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UVODNIK .
Iva Stefanija Slosar in Tery Zezelj

Drage i bralke ci,
pricujoci gledaliski list nastaja ob zakljucku leta, ki s seboj
vedno znova prinese hitenje, zeljo po zaklju¢evanju nekaterih
zgodb, da bi se lahko zazrli v novo leto kot v moznost novega
zacetka, nove prihodnosti. A prihodnosti se intenzivno brisejo
in zapirajo, genocid, vojne in katastrofe pa preplavljajo
sedanjost, ki postaja neznosna. Cas, v katerem tudi te grozote
lahko postanejo le novica med novicami, ki tekmujejo za
vi§jo gledanost ne glede na sporocilo, nas vse mocneje
dezorientira in izme$ca. In prav to izkusnjo bomo mogoce
lahko podrobneje in z distanco pogledali ali premagali v
novonastajajoci predstavi kolektiva Pocemucka, ki se, kot pove
njihovo ime, nenehno sprasuje zakaj. Mogoce brez cilja, da bi
nasla odgovor, ampak s ciljem, da si vzame Cas za postavljanje
vprasanj v Casu, ki postaja vse bolj nestrpen.

Pocemucka v (ko)produkciji nasega gledalis¢a ustvarja ze
drugo predstavo, a na1vn0 bi b110 pri¢akovati, da ustvarjalci
tokrat ne bi p letely different«.
Pocemucka in nekaterimi z
poznanimi avtorskemu m

pripovedi, se tokrat beseda sk
prostor drugim metodam sno
ustvarjalke ci ohranjajo pre
in samosvoj nacin njihove
tematik ter uprizoritvenih
Heterogenost, ki jo la
kolektiva, njegovem usty,
tematski razplastenosti
tudi v gledaliski list. V.
jemlje drugi vsebinsk
besedilu predstavi sk
se je velikokrat dobr
tokrat prav mladost
ustvarjalke ce pre
»mlad« tokrat ne uporabljamo za oznace
manka ves¢ine, ampak kot poudarek n iskovanju in nemara
zaletavem odnosu do ustvarjanja, 1S¢e bliznjic, temvec
se jim celo namerno izogne. Pricujocega gledaliskega lista
tako ne gre brati kot navodila za gledanje, kaj $ele kot razlago
videnega. Gledaliski list naj sluzi za vzpostavitev dialoga
med umetniskim kolektivom, avtoricami_ji in gledalko cem/
bralko cem, ki iz napisanih besed in stavkov lahko ustvari
svojo lastno verzijo komentarja, namenjenega svetu znotraj in
izven zidov dvorane. Ali pa morda samo zastavi vprasanje?
Omeniti pa gre, pogojno receno, Se eno heterogenost ali
prehodnost tega gledaliskega lista, ki ima dve urednici, saj s
to Stevilko urednikovanje v Gledalis¢u Glej prevzema nova
urednica, Iva Stefanija Slosar. Prihodnost gledaliskega lista je
torej zagotovljena, potrebujemo samo $e njegove bralke ce.

popolnosti uma
ga gledalisca. Pri tem pa
avno poigravanje z objekti
be, ki razpira spekter tem in
pkov.

prepoznamo v nacinu delovanja
ju in ne nazadnje tudi v

tne predstave, je svojo pot nasla
a pisec_ka za izhodis¢no tocko
malni element projekta in ga v

je neizkusenosti ali

Prijetno branje!















Da danes vemo, o ¢em govorimo, ko govorimo o
hiperstimulaciji, ni samoumevno. Vznik vsake kategorije
za opis nekega psiholoskega stanja odstira individualne
in kolektivne koordinate dolo¢enega obdobja, Ki jih

je treba razumeti v druzbeno-zgodovinskem kontekstu.
Da razumemo, kaj mislimo, ko re¢emo hiperstimulacija,
se mora zgoditi ve¢ stvari.

Oznacevalce psiholoskih stanj in njihove pomene
si v doloéenih kulturnih in ¢asovnih kontekstih delijo
razlicne druzbene skupine. Med interpretacijami
in pomeni, ki jih istim kategorijam pripisujejo razliéne
skupine, vedno potekajo trenja. Pri psiholoskih vsebinah
se to trer! menc )gaja veh
poljih: med 1-tituc'onalno psil ciogijo./psihiatrijo 1
splosno vec ostjo. S tem ko d o lo¢ene kategorije ned
razlicnimi po' ' prehajajo, se r/novi pomeni pos cpoma
krusijo, pre - ikujejo in nala‘ ajo. Da danes ver 0,
na kaj mislii o, ko reéemo hinerstimulacija, st- bili
potrebni dc = ena zgodoviia prehajanja por::nov med
razliénimi po' ' in njihova postopna udomaci .

To ne pome 1. da so se poineni i~ istili dvo' rnnosti,
ustalili in poenotiti. Nasprotno, na pojem se je nalozilo
dovolj razliénih pomenov in asociacj, da ga zlahka
uporabljamo, ne da bi nam bilo tre Lba razlagati, na kaj
mislimo. Prav zagotovo pa tudi ne vemo ¢isto to¢no,
na katere od mnozice prekrivajo¢ih in mestoma
izklju€ujoCih se pomenov se hiperstimulacija
nanasa. V kliniénopsiholoskem in psihiatricnem polju
hiperstimulacija nastopa kot klini¢ni simptom,
znacilnost razli¢nih psiholoskih stanj, kjer dolo¢ena
izpostavljenost senzornim, kognitivnim ali ¢ustvenim
drazljajem preseze posamzenicine_kove kapacitete



