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1 See mainly the articles in the special 
issue Curating Performing Arts of the Frakcija 
magazine from 2010.
2 See: Beti Žerovc, Umetnost kuratorjev: 
vloga kuratorjev v sodobni umetnosti, Ljubljana: 
Znanstvena založba Filozofske fakultete UL, 2010.
3 See, for instance: Jim McGuigan, 
Neoliberalna kultura, Maribor: Založba Aristej, 2016.

4 I wish to refer to the study on 
social policy changes or the analysis of the 
activation paradigm of social policy by Stephen 
Lessenich. See: Stephen Lessenich, Ponovno 
izumljanje socialnega: socialna politika v prožnem 
kapitalizmu, Ljubljana: Krtina, 2015. 
5 On the one hand, we are witnessing the 
increasingly common investments of private 

funds from the artists themselves,which results 
in publicly available art (the artists now often 
invest their own resources in the production 
of art which is then presented in public art 
institutions in order to acquire a symbolic value 
– most frequently without compensation in the 
form of fees), while cultural organisations are 
increasingly taking on the role of education, 

(self)archiving, art criticism, etc. See: Kaja 
Kraner, “Kulturna politika kot tehnologija 
vladanja: med gospodarsko in socialno politiko”, 
Časopis za kritiko znanosti XLVI/272, 2018; Kaja 
Kraner, Alja Lobnik, “Ambivalentna vloga 
sodobne umetnosti in nevladne scene”, Časopis 
za kritiko znanosti XLVI/272, 2018.

As pointed out by some reflections on the phenomenon of 
curating in the field of contemporary performing arts,1 it was 
borrowed from the field of visual arts – the difference being 
that, in the case of the latter, it is not about a gradual substi-
tution or combination of the roles of producer, dramaturge, 
programme or artistic director, but a kind of “evolution” of the 
pre-established figure of a (museum) curator. The article will 
thus first attempt to outline the context of the expansion of 
curating in the field of visual arts in relation to certain specif-
ics of contemporary art since the 1990s and the establishment 
of the non-governmental culture and arts sector in Slovenia. 
Based on this, I will try to point out a few similarities with 
the field of contemporary performing arts and then move 
onto outlining some of the changes that have occurred in the 
course of the 15 years of operation of the Nagib platform, for-
malised since 2013 as Nagib, Association for the Cultural Pro-
duction and Affirmation of Artistic Processes. In doing this, I 
will constantly try to think these changes along the basic lines 
of wider production changes in the cultural and artistic field in 
Slovenia that have taken place since this period, while refer-
ring to certain specifics of the Maribor cultural and artistic 
context. I will look at the changes in the operation of the Nagib 
platform as a move from producing and programme or artistic 
direction towards curating – a phenomenon that has only been 
establishing itself in the field of contemporary performing arts 
and experiencing its first reflections in the last decade. 

The key local scientific article on curating in the field 
of visual art written by art historian Beti Žerovc as part of 

her PhD dissertation (the book Kurator in sodobna umetnost: 
pogovori – The Curator and Contemporary Art: Discussions 
from 2008 and Umetnost kuratorjev: vloga kuratorjev v sodo-
bni umetnosti – The Art of Curators: The Role of Curators in 
Contemporary Art from 2010) discusses the phenomenon of 
curating mostly as part of the Western art system, focusing 
largely on the approaches of some of the key world-renowned 
curators in the field of visual art. Accordingly, Žerovc’s 
analysis of the phenomenon, which she also compares to the 
figure of a museum curator, mainly emphasises the simi-
larity between a curator and a private gallery manager and 
consequently their close relation to the art market, private 
art supporters and the function of setting art trends (which 
are then capitalised on the market one way or another).2 Fol-
lowing Žerovc’s findings, the establishment and expansion 
of the phenomenon of curating could thus also be thought of 
based on the gradual reduction of culture and art to goods, 
an industry (cultural and creative industry) or a development 
strategy which, according to numerous analyses tied to the 
Anglo-American space, has been one of the key specifics of 
neoliberal culture or cultural policy roughly since the 1970s.3 
But as we are focusing on the specific Slovenian context in 
this case, one has to be more specific when thinking about 
the relations of changes in the modality of cultural policy 
and the establishment and expansion of contemporary art 
and the phenomenon of curating. As this space has been 
marked by the historical circumstance of socialist (or social 
democratic in the wider European context) cultural policy 
since the post-war period which, among other things, was 
based on a pronounced political, educational and social inte-
grative role of culture and art (the democratisation of access 
and production), the current context also lacks objective con-
ditions for the full realisation of the cultural policy towards 
an economic policy, for instance in the sense of a direct sub-
jection of the cultural and artistic production to capital.

