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Introduction

Since 1995, contemporary art has been instrumentalized in Bosnia and Herzegovina (BiH) – valued 
and funded not so much for its intrinsic worth, but because it is seen ‘as a contributor to some other 
social objective’ (Daniel Thérond and Council of Europe 2009:18). This process is predominantly 
being driven by a wide variety of international organisations. This paper will give an overview of 
the motivations behind this instrumentalization, and trace the way they are mediated by various 
organisations in relation to a specific exhibition.

The paper begins by locating this process within a growing instrumentalization of culture in Europe,
arguing that recent shifts in the way in which culture and contemporary art are conceptualized have 
permitted both to be seen as useful in the transformation of societies. It will then give an overview 
of the largest organisations currently involved in instrumentalizing contemporary art, and analyse 
the way in which art is viewed by them. Thirdly, this paper will present an updated methodology for
the study of the effects of this instrumentalization. It will then present an example of the way in 
which this methodology has been applied in the case of a specific case study.

2



The Instrumentalization of Contemporary Art in Bosnia-Herzegovina – An Overview
Matthew Webber, June 2015

The Instrumentalization of Culture
Changing Paradigms

Instrumentalization
Culture, and art as a part of this, has always possessed uses beyond the aesthetic. In an 
anthropological context, both Layton (1991) and Gell (in Coote and Shelton 1992, 40-63) have 
explored the ways in which art is used by society, either in the maintenance of social structure or as 
a form of 'psychological warfare' against rival groups (Coote and Shelton 1992:42). In Europe, 
religious art has long possessed a pedagogic function. The work of the Frankfurt School, and 
specifically that of Adorno (1997), stresses that art has been used to reinforce the ideology of 'late 
capitalism' in Western society. Concurrently, the Eastern Bloc's strict enforcement of Socialist 
Realism sought to promote and enforce the ideals of communism (Szczerski 2010). In more recent 
years, the fall of the Eastern Bloc and of Yugoslavia has precipitated a number of projects in which 
culture and art are being used to promote the 'transition' of these societies into democratic, 
European, market-capitalist nation-states. In the context of Bosnia, this instrumentalization began to
occur following the country's emergence from the Bosnian War of 1992-1995, and is focused on 
using culture and art to bring about democratic and economic reform. 

This current instrumentalization is part of a broader instrumentalization of culture in Europe since 
the 1970s. Seen in this way, contemporary art forms part of a 'cultural sphere' which includes many 
forms of cultural production and institution – literature, cultural heritage, the museums sector, etc. 
In recent years, national governments and international organisations have attempted to 
instrumentalize all of these fields – to use them to achieve economic, social or cultural objectives 
sometimes only distantly related to their “traditional” roles. Concurrently, actors in the cultural 
sphere have sought to align their activities to broader policy initiatives, in a form of self-
instrumentalization. The origin of this instrumentalization may be traced to changing perceptions of 
the agency of the cultural sphere since the 1970s, and this, in turn, to broader economic and social 
transformations.

Context
In the report Heritage and Beyond, (Daniel Thérond and Council of Europe 2009) released to 
explore the background and consequences of The Council of Europe Framework Convention on the
Value of Heritage for Society (the Faro Convention), Noel Fojut outlines a division between the 
'instrinsic value' of culture, and its 'instrumental value', through which it is seen ‘as a contributor to 
some other social objective’ (Daniel Thérond and Council of Europe 2009:18). Recently, he writes, 
instead of culture being ‘valued for its own intrinsic worth, it ha[s] been discovered to be useful’ 
(Daniel Thérond and Council of Europe 2009:17). Several authors have seen the origins of this shift
in the broader economic and societal transformations of the 1970s. For both Gray (2007) and 
Vestheim (1994), it was in the economic turmoil of these times that the post-war 'welfare state 
consensus' in Western societies began to be questioned, and state management of the cultural 
industries was subsequently reformed (Gray 2007:208). From this period onward, arts and culture 
policy became both increasingly de-centralized, and was expected to justify its outcomes against 
broad policy objectives.

Gray (2007, 2008) has written that two processes are driving this shift. Firstly, cultural policy has 
been directly instrumentalized in order to contribute to a rapidly expanding set of objectives. This 
process, in the words of Gray, stems from 'the increasingly common view of the arts as simply 
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another policy arena that must be subsumed to the wider, instrumental, interests of governments' 
(Gray 2007:204), and can be seen as part of a broad 'commodification' of public policy, in which 
arts and culture are valued for their exchange value – that is, the extent they are able to effect wider 
society (Gray 2007). Secondly, individuals and organisations within the cultural industry itself have 
'attached' their work to these same political objectives, because there is now a '“need” for arts and 
cultural policies to demonstrate that they generate a benefit over and above the aesthetic' (Gray 
2007:203). The outcome of this is that today, arts and culture policy must be seen as an inherent part
of a broader policy environment, in that it has often been directly instrumentalized by those in 
control of this environment, and has also sought to align its objectives to it (Gray 2007:205).