procesiranja in odzivanja. Znacilna je na primer za
anksiozne motnje, motnje avtisticnega spektra
in ADHD. Razlage hiperstimulacije v tem kontekstu so
osredotoéene na psiholoske in nevrofizioloske
mehanizme, ki sodelujejo pri upravljanju drazljajev in so
lahko tako vzrok kot posledica razlicnih dusevnih
motenj. Pa vendar hiperstimulacija, o kateri govorimo,
presega to polje in zaobjame SirSe izkusnje bivanja. V
tem primeru se priblizujemo pomenu, na katerega
mislimo. Hiperstimulacija dobi zgodovinske in druzbene
razseznosti, v njej se zgosti nase razumevanje sveta in
nas samih. Razsirjenost poima pri¢a o tem, da se na
dolo¢eni o Cki prvotno odkicii~ka kategor ,a razly- v
splosno pr-oznavric izkuSnjo rnozic. . - kaj tore; ¢ ;re?
Predp © -tavlja - = naslednj- medtei o soravii
energije in bazicne < Hnznavne i1 procesiic < 0o ete
posameznic kov sko i zgodovi o ostale rewciivin
nespremenjcne; sescnzorne kvalitete zivl cdja
sodobnosii i 2utrudno mnozijo. Hiperstiriulacija i ia
nacin odra - tenzijo med ra> »ulozljivos i
posameznic_ka in neobV' uijivirm’ senzoimo-
iInformacijskimtrazseznostmi pox oderncoa s véta
Iz klinicnega konteksta, v katerem je »oudarek na
procesnih vzorcih posameznic_kov z dolo¢eno
psihiatricno diagnozo, se v tej sploSno uporabnejsi
pomenski razli¢ici trejo sestavine zunanjosti:
pospesene urbanizacije, neobvladljive globalizacije,
algoritemsko vodenih neskoncnih nizov podob in
informacij, avtomatiziranih tokov finanénega
kapitalizma, atomizacije, drobljenja ¢asovnih enot in
smisla. Naras¢ajoCe senzorne, kognitivne, Custvene in
¢asovne zahteve so se zaostrile do to¢ke kroni¢nega



in kolektivhega pomanjkanja notranjih virov za
njihovo obvladovanje.

Hiperstimulacija je v subjektivhem dozivljanju
posameznic_kov zrcaljena podoba sveta.

Kot (skoraj neposredna) preslikava zunanjosti v
notranje dozivljanje hiperstimulacija koncentrira nase
predstave o svetu in nas v njem. Bolj kot nevtralen bio-
psiholoski mehanizem hiperstimulacijo na ta nacin
razumemo kot druzbeno-kulturno-zgodovinsko
kategorijo, v kateri so zbrani kolektivni sistemi izkuseni
in pomenov. Njen obstoj v polju kolektivnih predstav
strukturira nasa dozivljanja in odnose do notraniih

obcut’ ithrazle” 10 kot posledicr stalnec > in
invaivnega v oka zuna i 'h drazljajev. ''ata naci
hiperstimulaci; - na indivi < ialnem nivo /. probleme ' “ira
kvalitativne vic e bivan/- 7 tem svetu - et je hite
neobvladljivo . zlik, glasc ' prenasi¢en, o datki pc 1 2m

potujejo in s agregirajo
uc€inki hitr- e kot kadark

o =
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10ve podatke .
Sveta je preved.

Zar bjete oblike me alne izérpanosti, povr - .ne
s spreaenliivimi /razljaj - okoli=. niso specifi..e samo
BENas Cas, SSNITI10 SVOTaR vine [er tovrstna
stanja vzniknejo na preseciscu fizi¢ .e, organske,
dusevne in SirSe kulturne izkusnje, so zgodovinski
primeri njihovih razlag pomembna vstopna to¢ka v
razumevanje nac¢inov, na katere smo ljudje v razli¢nih
¢asovno-prostorskih koordinatah razumeli in razmisljali
o umu, telesu in druzbi. Sveta je bilo preve¢ zZe kdaj prej.
Zaskrbljenost glede psihofiziénih zahtev hitro
spreminjajo¢ega sveta in neobvladljivega napredka je
tipicno moderna. Po eni strani je bila tesnoba glede
hiperstimulacije posledica druzbenih sprememb, ki so






vseprisotnosti danasnjega diskurza, je tezko razloditi.
Gotovo nekateri materialni in simbolni procesi potekajo
hitreje kot kadarkoli prej. Ultimativni cilj je profit.
Tehnolosko posredovani mehanizmi upravljanja in
produciranja subjektivnosti so reaktivnejsi in
natancnejsi. Tehnologije kvantificiranega sebstva, ki
omogocajo sledenje aktivnostim in fizioloSkim
procesom, celostne izkusnje (gibanje, spanje, pocutje)
drobijo na Steviléne metrike. Ultimativni cilj je
optimizacija. Premik k postfordizmu in zahteve poznega
kapitalizma terjajo podreditev vse vecjega razpona
nasih ne samo fizi¢nih, ampak tudi ¢ustvenih in

ums' ‘fivosti. Cilja = o gosto ni. Véasih elimo,
da i bilo sveio veé.

Razume  -nje hirrstimulacije je nujno o ezano
tudi s Casovniiireziii sed=niosti. V sodobni
organizaciji < isovnocil se pre -nia nedvoumr o delitev
na linearnc -osledj-  reteklos\ -~ danjost-pri  ©dnost
sesuva. l';talitev eloineinlinec e casovnos i v
moder’ . je bila nelo ' 'vo povez .a zidealon apredka.
To d' izbeno fakrcira o nacele 2 cdohilo oblil
e cobse gajocegalokay ki fe"lokVikial pasameznict
na_kova dejanja in jih usmerjal k zami< jjivemu cilju
v prihodnosti. Ampak ¢e je bila prei - edanjost vedno v
funkciji prihodnosti, je v relativho kratkem ¢asu
prihodnost izgubila neizpodbitno mo¢ osmisljanja
vsega, kar delamo v tem trenutku. Razhajanje med
obljubami napredka in vseprisotnostjo kriz in
razpok razkrije ambient negotovosti, v katerem lebdimo
danes. Na ta nacin lahko hiperstimulacijo razumemo
tudi kot odsotnost vseobsegajo¢ega narativa, ki
bi strukturiral izkusnje (¢asa) v sedanjosti. S tem ko
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Koza ni le nas najvecji organ, ampak je vecplastna in razplastena
lo¢nica med naSo (imaginarno) notranjostjo in (realnim) zunanjim
svetom. Zato je Ze od antike naSemu najvecjemu organu priznan ne
le prezivetveni pomen, ampak je koZa prepoznana tudi kot platno,
na katerem se izrisujejo zdravje in lepota, bolezen in bolecina.