Even if, in the legitimations of cultural policy reforms 
in Slovenia, the concept of cultural and creative industries 
has been a relatively common phenomenon in the past 
decade and a half, changes in the modality of cultural policy 
on the micro-level are more appropriately considered as a 
move towards the activation of social policy and not so much 
towards the economic policy.4 More concretely: on the one 
hand, it involves a gradual withdrawal of the state cultural 
policy from the fulfilment of its care function of establishing 
the supporting conditions for the operation of a particular 
field of art, the key result being that cultural producers 
themselves are increasingly assuming the tasks and func-
tions that used to be in the domain of cultural policy as part 
of the social state.5 On the other hand, the move from the 
cultural policy of care towards an activation social policy can 
also be thought of as an expansion of the imperative of ex-
ternal art legitimation of support and (public) investments in 
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6 Hal Foster, “Umetnik kot etnograf”, 
Likovne besede XVIII/63–4, 2003, p. 34.
7 See, for instance: Katja Praznik, 
Paradoks neplačanega umetniškega dela: avtonomija 
umetnosti, avantgarda in kulturna politika na 
prehodu v postsocializem, Ljubljana: Sophia, 2016, 
pp. 171–268; Lidija Radojević, “Spreminjanje 
produkcijskega načina v polju kulture”, Maska 
XXVIII/157–158, 2013, pp. 7–8.
8 One example of this is the special issue 
of Maska magazine from 1995 entitled Prostor 
(Space) and particularly the research project 
of the Peace Institute Prostorska problematika 
kulturnih dejavnosti v Ljubljani (Spaces of 
Independent Performing and Visual Arts 
Production in the City of Ljubljana) carried out 

between 1998 and 2000. 9 See  
http://www2.mirovni-institut.si/slo_html/projekti/
prostor_probl.htm (last accessed 27 June 2019).
9 Rok Vevar, “Kaj je res alternativa?: 
razmišljanja ob 15-letnici Mladih levov“, Levopis: 
zbornik ob petnajsti obletnici festivala Mladi levi, 
Ljubljana: Bunker, 2012, pp. 46–51, http://www.
bunker.si/slo/wp-content/uploads/2012/08/
LEVOPIS.pdf (last accessed 27 June 2019). 
10 André Lepecki in Bojana Kunst, 
Umetnik na delu: bližina umetnosti in kapitalizma, 
Ljubljana: Maska, 2012, p. 75.
11 Beti Žerovc, whose text “Kurator 
in levičarska politizacija sodobne likovne 
umetnosti” (The Curator and the Leftist 
Politisation of Contemporary Fine Arts) 

established a connection between the expansion 
of the phenomenon of curating and the (new) 
leftist politisation of art and explored the 
curriculum of certain schools on curating 
(in the field of contemporary visual art) 
showed that classic art history subjects and 
methodologies part of these study programmes 
that once taught future curators of more precise 
(formally aesthetic, iconographic, classification, 
etc.) analyses of works of art and museum 
approaches to their presentation were replaced 
by the considerations of “currently diverse 
popular theoretical discourses from the field of 
social science and philosophy /.../, leading one 
to think about art in relation to political, ethical, 
social and similar issues /.../”. In: Beti Žerovc, 

Umetnost kuratorjev: vloga kuratorjev v sodobni 
umetnosti, p. 48.
12 The two concepts have been around in 
the global and local contemporary art discourse 
in the last ten years, new institutionalism 
referring, among other things, to the inclusion of 
a variety of self-organised collectives operating 
more or less close to art into the spaces of art 
institutions, thereby introducing “alternative 
modes of operation” and transforming it.  
The pedagogical turn, on the other hand, refers 
mainly to “alternative knowledge production 
models” introduced into art institutions, such 
as self-organised educational collectives, non-
hierarchically-organised reading seminars, 
temporary archives and libraries in a gallery 

art: as art is less and less considered to be a value in itself, it 
should, following this logic – if it cannot be subjected to the 
logic of economic rationality profitability – at least take on 
certain social services of the increasingly lean social state. 

