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SAZETAK

Stvaranje zaliha znanja i vje$tina za umjetnika u najranijim
fazama njegovog razvoja moze da predstavlja najznacajni-
ju osnovu s koje u buduénosti moze oc¢ekivati veéi dohodak
ili ranigiranje unutar nekog umjetni¢kog trzista. Ta ulaganja
moguce je sagledati kao neposredne troskove visoko$kol-
skog umjetni¢kog obrazovanja koje povezano sa ostalim
troSkovima ¢ine znac¢ajan korpus investicija umjetnika od
kojih se, u perspektivi, moze o¢ekivati povracaj ulozenog. Po
rije¢ima ugledne teoreticarke ekonomike kulture, Rut Tausi
[Ruth Towse], takvo se ulaganje moze nazvatii ,licna stopa
prinosa” koja se moze razumjeti kao nadoknada eventualne
kamate koju bi umjetnik ostvario da je kojim slu¢ajem takvu
investiciju efektivno pretvorio u Stednju ili investirao u nesto
drugo. Na drugoj strani, posredni troskovi ulaganja u umjet-
ni¢ko obrazovanje su svi oni koje mozemo smatrati propu-
Stenom zaradom koja nastaje u toku perioda obuke umjetni-
ka, odnosno perioda akumulacije njegovog znanja. U takvom
sluGaju teoreticari ¢e se sloziti da se takva investicija moze
smatrati oportunitetnim troS§kom koji bi mogao biti nadokna-
den da je to vrijeme bilo iskori§teno za rad, odnosno za pri-
hodovanje, a ne za obrazovanje. Stoga ¢emo u ovom radu na
osnovu ovih dihotomijskih priloga pokusati da nadogradimo
opS&ta stanovista teorije ugovora Ri¢arda E. Kejvsa [Richard
E. Caves] o pregovarackoj poziciji umjetnika koja u vecini
sluGajeva predstavlja ,nepotpun ugovor” kojim se ne mogu
kompenzovati svi troskovi umjetni¢kog obrazovanja te ka-
snije cijene i trziSne vrijednosti njegovog rada. Potreba da se
ovoj temi posveti posebna paznja u novim uslovima politi¢ke
ekonomije nastaje iz jedne prili¢no preovladajuce i hiposta-
zirane forme kognitivnog kapitala na jednoj i neoliberalnog
modela kulturne politike na drugoj strani.
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SUMMARY

For an artist at the earliest stages of his career, accumulat-
ing a stock of knowledge and skills can become the most
important basis from which he or she might expect a higher
income or ranking on the art market in the future. These
investments can be seen as the direct costs of higher educa-
tion in art, which together with other costs make a signifi-
cant corpus of investment for the artist, from which some
future return may be expected. According to the renowned
theoretician of economy Ruth Towse, such investment can
also be considered as a “percentage of personal income,”
which can be understood as compensation for any interest
that the artist would have realized in case he had effective-
ly converted such investment into savings or invested in
something else. Thus, the indirect costs of investing in art
education are all those that we can consider as earnings
that were missed during the training period, or period of
knowledge accumulation. In this case, theorists will agree
that such investment may be considered as an opportunity
cost, which would have been compensated had that time
been used for work, that is, invested in earning rather than
learning. Therefore, in this paper, based on these dichoto-
my contributions, we will build on the general views of the
contract theory as proposed by Richard E. Caves on the
negotiating position of the artist, which in most cases consti-
tutes an “incomplete contract” that cannot compensate for
all the costs of art education and later the price and market
value of his or her work. The need to pay special attention to
this topic in the new conditions of political economy arises
from a rather dominant and hypostatic form of cognitive
capital on the one side, and the neoliberal model of cultural
policy on the other.
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uvobD

Kritika politicke ekonomije, koja bi se danas zasnivala na
analizi proizvodnih modela umjetnosti, u velikoj mjeri bi uka-
zala na bitno drugaciju vrijednost umjetni¢ke cijene rada
nego §to je to bio slu¢aj u vremenu nastanka Marksovog
[Karl Marx] Kapitala. Uporedujuci ops$te karakteristike tradi-
cionalno shvac¢enog marksistickog kapitala sa kognitivnim
kapitalizmom u nastajanju vazno je podsijetiti se da se na-
gomilavanje dobiti i profita u marksisti¢kim uslovima proi-
zvodnje uglavnom temeljilo na vlasni$tvu nad industrijskim
masinama za proizvodnju, eksploataciji radnika, analognoj
proizvodniji i organizaciji rada." U dana$njim proizvodnim
modelima umjetnosti, koji su prevashodno zasnovani na ne-
iscrpnom i obnovljivom resursu kreativnosti, ne mozemo is-
klju€ivo govoriti u kontekstu prekarne eksploatacije umjet-
nika, ve¢ vise uspostavljanja jedne nove trziSne i proizvodne
vrijednosti umjetnosti, ali i novim oblicima ulaganja. Stoga
bi se u razmatranju novonastalih odnosa materijalnih uslo-
va proizvodnje i umjetni¢kog rada neophodno bilo osvrnuti
na teoriju ugovora Rigarda E. Kejvsa® kojom se taj uzajamni
odnos preispituje u kontekstu ,,pregovaranja”, trzisne cije-
ne umjetni¢kog rada, gdje uslovi proizvodnje nisu primarno
determinisani vlasnistvom nad sredstvima za rad, ve¢ novom
geografijom lanaca potraznje, snadbijevanja i distribucije®
te ukupno drugacgijih obligacionih odnosa izmedu naru¢ioca
posla i potpisnika izvoda¢kog ugovora.

U tako izmijenjenom kontekstu kognitivni kapitalizam aku-
mulaciju kapitala temeljit ¢e na znanju i kreativnosti, drugim
rije¢ima na oblicima nematerijalnog (kognitivnog) ulaganja.
Ovo se ulaganije po teoriji izvoda¢kog ugovora moze smatrati
nominalnom vrijedno§¢u umjetni¢kog rada—koje pod ,,ugo-
vorenim” uslovima proizvodnje tek treba da dosegne svoju
efektivnu trziSnu vrijednost. Stoga je osnovni cilj ove raspra-
ve pokazati kako vrijednost izvodagkog ugovora u sebi moze
objediniti obje komponentne pregovaranja, dakle i oportuni-
tetni troSak obrazovanja i obuke umjetnika kao nominalnu i
ulaznu vrijednost pregovaranja na jednoj i kvalitet izvodenja
kao efektivnu,odnosno trzisnu vrijednost umjetni¢ke cijene
rada na drugoj strani.

