Workbook:
Pustijerna is the votive, votive gifts and paintings.
Votives are objects whose symbolic, associative, or
conventional forms relate to the idea of offerings,
gifts, and giving thanks, thus bearing witness

to the cultural and social histories of past times.
These objects which often feature an ailing part
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of the body or a situation seeking or receiving a
magical resolution, reminded us of the stone cores
and materials for a future city. They may have
well become its only offerings and humble motifs.

Cvijeta Zuzori¢,? a poet without a single
preserved verse and having only several portraits
hypothetically attributed to her, along with her
friend Marija Marusa Guceti¢ Gunduli¢,® are

the main narrators and leitmotifs of Workbook:
Pustijerna. It is through this lens that we steer our
view of Dubrovnik towards the history of women
and gender. In Workbook: Pustijerna, they become
active participants in their own invisible histories
within the framework of official history, specu-
latively infiltrating their possible everyday lives
beyond the restrictive gender conditioned roles
imposed on them by the period.

This publication takes the form of a work-
book, a proposal offering a series of small
destabilisations of images and normative
narratives using photographs, scans, archival
documents, invented narratives, possible
outcomes of events, written records, and
observations — collected tasks that are not all
completed, but, at least, are listed and named.

This is a series of possibilities or references that
we have created for ourselves and for others.

2 Dubrovnik, 1552 - Ancona, 30-11-1648
3 Dubrovnik, 1557 -?
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BIBLIOTEKA 0 OPCENITO

U okviru projekta Radna biljeZnica: Pustijerna od 2020. do 2022. godine
pokrenule smo Biblioteku O Opcéenito koja se bavila prijevodima i Sirokom
distribucijom tekstova o drustvu, umjetnosti i kulturi koji se kriti¢ki odnose
prema prevladavajucem neoliberalnom okolisu. U sklopu biblioteke prevele
smo i izdale devet eseja, svaki u nakladi od 300 primjeraka:

Shannon Mattern: KnjiZnica kao infrastruktura, 2014.

Hito Steyerl: U obranu lose slike, 2009.

Brandon LaBelle: Slusanje: relacijsko tijelo, 2018.

Leslie Kanes Weisman: Zenska prava na okolis: MANIFES'T, 1981.
Elizabeth A. Povinelli: Geontologije: koncept i njegovi feritoriji, 2017.
Heather Davis: Zivot i smrt u antropocenu: kratka povijest plastike, 2015.
Michael Taussig: Doba lapis lazulija, 20009.

Henri Lefebvre: Pogled s prozora, 1992.

John Berger: Zasto gledati Zivotinje?, 1980.

Naziv Biblioteka O Opcenito preuzele smo od skupine O UDK Klasifikacijskog
sustava koja obuhvaca opce ljudsko znanje. Biblioteka je osmisljena kao
heterogena osnova za istraZzivanje, razmjenu ideja i dijalog, a potaknuta
temama koje otvara Radna biljeZnica: Pustijerna — od prava na grad i
mogucnosti kriticke analize prostora, dominantnih prostornih politika,
mogucnosti infiltracije i otpora do vitaliteta margine i periferije, viska,
proucavanja ekologije, materijalnosti, okoliSa kroz feministicke i queer teorije,
drugog ili druge.

Svako pojedino izdanje popratilo je javno Citanje, a tiskani oblik rezultat je
proizvodnje u radioni RISO & prijatelji. Eseje smo oblikovale u formi dZepnih
knjiZica te same tiskale, sabirale, rezale i uvezale na Siva¢oj masini.

Osim u fanzin izdanju, moguce ih je preuzeti u pdf-u sa stranice projekta:

http://ww.anahusman.net/hr/biblioteka-nula/
https://pangolin.hr/hr/publikacije/edition-main-tables-0/.
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EDITION MAIN TABLES 0

From 2020 to 2022, as part of the project Workbook: Pustijerna, we launched
the Edition Main Tables O with the aim of translating and distributing
theoretical thoughts on society, art, and culture that critically position
themselves against the prevailing neoliberal environment. Nine essays have
been translated and published, each in an edition of 300:

Shannon Mattern: Library as Infrastructure, 2014.

Hito Steyerl: In Defense of the Poor Image, 2009.

Brandon LaBelle: Listening: A Relational Body, 2018.

Leslie Kanes Weisman: Woman’s Environmental Rights: A Manifesto, 1981.
Elizabeth A. Povinelli: Geontologies: A Requiem to Late Liberalism, 2017.
Heather Davis: Life and Death in the Anthropocene: A Short History of Plastic, 2015.
Michael Taussig: What Colour is the Sacred?, 2009.

Henri Lefebvre: The View from the Window, 1992.

John Berger: Why Look at Animals?, 1980.