Contemporary Art Approaches and the 
Phenomenon of Curating within the Field of Art 
in Slovenia

Limiting ourselves to the local cultural and artistic space, 
the establishment of as well as self-reflection on the phenom-
enon within the field of visual art began mostly in the late 
1990s. On the one hand, it should be considered in relation 
to certain shifts within the artistic practices themselves: if, 
until the late 1980s, the prevailing topics in “private-autopo-
etic” (Tomaž Brejc) painting, sculpting and spatial installa-
tions were the crises of the abstract subject and studies of the 
relatively abstract phenomenological relations between the 
spectator and the object of art, fundamental changes in un-
derstanding the discussed topics (e.g. the space and spatial 
placement of the artwork, subjectivity, body, identity, etc.) 
can be observed in the most recent artistic practices since 
the early 1990s. Most generally, these shifts can be explained 
with what Hal Foster called the ethnographic turn in con-
temporary art, as part of which the spatial and reception 
context of art “could no longer be described simply in terms 
of physical space (studio, gallery, museum, and so on): it was 
also a discursive network of other practices and institutions, 
other subjectivities and communities. Nor could the observ-
er of art be delimited only phenomenologically: he or she 
was also a social subject defined in various languages and 
marked by multiple differences (sexual, ethnic, and so on).”6

On the other hand, the establishment and expansion 
of the phenomenon of curating can definitely be considered 
in the context of the change in the production method in the 
field of art or the establishment of the NGO sector in Slove-
nia, including the establishment of numerous new contexts 
of presentation.7 Simultaneous presentations of what will 
be unified within the field of visual art in retrospect under 
the generic term of “contemporary art”, the then youngest 
production and the newest artistic approaches chronologi-
cally first take place primarily in the new gallery spaces and 
organisations established in the 1990s (Ljudmila in 1994, the 
Kapelica Gallery in 1995, the Alkatraz Gallery between 1996 
and 1997, KID Kibla in 1996 and Galerija P74 in 1997); a simi-
lar equivalent of the establishment of new contexts of sup-
port and presentation in the field of performing arts can also 
be considered in relation to new festivals (Ex Ponto, Exodos, 

the City of Women, Young Lions, etc.). These new organisa-
tions on both sub-fields of art established in the 1990s also 
strived to open up wider reflections on which organisation-
al, production and support structures and infrastructures 
new approaches in art represent and particularly what the 
function of art and art support institutional structures is in 
the changed political and economic circumstances that are 
said to be experiencing an increasing disintegration of the 
audience and the disappearance of the public space.8 

New institutional structures thus often undertake the 
ambitious task of establishing a comprehensive support 
art microsystem ranging from providing support to young, 
up-and-coming artists, acquiring the appropriate infra-
structure, developing production and art human resources 
and reflection on the wider urban context in which they are 
placed to mobilising writers on artistic practices, continued 
communication with the audience, trying to attract guest ap-
pearances of major foreign artists and re-defining the under-
standing of the cultural organisation or event that they are 
organising as a point of meeting and collaboration.9 Particu-
larly the latter, the aspiration to form more direct relations 
between the artists and the audience, represents one of the 
starting points in establishing the concept of approaches to 
contemporary art and its institutional supporters as shelters 
for the audience, communities and social criticism, a kind of 
pocket of resistance or a shock-absorber of the side effects of 
the neoliberal political and economic processes, such as the 
privatisation of the public/common, the neoliberal disinte-
gration of the social, social disintegration, etc.

In this context, the establishment of the practice of 
curating in the most general sense can be thought of as a 
partial transformation of the established forms of mediation 
between the artists, artworks and the audience which, for in-
stance, presupposes increased work on the discursive contex-
tualisation of dematerialised research, location-specific, sit-
uational artistic processes and the education of the audience 
about social and political issues directly addressed by artistic 
practices (lectures, workshops, roundtables, etc. accompa-
nying the events). But also in relation to certain changes in 
production of contemporary art projects (the move towards 
research, interdisciplinarity, participatory practices, etc.) as 
well as the understanding of artistic subjectivity where we 
are witnessing an increased merging and replaceability of 
once definable positions of the artistic production process 
(artist, curator, producer, critic, dramaturge, etc.). If the 
merging and replaceability of worker identities and domains 
in the last few decades can be seen practically in all spheres 
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context, lectures, discussions and roundtables 
on diverse current social topics. The concept 
was introduced by P. O’Neill and M. Wilson in 
their book Curating and the Educational Turn 
from 2010.
13 See Robert Bobnič, Alja Lobnik, 
“Kritiki, teoretiki, hišniki”, Adept. Revija sodobnih 
gledaliških in filmskih ustvarjalcev II/2, 2016, pp. 
39–45, http://kumba.agrft.uni-lj.si/ZAC/prenosi/
ADEPT_2_2016.pdf (last accessed 27 June 2019).
14 One such example is Pekarna 
Magdalenske mreže (PMM) which, despite its 
diverse programme, works mainly in the field of 
youth culture, and the cultural and educational 
association Kibla, which works in the sub-field of 
intermedia, fine and visual arts. PMM developed 