Skozi evolucijo je koZa pridobivala Stevilne kljucne vloge v
homeostazi ¢loveskega telesa: je naSa prva bariera pred zunanjimi
agensi, kot so razli¢ni patogeni, UV sevanje, kemicne in mehanske
poskodbe. Je tudi kljuen organ za uravnavanje krhkega ravnovesja
telesne temperature in organizem varuje pred dehidracijo. Nemara
ima prav zato koZa neverjetno regeneracijsko sposobnost —

v le tridesetih dneh se namre¢ lahko najbolj zunanja plast koze,
povrhnjica, v celoti obnovi. Vsako minuto se iz koZe izlo¢i in nato
tudi nadomesti priblizno 40.000 odmrlih celic, ki so pomembno
vezivo in del — tako nadleZznega — hiSnega prahu.

V razli¢nih zgodovinskih obdobjih je bila koza vselej
indikator druZzbenih idealov in zdravja. V starem Egiptu je bila
negovana, gladka koza simbol Cistosti in boZje naklonjenosti.

V starogrskih in rimskih casih je bila svetla polt idealiziran simbol
svobode — privilegij posameznikovega Casa in Zivljenja brez
udinjanja pod Zgo¢im soncem. Ta povezava se je ohranila tudi

v renesanéni in viktorijanski dobi, kjer je skozi svetlo in pobledelo
kozo pronicala modra kri plemstva baro¢nih proporcev. V evropski
umetnosti lahko najdemo Stevilne zglede, ki opisujejo ideal

blede polti; na primer 1z morske pene porajajoco se Botticellijevo
Venero ali pa pravlji¢no, »kot sneg belo polt« Sneguljcice, kot jo
opisujeta brata Grimm.

V zacetku 20. stoletja pa so se ideali zaceli spreminjati. V
dvajsetih letih je modna ikona Coco Chanel popularizirala osoncen
videz po nenamernem soncenju v sredozemskih letovis¢ih. Njena
porjavela polt je postala trend, ki je izrazal simbol bogastva,
prostega ¢asa in svetovljanstva. Tako potemnela koza ni bila vec le



znak suZenjstva ali primoranega dela pod Zgo¢im soncem, temvec
je bila odraz Zivljenja v maniri »la vita e bella«. Nekaj desetletij
zatem je to »uzakonila« tudi modna revija Vogue in Stevilne
zvezdnice, na primer Brigitte Bardot, ki je v porjavelih odtenkih
ponazarjala usodno privlacnost. Trend porjavelosti je sovpadel z
vzponom druzenja na prostem in rekreacijskih dejavnosti.
Prepletal pa se je tudi z odkritjem povezave med ultravijoli¢no
svetlobo in tvorjenjem vitamina D. Vsled omenjenega je
medicinska stroka pricela spodbujati izpostavljanje soncu kot
preventivni in tudi terapevtski zdravstveni ukrep. Porjavelost, ki
je nekoc veljala za nezazeleno in manjvredno, je postala modna,
znak bogastva, tudi bogastva razpolaganja s svojim ¢asom.

Preko zahoda na vzhod ... Tudi v Stevilnih azijskih in
afriskih kulturah svetlejsi toni koZe ostajajo idealizirani zaradi
zgodovinskih in kolonialnih vplivov. Tako je bila v starodavni
Kitajski in Japonski porcelanasta koza uteleSenje lepote. Ta ideal
je izhajal iz davne Hanove dinastije na Kitajskem ter obdobja
Nara na Japonskem, kjer so v bledi kozi videli prefinjenost,
eleganco in plemenitost. To se je ohranilo tudi danes in se odraza
v velikem povprasevanju po izdelkih za posvetlitev koze.
Po drugi strani pa se v nekaterih predelih Latinske Amerike Se
vedno idealizira porjavela koza. Vse to kaze na nenehno
spreminjajoce se ideale tena koZze, pravzaprav druZzbenega
konstrukta, v katerem se prepletajo razli¢ni geografski, druzbeni
in socioekonomski pogledi. Ti se danes odraZajo tudi v Stevilnih
estetsko-korektivnih posegih, s katerimi lovimo zadnje
trende popolnosti.

Onkraj (nedvoumnega) estetskega pomena pa je koza
tudi najpomembne;jsi senzoricni organ, kljucen za socializacijo,
prepoznavanje in povezovanje druge ga z drugo im. Prek
goste mreze Zivénih konci¢ev nam koZza omogoca, da z dotikom,
bolecino, toploto in mrazom, pritiskom in ostrino le v svoji



notranjosti dozivimo svet, ki nas obdaja. Custveni uéinek dotika —
pa naj gre, re¢eno z Romeom in Julijo, za »romarski poljubx,
ko skleneta dlani se v znak nezdruZljive ljubezni, ali pomirjujoce
ucinke milega gnetenja masaze — poudarja nerazdruzljivo
povezanost med koZo in dusevnim stanjem nasega organizma.

Skozi zgodovino je koza sluzila kot Zivo platno za
pripovedovanje zgodb in nam dajala kulturno identiteto.
Tetoviranje, brazgotinjenje in telesne poslikave so ljudje po vsem
svetu uporabljali za oznaCevanje statusa, doseZzkov, duhovnih
in etiCnih prepricanj. Na primer Maori z Nove Zelandije
uporabljajo zapletene obrazne tetovaze kot na¢in prepoznave
rodu in druZbenega statusa. V nasprotju s tem pa so bile tetovaze
v srednjeveski Evropi pogosto stigmatizirane in povezane z
delikventkami 1 ali izob&enkami ci, l[judmi na robu druzbe.
Brazgotinjenje se je v nekaterih afriSkih kulturah uporabljalo v
obredne namene ali pa za oznacevanje plemenske pripadnosti.
A tudi brazgotinjenje kozZe je nenehno spreminjajoci se proces, saj
se koza fetusa zaceli popolnoma brez brazgotine, medtem ko
postanejo brazgotine pri starejsSih trajna (nezelena) »tetovaza«.
A tudi Zelene poslikave, kot so kana tatuji, se Se danes uporabljajo
v srednje- in juznoazijskih kulturah ob porokah in rojstnih
dnevih. TetovaZe, brazgotine in druge stigme koZe pripovedujejo
zgodbe o upornosti, prepri¢anjih, veri in individualnosti. Od upora
z druzbenega roba pa so tatuji danes prepoznani kot »vsakdanja«
umetnost, izraz intime posameznika, ki odraza individualno
identiteto, osebna prepricanja, pripadnost, vero ali pa estetski
ornament telesa. Je pa tudi brez poslikav nasa koza odraz
edinstvenosti individuuma, ki se izkoriS¢a v forenzi¢ne namene,
na primer nas prstni odtis.