The title Edition Main Thbles O was inspired by group O of the UDC

library classification system, which covers general human knowledge. The
edition is designed as a heterogeneous basis for research, dialogue, and the
exchange of ideas, guided by the themes covered in the Workbook: Pustijerna.
These themes include: the right to the city and the possibilities of the
critical analysis of space, the dominant politics of space, the possibilities

of infiltration and resistance, the vitality of the margin and periphery, the
surplus, the study of ecology, materiality, and the environment through
feminist and queer theories, the other.

Each individual edition was accompanied by a public reading, and produced
in the workshop RISO & friends. The essays were published as pocket-sized
editions and we printed, compiled, cut, and bound them ourselves on a
sewing machine.

In addition to the fanzine edition, they are available for download in .pdf
format on the project page:

http://ww.anahusman.net/hr/biblioteka-nula/
https://pangolin.hr/hr/publikacije/edition-main-tables-0/.
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Painting giving thanks for the
cure of Ana Andricevi¢ from
Perast, 1640, votive painting,
tempera on wood, Our Lady of
Mercy Dubrovnik, 2023, digital
photograph, Marko Ercegovi¢

5,6,7,8,12,32
Surface of stones, Pustijerna,
2019, scan, Ana Husman

9,71

Votive tiles from Dubrovnik,
Museums of Dubrovnik, metal
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digital photograph, Bozidar
Gjukic¢

13,16

Anastazija the cat, Rector’s
Palace, 2019, black and white
analogue photo, Ana Husman

14,15
Cat hotel, Pustijerna, 2020,
digital camera, Ana HuSman

15,16

Cat houses for Anastazija made
by the citizens of Dubrovnik,
Anastazija the cat in various
situations, 2019, black and white
analogue photo, Ana Husman
and materials accessed online:
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michel.sevelo, 16-5-2024
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Bili the cat, Rector’s palace,
2019, mobile phone
photograph, Ana Husman

18

Sculpture of lion, Gruz, 2019,
mobile phone photograph, Ana
Labudovi¢

19,20

Extract from the fifth book of the
Statute of the City of Dubrovnik
1272, 2018, scan, Ana Husman

21

Dubrovnik harbour, residential
and commercial building under
construction, Gruz, 2019, mobile
phone photo, Ana Husman

22

Cats, Pustijerna, 2019, mobile
phone photograph, Ana
Labudovi¢

23

Blueprint of archaeological site
in Pustijerna from archaeological
record of current state, 2008,

accessed online:
https://zod.hr/obnova_
dubrovnika/arheoloski-lokalitet-
pustijerna/, 30-6-2024

Photo of current state,
Pustijerna, 2018, mobile phone
photo, Ana Labudovi¢

24

Our Lady of Mercy Dubrovnik,
2019, scan of mobile phone
photo, Ana Hus$man

41

Wooden box with soil cores,

lot 514/1, 514/2, 517/2, until
recently classified as woodland,
2019, scan, Ana Husman

42

Examples of marbling, Rector’s
palace, 2019, mobile phone
photo, Ana Husman

43

Examples of plastic bathroom
accessories and floors in holiday
accommodation, Boninovo,
2019, mobile phone photo, Ana
Husman

44

Example of teflon pan in holiday
accommodation, 2023, mobile
phone photo, Ana Hus§man

45,46,47

Fragments of PVC doors,
windows, etc. used in various
buildings in Dubrovnik, 2019,
black and white analogue photo,
mobile phone photo, scans, Ana
HusSman

48,49

Construction sites, parquet
floors, concrete, Gruz, 2019,
black and white analogue
photos and mobile phone photo,
Ana Husman

52,53,54,55

Lot numbers 514/1, 514/2,
517/2, classified until recently
as woodland, boxes with soil
cores and cylinders, Boninovo,
2019, black and white analogue
photo, mobile phone photos,
Ana Husman

56

A stone in the woods above
Dubrovnik General Hospital,
2019, black and white analogue
photo, Ana Husman

57,58-59,60-61,62-63,
66-67,68,79

A rock core sample extracted
from lot number 514/1, 514/2,

517/2, until recently classified
as woodlands Boninovo, 2019,
digital photo, Ivan Slip¢evi¢

64-65

A rock core sample extracted
from lot number 514/1, 514/2,
517/2, until recently classified
as woodland, 2019, black and
white analogue photo, Ana
Husman

69

Painting giving thanks for the
rescue of ship crew RAD after
torpedo attack in the Great War,
J. Seits, 1940, votive painting
tempera on wood, Our Lady of
Mercy, Dubrovnik, 2019, mobile
phone photo, Ana Hus§man

70

Painting giving thanks for being
saved from lightning, G.R.,, 1970,
votive painting, oil on canvas,
Our Lady of Mercy, Dubrovnik,
2019, mobile phone photo, Ana
Husman

71

Votive tiles from Dubrovnik,
Museums of Dubrovnik, metal
collection, 18th and 19th
century, digital photograph,
Bozidar Gjuki¢

72-73,75,

Palm trees, garden next to Petar
Sorkocevic¢'s summer house,
2019, black and white analogue
photo, Ana Husman

76

Woods above Dubrovnik
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phone photo, Ana Husman
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