from youth and urban initiatives formed in 
the late 1980s and the early 1990s which, due 
to a lack of interest from the city authorities 
in them acquiring their own infrastructure, 
resulted in the occupation of the deserted spaces 
of the former Yugoslav Army in 1994 and their 
transformation into an independent culture 
centre (see Gregor Kosi, “Od skvotiranja do 
institucionalizacije”, Dialogi XLV/7–8, 2009, pp. 
28–58). Kibla, on the other hand, developed as 
a specialised multimedia centre in the field of 
intermedia art in 1996 (operating as KID Kibla 
since 1998) with significant support from the 
George Soros NGO and Fund Zavod za odprto 
družbo – Slovenia, established in 1992. The 
institute operated in Slovenia between 1992 and 

2000 (gradually reducing support funding in 
recent years), was involved in the established 
of the non-governmental cultural sector (and 
others) and the normalisation of programme 
funding (see Lidija Radojević, “Spreminjanje 
produkcijskega načina v polju kulture”, Maska 
XXVIII/157–158, 2013, pp. 6–11) as well as the 
normalisation of the way in which presentation, 
production and education are organised and 
partly employment in the field of contemporary 
art.
15 Which of course, at least since the 
austerity measures in recent years – albeit 
partly unequally – is the mode of operation of 
practically every culture and art organisation, 
regardless of its formal legal status, and no 

radical change in working conditions is specific 
to the field of contemporary dance.
16 Among others: Katie Duck / NL, Philipp 
Riera (Superamas) / FRA, Adva Zakai / BE, Keren 
Levi / NL, Maria Jerez / ES, Ioana Mona Popovici 
/ B, Begüm Erciyas / D, Alexander Deutinger und 
Marta Navaridas / AV & ES, Peter Stamer / D, Igor 
Dobricic / SR & NL, Bojana Kunst / SLO, Maja 
Delak / SLO, Mala Kline / SLO, Pere Faura / ES, 
Katrina Brown / USA & NL, Coraline Lamaison 
/ FRA, Robert Steijn / NL & AV, Michele Rrizzo / 
IT & NL, Funni Futterknecht AV, Passing through 
Kollektiv.
17 I begin with the fourth edition of the 
festival as there is no archive of previous editions 
or at least not one that is not publicly available.

of work, one specific of the field of arts is that it is also closely 
connected with the elimination of clear provisions on what 
an artwork actually is.10

The previously mentioned increase in discursive pro-
grammes within artistic institutions can also be included in 
the increased work in communicating with the audience and 
establishing dialogue; these programmes are not necessarily 
related to the artistic practices themselves but increasingly 
to social issues that they refer to.11 In the field of contem-
porary visual arts in the last few decades, this includes the 
so-called new institutionalism and pedagogical turn12 while, 
in the field of contemporary performing arts in Slovenia, 
the increase in discursive programmes is seen mostly in the 
organisation of discussions accompanying the performances 
and about the performances both within public institutions 
and in non-governmental organisations, which can also be 
perceived as a tendency to establishing their own criticism 
or a kind of self-criticism,13 intensive dialogue with the 
audience (e.g. public assemblies), the establishment of their 
own critical platforms as a result of the shrinking media 
space for critical discourse, etc. It is in this aspect that the 
above-mentioned ambitious aspirations for building com-
prehensive institutional microsystems as part of the NGO 
scene fit nicely with the changes in the modality of cultural 
policy mentioned in the introduction, marked primarily by 
the move towards the increasing assumption of tasks and 
functions that used to be in the domain of cultural policy as 
part of the social state by the producers of art themselves.

The Case of the Nagib Platform: A Move from 
Directing a Festival to Curating

The first thing that one can say about the Nagib platform 
is that, in principle, it cannot be classified among the 
above-mentioned, primarily Ljubljana-based NGOs in the 
field of contemporary performing arts that developed from 
the networks and initiatives of the independent sector and 
theatre in the 1970s and 1980s, experienced a sudden interna-
tionalisation in the 1990s and gradually attained a relatively 
favourable position to acquire its own infrastructure (e.g. 
the Old Power Station, Španski borci, Kino Šiška). Based on 
this, they would also ensure themselves the conditions for 
work continuity, professionalisation, the development of a 
clear programme line, etc. Despite its 15-year-long operation, 
Nagib is set in the specific Maribor context where such a 
“professionalisation” of the NGO sector occurred mainly in 
other fields of culture and art. It would thus be more appro-
priate to consider the establishment of the Nagib platform 