KULTURNI I KOGNITIVNI
KAPITALIZAM

Raspoznavanje raznolikih oblika kapitala (kapitalizma) pred-
stavlja nezaobilaznu misaonu preokupaciju savremenih stu-
dija kulture. Jedno takvo tumacéenje o opstim karakteristika-
ma savremenog kapitalizma ponudio je francuski sociolog
Pjer Burdije [Pierre Bourdieu] koji jo§ 1986. godine izno-
si stanoviste po kojem se elementarne funkcije i struktura
dru$tva ne mogu do kraja objasniti, ukoliko se ne upoznaju
svi oblici i vrste kapitala. Stoga je u svojoj poznatoj raspra-
vi o kulturnom kapitalu ponudio argumente koji govore da u
»zavisnosti od polja u kome kapital funkcionie i u zavisno-
sti od manje-vie visoke cijene njegove transformacije (5to
predstavlja osnovni uslov njegove efikasnosti) kapital sam

po sebi moze biti predstavljen u tri dominantna oblika”.*
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INTRODUCTION

A critique of political economy that would be based today
on an analysis of the production models of art would
largely indicate the essentially different value of the artistic
price of labour than it was the case in the time when Marx
wrote his Capifal. Comparing the general characteristics

of the traditionally understood Marxist capital with the
emerging cognitive capitalism, it is important to remember
that the accumulation of income and profit in Marxist pro-
duction conditions was mainly based on ownership of the
industrial machinery for the production and exploitation of
workers, for the analogue production and organization of
labour.' In today’s production models of art, which are pri-
marily based on the inexhaustible and renewable resource
of creativity, one can no longer speak exclusively in the
context of the precarious exploitation of artists, but rather
about the establishment of a new market and production
value of art, as well as new forms of investment. Therefore,
in considering the newly created relations between the
material conditions of production and artistic labour, it

is necessary to refer to the contract theory of Richard

E. Caves,” which looks at this mutual relationship in terms
of “negotiation,” the market price of artistic labour, where
the conditions of production are not primarily determined
by the ownership of the means of production, but by the
new geography® of demand, supply, and distribution
chains, as well as the generally different relations of obliga-
tion between the contracting authority and the signatory
of a performance contract.

:—Ieinrioh, Uvod u Marksovu kritiku politicke ekonomije, 192.

gaves, Creative industries: Contracts between Art and Commerce, 37.
gastells, The Rise of the Network Society, 122.

gourdiue, ,The Forms of Capital”, 243.
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Parafrazirano prema Burdijeu, prvi oblik kapitala predstavlja
ekonomski kapital koji se direktno moze konvertovati u svoju
nov¢anu protivvrijednost i koji institucionalno prepoznajemo
u formi svojinskih prava. Drugi oblik kapitala je kulturni kapi-
tal koji se direktno moze konvertovati u ekonomski kapital i
koji se institucionalizuje posredstvom tzv. obrazovne (aka-
demske) kvalifikacije. Tre¢i oblik kapitala se manifestuje u
formi socijalnog kapitala koji nastaje u okvirima uzajamnosti
drustvenih odnosa ili veza.

0d posebnog interesa za dalju raspravu o teoriji izvodag-
kog ugovora je oblik kulturnog kapitala koji je francuski te-
oreti¢ar dodatno obrazlozio tvrdnjama koje govore da se
akademske/obrazovne kvalifikacije, onih koji su nosioci ove
vrste kapitala, objektivizuju jedino u slu¢aju njihove uspjes-
ne konverzije ili transformacije u druge dvije forme kapitala
(ekonomski i socijalni). Shodno tome kulturni kapital podra-
zumijeva investiciju u onu formu obrazovanja koja u svojim
ekonomskim i socijalnim transakcijama doprinosi uveéanju
nacionalne produktivnosti. Ova funkcionalisti¢ka teza o pri-
rodi kulturnog kapitala govori da druStveni doprinos aka-
demske/obrazovne kvalifikacije kao proces emancipaci-
je pojedinaca i grupa jeste ekvivalentan trzi§noj verifikaciji
obrazovanja i da ovaj mehanizam treba shvatiti kao cjelis-
hodan i adekvatan povracaj investicije koja se ulaze u na-
cionalni sistem obrazovanja. U rezimiranju Burdijeovog kul-
turnog kapitala da se izvesti zaklju¢ak po kome akademska
kvalifikacija zapravo predstavlja trziSnu, odnosno ekonom-
sku potvrdu onih koji svrsishodno i dugoro¢no investiraju u
sopstveno znanje.

}-Ieinrich, Uvod u Marksovu kritiku politicke ekonomije, 192.

éaves, Creative Industries: Contracts between Art and Commerce, 37.
?)astells, The Rise of the Network Society, 122.

4Bourdieu, “The Forms of Capital,” 243.

(114-125)

A CONTRIBUTION TO THE THEORY OF PERFORMANCE CONTRACT

In such an altered context, cognitive capitalism will accu-
mulate capital based on knowledge and creativity, or rather
on forms of non-material (cognitive) investment. This invest-
ment, according to the theory of performance contract,

can be understood as the nominal value of artistic labour
—which, under the “contracted” conditions of production,
still has to reach its effective market value. Therefore, the
main goal of this discussion is to show that the value of

a performance contract can involve both components of
negotiation: the opportunity cost of education and training
of an artist, as the nominal and input value in negotiation,
on the one side, and the quality of performance as the effec-
tive, i.e. market value of artistic labour on the other.

In order for this potential market value of artistic labour to
be achieved, it is necessary to critically reflect on the cur-
rent moment or phase in modern political economy, which
we will analyse below within the framework of cognitive
capitalism as a completely new context for negotiating the
market price of artistic labour.