Ves razpon in mnogoterost pomenov koze nedvoumno
presegata njeno fizioloSko funkcijo. Tako je koza lakmusov papir
druzbenih sprememb, medij kulturnega in osebnega izrazanja,



ki se razteza preko Stevilnih druzbenih idealov, slojev in kast.
Od druzbenih elit, aristokracije do odpadnic kov z druZbenega
obrobja, od bolezni do zdravja, od lepega do nezazelenega,
nas koZza vselej nagovarja in nam sporoca, da je tisto, kar nas
zaznamuje, 1n je tisto, kar je zaznamovano.

Asist. Bor Hrvatin Stanci¢, dr. med., je zakljuc¢il Studij
medicine na Medicinski fakulteti v Ljubljani in specializacijo
iz dermatovenerologije. Zaposlen je na Univerzitetnem
kliniénem centru Ljubljana na Dermatoveneroloski kliniki

in na Katedri za dermatovenerologijo. Deluje na kliniénem,
izobrazevalnem in raziskovalnem podrocju in je avtor Stevilnih
poljudnih in znanstvenih ¢lankov v mednarodnih in slovenskih
revijah ter pomocnik urednik revije Dermatology.












TURA - TOVARNA VESELJA
Spela Cvetko



Leta udelezbe na elektronski klubski sceni ne sovpadajo s
standardnim ¢loveskim Stetjem, bolj so podobna pasjim ali macjim.
Nocni glasbeni podvigi minejo hipoma, premo sorazmerno s
subjektivnostjo mladosti in clubbinga kot njene druzbeno
sprejemljive aktivnosti. Izhod 1z mladi¢evstva za vecino pomeni
tudi poslavljanje od aktivnega udejstvovanja na sceni, vendar je
elektronika Ze zdavnaj opustila nujno povezovanje z aktivizmom ali
druzbenopoliticno konotacijo, kaj Sele da bi se lahko pohvalila s
statusom generacijske vodilne sile mladostne rezistence dominantni
druzbi skozi digitalni glasbeni futurizem. Ze mlade i britanske i
promotorke ji rejverske Second Summer of Love so v Zelji po
prezivetju pod brstecim in represivnim neoliberalizmom
Thatchegjeve svoj obstoj zagovarjale i1 z definiranjend scene kot
dela kreativnih in zabavnih industrij. Zgrazanje je ptevladalo nad
denagjems,,ob zadusitvi Keatrakulturnih manifestagijpa sta veselje
in utopija 1z politicnega'stanja ptesla v izkustvo nawoljo zaynakup
in sredstvo nepliberalne opolnemocitve, izrazene skozi potrosnjo.
Ce je posameznica k sam_aéloveski kapital, skupek ves€in in
izkusSenj, ki jih jetreba razvijati in jim izboljSati vrednost, ni
presenetljivo, da/majvec elektronske glasbe sreCamo v fitnesus Obe
sta andustriji debregagpecutja, justdo itamentalitete, obvladevanja
osnovnihiimpulzov, hvalisafija o grindu (Ceprav-ena veliko
bolj ¢eljustne narave), samovoljni purgatoriy, zasledujo¢ dosezke
telesne vzdrzZljivosti, ter kuratorski metodt lastne fizicne in
simbolne reprezentacije. »Nezdravost« klubske kulture je lazno
kontradiktorna tradicionalnemu blagostanju cloveka. V boksarskem
ringu vikenda proti tednu, med mehurcki veselja in oceanom
pehanja, nas lahko kratki odmori v ne-realnosti no¢i, podprti s
carobnimi napoji, prepricajo, da vse res ni tako slabo. In veliko
lazje je biti dober zurer in morda Se profitirati od klubskokulturnega
kapitala kulskosti kot pa si priznati, da nas uspeh ni pogojen s
trdim delom in trudom, temvec€ z intersekcijo druzbenih struktur



(negotova okoljska prihodnost, neokolonializem, kapitalisti¢no
izkoriS¢anje, seksizem ...).

S tem ko wellness postane strategija nenehnega izboljSevanja
neoliberalnega subjekta, sprozi tudi delo na optimizaciji uzitkov.
Na povrsini se kapaciteta za radost kvantificira v Stevilu korakov,
narejenih pri plesu, zavestni intenzifikaciji plesa in nootropskem
hekanju substanc. Vse to naj bi odrazalo predanost glasbi in kulturi,
ceprav pravzaprav le dupliciramo neoliberalne merilnike uspehov
tekmovalnosti. Najboljsi v maksimizaciji uzitka je v takSnem
sistemu Se vedno zguba. Model, v katerem je veselje izbira, od nas
zahteva nemogoce, saj vztraja pri predpostavki posameznicinega
kovega nadzora nad svojo usodo, ki je povprecen ¢lovek v
popolnosti/mnima niti ob igranju SIimsov.

Ali je lahko plesi$€e potem zareS§ srecno? Kot industrija
elektronSka,scena trzi fantazijo Casan prostoragiznesenost
Kulturnoe afirmira,to, kar si zelimo biti, s cimer vedno.zneva
osredis¢a jaz. Nasprotno so klubske kulture preteklosti zelele
destabilizirati subjektivnost. Njena disociacijaje sprozila fokus na
skupno in omogocila zmanjSanj¢ vrednosti kateégorij razlik.
Povezanost z drugimm lahko spr0zi tudi katarzg negativnih in
neZelenih Custevg0d dolgocasja do stralmin Zalosti. [z njih/se
1zvijejo.odpitost, upanje in radost, lesketanje novihyidisugacnih
moznosti Zivljenja pa skozi proces uzremg brez mediacije
izkustva. Razlika med produktno srecot pravo stvarjo zaradi
dekontekstualizacije in dehistorizacije elektronske plesne glasbe ni
veC enaka distinkciji med alternativno in mainstreamovsko
glasbeno sceno. Alternativnost se velikokrat konceptualizira le
na ravni estetike drugacnosti, vendar obstaja razlika med politi¢no
in osebno, Custveno svobodo. Prva spreminja druZbene strukture,
druga pa jih ohranja in spreminja le glasbeno artikulacijo.