based on what could provisionally be called “the second wave 
of NGO-isation” in terms of the permanent increase in the 
number of producers in the field of culture and art (organi-
sations or individuals) and the normalisation of programme 
financing and the accompanying logic of operation.14 The key 
characteristic of the latter is that a newly-established produc-
tion initiative is first forced to function within a previously 
established NGO with or without its own infrastructure 
which is the applicant with appropriate references to acquire 
public programme and project funding. In short, it operates 
as part of the programme of a larger NGO, then is gradu-
ally formalised as a separate NGO. This way – if it does not 
acquire its own infrastructure – it is still forced to enter into 
partnerships or co-productions or a permanent invention 
of survival strategies, flexibility and a regular adaptation of 
projects to the application funds that are available to it, etc.15 

The history of the Nagib platform goes back to its 
festival operation as part of established cultural NGOs in 
the Maribor context: as the International Festival of Modern 
Dance NAGIB, it collaborated with the Pekarna Magdalen-
ske mreže for the first four years, followed by a collabora-
tion with Plesna izba Maribor for the next four years. In 
that phase, the platform focused mostly on “expanding the 
contemporary dance and experimental movement scene in 
Maribor”; an annual selection of around ten reference guest 
performances of Slovenian and foreign artists was accompa-
nied by a programme in the form of workshops for the artists 
themselves (choreographic and theatre workshops), work-
shops for children, discussions with artists and occasional 
project presentations which were a product of interdiscipli-
nary collaborations (most often visual art).16 The selection of 
guest performances in this phase strived to steer between a 
clear thematic focus and opening up key questions in con-
temporary dance and performing arts. The fourth edition of 
the festival in 2008 thus highlighted performances explor-
ing the conditions of the reception of the material world 
in a contemporary context, while the 2009 festival pushed 
the thematic focus slightly into the background and, with a 
selection of ten performances, aimed at presenting a wide va-
riety of topics ranging from the relationship between dance/
movement and language, the perception of urban space, the 
community potentials of the performing art medium to the 
question of nostalgia and cultural memory, etc.17 In 2010, the 
festival slightly expanded its usual three-day programme 
and attempted to redefine the festival medium itself by 
devoting greater attention to the placement of the festival 
in the city environment and its contribution to the residents 
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18 See http://nagib.si/2011/index.
php?menu_id=11 (last accessed 27 June 2019).
19 See Kaja Kraner, “Mariborska 
alternativa”, Pogledi V/18, 24 September 2014, 
http://pogledi.delo.si/druzba/mariborska-
alternativa (last accessed 27 June 2019).
20 The curator’s move to the author 
function can be considered as a move from merely 
establishing support mechanisms for the operation 
of established authors in the field of art (producers 
of artworks and those who produce thoughts on art 

based on artworks), the integral part of which is of 
course mediation with the audience and a kind of 
encroachment on their domain. If, for instance, the 
curator’s actions (i.e. presentation, representation, 
promotion, discursive framing, etc.) attempt to 
produce art trends, introduce new, non-art issues 
or new thoughts on what art/artwork can be, what 
the function of art, the communication of art, etc. 
is supposed to be, they come close to the “creative”, 
“innovative” practice of an artist or art theoretician 
who (already) has a socially recognised author 

function. The latter is somewhat related to the fact 
that the general conception of the (contemporary) 
work of art has moved from an autonomous 
finished object of art towards the choreographing 
of a social situation, which can establish a closeness 
between a contemporary artwork, an exhibition, 
a festival or a random event, as all of them are in 
fact “curating the (social) space” in a partly specific 
way or – if I borrow Andrew Hewitt’s term (2017) – 
producing social choreography. 
21 Beatrice von Bismarck, “Relation 

in Motion. The curatorial condition in visual 
art – and its possibilities for the neighbouring 
disciplines”, In Florian Malzacher, Tea Tupajić and 
Petra Zanki (ed.), Curating Performing Arts, Zagreb: 
Frakcija Performing Arts Journal, 2010, p. 41.
22 Florian Malzacher, “Empty Stages, 
Crowded Flats: Performative curating performative 
arts”, in Florian Malzacher, Joanna Warsza (ed.), 
Empty Stages, Crowded Flats: Performativity as 
Curatorial Strategy, Berlin: Alexander Verlag Berlin, 
2017, p. 119.

and artists working in the city. The festival still included 
presentations of Slovenian and foreign performances, work-
shops for artists and other interested participants, work-
shops for children and discussions with artists, but with an 
emphasis on an open creative process that forms more or less 
direct connections between all the participants in the sense 
of a creative laboratory. In addition to bringing together the 
finished works of various artists in a specific city context, 
the creative laboratory “Space for play” is thus designed with 
the intention to offer the conditions of their in situ collabora-
tion or the formation of more direct dialogue exchanges and 
meetings. 