CULTURAL AND COGNITIVE
CAPITALISM

Identifying different forms of capital (capitalism) is inevita-
bly in the focus of contemporary cultural studies. One such
interpretation of the general characteristics of contempo-
rary capitalism has been offered by the French sociologist
Pierre Bourdieu, who stated back in 1986 that it is in fact
impossible to account for the structure and functioning of
the social world unless one reintroduces capital in all its
forms. Therefore, in his famous debate on cultural capi-

tal, he suggested the following: “Depending on the field in
which it functions, and at the cost of the more or less expen-
sive transformations which are the precondition for its
efficacy in the field in question, capital can present itself in
three fundamental guises.”*

Paraphrasing Bourdieu, the first form of capital is economic
capital, which can be directly converted into its mone-

tary value and is institutionally recognizable in the form of
property rights. The second is cultural capital, which can be
directly converted into economic capital and institutional-
ized through the so-called educational (academic) qualifi-
cations. The third is manifested in the form of social capital,
which emerges within the framework of reciprocal social
relations or connections.

Of particular interest for our further discussion of the
theory of performance contract is cultural capital, which
the French theoretician additionally explained with argu-
ments that show how the academic/educational qualifica-
tions of those who are the bearers of this type of capital

are objectified only if successfully converted or transformed
into the other two forms of capital (economic and social).
Consequently, cultural capital implies investment in the
form of education that, in its economic and social transac-
tions, contributes to the increase of national productivity.
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Shodno gore izre¢enim tvrdnjama, koje govore u prilog ra-
zvoja savremene ekonomije znanja (neki bi rekli, industri-
je znanja), interesantno je interpretirati stavove italijanskog
teoreti¢ara neomarksisticke provenijencije, Franka Berardi
Bifo-a [Franco Berardi Bifo] koji tvrdi da kognitivni kapita-
lizam predstavlja formu socio-ekonomske akumulacije ka-
pitala u kojoj misaoni procesi i intelektualni rad zauzimaju
najznacajniju ulogu. Po njegovim tvrdnjama misaoni rad (in-
telektualni rad) predstavlja aktivnost kojom se podsti¢e di-
fuzija i protok znaéenja (semioti¢kog materijala) od kojeg se
u kona&nom generige dobit.®

U takvom kontekstu razumijevanja kognitivni kapitalizam
predstavljace treéu etapu/fazu kasnog kapitalizma u kome
su principi akumulacije kapitala u potpunosti zasnovani na
kogniciji i Cija je primarna karakteristika proizvodnje uteme-
liena na koriStenju nematerijalnih dobara u ¢ijem sredistu
je informacija. Kontradiktorna ¢injenica u odnosu na tradi-
cionalne modele generisanja kapitala jeste §to su sami pro-
izvodi kognitivnog kapitalizma generalno ,jeftini” i §to se
moraju Guvati u stanju ,virtuelne nestasice” sve dok njiho-
va potraznja ne iziskuje za8titu u okviru prava intelektualne
svojine i patentnog prava. Stoga u poredenju op$tih karak-
teristika tradicionalno shvaéenog marksisti¢kog (klasnog)
kapitala sa kognitivnim kapitalizmom u nastajanju, moramo
najprije obratiti paznju na dva dominantna faktora koji leze u
osnovi razlikovanja ova dva modela. Prvi faktor sustinski se
odnosi na sadrzaj akumulacije, dok se drugi ogleda u nacinu
iskoristavanja drustveno korisnog rada.® Akumulacija kapi-
tala shodno njegovom sadrzaju u kognitivnom kapitalizmu u
potpunosti se razlikuje od materijalnog nacina proizvodnje,
za $ta je u najvecoj mjeri odgovoran sam predmet rada, koji
u ovom slucaju ¢ini informacija. Druga bitna razlika koja se
evidentira u smislu same organizacije proizvodnje i vremen-
ske raspodjele rada u okviru kognitivnog kapitalizma nastaje
upravo u tome $to stalno radno vrijeme i stalno mjesto rada
nacelno ne postoje.

Parafrazirajuci tvrdnje Manuela Kastelsa [Manuel Castells],
interesantno je zakljugiti da se proizvodnja bogatstva u ko-
gnitivnom kapitalizmu ne temelji, isklju¢ivo na standardizo-
vanim i homogenim modelima u organizaciji procesa rada,
vec se proizvodnja odvija u okviru procesnih modela uprav-
lianja. Procesni modeli upravljanja omogucavaju razvoj pro-
izvodnje koja u najvecoj mjeri zavisi od samog oblika i tipa
umrezavanja. 1z toga proisti¢e da fundamentalna razlika u
samoj infrastrukturi ova dva tipa proizvodnje vi$e nije linear-
na,nego mrezna. U istorijskom smislu sam proces koji je pra-
tio restrukturiranje drustvene proizvodnje negirao je dosko-
rasnji tradicionalni hijerarhijsko-linearni model organizacije
rada koji je vr.emenom zamijenjen fragmentiranim i mreznim
modelom proizvodnje. Novi model proizvodnje organizovan
je na principu dislokacije teritorija na kojima funkcioni8u i
posluju razli¢iti lanci produkcije i snadbijevanja. Druga vazna
komponenta, po misljenju Manuela Kastelsa, u ekonomskom
restrukturiranju proizvodnje u kasnoj fazi kapitalizma odno-
sila se na prirodu ugovaranja posla koja je omogudila ,,pro-
izvodnju pod ugovorom” koji je karakterisao visok stepen
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This functionalistic hypothesis on the nature of cultural cap-
ital shows that the social contribution of academic/educa-
tional qualifications as a process of emancipation for individ-
uals and groups is equivalent to a market verification

of education, and that this mechanism should be understood
as a meaningful and adequate return of investment in the
national education system. Summarizing Bourdieu’s thoughts
on cultural capital, one may conclude that academic qualifi-
cations actually represent a market or economic confirmation
of those who make a purposeful and long-term investment

in their own knowledge.

In line with the above-stated claims that speak in favour

of developing a modern economy of knowledge (some call it
“knowledge industry”), it is interesting to interpret the opin-
ion of Italian theorist of neo-Marxian provenance, Franco
Berardi Bifo, who claims that cognitive capitalism represents
a form of socio-economic accumulation of capital in which
thought processes and intellectual work play the most signif-
icant role. In that sense he adds that thinking is an activity
that promotes the diffusion and flow of meaning (semiotic
material) that ultimately generates profit.®

5

Berardi, Precarious Rhapsody: Semiocapitalism and the Pathologies
of Post-Alpha Generation, 172.