Sirsi problem zabrisanja mej med alternativo in
mainstreamom je nuja po delovanju vseh v istem ekonomskem



sistemu. Deklarativno lahko subkulturni akterji stojijo za
dolo¢enimi vrednotami klubske kulture, a individualna mikro
ekonomija, i1z katere se napajajo, je tara komercialnih interesov.
Zelo jasna groznja pri tem je nepoteSen apetit po izkorisS€anju
profitabilnosti prostora. Z njim povezane gentrifikacija,
populacijska segregacija, privatizacija prostora in povecana
regulacija javnega prostora mocno vplivajo na elektronsko sceno.
Neinstitucionalne, »necivilizirane« glasbe in prostori, kot je na
primer Metelkova, v katerih se najdejo razne manjSinske in
druzbeno nenormativne skupine, so pod veliko budnejSim o¢esom
birokratov, ki simbolno necistost dela populacije hitreje povezejo
s prostori zdruzevanja kot pa s slabo druzbeno infrastrukturo.

Ker prizorisca clektzonske scene niso profitabilna, ze zlasti ce
gre za manifestacije kontrakulture, slovenska seena pa zapoyrh ni
velika # mednarodnem'smislu, je elektronska plesna glasba'obcasen
gost lemekaj klubov in festivalov. Med domace polnopravne
elektronske klube 2, zantsko raznolikim in vseletnim progtamom
tako lahko Stejemo le K4V okvisuZorice oziroma Lok4cije,
ki je simptom neoliberalnega izkori§€anja hedonizma. [zrazito
mocna gostinska sluzba Gast Ent4j€z dodatkom prizorisca v
portfelio diverzifiCirala svoj gla§beni in simbolni doseg, izrazita
korporatiza€ija delovanjapafie po slabih'treh letih od ponovnega
odprtja pod novim lastniStvom rezultirala v izgubi kakrSnegakoli
glasbenega avanturizma in v predvidljivemfadobju, ki ni zmozno
zagotoviti katarze, kaj Sele oblikovati skupnosti v pravem pomenu
besede. S prevzemom Gast Ent. pa se je na slovenski sceni veliko
bolj neopazno prvi¢ materializiral tudi koncept 24-urne ekonomije.
Zaprt produktni ekosistem zadovoljstva, ki potroSnikom omogoca
konzumiranje aktivnosti v neprekinjenem krogu od zore do mraka
in ki v primeru Lok4cije obsega bar, restavracijo, klub in hostel.

Zlasti po odmiku od primarnih ekonomskih panog je 24-urna
ekonomija, slede€ zelji po revitalizaciji mest, postala trendovska



strategija redefiniranja no¢ne ekonomije, Se posebej klubske
ekonomije, kot kulturnoekonomske investicije, s ¢imer naj bi mesta
izkoristila neizkoriS¢en potencial do tedaj zapostavljenega

sektorja. Implementacije strategije razvoja so izrazito razlicne glede
na Ze obstojeCi infrastrukturni in licencni sistem mest, vendar jim
je skupno, da se 24-urne ekonomije ve¢inoma ne enaci tudi s
24-urnim klubskim dogajanjem. Podpira se preoblikovanje
klubskih prostorov v veCnamembnost, kar zahteva sredinskemu
»obcCinstvu« prijazen program. Bodisi bo to buticni fitnes, galerija
in sezonska restavracija ali ploS¢arna. Sistem cilja na idejo mest,

ki ne spijo in s tem predstavljajo 1deal Zivostl. A pri tem se
slednjega enaci z

kjer se njena_gova vrednost meri s simboln@ pozicijo na sceni.
Nujno je torej uskladiti ustvarjanje ali aktivnost z zunanjo,
medijsko posredovano druzabno podobo in pri¢akovanji klubske
kulture, s Cimer so akterji Ze blago samo, hkrati pa ustvarjajo
poblagovljenje. Tudi ¢e se na alternativno stran elektronske glasbe
ne preslika enaka podoba potrosnje, je klubska kultura nac¢in
pricakovanega samoizkoriScanja za vse sodelujoce. Na »boljSi«
strani alternative dobimo zanj le ve¢ moralnega odobravanja.

Ali smo torej na plesiScu res lahko srecne 1, ¢e so klubske 1
delavke cinesrecne 1?7 Kot za druge delavke ce tudi za klubsko



kulturo velja, da morajo delavke ci same i organizirati delo, se
trziti in intenzivno mreziti. Delo v kulturi ali kreativi lahko zanika
avtoriteto klasi¢ne ekonomije in slavi trzno svobodo, a kot
avtonomna 1 kulturna 1 producent ka je podjetnica k prepuScen a
ekonomiji pozornosti, zahtevam brendiranja in je tako uspesen a le
toliko, kolikor se zna prodati. Demokratizacija ustvarjanja in
izdajanja glasbe je povecala dostopnost kreativnega dela, ista
svoboda ustvarjanja pa pomeni dodatek neustvarjalnega dela. DJ
ima moznost organizirati lasten elektronski vecer, a bo postal a
promotor ka, PR-ovka ec, strokovnjak inja za druzbena omrezja,
iskalec ka sponzorJ ev, pr1] av1telj ica projektov, oblikvalec ka
VlzuahJ projek aj, vse z lastnim finan¢ni

oziroma neproblematlzlranja slabih delovnib'pogojev. Vrednost
nastopa lokalnih ustvarjalk cev je v pri avi s tujimi radikalno
manjsa in se Se posebej mocno izrazi na festivalih. Normalizirano je
neplacevanje nastopov na radiih, pretocnih platformah (tudi
velikanu Boiler Room) v zameno za upanje na vecjo prepoznavnost
ustvarjalke ca. V Zelji po ustvarjanju skupnosti ali pridobivanju
1zkuSenj na poti do profesionalizacije je veliko dela opravljenega na
prostovoljski bazi, pri Cemer se postavlja vprasanje, ali je ob
zasledovanju kon¢nega pozitivnega izkupicka sploh mozno eti¢no
organizirati dogodke. Seveda so tukaj Se klasiCen manko varnosti



pri delu, neobstojeci sistemi uradne podpore ob diskriminaciji, ki Se
mocneje marginalizirajo pozicijo Zensk in akterjev_k spolnih
manjsin, neupostevanje legalnih omejitev dela in drugi dejavniki.
Ce pod kapitalizmom eti¢na potro$nja ne obstaja, pod
neoliberalizmom pa je poblagovljeno Zivljenje samo, se kot
samostojne 1 agentke ina prostem trgu delnic z veseljem morda
ne bi smele 1 sprasevati, kako se disociirati do prave radosti,
temvec¢ kako zgraditi klubsko kulturo, katere ekosistem ni past za
osamljenost in zmagovalni oder individualnosti. Zna biti, da
potrebujemo klubsko kulturo, ki ne ujcka samopomembnosti,
temvec¢ nas sune iz cone udobja. Nastopa] oce bi lahko skrili za
zaveso, afterico irali le za tiste '