Purposes
Consequently, in the last 40 years the set of agencies that culture is presumed to possess has grown 
rapidly. Accordingly, the definition of culture has broadened, initially to include such related areas 
as leisure activities and sport (Vestheim 1994:58), but eventually incorporating social and political 
goals that would 'traditionally have been considered to be largely, if not utterly, irrelevant to the 
functional requirements of the sector' (Gray 2007:210). This is seen clearly in Gray's work on 
British museums, which are now expected to contribute to an extremely broad set of priorities, very 
few of which sit within the core concerns (at least traditionally) of this sector (Gray 2008:210). 
Indeed, the list of goals to which culture is now believed to be able to contribute seems to have 
expanded exponentially in recent years. In other contexts, for instance, culture has been used for 
'investment and profit, creating places of work, preventing depopulation, creating attractive places 
to live, strengthening the creative ability of the society (locally and regionally), attracting highly 
skilled labour' (Vestheim 1994:65); in social cohesion and economic development (Marcuse 
2007:20); in conflict resolution, economic regeneration, education for citizenship, and sustainable 
development (Daniel Thérond and Council of Europe 2009:17); for ‘societal progress’ and 
European unification (Daniel Thérond and Council of Europe 2009:9); in ‘mobilising protest 
against bad decisions’ (Daniel Thérond and Council of Europe 2009:7); or as a more subtle tool to 
enforce capitalist ideology (Marcuse 2007). 

In an international context, the cultural work of UNESCO and other supra-national organisations 
has increasingly been justified in similarly diverse ways. The UNESCO report The Power of 
Culture for Development (2010), for instance, gives an extremely broad definition of culture and the
ends to which it may be put. In sketching a history of these two terms since the 1970s, the report 
stresses the rapidly expanding definition of both, such that today the concept of development 
includes 'human qualities tied to historical, social and cultural factors' (Vestheim 1994:62), and 
culture is seen as a 'fundamental component' of such diverse goals as economic development, social
cohesion and stability, environmental sustainability, and 'creating resilient communities' (UNESCO 
2010:2). The implication, at least, of such wide definitions is that there is now almost no policy area
to which cultural policy cannot contribute.

Criticisms
This instrumentalization of culture is not without its problems. Firstly, several authors have 
expressed doubts about whether it is effective. In part, this is likely due to the difficulty of 
measuring the agency of culture in relation to the diverse outcomes it is now expected to contribute 
to (Gray 2007:217). In addition, the de-centralization of cultural policy, in which various groups 
and communities compete for limited funding, can sometimes mean that actors within the cultural 
sphere actively work in opposition to one another. Indeed, in extreme cases, this de-centralization, 
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instead of leading to, 

democracy, liberty and justice for all … may just as well bring about 
difference and displacement of power to the advantage of those who are best
able to take advantage of the void left when the national state relinquishes 
its power of decision to the local level.

 (Vestheim 1994:68)

Quite apart from these concerns over the efficacy of instrumentalization, many authors have 
expressed concern over the negative effects that it can have on culture itself (Gray 2007). Several 
areas of concern have been identified. Firstly, there is a fear that a 'commodification' of culture has 
led to cultural policy being devised and measured in exclusively economic terms. That, though 
'culture is a powerful global economic engine' (UNESCO 2010:5),  cultural 'goods and services ... 
must not be treated as mere commodities or consumer goods' (Gray 2007:206, quoting United 
Nations’ Declaration on Cultural Diversity (2001)). This is of concern not only because it risks 
making culture entirely subservient to market forces, but also because an over-eager 
commodification of culture is believed to have negative effects upon society, as when resurgent art 
scenes raise property prices and force out long-term residents (Marcuse 2007:23). Secondly, there is
a fear that instrumentalizing culture may inadvertently lead to its homogenization – that particular 
ideologies and forms of expression become dominant, either through their direct sponsorship or 
through actors tailoring their work toward perceived policy goals. It is for this reason that 
governments and international organisations are often careful to adopt indirect forms of 
sponsorship, so that 'they can avoid being held directly responsible or accountable ... [and] can 
avoid accusations of censorship or undue political influence' (Gray 2007:214). Thirdly, it is feared 
that this homogenization could lead to culture losing its critical function. That, in the words of 
Vestheim, 'if policy making and planning in the cultural sector become dominated by purposive 
rationality alone, there is a real danger that politics in this field loses its creative and critical 
dimension' (Vestheim 1994:69). In the present context, this criticism is particularly acute, because 
many have seen contemporary art's greatest value, indeed its very definition (Danko 2008), in its 
inherently critical stance. Thus, in trying to use contemporary art to achieve political goals, those 
sponsoring it can inadvertently, and perhaps ironically, end up destroying its primary purpose – the 
production of subversive comment.

These criticisms noted, the fact that contemporary art, and culture more generally, continues to be 
instrumentalized in BiH raises important questions regarding the beliefs and motivations that 
underlie this. In Bosnia, international support for contemporary art is justified in terms of a broad 
range of objectives, but the contribution that contemporary art can make to these is seldom 
assessed. This research therefore seeks to investigate the reasons underlying this continued support, 
trace the effects of this funding on the art sphere of BiH, and ultimately assess whether art and 
culture possess the powers they are commonly believed to.
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Funding for contemporary art in Bosnia-Herzegovina
History and Motivations

If cultural policy now exists as merely one part of a broad policy environment, the 'work' that 
culture – and contemporary art – is expected to perform is inseparable from the current political 
priorities of the country. These, in short, are democratisation, nation-building, market reforms, and 
reconciliation. Thus, the instrumentalization of culture in Bosnia's case is focused on a small sub-set
of the supposed agencies of culture outlined above, being mainly focused on the development of the
public sphere and on achieving democratic reform.