6

Boutang, Cognitive capitalism, 56.

»Da bismo razumjeli znaéenje pojmova kognitivnog rada i
kognitarijata, neophodno je analizirati ne samo transformacije koje
su se desile u procesu rada, vec¢ i ono $to se desava u psihickom

i fizickom prostoru post-industrijskog drustva. Kognitarijat
predstavlja drustveno otjelovljenje kognitivnog rada. Stoga drustvena
identifikacija i postojanje kognitivne klase radnika ne moze da

se svede samo na inteligenciju, ve¢ se njihovo postojanje moze
evidentirati u razli¢itim ,zeljenim’ psiho-socijalnim procesima
kapitalizma.” Berardi, ,What does Cognitariat Mean? Work, Desire
and Depression”, 57.
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~kooperacije”. Stavise, sama priroda posla uklju¢ivala je sve

vi§e elemenata koji su ¢inile nematerijalne sirovine za rad.

Digitalna revolucija koja je uslijedila samo je dodatno aktue-
lizovala reprodukciju koja je nastajala od razli¢itih vrsta ko-
gnitivnih sirovina kao §to su: binarni kodovi, umjetni¢ki proi-
zvodiirad, dizajn, brend, softver, informacije, baze podataka
(arhivi) itd. To je konsekventno omogudilo da sami proizvodi
kognitivnog kapitalizma vremenom postanu brzi, laksi, sve-
prisutni, Siroko dostupni i besplatni.

U potrebi da dodatno problematizujemo okvir novonastale
promjene koja je imala snagu kopernikanskog obrta u sa-
vremenoj politickoj ekonomiji, vazno je konstatovati da ko-
gnitivni kapitalizam predstavlja jedini oblik ekonomije koji
je u istorijskom smislu insistirao na potpunoj valorizaciji i
afirmaciji intelektualnog kapitala. U tom cilju su mnogobroj-
ne neomarksisti¢ke teorije drustva forsirale ideju po kojoj
kognitivni kapitalizam predstavlja jedini okvir eksploataci-
je znanja koje je manje-viSe na raspolaganju ,,svima”. Ova
specificna okolnost kognitivnog kapitalizma nadilazila je
klasi¢énu tezu marksistickog kapitalizma u kome se do skoro
vr8ila samo puka eksploatacija fizickog rada i radne snage.
Kognitivni kapitalizam se u tom smislu u punoj mjeri osla-
njao na stru¢nost, vjestinu, trening, virtuoznost, sposobnost
i potpunu slobodu pojedinca da spozna i donosi odluke koje
uklju¢uju njegov cijeli zivotni i radni vijek. U takvom eko-
nomskom okviru kognitivni kapitalizam doprinijeée formira-
nju nove drustvene klase kognitarijata’ koja ¢e temeljno re-
definisati uslove i karakter savremene politicke ekonomije.
Kognitarijat e kao nova dru$tvena klasa zapravo predstav-
ljati otjelovljenje onih ¢ija je osnovna djelatnost da misle i
da eksploatisu znanja.

5

Berardi, Precarious Rhapsody: Semiocapitalism and the Pathologies of Post-
Alpha Generation, 172.

6

Boutang, Cognitive capitalism, 56.

(114-125)

A CONTRIBUTION TO THE THEORY OF PERFORMANCE CONTRACT

In such understanding, cognitive capitalism would be

the third stage/phase of late capitalism, in which the
principles of capital accumulation are fully based on cog-
nition and whose primary feature of production is based
on the use of non-material goods, the central one being
information. The contradictory aspect when compared

to the traditional models of generating capital is that

the products of cognitive capitalism are generally “cheap’
and must be kept in a state of “virtual shortage” until
their demand requires protection in terms of intellectual
property rights and patent law. Therefore, in comparing
the general characteristics of the traditionally under-
stood Marxist (class) capital with the emerging cognitive
capitalism, one must first pay attention to the two domi-
nant factors at the core of differentiating between these
two models. The first factor essentially refers to the con-
tent of accumulation, while the second is reflected in the
way socially useful work is exploited.® Accumulation of
capital according to its content in cognitive capitalism is
completely different from the material mode of produc-
tion, which is largely due to the subject matter itself, in
this case information. Another crucial difference in terms
of production organization and the timing of labour
within cognitive capitalism is that, on principle, there is
no permanent working time and no permanent place

of work.

3

Paraphrasing Manuel Castells it is interesting to note that
the production of wealth in cognitive capitalism is not
solely based on standardized and homogeneous models
in organizing the work process; instead, the production
takes place in the context of process management models.
Process management models allow for a development of
production that largely depends on the form and type of
networking. It follows that the fundamental difference

in the infrastructure of these two types of production is
no longer linear, but networked. Historically, the process
that accompanied the restructuring of social production
abolished the previous, traditional hierarchical-linear
model of labour organization, which in time was replaced
by a fragmented and network-based model of produc-
tion. This new model of production is organized on the
principle of dislocation of the territories in which vari-
ous production and supply chains function and operate.
According to Manuel Castells, another important compo-
nent in the economic restructuring of production in the
late phase of capitalism concerned the nature of business
agreement, which now allowed for “contract-based pro-
duction” characterized by a high degree of “cooperation.”
Moreover, the very nature of work included more and
more elements made up of non-material raw materials.
The digital revolution that followed additionally upgraded
the reproduction consisting of various types of cogni-
tive raw materials such as: binary codes, artistic products
and labour, design, brand, software, information, data-
bases (archives), etc. This, in turn, gradually enabled the
products of cognitive capitalism to become faster, lighter,
ubiquitous, widely available, and cost-free.
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Kognitarijat ¢e u krajnjem smislu &initi oni koji smatraju da
ulaganjem u vjestine i obrazovanje trajno doprinose budu-
éem ugovoru kojim se moze kompetitivno opravdati sop-
stvena investicija na trzistu rada. Takvu hipotezu o izvo-
dackom ugovoru dodatno ¢emo analizirati unutar okvira
neoliberalnog drustvenog poretka kao jo$ jednog socio-ide-
olo8kog, politi€ko-pravnog, ali i u najveéem obimu ekonom-
skog fenomena koji ¢e u izvjesnoj mjeri uticati na pregova-
racku poziciju umjetnika, ali i izvjesno redefinisati njegov
budu¢i predmet rada.