The 2011 festival edition tried to further enhance the 
changes of the classic festival format, on the one hand by 
shifting the focus to the artist and his or her working process 
and, on the other, by presenting open working processes to 
deepen communication exchanges and try to broaden the 
understanding of how it is carried out and what the audience 
considers an artwork to be. That was also the year when the 
concentrated festival events lasting several days were gradu-
ally spread throughout the year and the festival moved from 
the presentation of finished artworks to establishing the 
conditions for creative work and presentation and creative 
processes or their temporary consolidation and, at the same 
time – through a public competition for a one-minute video 
that could be turned into a performance, potentially open to 
everyone who is interested – towards the democratisation 
of art production.18 It is important to emphasise that 2011 
was also the year of preparations for the European Capital 
of Culture in 2012 which disappointed many Maribor artists 
from all fields of art due to the lack of aspirations to establish 
a more permanent support mechanism for local artists on the 
NGO scene.19 Thus in 2012, the festival was conceived as a two-
week residency programme for five international and three 
Slovenian artists, offering them the opportunity to develop 
their ideas in dialogue with two dramaturges and enabling 
the sharing of the open creative process with the audience. It 
was mainly from this period onward that the Nagib platform 
gradually started moving from providing conditions for the 
presentation of finished products and the reproduction of 
conditions for its own professional work and maintenance of 
its own competitive edge towards offering support to creative 
processes and a greater conceptualisation of events as forms 
of temporary community spaces between the artists and the 
audience, which can also be understood as a move towards 
the practice of curating.

It is precisely for this reason that we should take a 
moment to see what exactly the phenomenon of curating 
within a particular field of art means or how – if at all – cu-
rating differs from programme or art direction or the figure 

of a curator. Despite a relatively long history of the term in 
the field of visual art, it has never been made quite clear what 
exactly the difference between curating and pure selection 
and mediation between the artworks and the audience is 
(most likely, that is the very reason why both terms are still 
being used in the field of contemporary visual art). Based 
on the context of the establishment of the term, it can be 
assumed that it is used within organisations with their own 
presentation structure primarily in the cases of slightly more 
defined, specialised selective focuses and approaches which 
are implicitly or explicitly based on the curator’s pretension 
for authorship.20 A curator who works in a particular estab-
lished space on a project – or on a regular basis creates a kind 
of recognisable canon of topics and authors through his or 
her own work, therefore becoming a specialist for a section 
of artistic practices which he or she then researches and 
presents, providing a discursive and theoretical framework. 
From this perspective, the establishment of curating can also 
be considered in the context of the increasing heterogeneity 
of artistic approaches and the previously mentioned elimina-
tion of clear provisions on what exactly an artwork is, which 
prevents more comprehensive or classic art-history-restricted 
(i.e. in terms of the field, the medium, the author, chronolo-
gy) overviews of simultaneous production. And, at the same 
time, based on the increasingly direct and active involvement 
of the curator in following as well as (co-)shaping art trends. 
In practice (in both cases) – especially when someone without 
a fixed working position or organisation appears – it always 
primarily involves selection and mediation, even if it happens 
in slightly different conditions.

Certain reflections on the phenomenon of curating 
nevertheless suggest some more fundamental changes: ac-
cording to Beatrice von Bismarck, in the last few years, we are 
witnessing a shift in focus from “curating artists”, through 
curating works of art to curating the space which represents 
an intertwinement of “a social body shared by artists, audi-
ence members and ‘art objects’”.21 This also provides the basis 
for analyses of more substantial differences between “the 
curator and curating” and “the curatorial” concept which was 
introduced by von Bismarck and art theoretician Irit Rogoff: 
“While ‘curating’ is generally accepted as a professional set 
of skills, techniques, activities and practices used to create a 
product (such as an event, an exhibition, a festival), Beatrice 
von Bismarck understands ‘curatorial’ as something wid-
er/.../: ‘Curating is a constellation activity. It is an activity of 
combining things that were not previously connected – art-
works, objects, information, people, places, contexts, sources, 
etc. – which is not defined merely in aesthetic, but also in 
social, economic, institutional and discursive terms.”22 In 
short, it can be understood in continuity with the previously 
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23 See http://nagib.si/2012/index.
php?menu_id=3 (last accessed 27 June 2019).
24 See http://nagib.si/2014/o-nas/ (last 
accessed 27 June 2019).
25 The frequency of such coproductions 
can also be considered in terms of austerity 