Before outlining this instrumentalization, it is worth noting several unusual features of it. Firstly, the
gradual shift in the perception of culture outlined in the previous section applies mainly to Western 
Europe and north America. In communist Yugoslavia, culture remained centrally managed (at least 
within the federal republics) and its value remained 'intrinsic' (in Fojut's (2009:18) terms) until at 
least 1995. With the emergence of Bosnia as an independent state in 1995, therefore, the 
implementation of this radically changed perception of culture – as de-centralized, and able to 
contribute to a wide variety of economic and social outcomes – was much more abrupt in Bosnia 
than elsewhere. Secondly, due to the parlous state of Bosnia's economy since 1995, and the ongoing
paralysis of its governmental system, the vast majority of the instrumentalization of culture since 
this date has been carried out by the international community. 

In this section, therefore, a brief summary of international organisations’ involvement in 
contemporary art in Bosnia will be presented. First, a short history of this involvement will be 
outlined, followed by an overview of the justifications given for this. In this section, only the largest
such interventions will be mentioned – the justifications behind particular grants and projects are 
numerous, and are under ongoing investigation. An example of the results of these investigations is 
presented in Section 4.

Context
In the years immediately after Bosnia’s peace settlement in 1996, two projects are of particular note 
– Ars Aevi and the Sarajevo Centre for Contemporary Art. The Ars Aevi project began in 1992, at 
the beginning of what would become a 4-year siege of the city (Hadžiomerspahić 2006:17). From 
its beginning, the project aimed at the construction of a museum of contemporary art in Sarajevo, 
though the difficulty of this in war-torn Bosnia-Herzegovina was well appreciated. Initially, the 
project was 'code-named' Sarajevo 2000, and was based in Italy. In 1995, the project gained 
UNESCO support, and was granted 10,000m2 of exhibition space in Sarajevo's Skenderija Centre. 
In 1999, following the end of hostilities in BiH, renowned architect Renzo Piano agreed to design a 
new museum in his role as UNESCO Good Will Ambassador, and a site was agreed upon. There 
followed a number of successful years for Ars Aevi, which, in 2002, oversaw the construction of the
Ars Aevi Bridge – the first portion of the intended museum complex. In 2003, the organisation 
administered the first Bosnian pavilion at the Venice Biennale, and was recognised ‘as UNESCO's 
most important development project in BiH’ (Hadžiomerspahić 2006:33).These early successes 
have been followed by a period of stagnation.  The museum has not been started, and Ars Aevi have 
produced no publications since 2007. 

The Sarajevo Center for Contemporary Art began life as the Soros Center for Contemporary Art in 
1996. This center was one of 19 opened in former socialist countries in the early 1990s by the Open 
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Society Institute, itself established by the American philanthropist George Soros. These centers’ 
‘primary role was the modernization of the artistic discourse in the former socialist countries and 
the republics of the former USSR’ (http://www.contimporary.org/dictionary/view/7, accessed 
14.04.2015). As such, 

SCCA has produced and organized numerous exhibitions, art actions, 
workshops, seminars, lectures and presentations in Sarajevo, Bosnia and 
Herzegovina and abroad; the Center has supported the production of 
artworks, produced a number of multimedia works, art videos and films, 
published catalogues and other art publications, and assembled art 
documentation.

(http://scca.ba/about-scca/, accessed 14.04.2015)

In 2000, the Open Society Institute decided to remove funding from the center, after which it was 
renamed the Sarajevo Center for Contemporary Art and began to operate as an ‘independent, non-
profit professional organization’ funded by ‘domestic and international grants and donations on the 
basis of proposed projects’ (http://scca.ba/about-scca/, accessed 14.04.2015).

In addition to these large projects, the European Union (EU) and a number of European 
governments have been involved in funding contemporary art in post-conflict Bosnia. Between 
2002 and 2005, under the directorship of Gottfried Wagner, the European Cultural Foundation 
(ECF) consistently argued that the EU’s strategy in the Western Balkans should contain a cultural 
element (Behluli et al. 2005:10). In 2006, the organisation achieved its aim by establishing the 
Balkan Incentive Fund for Culture (BIFC), which funded educational and artistic projects 
throughout the region. Concurrently, Pro Helvetia, the Swiss government’s art council, administered
the Swiss Cultural Programme in the Western Balkans from 2008 (http://www.mobility-
matters.eu/web/files/33/en/Swiss_Cultural_Programme_in_the_Western_Balkans.pdf, accessed 
14.04.2015). 

In 2013, these programmes were combined, renamed the Balkans Arts and Culture Fund (BAC), 
and their operation passed to a local organisation, artangle, which administers the fund from its 
offices in Sarajevo. Despite local management, at present the BAC is still financially supported by 
the Swiss Agency for Development and Cooperation (SDC) and the ECF 
(http://www.artanglebalkans.net/about.html, accessed 14.04.2015). In addition to these large 
projects, there has also been more erratic support and funding for contemporary art in Bosnia 
through a vast variety of smaller organisations. These have included the British Council, the Goethe
Institute, the French Embassy in Sarajevo, and a number of companies and corporations. 