NEOLIBERALNI
MODEL KULTURNE POLITIKE

U sagledavanju op$tih karakteristika geopoliti¢kih i global-
nih kulturnih trendova preovladava stanoviste koje govori da
je savremena kulturna produkcija u velikoj mjeri uslovljena
ekonomijom trzista. Najelokventniji dokaz upliva globalnih
ekonomskih politika u kulturi utemeljen je na pretpostavka-
ma neoliberalnog koncepta politicke ekonomije ¢iji razvoj
mozemo pratiti od vremena uspostavljanja konzervativnih
vlada Margaret Ta¢er [Margaret Thatcher] u Velikoj Britaniji
i Ronalda Regana [Ronald Reagan] u Americi, i ¢iju su kul-
turolosku dimenziju obrazlagali predstavnici tzv. ,Cikaske
Skole” na ¢elu sa Miltonom Fridmanom [Milton Friedman].
Dalje produbljivanje znaéenja neoliberalizma kao ideologije
i novog ekonomskog koncepta pratio je ,Vadingtonski kon-
senzus” koji je uz pomo¢ Medunarodnog monetarnog fonda
i Svjetske banke definisao deset osnovnih postulata (pre-
poruka) razvoja neoliberalnih ekonomskih politika u svijetu.
To je znacilo da je pretpostavke klasi¢nog liberalizma koje
su nastale u doba ,drzave blagostanja” i koje je definisao
rodonacelnik moderne ekonomije, Adam Smit [Adam Smith]
trebalo znacajno preispitati.

Obezbjedujuc¢i ekonomsku argumentaciju za uvodenje ra-
dikalnih reformi (u SAD-u tzv. ,reganomika”), i smatraju-
¢i drzavni intervencionizam glavnom preprekom nesputa-
nom preduzetnistvu,® neoliberalizam kao koncept vladanja
sustinski je (re)afirmisao privatizaciju, individualizam i sa-
mostalnost, razarajuci dotad vec¢ dotrajalu ideju marksisti¢-
kog kolektivizma. Stoga ne ¢udi okolnost da se ova global-
na ekonomska tranzicija podudarala se istorijskim slomom
socijalizma u ranim devedesetim godinama pro$log vijeka,
te da je vremenom prerasla u svojevrstan oblik ,trzisnog
fundamentalizma”. Neoliberalizam je u konaénom instisti-
rao: na slobodnom trzidtu, preduzetnistvu, slobodi privat-
nog vlasnistva, okon¢anju drzavnog monopola nad privre-
dom i formiranju trziSnih mehanizama u oblasti pruzanja
razli¢itih vrsta usluga koje su do tada bila isklju¢iva odgo-
vornost drzave.® Neoliberalizam kao koncept slobodnog tr-
zi8ta u kome se pojedinac racionalno opredjeljuje u odnosu
na sopstveni interes u praksi pokazuje da ekonomska do-
brobit pojedinaca najvi$e zavisi od napredovanja individu-
alne poduzetni¢ke slobode, vjestine i obrazovanja. Stoga je
uloga drzave da stvori i o¢uva institucionalni okvir koji naj-
bolje odgovara razvoju takve prakse.'
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In order to further problematize the scope of this change,
which had the force of a Copernican turn in contempo-
rary political economy, it is important to note that cogni-
tive capitalism is the only form of economy that historically
insisted on the full assessment and affirmation of intellec-
tual capital. To this end, numerous neo-Marxist theories
of society have insisted on the idea that cognitive capital-
ism is the only framework for exploiting knowledge that is
more or less available to “everyone.” This specific circum-
stance of cognitive capitalism has transcended the classical
thesis of Marxist capitalism, in which only physical work
and human labour were exploited. In this sense, cognitive
capitalism relies fully on the expertise, skill, training, vir-
tuosity, ability and complete freedom of the individual to
know and make decisions that involve his entire life and
work span. In this economic context, cognitive capitalism
has contributed to the emergence of a new social class, the
cognitariat,” which has fundamentally redefined the con-
ditions and character of contemporary political economy.
Cognitarians, as a new social class, are those whose core
activity is to think and to exploit knowledge.

8

Vidojevi¢, ,Neoliberalni koncept socijalne politike”, 331.

9

Isto, 334.

10

Harvey, A Brief History of Neoliberalism, 103.

M

.,Da bi se to moglo postic¢i, vrijednosti koje plasiraju kulturne industrije
moraju biti univerzalne i univerzalno prihvatljive, a njihova reprodukcija
mora biti brza, efikasna i optimalno podrzana mrezama koje su
specijalizirane za razmjenu kulturnih sadrzaja. Efikasna distribucija
kulturnoga proizvoda samo uvjetno tolerira eventualne granice medu
kulturama i civilizacijama. U vrijeme globalnog neoliberalizma vecina
svjetskog stanovni$tva stjeGe prva iskustva s razvojem kulturnih
industrija i kulturnom industijalizacijom uopée. Globalna trzista
oblikuju dominantne pristupe kulturnim vrijednostima. Malo je drustava
u kojima se kulture odupiru ili mogu oduprijeti globalnim trendovima.
Manje razvijena ,periferna’ drustva takve trendove djelomi¢no
apsorbiraju kroz jeftinu kulturnu potro$nju, uglavnom onu medijsku.”
Svob-Pokié, Primorac, Jurlin, Kultura zaborava—industijalizacija
kulturnih djelatnosti, 48.