Spela Cvetko je svobodn]aklnja v glasbeni industriji, primarno
delujoca v organizaciji dogodkov in PR-u. Njeno delo je
izoblikovalo sodelovanje v glasbem redakciji Radia Student,
kjer je bila glasbena novinarka in glavna glasbena urednica.
Drzi se nadela »Faith in strangers and dancefloors«!!! in

si pri svojem delu prizadeva izpodbijati druzbene probleme,
kot je seksizem.

Ul Pesem Andyja Stotta Faith in Strangers.


















EDITORIAL ;
Iva Stefanija Slosar in Tery Zezelj

Dear readers,

This theatre programme is being created at the end of the year,
which means it is accompanied by a certain haste, a desire to
conclude certain stories so that we can look forward to the new
year as an opportunity for a new beginning, a new future. However,
futures are constantly being erased and ended, and genocide, wars
and disasters are flooding the present, which is thus becoming
increasingly unbearable. We are becoming increasingly disoriented
and displaced in a period in which even terrible stories can become
merely a snippet among the various news reports that compete for
higher ratings regardless of their message. The newly emerging
performance by the Po¢emucka collective, which, as their name
suggests, constantly ponders Why?, enables us to see this experience
in greater detail and with a certain distance, or possibly even
overcome it. This might be performed without the goal of finding an
answer, but with the aim of taking the time to pose questions during

piad performance in (co)

different«
some already
erial in a

1s time. This time,
familiar collaborat
different way. If t
relied heavily on
are almost comp,

creation that does not look for shortcuts, but even deliberately
avoids them. The theatre programme you are holding in your hands
should therefore not be read as an instruction manual for watching,
let alone as an explanation of what one has seen. It should serve to
establish a dialogue between the artistic collective, the authors and
the viewer/reader, who can create their own version of commentary
from the written words and sentences, aimed at the world inside and
outside the walls of the theatre. Or perhaps merely pose a question?
It is worth mentioning, conditionally speaking, another

heterogeneity or transition brought forth by this theatre issue, which
has two editors, because the editing of the Glej Theatre programmes
is taken over by a new editor, Iva Stefanija Slosar. The future of it is
therefore assured, all we need to keep this future going are readers.

Enjoy your read!
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It is not obvious that we know what we are talking
about when we talk about hyperstimulation today.
The emergence of each category used to describe a
psychological state reveals the individual’s and
collective’s coordinates within a particular period, and
these should be understood in their socio-historical
context. Several things must take place for us to
understand what we mean when we say
hyperstimulation.

The markers of psychological states and their
meanings are shared by different social groups in
certain cultural and temporal contexts. There is
constz i frictiin betwzn the (nterpretatic nd
mear ngs attrik 1 ed ‘o the san - categories [ different
grou; - Inthe c-se o' psycholoc cal content, ‘his
friction o" me-iing: usually occursin at leas! two fields:
betweern. tutiona ! psychology/psychiatry =nd
genera' <nc 1ge. As certalp categories pass between
differ -t fields. ' 2ir meaning“ - e gradually "roken
dow . transforn - d, and imp--zd. For us to /- ow what
we n:-3n when e say hyr:stimi/'ation toc -1/, a certain
history, o the paSsage oL adeanings between dirferent
fields and their gradual domesticatic 1 needed to be
established. This does not mean tk .t the meanings have
been cleared of ambiguities, stabilized, and unified.

On the contrary, enough different meanings and
associations have been imposed on the concept for us
to easily use it without having to explain what we
mean. We certainly do not know precisely which of the
multitude of overlapping and sometimes exclusive
meanings hyperstimulation refers to. In the fields of
clinical psychology and psychiatry, hyperstimulation



appears as a clinical symptom, a characteristic of
various psychological conditions, in which a certain
exposure to sensory, cognitive, or emotional stimuli
exceeds the individual's capacity to process and
respond. This, for example, is characteristic of anxiety
disorders, autism spectrum disorders and ADHD.
Explanations of hyperstimulation in this context
focus on the psychological and neurophysiological
mechanisms that participate in the management of
stimuli and can be both the cause and the consequence
of various mental disorders. However, the hyper-
stimulation we are talkina about goes beyond this field
and e .comp - oses bre r experiences ¢ ~e.
Inth - case, w- are app ' oaching the meaning we - ve
in 1ind. Hyper =i mulatic i acquires hisworical and - cial
dirr-nsions, ar < our unccrstanding of the world ¢
oul-/vesis corcensecd 1 it. The widespread nat ;e of
the ¢ ~nt leclifies to (112 fact that at a certair Joint
what was ori ) nally a d- v ant category spillerc’ over into
a generally "~ cognizab' -~ 2xperience of the rnasses.
So, what i~ { about?

Thedssumption ’s that“While engrgy
basic cognitive and processmg cafp acities of |nd|V|duaIs
have remained relatively unchanr,zd throughout history,
the sensory qualities of life in modernity have started
multiplying relentlessly. Hyperstimulation thus reflects
the tension between the individual's availability and
the uncontrollable sensory-informational dimensions of
the modern world. From the clinical context, in which
the emphasis lies on the processing patterns of
individuals with a specific psychiatric diagnosis, the
exterior components emerge in this more generally



applicable semantic version: accelerated urbanization,
uncontrollable globalization, algorithmically driven
endless series of images and information, automated
flows of financial capitalism, atomization, fragmentation
of time units and meaning. Growing sensory, cognitive,
emotional, and temporal demands have intensified to
the point of a chronic and collective lack of internal
resources to manage them.