Purpose
The justifications given for this support are varied, but contain a number of key themes – the 
strengthening of democratic inclusion and civil society, and contemporary art’s ability to contribute 
to several key political discourses in present-day Bosnia. 
 
The motivation behind funding contemporary art in Bosnia today must be understood in relation to 
the political situation of the country. Bosnia emerged simultaneously from a bloody war and 
communism in 1995. It is now in a state of ‘transition’, a term denoting the liminal state between 
communism and democracy, and implying a movement from one to the other. As Esanu 
(2008) notes, this term is one that was applied to most ex-Eastern Bloc states after 1989, following 
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its coining in Rustow’s Transitions to Democracy: Toward a Dynamic Model (1970). Though the 
efficacy and techniques of transition have been controversial, the ultimate goal of the process is 
widely agreed upon; in the words of the Office of the High Representative (OHR), an international 
organisation which is still the primary political authority in Bosnia, this support is designed to 
ensure that the country ‘evolves into a peaceful and viable democracy on course for integration 
in[to] Euro-Atlantic institutions’ (OHR 2014). 

This quote includes four prominent narratives in political discourse in Bosnia today. In the broadest 
view, there is a process of nation-building occurring, through which Bosnia is eventually expected 
to emerge as a market capitalist sovereign state. The country becoming ‘peaceful’ involves a 
process of reconciliation between groups within the country, as well as a rapprochement with 
neighbouring states, ultimately leading to greater regional co-operation. Being ‘democratic’ entails 
that Bosnia grows into a multiculturalist state, in which the rights and voices of women and 
minorities (ethnic, sexual, religious) are respected. Joining the European Union involves a process 
of Europeanisation, in which the legal, social and cultural institutions of the country are aligned to 
those of the EU. 

As described above in relation to cultural heritage and contemporary art, the development of civil 
society is key to all of these discourses – it is needed to build consensus about the new nation of 
Bosnia, to provide opportunities for reconciliation, to allow ethnic and other minorities a voice 
within the country, and ultimately because a vibrant civil society is seen as an integral part of 
modern European nation-states. Thus, in the words of Adam Fagan, ‘to suggest that civil society 
development is anything less than central to the international community’s state building agenda 
would be an understatement’ (2005:406). 

Given this, it is not surprising that funding for contemporary art in Bosnia today is most often 
justified in terms of the promotion of civil society, and that in turn civil society is explicitly linked 
to nation-building, reconciliation, democracy, respect for minorities, and Bosnia’s eventual EU 
accession. The fact that cultural heritage and contemporary art are seen as able to contribute to these
processes is a consequence of the changing conceptualisations of both institutions, as explored 
above. This said, even though this re-assessment was well advanced by 2000, in Bosnia’s early 
post-conflict years (with the notable exceptions of SCCA and the Open Society Foundation) there 
appears to have been little appreciation of it. In particular, Gottfreid Wagner uses his preface to the 
ECF report The Heart of the Matter to lament the lack of EU engagement in culture during its early 
involvement in the Western Balkans, saying that,
 

Almost incredibly – given the obvious power of perceptions, images and 
cultural patterns – EU politics excluded cultural programmes. It virtually 
amounted to a paradoxical neo-Marxism in which the power of the ‘basis’, 
of material investment, was given precedence over the power of the 
‘superstructure’ (Ueberbau) – with only education, which opened its 
cooperation mechanisms to the region step by step, granted exemption. 

(Gottfried Wagner, director of ECF, in (Behluli et al. 2005:10)

Further, it is notable that the SCCA’s current description of its own goals still makes reference to 
this ‘new cultural model’, and the emergence of new concepts related to ‘a change in the artistic 
paradigm, but also to a change in the understanding of the function of culture and art’ 
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(http://scca.ba/about-scca/, accessed 14.04.2015), long after this shift had occurred. Nevertheless, 
the ‘new’ understanding of culture outlined above is now very much in evidence in the literature 
produced by organisations funding art in Bosnia. 

As described above, one of the primary reasons cultural heritage and contemporary art are valued is 
that they are seen as able to promote and strengthen civil society. This theme is very apparent in the 
literature produced by the organisations mentioned. With regard to cultural heritage, this is seen 
most prominently in relation to the bridge in Mostar, which was rebuilt by international 
organisations after being destroyed in the war. Its symbolism is potent – the physical bridge stands 
for a metaphorical reconstruction of dialogue between the cultures of Bosnia, such that ‘old or new, 
“authentic” or rebuilt, [it can] become a place of discussion, communication, and hence 
reconciliation’ (Daniel Thérond and Council of Europe 2009:74). 

This use of culture to produce or strengthen the public sphere is also seen in relation to 
contemporary art. It features prominently in the intellectual background of the Open Society 
Foundations, which explicitly references Popper’s (Lynd and Popper 1951) ideas of open, 
democratic societies. The Swiss Cultural Foundation (SCF) sees its work as contributing to ‘the 
promotion of democracy and freedom of expression’ (http://www.scp-ba.net/about_us/, accessed 
14.04.2015), and the BAC claims that its sponsorship of art leads to ‘broadened accessibility’ to 
public discourse (http://www.artanglebalkans.net/balkans-art  s  —culture-fund-bac.html, accessed 
14.04.2015).