12

Tomka, ,Obrazovanje za kreativne industrije—dugoro¢ni pristup”, 117.
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U pokusaju da dodatno obrazlozimo okolnosti koje su dove-
le do gorepomenutih strukturalnih promjena koje ¢e se kon-
sekventno odraziti i na modele produkcije u kulturi, vazno
je konstatovati da su principi funkcionisanja globalne tr-
ziSne ekonomije u mnogome oblikovali jedan potpuno novi
model kulturne politike. Ovaj oblik mozemo teorijski prepo-
znati kao neoliberalni model kulturne politike koji za razliku
od liberalnog modela nema nacionalni, ve¢ globalni pred-
znak. Dakle, neoliberalni model kulturne politike u sustini
je transnacionalan, te u izvjesnoj mjeri konzervativan, jer
su principi njenog kodifikovanja u potpunosti isti bez ob-
zira na teritoriju i domen politika na koji se odnosi. Ovo c¢e
takode znaciti i da je sustinski pluralisticki jer (sinkreti¢ki)
spaja ukuse konzumenata najrazli¢itijih stavova i kulturnih
preferencija.” Proizvodi koji nastaju u okviru ovog modela,
po prirodi stvari, jesu proizvodi masovne industrijske proi-
zvodnje u kojoj su obim, broj i vrijednost trziSnih transak-
cija glavni razlog njihovog serijskog umnozavanja. U okviru
ovog modela nastaju najrazli¢itiji proizvodi kreativnih indu-
strija koji imaju funkciju ,eksploatacijskih tropa” popularne
kulture. 1z ovoga slijedi analogija da su proizvodi kreativnih
industrija, po misljenju mnogih, nista viSe nego rezultat jed-
nog cjelishodnog neoliberalnog projekta.™

7

“In order to understand the meaning of the notions of cognitive labour
and cognitariat, it is necessary to analyse not only the transformations
that have taken place in the work process but also what is happening

in the psychic and desiring dimension of post-industrial society. (...)
Cognitariat is the social corporeality of cognitive labour. (...) But the
social existence of cognitive workers cannot be reduced to intelligence:
in their existential concreteness, the cognitarians are also body (...).
Collective intelligence neither reduces nor resolves the social existence
of the bodies that produce this intelligence, the concrete bodies of

the male and female cognitarians.” Berardi, “What Does Cognitariat
Mean? Work, Desire and Depression,” 57.

8

Vidojevi¢, “Neoliberalni koncept socijalne politike,” 331.

9

1bid, 334.
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A CONTRIBUTION TO THE THEORY OF PERFORMANCE CONTRACT

In the final sense, the cognitariat consists of those who
believe that by investing in skills and education they per-
manently contribute to a future contract that can compet-
itively justify their investment in the labour market. We
shall additionally analyse this hypothesis about perfor-
mance contract in the context of the neo-liberal social
order as another socio-ideological, political-legal, but also
crucially economic phenomenon, which largely affects
the negotiating position of the artist, as well as redefines
the object of his or her labour.

THE NEOLIBERAL
MODEL OF CULTURAL POLICY

In view of the general characteristics of geopolitical and
global cultural trends, the prevailing attitude is that the
contemporary cultural production is largely conditioned
by market economy. The most comprehensive evidence of
the impact of global economic policies on culture is based
on the assumptions of the neoliberal concept of political
economy, whose development can be traced back to the
time of the establishment of conservative governments of
Margaret Thatcher in the UK and Ronald Reagan in the
USA, and whose cultural dimension has been analysed by
the so-called “Chicago School” led by Milton Friedman.
Further elaboration of the meaning of neoliberalism as an
ideology and a new economic concept has been offered
by the “Washington Consensus” which has, with the help
of the International Monetary Fund and the World Bank,
defined ten basic postulates (recommendations) for the
development of neoliberal economic policies in the world.
This means that the assumptions of classical liberalism
made in the era of “welfare states” and defined by the pio-
neer of modern economics, Adam Smith, should be thor-
oughly re-examined.

By providing economic arguments for the introduction
of radical reforms (in the US it was the so-called
“Raeganomics”), and considering state interventionism
as the main obstacle to unhindered entrepreneurship,®
neoliberalism as the concept of governance essentially
(re)affirmed privatization, individualism, and self-suffi-
ciency, abolishing the already obsolete idea of Marxist
collectivism. It is therefore hardly surprising that this
global economic transition coincided with the historical
collapse of socialism in the early 1990s and that it was
eventually transformed into a kind of “market fundamen-
talism.” Neoliberalism ultimately insisted upon a free
market, entrepreneurship, freedom of private ownership,
abolition of state monopoly over economy, and the forma-
tion of market mechanisms in providing various types

of services that had previously been an exclusive domain
of the state.’ Neoliberalism as the concept of a free
market in which an individual may rationally decide
according to his own interest shows, in practice, that the
economic wellbeing of individuals largely depends

on the degree of entrepreneurial freedom, skills, and
education. Therefore, the role of the state is to create and
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lako se iz prethodne dvije rasprave da naslutiti kako su
strukturalne relacije neoliberalizma i kognitivnog kapitaliz-
ma dijelom jednog istovjetnog drudtvenog protokola i scena-
rija, sagladavajuci ih zajedno iz ugla teorije izvodackog ugo-
vora jasno postaje da ¢e pregovaracka pozicija umjetnika
klju¢no zavisiti od uslova jednog takvog okruzenja. Medutim,
od znagajnih zaklju¢aka koje je moguce izvesti iz prethodne
rasprave interesantno je takode evidentirati razlike u prego-
varackim pozicijama koje umjetnicima danas stoje na ras-
polaganiju, a koje se najvi$e ogledaju u samostalnoj (auto-
evaluacionoj) procjeni rizika, ali i sve ve¢im mogucénostima
za efikasnije vidove distribucije, vrednovanja i primjenljivo-
sti prethodno akumuliranog znanja, vjestina i obrazovanja.
Kao prilog ovome valja navesti i veci obim proizvodnje, obim
raspolozivog vremena, izbor tipa kvalifikacija, zatim lance
distribucije i snadbijevanja, izvor, tip, koli¢inu i vrijednost in-
formacija, razli¢ite modele produkcije, vremenski okvir rada,
raznolikost stakeholdera, razli¢ite vidove umrezavanja, te di-
seminacije znanja koje je dostupno svima, ali i ukupni kon-
tekst drugih relevantih aspekata na koje nas je uputila pret-
hodna rasprava i analiza. Dakle, sve ove i mnogobrojne druge
komponente samo su dio novog okruzenja i konteksta koji
znadajno uti¢u na proces pregovaranja umjetni¢ke cijene
rada, odnosno visine nadoknade prilikom definisanja izvo-
dackog ugovora.