In the subjective experience of individuals, hyper-
stimulation is a mirrored image of the world.

As (almost direct) mirroring of the exterior into the
interior exnerience, hyperstimulation concentrates our
ideas” 2 ol heWWOoHC anc selvesinit. Rather TRan'a
neu’ral bio-ps: cho'ogical micchanism, "iyperstiiiuation,
int = way, is uncerstood as - socio-cultural-his crical
cat-coryin wh ©' collective systems of experir.ice
anc meaning are gatherc existence in t+ 'd of
collectiveidcas structures cur experiences ana
relationships © nternal feeliric -, which we interp < as
a consequer - : of a constant - .d invasive influx ¢
external s? uli. In this way, o1, th- 'evel of an indiidual,
hyper<’inulation p: 2tiZes the qualitative aSpects
of being in this world. The world is 1ust, uncontrollably
large, loud, oversaturated, data tr= vels through it and
aggregates into new data with new effects faster than
ever before. There is too much world.

The forms of mental exhaustion encompassed by
changing environmental stimuli are not specific to our
time, for they have their own history. As such conditions
arise at the intersection of physical, organic, mental,
and broader cultural experience, historical examples of
their explanations provide an important insight into our



understanding of the ways in which people in different
temporal and spatial coordinates understood and
thought about the mind, body, and society. There has
been too much world before.

Concern about the psychophysical demands of a
rapidly changing world and uncontrollable progress
is typically modern. On the one hand, anxiety revolving
around hyperstimulation was a consequence of
the social changes that accompanied the transition to
industrial modernity: the effects of industrialization, the
development of science and technology, the expansion
of capitalist broduction systems and markets. On the

other ' und, il ~'so reflec tablishment of /" odern
subi ctivity aric/ hew ways of understanding e mind as
a po -ntial obje ! of o =ervation and intros’ 2cl on

as ¢ |- gitimate tho f-reflection. 7 . the

inter - stion of two, a se of theorizs eme e that
attempt 10"€ngompassthe expecrience of living
industrial soci- zs. For examp /= the 5
the psychiat’ = diagnosis of ne asthenia, defin

as the dep'~Lion of “~arvous < irer th,” the finite

reserv- . of physical iental ¢ )y needec '©r day
to day functioning. The causes of thi: psychophysical
condition were attributed exclusiv-.y to external
circumstances brought about by life in the modern
world: social pressures and demands of new forms of
work, the characteristics of fast-paced urban life,
technological innovations - the telegraph and steam
propulsion. The first sociological analyses of
hyperstimulation primarily addressed the character-
istics of life in new urban environments. In the
hyperstimulated life of large cities, which constantly



inundate individuals with an onslaught of sensory and
social stimuli, social roles and influences were also said
to multiply. Their multiplicity and often conflicting
demands were linked to fragmented experiences of
the self and emotional alienation.

Over 120 years have passed since then, and today
we no longer understand hyperstimulation as a mere
clinical symptom, a psychiatric diagnosis, or a charac-
teristic of metropolitan life, for we view it much more
broadly. It is hard to discern whether the reason for this
phenomenon is indeed a reflection of an objective
social realitv that is increasingly saturated with stimuli,
or the ©innip:->ence course. ’ ‘
som - material - 'd symbolic prc:asses ar« taking place
fasi- than ever ' afore. The ult' iate goe ‘= nrofit.

Tec ologically i 2diated mec anisms nement
and roductior o' subjectivit. are more reactiv- -nd
precicc. The lechnologies of (e quantified self, v./iiich
enable the tra. - ng of activii as and physiologicai
processes, ¢ sh holistic e neriences (movement
sleep, wel' " cing) into nur-zric~! metrics. The ul*iinate
goal ie © sumization. The < liift t ds ~ordism
and the demands of late capitalisn requires the
subordination of an ever-increas’iig range of not only
our physical, but also emotional and mental capacities.
There is often no goal. Sometimes we wish there were
more world.

Understanding hyperstimulation is also linked to
the temporal regimes of the present. In the contem-
porary organization of temporality, the previous
unambiguous division into a linear sequence of past-
present-future is collapsing. In modernity, the formation















ON THE MEANING OF SKIN
" Bor Hrvatin Standic¢



The skin is not only our largest organ, it is also a multi-layered and
fragmented dividing line between our (imaginary) interior and the
(real) external world. Therefore, our largest organ has been
recognized not only for its importance for our survival, but also as
a canvas upon which health and beauty, illness and pain have been
depicted ever since antiquity.

Through evolution, the skin has acquired many key roles in
the homeostasis of the human body: it is our first barrier against
external agents, such as various pathogens, UV radiation, as well
as chemical and mechanical damage. It is also a key organ that
regulates the fragile balance of our body temperature and protects
the organism from dehydration. Perhaps this is the reason why skin
has an incredible regenerative capacity - the outermost layer of the
skin, the epidermis, can be completely renewed in a mere thirty
days. Every minute, approximately 40,000 dead cells are shed
from the skin and replaced, thus creating an important binder and
part of the — terribly annoying - house dust.

Throughout history, skin has always been an indicator of
social ideals and health. In ancient Egypt, well cared for, smooth
skin was a symbol of purity and divine favour. In ancient Greek
and Roman times, a fair complexion was seen as an idealized
symbol of freedom — it was the privilege of individuals with plenty
of time on their hands and a life in which there was no need to
languish under the scorching sun. This connection remained intact
also in the Renaissance and Victorian eras, where the blue blood of
the nobility with baroque proportions seeped through the light and
pale skin. We can find numerous examples describing the ideal
pale complexion in European art; for example, Botticelli’s Venus
emerging from the sea foam or the fairy-tale, “snow-white
complexion” of Snow White, as described by the Grimm Brothers.