Though, as mentioned above, the enhancement of the public sphere is often seen as an end in itself, 
it is also expected to achieve specific outcomes. These outcomes are best understood in relation to 
the discourses outlined above – nation-building, reconciliation, democracy, respect for minorities, 
and Bosnia’s eventual EU accession. This is set out explicitly in the mission statement of the SCF, 
which states that its work aims, 

to contribute to the promotion of democracy and freedom of expression, to 
conflict resolution and the respect of minorities through employment of 
cultural instruments and fostering of regional cooperation, thus facilitating 
the formation and preservation of independent and diversified cultural 
landscapes. 

(http://www.scp-ba.net/about_us/, accessed 14.04.2015)

Similarly, Noel Fojut notes that such programmes contribute to ‘the construction of peaceful and 
democratic societies’ (Daniel Thérond and Council of Europe 2009:51). The SCCA ultimately sees 
its work as ‘a corrective agent to local artistic and public life’. The BAC focuses on, in its own 
words, ‘socially relevant, responsible and change-oriented contemporary artistic and cultural 
projects’ (http://www.artanglebalkans.net/balkans-arts  —culture-fund-bac.html, accessed 
14.04.2015), which empower local organisations and strengthen ‘their role as driver of social, 
economic and political, processes’. For the ECF, in particular, the power of art and culture to 
enhance civil society, and thereby build alternative narratives, is key because ‘during the late 
eighties and early nineties, artists and intellectuals of an earlier generation provided the rhetoric, the
symbols and the excuses which fuelled nationalism and war’  (Behluli et al. 2005:16). 

Thus, cultural heritage and contemporary art have been given a key role to play in the strengthening
of Bosnia’s civil society, and this in turn is expected to promote social and political change. Given 
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this, it is perhaps surprising that nowhere in the literature produced by the above organisations is 
there outlined a way of measuring these effects. Though undoubtedly difficult, by employing the 
methodology described in the next section, this is precisely what the present research seeks to 
achieve. Further, in assessing whether contemporary art, and by extension culture, actually 
possessed the agencies it is often said to, this research seeks to interrogate and problematize the 
paradigm outlined in section 1 of the current paper.
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Methodology
An Update

As stated, the current research investigates how and why contemporary art is being instrumentalized
in Bosnia, and the effects this is having. It therefore seeks to understand the ways in which 
contemporary art is conceived of by those involved in the art sphere of Bosnia, the way in which 
this sphere operates, and ultimately whether contemporary art possesses the agencies it is believed 
to have.

The review above reveals that the concept of ‘civil society’ is central to way in which the 
instrumentalization of contemporary art is conceived of. It is expected to simultaneous produce 
artworks which contain critical messages, and to create public space through gathering together 
diverse actors. It is thus extremely similar to the ‘public sphere’, a ‘realm of social life’ which 
mediates between private individuals and the state, to which ‘access is guaranteed to all citizens’, 
free discussion is conducted, and which ultimately is able to hold political actors to account, as 
understood by Habermas (1974:49) and later extended by other scholars (Calhoun 1992; Fraser 
1992). Although Habermas did not count art as part of the public sphere, the present research 
follows more recent scholars (Barrett 2012; Mitchell 1992) in regarding the ‘art sphere’ as a portion 
of the larger public sphere. Like Habermas’ public sphere, this art sphere operates at two interlinked
levels – it gathers private individuals into a public arena in which discussion may be conducted, 
whilst simultaneously producing publicly visible critical comment on cultural, social and political 
themes. 

In addition to this theoretical consideration, the methodology employed in the present research has 
been influenced by two sets of literature. The first is literature on the structure and operation of art 
spheres, including the work of Dickie (1997), Danto (1964), Bourdieu (1984),Latour (2005), 
Heinich (as summarised in Danko 2008; Heinich 2012), and van Maanen (2009). From this work, 
an idealised model of the art sphere has been derived which splits the sphere into four functions – 
production, distribution, reception, and external support. The second set of literature is that explored
by Marcus (1995) in Ethnography in/of the World System: The Emergence of Multi-Sited 
Ethnography, in which he notes that ‘following’ objects or concepts as they move through the art 
sphere is becoming an increasingly important research technique. 

I am currently undertaking ethnographic research in Sarajevo, Bosnia’s capital city. I am nine 
months into this fieldwork, which is projected to last for one year. The research methods employed 
during this fieldwork have recently been adapted in order to focus more deeply on several important
projects currently occurring in the art sphere of Sarajevo: these will constitute the core case studies 
of my thesis. For the first six months of my fieldwork, I focused on following art works through the 
art sphere of Sarajevo, tracing their ‘journeys’ from pre-production to eventual reception.  This 
approach was necessarily broad, and allowed me to identify and follow many art works. It was 
extremely effective in allowing me to identify sites, actors, and debates relevant to my research.