Kako u Kejvsovoj teoriji ugovora pored implicitnih, podsti-
cajnih, relacionih, i opcionih ugovora preovladava onaj za
koji on smatra da je ,nepotpun” iz prostog razloga nepred-
vidivosti svih rizika umjetnickog stvaranja, tako se kruci-
jalna hipoteza koja ide u prilog teoriji izvoda¢kog ugovora
da sagledati iz ugla kontekstualne inteligencije umjetnika.
Dakle, pored one emocionalne koja se poslovi¢no vezuje za
habitus umjetnika, te kojom se najc¢esce vr§i kompenzacija
njegovog simboli¢ko-estetskog angazmana, na suprotnom
polu takvog razumijevanja nalazi se kontekstualna inteli-
gencija koja igra najbitniju ulogu u sagledavanju op$tih ka-
rakteristika okruzenja i uspostavljanju ,pravilnih” pregova-
rackih pozicija umjetnika. Dakle, nominalna vrijednost ovog
kognitivnog derivata, koji u velikoj mjeri ¢ini i sama intuici-
ja, moze da ukaze na ono §to umjetnik smatra krucijalnim
u okviru (za)datog konteksta'™ i da shodno takvom zaklju¢-
ku definiSe efektivnu trzinu cijenu svojeg rada. Ova efek-
tivna cijena rada ¢e implicitno ukljugivati sve prethodne
komponente investicija u obrazovanje i obuku umjetnika,
ali i predvidjeti nadoknadu za jednokratno ili serijsko izvo-
denje njegovog djela.

Kako bismo dodatno argumentovali upotrebnu vrijednost
kontekstualne autoevaluacije i autoanalize umjetnika u pri-
logu teorije izvoda¢kog ugovora, interesantno je ovom pri-
likom parafrazirati stav Dejvida Trozbija [David Throzby] koji
kaze da ,maksimalizacija dohotka koja podlijeze ogranie-
nosti slobodnog vremena predstavlja standardnu neoklasi¢-
nu pretpostavku ponude radne snage umjetnika” te da ,,za
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preserve the institutional framework that best suits the
development of such practice.'

In an attempt to further explain the circumstances that
led to the aforementioned structural changes, which were
in turn reflected in the models of production in culture,
it is important to note that the operating principles of the
global market economy have largely created an entirely
new model of cultural policy. This form can be theoret-
ically identified as a neoliberal model of cultural policy,
which, unlike the liberal model, has a global rather than
national character. Thus, the neoliberal model of cultural
policy is essentially transnational, and to a certain extent
conservative, since the principles of its codification are
completely the same regardless of the territories and
political domains to which it refers. This also means that it
is essentially pluralistic, since it (syncretically) combines
the tastes of consumers with a wide variety of attitudes
and cultural preferences.” Products that emerge from
this kind of model are quite naturally products of mass
industrial production, in which the volume, number, and
value of market transactions are the main reason for their
serial reproduction. Within this model, there are various
products of creative industries that have the function of
“exploitative tropes” of popular culture. From this follows
the analogy that the products of creative industries, in
the opinion of many, are nothing more than the result of
a comprehensive neoliberal project.”

13

Stankovi¢, Fluidni kontekst, 206.

14

Vige o ovom pitanju vidjeti u poglavlju ,,Obrazovanje i obuka umjetnika”
u knjizi: Trozbi, Ekonomika kulturne politike, 178-179.
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umjetnike dohodak u osnovi djeluje kao ograni¢enje koje im
namece da na rad tro8e vrijeme koje bi oni Zeljeli da provedu

u umjetniékom radu koji ima kulturnu vrijednost”."

Dakle, ako zauzmemo stav da po automatizmu opozicije veci
dohodak spram kvaliteta umjetni¢kog rada ogranicava slo-
bodno vrijeme umjetnika, onda ¢e se suprotna dihotomija
takvoj relaciji manifestovati kao maniji prinos ili dohodak,
koji znagdi viSe slobodnog vremena, ali i ve¢u posvecenost
umjetnika ka kvalitetnijem radu i produkciji. Stoga je po sri-
jedi jedne takve binarne opozicije veoma vazno identifiko-
vati ¢injenicu da razumijevanje i analiza konteksta moze
primarno uticati na visinu cijene izvoda¢kog ugovora, odno-
sno stepen kompenzacije koja bi trebalo da u najgorem slu-
¢aju bude ekvivalentna ulozenoj investiciji u obrazovanje i
obuku umjetnika. Pri takvoj nominalnoj procjeni vrijednosti
izvodackog ugovora umjetnik je iskljucivo efektuirao povra-
¢aj oportunitetnog troska, odnosno ulozeni kapital u stica-
nje obrazovanja. Medutim, kada je efektivna vrijednost ugo-
vora eksponencijalno veca ili manja od inicijalnog ulaganja
u obrazovanje i obuku, onda ¢e vrijednost ugovora iskljucivo
zavisiti od procijenjene vrijednosti kvaliteta izvodenja. To u
zakljuéku znaci da samo efektivna, odnosno trzisna vrijed-
nost izvodackog ugovora u sebi objedinjuje obje komponen-
tne pregovaranja, dakle i oportunitetni troSak obrazovanja
kao nominalnu i, ulaznu” vrijednost pregovaranja i ponudeni
kvalitet izvodenja kao efektivnu ,izlaznu ili ostvarenu” vri-
jednost pregovaranja umjetnicke cijene rada.

10

Harvey, A Brief History of Neoliberalism, 103.

"

“In order to achieve this, the values promoted by cultural industries
must be universal and universally acceptable, and their reproduction
must be rapid, efficient, and optimally supported by networks that
specialize in exchange of cultural content. An effective distribution
of a cultural product only conditionally tolerates possible boundaries
between cultures and civilizations. At the time of global neoliberal-
ism, the majority of world population is actually gaining their first
experiences with the development of cultural industries and cultural
industrialization. Global markets shape the dominant approaches

to cultural values. There are few societies in which cultures resist

or can resist global trends. The less developed, ‘peripheral’ societies
partly absorb such trends through cheap cultural consummation,
mostly dictated by the media.” Svob-Dokié, Primorac, Jurlin, Kultura
zaborava —industijalizacija kulturnih djelatnosti, 48.

12

Tomka, “Obrazovanje za kreativne industrije,” 117.