measures or the reduction in funding (including 
for programmes of public institutes that fill 
the void in their own contents by offering their 
infrastructure to “external contractors”). Of 
course, such coproductions most frequently do 
not take the form of a collaboration between 

equal partners that would have any effect on the 
actual intertwinement of programmes, views and 
approaches or go from sharing resources on a 
temporary basis to collaboration in the content, 
managerial etc. processes of the public institute. 
The curatorial concept of “space production” 

which is manifested as a permanent spatial 
placement of “exhibited performances” can thus 
also be seen as a reflection or highlighting of 
such processes or this aspect of the production 
context of the Nagib platform.

mentioned changes in the understanding of certain funda-
mental terms with which artistic practices operate (the space, 
spatial placement, delineation, presence, etc. of the artwork, 
subjectivity, body, identity, etc.).

The process of deconstructing the classic festival form 
as part of the Nagib platform will thus be considered as a ten-
dency to moving towards curating the (social) space which 
is most directly evident in the description of the new format 
of meeting between the artists, their working processes and 
the audience “invented” in 2012, called “parkour”: “Changes 
to the concept confronted us with questions on the active 
exploration of the location, place, artistic practices and the 
phenomenon of the audience. Can the space of dance be the 
space of uninterrupted inter-action between the artists and 
the audience? /.../ Parkour is basically a method of movement 
focusing on swift and efficient movement between obstacles, 
a discipline that teaches us how to move creatively through 
our environment (city). The concept of Parkour is often used 
in the context of art as a method of indicating a path through 
an artistic event taking place in different locations.”23

The focus on artistic processes and intervention place-
ment in the landscape of the city was supplemented in 2013 
with attempts at connections between different fields of art 
(intermedia, visual, music art, the art of dressing), while 2014 
and 2015 saw a move from different forms of the deconstruc-
tion of the festival form to the expansion of the concentrated 
(non)festival programme into a whole-year season, the key 
purpose of which was to try to improve the conditions for 
post-production. Furthermore, as part of the 2014/15 seasons, 
a one-time pre-festival event called “the Nagib Incubator” 
lasting several days was organised, offering support to select-
ed artists to research, conceive and execute their art projects. 
One of the reasons for the transformation from a festival to a 
season is a reflection on the fact that, in the context of Mari-
bor, there are existing and new festivals which can be placed 
in the field of contemporary performing arts (Platforma, 
Performa, Prestopi, Drugajanje and recently various projects 
operating based on the theatre of the oppressed method as 
part of Pekarna Magdalenske mreže), but there are no plat-
forms that would ensure a continuous display of contempo-
rary performing practices.

The second season of contemporary performing arts 
between 2014 and 2015 thus saw the continuation of year-
round presentations of selected performances; in addition to 
presentation, the season started moving increasingly towards 
educating and raising a wider audience (not just the profes-
sional, interested audience) and filling the void in critical 
reflection within the Maribor context. In 2015, the “Nagib 
na oder” season was thus joined by the accompanying pro-
grammes “Nagib na radio” (radio shows about the performanc-
es) and “Nagib k teoriji” (lectures or theoretical and critical 
contextualisations of the presented performances, reading 
seminars, discussions) which expanded to the Drugajanje and 
Nagib Critics School in the 2016/17 season (in collaboration 

with the Bunker Institute as part of the Drugajanje Festival). 
The Critics School was directly focused on the performances in 
the “Nagib na oder” season and selected performances as part 
of the Drugajanje Festival. The school participants also went to 
see the 8th Biennial of Contemporary Dance Gibanica. 2017 and 
2018 saw another restructuring of the season format which, on 
the one hand, was a side-product of the permanent reduction 
in funding which had allowed the year-round continuous pres-
entation of guest performances and, on the other, a reflection 
of the fact that, in recent years, in addition to the existing and 
newly-established festivals in the Maribor context, certain 
NGO initiatives were gaining ground and started to assume 
the function of a continued presentation of contemporary 
performing arts (e.g. the establishment of the Intimate Stage 
in the spaces of GT22 as part of the Moment Association, even 
though the two initiatives had different programme direc-
tions). Since the very beginning, particularly due to the lack 
of its own infrastructure, the Nagib platform set out or was 
forced to operate based on the model of constant (self)inven-
tion and redefinition, as a result of which it was able to design 
the 2017/2018 season around the curatorial concept of “space 
production”. Based on the indicated concept, the curatorial ap-
proach strives to further integrate the presentation of perfor-
mances and their reception and critical contextualisation as 
part of the Critics School (lectures and discussions before and 
after the performances, workshops on writing reviews with 
the participants) with aspirations that were more directly real-
ised in the past as part of “the festival format”, namely through 
reflection and intervention in the context in which the per-
formances and platform are placed (i.e. the city, institutional, 
national, production, historical, etc. context) in the form of 
the “performance exhibition” model; one of the aims was to 
explore different approaches to education and reflection on 
performances with the educational process participants (the 
students of the Maribor Secondary School of Design).