Following this work, I have been able to define a number of key sites, each representative of a 
particular type of production or distribution. I am now focusing my attention on building detailed 
knowledge of the operation of these sites. For each, I have been and will be investigating each 
exhibition or project convened within the site, taking into account the external funding involved, 
production and distribution processes, and eventual reception of the project or exhibition. This shift 
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has precipitated a development in my methodological framework – specifically, whilst still tracing 
the movement of art works, I am now also tracing the intentionality of each project as it is mediated 
through external funders, producers, distributors, and then audiences. Though a development, this 
extended techniques stays true to Marcus’ methodological framework  (1995), utilising the idea of 
‘following the concept’ in addition to ‘following the thing’. 

The data emerging from each site will be written into case studies, each of which will occupy one 
chapter of the final thesis. These sites are as follows –  

• Crvena – An arts collective active in Sarajevo since 2008, and dependant on small grants 
from external funders for particular projects. 

• Kolektiv KreaKtiva – An arts collective with close ties to the Arts Academy, active since 
2009 and currently deeply opposed to seeking external sponsorship.

• Duplex – A very active gallery in Sarajevo. Partially funded by the Agnes B. Endowment 
Fund, but also by smaller grants for individual exhibitions and the sale of art works. 

• Sarajevo Art Fair and Bosnian Bijenale – Two similar, one-off events with vastly different 
funding structures.

• Balkan Incentive Fund for Culture – An initiative, mentioned above, still funded by the 
international community though managed locally, focused on convening art projects with 
local artists and organisations.  

For each of these sites, each project or exhibition convened within or by them will be investigated. 
This investigation will incorporate all the actors involved in each project – external funding bodies, 
artists, organisations, audiences, and press coverage. For each actor involved, data will be collected 
and analysed in order to understand the ways in which contemporary art is conceptualised, and the 
operation of the art sphere of Bosnia. An example of the way in which this will be presented is 
given in the following section.
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Crvena
An Example

The following is an example of the data produced by the above methodology. As stated, the data 
being collected during fieldwork is now being organised according to a series of key sites. In this 
section, I will present a description of an exhibition organised by Crvena, an arts collective, tracing 
the intention of this project from the external organisations which ultimately provided funding for 
it, through its realisation by Crvena and the artists involved, and then the reaction of audiences to it.

External Funding
The exhibition I focus on here was entitled Moja Kuća je I Tvoja Kuća (My House and Your 
House), and took place at the Historijski Muzej Bosne I Hercegovine (Historical Museum of BiH). 
It opened on October 9th 2014. It was convened as a joint project between Crvena and Sarajevskog 
Otvorenog Centra (Sarajevo Open Centre (SOC)), a local NGO, who funded the event. SOC defines
its ‘vision’ of BiH as ‘a society based on equal rights and opportunities for everyone, built on active
and engaged citizens and an accountable state’, though it also acknowledges that much work is 
required in order to achieve this. As such, it seeks to empower ‘LGBT (lesbian, gay, bisexual and 
trans*) people and women through community and movement building’ (http://soc.ba/en/about-us/, 
accessed 14.04.2015). In turn, SOC received ongoing support from two organisations. Firstly, the 
Open Society Fund BiH, mentioned above, which is ‘working to build vibrant and transparent 
democracy in which institutions are truly accountable to its citizens’ through ‘the empowerment of 
civil society’ (http://www.osfbih.org.ba/index.php/o-nama, accessed 14.04.2015, my translation). 
Secondly, the Swedish International Development Cooperation Agency (SIDA), which operates 
through the Embassy of Sweden in BiH. SIDA’s overall mission is ‘to reduce poverty in the world’, 
but its work in Bosnia is conducted as part of a programme focused on ‘reform cooperation with 
Eastern Europe’ (http://www.sida.se/English/About-us/Our-mission/, accessed 14.04.2015), which 
aims to help Bosnia undertake ‘democratic, fair and sustainable development as well as to support 
progress towards the EU’. SIDA also states that as part of this development ‘it is crucial to support 
the development of civil society, which has an important role to monitor politicians and authorities’ 
and through which ‘vulnerable groups are able to organise themselves and demand their rights’ 
(http://www.sida.se/English/where-we-work/Europe/Bosnia-Herzegovina/Our-work-in-Bosnia-and-
Herzegovina-/, accessed 14.04.2015).

With regard to the exhibition Moja Kuća je I Tvoja Kuća, one-off funding was also provided to 
SOC by Heinrich Boll Stiftung (HBS), and the Embassy of Switzerland (EoS). HBS has operated in
BiH since 1999. In their own words, ‘as a German political foundation, which is in its orientation 
close to the party Alliance 90 / The Greens, it advocates for democratization, the preservation of 
peace and non-violent communication’ (http://ba.boell.org/bs/kategorije/demokratija, accessed 
14.04.2015, my translation). The Embassy of Switzerland aims to make ‘a substantial commitment 
to the consolidation of democracy, the rule of law and the market economy in BiH.’ 
(https://www.eda.admin.ch/countries/bosnia-and-herzegovina/en/home/switzerland-and/bilateral-
relations.html, accessed 14.04.2015), largely through enhancing ‘culture as a driver for 
democratisation and socio-economic development’ (https://www.eda.admin.ch/countries/bosnia-
and-herzegovina/en/home/switzerland-and/culture.html, accessed 14.04.2015).