13

Stankovic, Fluidni kontekst, 206.
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A CONTRIBUTION TO THE
THEORY OF PERFORMANCE CONTRACT

Even though the previous two discussions imply that the
structural relations between neoliberalism and cognitive
capitalism are part of the same social protocol and sce-
nario, considering them from the angle of the theory of
performance contract reveals that the negotiating position
of the artist depends critically on the conditions of such
an environment. However, among the important conclu-
sions that can be drawn from the previous discussion, it

is also interesting to note the differences in the negotiating
positions available to the artists today, which are mostly
reflected in an independent (self-evaluation) risk assess-
ment, as well as the increasing opportunities for more effi-
cient forms of distribution, evaluation, and application of
the previously accumulated knowledge, skills, and edu-
cation. In addition, one must also note the larger volume
of production, the amount of time available, the choice of
qualifications, the range of distribution and supply chains,
the source, type, quantity, and value of information, vari-
ous production models, the time framework of labour, the
diversity of stakeholders, the different types of networking
and knowledge dissemination that is available to everyone,
and the overall context of other relevant aspects identi-
fied in our previous discussion and analysis. Therefore, all
these and many other components are only part of the
new environment and context, which significantly influ-
ence the process of negotiating the price of artistic labour,
that is, the amount of compensation, when defining the
performance contract.

Since in Caves’ contract theory, besides the implicit, incen-
tive, relational, and optional contracts, the one prevails
that he considers to be “incomplete” for the simple reason
that one cannot predict all the risks of artistic creation,
the crucial hypothesis that supports the theory of perfor-
mance contract can be viewed from the angle of contex-
tual intelligence of the artist. Thus, in addition to emo-
tional intelligence, which is regularly associated with the
habitus of artists, and which usually compensates for their
symbolic-aesthetic engagement, there is contextual intel-
ligence at the opposite end of this understanding, which
plays the key role in considering the general characteris-
tics of the environment and in establishing the “correct”
negotiating position for artists. Thus, the nominal value of
this cognitive derivative, which largely consists of intui-
tion, may indicate what the artist believes to be crucial in
a given context™ and, according to this conclusion, define
the effective market price of his work. This effective labour
cost will implicitly include all the previous components

of investments in the education and training of the artist,
as well as anticipate the compensation for a single or serial
performance of his or her work.

In order to offer additional arguments concerning the

use value of contextual self-evaluation and self-analysis of
the artist in the context of the theory of performance
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Stoga kada govorimo o dopuni, nadogradnji ili prilozima
Kejvsovoj teoriji relacionih ugovora koje umjetnik potpisu-
je sa namjerom valorizacije sopstvenog znanja, odnosno
umjetni¢kog obrazovanja, ali i adekvatne kompenzacije u
protivvrijednosti izvodenja sopstvenog djela, onda u velikoj
mjeri govorimo o ukupno povoljnijem proizvodnom ambi-
jentu i kontekstu politicke ekonomije u sluzbi eksploatacije
umjetnosti, odnosno njene nominalne vrijednosti.

Kako bismo za prethodnu tvrdnju naveli i adekvatan primjer,
mozda je interesantno, ali najznacajnije uporediti razlike u
pregovaranju cijena mladih umjetnika u odnosu na one isku-
snije, gdje se jasno moze definisati linija potencijalnog rasta
cijena ugovora, shodno vjestini kontekstualne analize i zau-
zimanju pregovarackog stava o cijenama umjetni¢kog rada.
To znaCi da ¢e efektuiranje trziSne vrijednosti izvodackog
ugovora isklju¢ivo zavisiti od autoevaluacionih sposobno-
sti umjetnika da procijeni klju¢ne karakteristike konteksta iz
sopstvenog okruzenja. U takvim okolnostima za umjetnika je
bolje da takav vid procjene izvr§i sam, a ne da to uradi onaj
koji stoji sa druge strane pregovarackog stola.
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contract, it is interesting to paraphrase David Throsby’s
position, which says that the maximization of income

that is subject to the limitations of spare time is the standard,
neo-classical assumption on the labour supply of the artist.
So for the artists, income basically acts as a constraint

that forces them to spend time on their work that they would
like to spend on artistic work that have cultural value."

Therefore, if we take the position that by the automatism

of opposition—the higher income in relation to the quality
of artistic labour limits the artist’s free time, then the oppo-
site dichotomy will manifest itself as less income or earning,
which means more free time, but also a greater commit-
ment of the artist to better work and production. Thus, with
regard to such a binary opposition, it is crucial to recognize
that understanding and analysing the context may primarily
affect the price of performance contract, that is, the degree
of compensation, which should, in the worst case, be equiv-
alent to the investment in the artist’s education and training.
In such nominal assessment of the value of performance
contract, the artist has merely achieved the return of oppor-
tunity costs, that is, the capital invested in his or her educa-
tion. However, when the effective value of the contract

is exponentially higher or lower than the initial investment
in education and training, then the value of contract will
depend exclusively on the estimated value of performance.
In conclusion, this means that only the effective or market
value of performance contract combines both components
of negotiation: the opportunity cost of education as the
nominal, “input” value in negotiation and the offered quality
of performance as the effective, “output or realized” value
of negotiating the price of artistic labour.

Therefore, when we speak about supplementing, upgrading,
or contributing to Caves’ theory of relational contracts

that the artist signs with the intention of evaluating his or her
own knowledge or artistic education, as well as achieving
adequate compensation for the value of performance of

his or her own work, then we largely speak about the gener-
ally more favourable production environment and the context
of political economy in the service of exploiting art, i.e. its
nominal value.

In order to provide an adequate example for the above
claim, it may be interesting as well as important to compare
the differences in the negotiation of prices by young

artists as compared to those more experienced, where one
can clearly define the line of potential increase in the con-
tract prices, in accordance with the ability to assess the
context and to adopt an adequate position in negotiating
the price of artistic labour. This means that the effectuation
of the market value of performance contract will depend
exclusively on the self-evaluation abilities of the artist

to assess the key features of his own environment. In such
circumstances, it is better for the artist to perform such

an assessment alone, instead of leaving it to the person on

the other side of the negotiating table.
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For more on this issue, see the chapter “Obrazovanje
i obuka umjetnika” in the book: Trozbi, Ekonomika kulturne politike,

178-179.
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