The curatorial thematic focus of “space production” in 
this case functions as a kind of umbrella topic that strives to 
weave a common thread through the selected performances 
and as an accompanying programme methodology. The latter 
is conceived as “the expansion of space of the theatre dispos-
itive through the process of disintegrating performances”, 
where “the materiality of the performance, its sonority and 
corporeality /.../ with their traces create the performance 
/.../, spatially placed in the foyer and club of the Small Stage 
in Narodni dom”.24 It is a kind of spacing of (transient, tem-
porary) season performances, an intertwinement of their 
archiving, the archiving of the process of reception, critical 
reflection, establishing the seen performances as starting 
points for activating a new creative process (the year-round 
group project as part of the 4th year curriculum of the Mari-
bor Secondary School of Design) and, at least on the level of 
aspirations, a parasitic intervention in the spaces of Narodni 
dom. In short, the space of the public institution that has been 
providing infrastructural support to the Nagib platform for 
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years; the collaboration takes place in the established form 
of co-production between public institutes and NGOs lacking 
their own infrastructure.25

Conclusion
Despite the fact that the constant (self)evaluation and re-
flection on the achievement of the set aspirations and goals, 
along with the normalisation of the programme application 
logic of funding and operation, have become an integral part 
of the everyday of culture producers, I will try to conclude by 
straying into a more speculative territory of reflection on the 
empirical, measurable effects of the operation of a platform 
such as Nagib on and for the Maribor culture and art scene 
and the wider environment, with slight reservation. In doing 
so, I will not focus on the question of whether it is possible to 
record certain discrepancies between declarative goals which 
are, mainly because of the logic of financing, established 
almost anew with every new season, and the actual effects 
(which has in fact become the main target of criticism of the 
phenomenon of curating and, to some extent, contemporary 
art in general, if it shows its intentions and the so-called 
non-artistic goals too directly). Most generally speaking, it 
can certainly be said that, compared to Ljubljana, the Maribor 
culture and art context is, despite its relatively diverse and 
numerous artistic contents on offer, along with poorer fund-
ing, marked mainly by a lack of audience and theoretical and 
critical reflection (which, in turn, additionally affects the pos-
sibilities of acquiring funding as (non)accumulated symbolic 
capital. In this sense, it can certainly be said that the Nagib 
platform, and particularly its curator (Petra Hazabent), has 
recognised this defining feature of its environment with the 
above-mentioned shifts in focus in recent years; beyond the 
existing festivals in Maribor, it does the best it can to make 
an important contribution to the missing discursive contents 
in the field of contemporary performing arts, contemporary 
movement and performative practices. The key shift in focus 
of the Nagib platform is thus precisely the shift from estab-
lishing support mechanisms for artists to “curating the social 
space”, mainly by making different forms of education and 
expanding the audience almost an equally important part of 
the programme as the featured performances.

Something similarly difficult to define or foresee is also 
happening to the practice of curating itself and the figure of 
the curator who, in the process of choreographing the social 
situation in the field of contemporary performing arts is 
gradually obtaining the status of an (individual) author (Žer-
ovc also compares it to the position of the director): does the 
community in which he or she tries to intervene represent 
his more or less passive material, are the common processes 
he or she triggers subsequently privatised or – on the contra-
ry – is this a move towards the forms of collective authorship 
or the redefinition of classic authorship which continues 
to exist unchanged due to, among other things, the deep-
ly-rooted competition logic? 

Abstract
In the first phase, the article strives to outline the context 
of the expansion of curation in the field of visual arts 
in relation to certain specifics of contemporary art in 
Slovenia since the 1990s. I point out a few similarities 
with the field of contemporary performing arts, moving 
onto the concrete case of the 15-year-long operation 
of the Nagib platform, formalised since 2013 as Nagib, 
Association for the Cultural Production and Affirmation 
of Artistic Processes. I constantly try to think the focus 
shifts and approaches to the functioning of the Nagib 
platform along the basic lines of wider productional 
changes in the cultural and artistic field in Slovenia 
that have taken place since this period, while referring 
to certain specifics of the Maribor cultural and artistic 
context.
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