Production and Distribution
Crvena itself is ‘a community of unique individuals gathered around the idea that art and culture 
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provide an open platform for social change’ which creates ‘new free spaces for cultural and artistic 
creation in Bosnia and Herzegovina and the world’ (http://www.crvena.ba/crvena/, accessed 
14.04.2015, my translation). The group focuses on promoting women’s rights in BiH, and criticises 
Bosnia’s nascent capitalist system as entrenching the economic disempowerment of women. Moja 
Kuća je I Tvoja Kuća is one of seven exhibitions convened by the group since October 2014 (when 
my fieldwork began). It explores ‘the house’ as a site of the economic oppression of women, and 
specifically the idea that the work carried out by women in domestic spaces remains unrecognised. 
The exhibition text, written by Danijela Dugandžić Zivanovic, herself part of Crvena, states that 
since ‘the family is presented as the basic unit of capitalist society’, behaviour within the family 
home is ‘preset to preserve the patriarchal system and the nation’. As such, ‘in today's Bosnia and 
Herzegovina, issues of unpaid work, housework, family care, and violence against women remain at
the center of women's struggles’. 

Five artists were invited to take part in the exhibition, all of whom are members of Crvena, and an 
archive film donated by Zagreb Film was shown. Adela Jušić & Andrew Dugandzic’s work, Labour
of Love, consisted of an enormous mural painted on an external wall of the museum. Through 
political slogans and images, it sought to stress that women’s work within the house is not regarded 
as economically valuable, but instead is seen as a ‘labour of love’, possessing no economic worth. 
Emina Kujundzic’s Wining and Dining, a series of graffiti stencils inside the main exhibition space, 
focused on clothing. Presenting several images of women in workwear, it sought to subvert the 
‘normal’ function of women’s clothes, which in the artist’s view are primarily designed to objectify 
their wearer. Lana Čmajčanin’s Nature of Statistics consisted of six colour prints, each a schematic 
drawing of a flower. The plants chosen have all been used as female names, and as such the work 
sought to evoke the ‘reduction of women to a series of diagrams and statistics’. Sandra Dukic’s 
Sama Pala, Sama se Ubila (roughly She Fell, Killed Herself, my translation) focused on domestic 
violence. The audience wore headphones and listened to a recording of a text written by a survivor 
of domestic abuse, whilst Sandra herself embroidered the title of the piece onto an enormous quilt. 
From 3 to 22, the archive film already mentioned, was made in 1966 and presents a day in the life 
of a typical woman in Yugoslavia. The title refers to the long hours worked, with the film stressing 
that much of this work is overlooked by society.

Reception
The exhibition opened on October 9th 2014, at an evening event in the Historical Museum. A brief 
talk was given by the head of SOC and Danijela of Crvena (mentioned above), who had written the 
gallery text. The event was well attended. This was partially due to Crvena’s ongoing popularity – 
the group possesses a large and committed following, and has a large amount of public visibility in 
comparison to other art collectives in Sarajevo. In addition, the timing of the event coincided with 
the beginning of a new academic year, and several people who I talked to at the opening referred to 
it opening the ‘winter season’ for art. As the event occurred very near the beginning of my 
fieldwork, it was difficult to ascertain how representative (of Bosnia, of Sarajevo, of the art sphere) 
the audience in attendance was. However, as my research progresses and I come to know more and 
more of those involved in the art sphere, I am increasingly able to judge how many attending such 
events are directly involved in this sphere, and therefore how far such exhibitions appeal to a more 
general audience. Amongst those I talked to at the exhibition, the art was received very positively, 
and in many cases sparked discussion regarding the efficacy and role of Crvena and other 
organisations in promoting women’s rights in BiH. 
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The projection of the exhibition into the broader public sphere was limited. Though there was a 
local TV crew in attendance, the report produced appeared not to make the evening news. Similarly,
print media attention was limited, with only one article appearing in the national press regarding the
exhibition, and this being a direct transcription of the gallery text quoted above. Indeed, the only 
original media produced on the exhibition was produced by an independent film-maker, who was 
briefly employed by SOC to document the event. In the weeks following the exhibition, I heard 
several mentions of Labour of Love, the mural which adorned the outside of the museum. In a 
pattern which is becoming familiar, this appears to have been because the mural made use of 
genuinely public space – the busy street which runs in front of the museum – and was therefore seen
by a large number of people who otherwise would not venture into the exhibition itself. 
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Interpretation and Conclusion

In reviewing the information presented above, it becomes clear that there is a reasonably direct 
translation of conceptions of contemporary art from the paradigm laid out in the Faro Convention, 
through organisations funding contemporary art in Bosnia, right through to local arts collectives and
audiences. The paradigm informing international sponsorship of contemporary art in Bosnia today 
stresses the role this can play in the promotion of civil society, and its ability to promote inclusion 
amongst marginalised groups. This conceptualisation is shared by SOC, and the organisations 
funding it, as well as by Crvena itself. The exhibition described was explicitly designed to act as a 
catalyst for discussions about women’s rights in Bosnia, and ultimately to mobilise people to 
improve them. In addition, the art works produced and displayed sought to bring otherwise private 
stories and discussions into the public realm, whether this was experiences of domestic violence or 
the often ignored work done by women in domestic spaces. As such, they acted as carriers of 
publicly visible, critical comment on the failure of political authorities to secure women’s rights. 
Ultimately, the entire project, from funding to eventual reception, seems designed to instrumentalize
contemporary art in order to mobilise the public with regard to these issues, and to thereby bring 
about social and political change.

The extent to which these instrumentalizations are successful forms the central question of the 
ongoing research. In this context, the event described forms part of a large complex of such events, 
each seeking to address a broad and overlapping set of issues, and most dependant on the notion 
that contemporary art can act as a catalyst for social and political change. There have been a number
of significant criticisms of this approach, ranging from those claiming that contemporary art is an 
inherently elitist institution, to those questioning the efficacy of its instrumentalization. It is hoped 
that through the present research some understanding may be reached as to whether contemporary 
art is indeed an effective instrument to bring about social transformation in BiH, and, if not, what 
accounts for the continued belief that it has such affordances, as evidenced in the continued funding
of international agencies.

16



The Instrumentalization of Contemporary Art in Bosnia-Herzegovina – An Overview
Matthew Webber, June 2015

Bibliography

Adorno, T. W. and Horkheimer, M. 1997. Dialectic of Enlightenment, Verso.

Barrett, J. 2012. Museums and the Public Sphere, Wiley.

Behluli, M. Kamerić, Š. Pertritsch, W. Gottfried, W. Ugričić, S. Potrč, M. … Stefanovski, G. 2005. The 
Heart of the Matter. (C. Keulemans & D. Cameron, Eds.), European Cultural Foundation.

Bourdieu, P. 1984. Outline of a Sociological Theory of Art Perception. In: The Field of Cultural Production: 
Essays on Art and Literature, Columbia University Press, 1–27.

Calhoun, C. J. 1992. Habermas and the Public Sphere, MIT Press.

Coote, J. and Shelton, A. 1992. Anthropology, Art, and Aesthetics, Clarendon Press.

Daniel Thérond and Council of Europe. 2009. Heritage and Beyond.

Danko, D. 2008. Nathalie Heinich’s Sociology of Art -- and Sociology from Art. Cultural Sociology 2/2, 
242–256.

Danto, A. 1964. The Artworld. The Journal of Philosophy 61/19, 571–584.

Dickie, G. 1997. The Art Circle: A Theory of Art, CHICAGO SPECTRUM Press(KY).

Esanu, O. 2008. The Transition of the Soros Centers to Contemporary Art: The Managed Avant-Garde, Iasi, 
Romania: CCCK.

Fagan, A. 2005. Civil society in Bosnia ten years after Dayton. International Peacekeeping 12/3, 406–419.

Fraser, N. 1992. Rethinking the Public Sphere: A Contribution to the Critique of Actually Existing 
Democracy. In: C. Caulhoun (ed.), Habermas and the Public Sphere, MIT Press, 109–142.

Gray, C. 2007. Commodification and instrumentality in cultural policy. /May 2015, 37–41.

Gray, C. 2008. Instrumental policies: causes , consequences, museums and galleries. Cultural Trends 17/4, 
209–222.

Habermas, J. 1974. The Public Sphere : An Encyclopedia Article by Jurgen Habermas.   New German 
Critique 3/3, 49–55.

Hadžiomerspahić, E. 2006. Concept, Strategies, Realisations of the Ars Aevi Museum / Centre of World 
Contemporary Art in Sarajevo. In: Ars Aevi Collection: Museum of Contemporary Art Sarajevo, 
Sarajevo: Ars Aevi, 6th ed., 17–65.

Heinich, N. 2012. Mapping intermediaries in contemporary art according to pragmatic sociology. European 
Journal of Cultural Studies 15/6, 695–702.

Latour, B. 2005. Reassembling the Social. Política y Sociedad, Oxford: Oxford University Press.

Layton, R. 1991. The Anthropology of Art, Cambridge University Press.

Lynd, H. M. and Popper, K. R. 1951. The Open Society and Its Enemies. American Sociological Review, 
268.

17



The Instrumentalization of Contemporary Art in Bosnia-Herzegovina – An Overview
Matthew Webber, June 2015

Marcus, G. E. 1995. Ethnography in/of the World System: The Emergence of Multi-Sited Ethnography. 
Annual Review of Anthropology 24, 95–117.

Marcuse, P. 2007. The Production of Regime Culture and Instrumentalized Art in a Globalizing State. 
Globalizations 4/1, 15–28.

Mitchell, W. J. T. 1992. Art and the Public Sphere, University of Chicago Press.

OHR. 2014. OHR - General Information.

Rustow, A. 1970. Transitions to Democracy: Toward a Dynamic Model. Comparative Politics 2/3, 337–363.

Szczerski, A. 2010. In the Shadow of Yalta. Art and the Avant-garde in Eastern Europe, 1945–1989. The 
Journal of Architecture 15/1, 128–131.

UNESCO. 2010. The Power of Culture for Development, Paris.

Van Maanen, H. 2009. How to Study Art Worlds: On the Societal Functioning of Aesthetic Values, 
Amsterdam University Press.

Vestheim, G. 1994. Instrumental Cultural Policy in Scandinavian Countries: A Critical Historical 
Perspective. The European Journal of Cultural Policy 1/1, 57–71.

18