However, in the early 20" century, ideals began to change. In
the 1920s, fashion icon Coco Chanel popularized the suntanned



look after she unintentionally sunbathed in Mediterranean resorts.
Her tanned complexion became a trend that expressed wealth,
leisure, and cosmopolitanism. Suntanned skin was no longer
merely a sign of slavery or forced labour under the scorching sun,
but a reflection of living in the manner of “la vita e bella.” A few
decades later, this was further “legitimised” by the fashion
magazine Vogue and numerous celebrities, such as Brigitte Bardot,
who exemplified fatal attractiveness with their suntanned bodies.
The suntanning trend coincided with the rise of outdoor
socialisation and recreational activities. It was also intertwined
with the discovery of the connection between ultraviolet light and
the formation of vitamin D. As a result, the medical profession
began to promote sun exposure as a preventive and therapeutic
health measure. A suntanned skin, once considered undesirable and
inferior, has become fashionable, a sign of wealth, including
wealth in managing one's time.

From West to East... As a result of historical and colonial
influences, lighter skin tones also remain idealized in many Asian
and African cultures. In ancient China and Japan, porcelain skin
was the epitome of beauty. This ideal originated in the ancient Han
Dynasty in China and the Nara period in Japan, where pale skin
was seen as a sign of refinement, elegance, and nobility. This has
continued to this day and is reflected in the high demand for skin
lightening products. On the other hand, suntanned skin remains
idealised in some parts of Latin America. All this points to the
constantly changing ideals of skin tone, in fact a social construct in
which different geographical, social, and socioeconomic views are
intertwined. Today, these are also reflected in the numerous
aesthetic-corrective interventions with which we chase the latest
trends of perfection.

Beyond its (unambiguous) aesthetic significance, the skin is
also the most important sensory organ, essential for socialisation,



recognition, and forming connections. Through a dense network of
nerve endings, the skin allows us to experience the world around
us from within ourselves, through touch, pain, heat and cold,
pressure, and sharpness. The emotional effect of touch — whether it
1s, as shown in Romeo and Juliet, a “pilgrim’s kiss” in which
their palms clasp in a sign of irreconcilable love, or the soothing
effects of a gentle kneading massage — emphasizes the inseparable
connection between the skin and the mental state of our organism.

Throughout history, skin has served as a living canvas for
storytelling and has given us our cultural identities. Tattooing,
scarring, and body art have been used by people around the world
to mark their status, achievements, spiritual, as well as ethical
beliefs. For example, the Maori from New Zealand use intricate
facial tattoos to identify lineage and social status. In contrast,
in medieval Europe, tattoos were often stigmatized and associated
with delinquents and outcasts, people on the margins of society. In
certain African cultures scarring was used for ceremonial purposes
or to mark tribal affiliation. However, skin scarring is also an ever-
changing process, for while foetal skin heals without scarring, scars
in the elderly become permanent (undesired) “tattoos.” However,
desired designs, such as henna tattoos, are still used today in Central
and South Asian cultures in wedding and birthday celebrations.
Tattoos, scars, and other skin stigmata tell stories of resistance,
beliefs, faith, and individuality. From rebellion on the margins of
society, today, tattoos are recognized as “everyday” art, an
expression of the individual’s intimacy, reflecting the individual’s
identity, personal beliefs, affiliation, religion or serving as an
aesthetic ornament of the body. But even without paintings, skin is
a reflection of the individual’s uniqueness, which is exploited for
forensic purposes, for example, through fingerprinting.

The full range and multiplicity of meanings of the skin
clearly transcend its physiological function. Thus, the skin is a



litmus test of social change, a medium of cultural and personal
expression that spans many social ideals, strata, and castes. From
the elites, the aristocracy, to the outcasts on the social fringes, from
illness to health, from beauty to ugliness, the skin always speaks to
us and tells us that it is what marks us and is what 1s marked.

Asst. Bor Hrvatin Stanc¢i¢, MD, completed his medical studies
at the Faculty of Medicine in Ljubljana where he specialised in
dermatovenereology. He is employed at the Dermatovenereo-
logy Clinic and the Department of Dermatovenereology

at Ljubljana’s University Medical Centre. He works in the
clinical, educational and research fields and is the author

of numerous popular and scientific articles published in
international and Slovenian journals. He is also an assistant
editor of the journal Dermatology.












CLUB CULTU




The years spent participating on the electronic club scene do not
coincide with the standard human count, they are more like dog or
cat years. Nightly musical feats pass in an instant, directly
proportional to the subjectivity of youth and clubbing as its
socially acceptable activity. For most, leaving adolescence behind
means saying goodbye to their active participation on the scene,
however, electronics has long since abandoned its connection
with activism or socio-political connotation, let alone being able
to boast the status of a generational leading force of youthful
resistance to the dominant society through digital musical
futurlsm In their desire to survive under Thatcher s budding and

' 1sm, even the young

ercultural manife
cal state to an ex

arbitrary purgatory, pursuing achievements of physical endurance,
and a curatorial method of one’s own physical and symbolic
representation. The “unhealthiness” of club culture is falsely
contradictory to traditional human well-being. In the boxing
match between weekends and week days, between bubbles of joy
and an ocean of trying, the brief breaks in the non-reality of the
night, supported by magic potions, can convince us that every-
thing is not so bad after all. Of course, it is much easier to be a



good partygoer and perhaps even profit from the club-cultural
capital of coolness than to admit that our success is not
conditioned by hard work and effort, but by the intersection of
social structures (uncertain environmental future, neocolonialism,
capitalist exploitation, sexism...).

As wellness becomes a strategy for the continuous
improvement of the neoliberal subject, it also triggers work on
their pleasure optimization. On the surface, the capacity for joy is
quantified in the number of steps taken in dancing, the conscious
intensification of dance, and nootropic substance hacking. All
of this is supposed to reflect a commitment to music and culture,

in fact we erely duplicating the neohberal metrl

shared grounds and enabled the devaluatlon of categories of
difference. The connection with others can als@trigger a catharsis
of negative and unwanted emotions, from boredom to fear and
sadness. These lead to the emergence of openness, hope and joy,
and a glimmer of new, different life possibilities appears through
the process without the mediation of experience. Due to the
decontextualization and dehistoricization of electronic dance
music, the difference between product happiness and the

real thing is no longer the same as the distinction between the
alternative and mainstream music scene. Alternativeness is often




conceptualized only on the level of the aesthetics of difference,
but there is a difference between political and personal, emotional
freedom. The former changes social structures, while the latter
maintains them and changes only musical articulation.

The broader problem that blurs the boundaries between
alternative and mainstream is the necessity for everyone to
operate within the same economic system. On the declarative
level subcultural actors may stand behind certain club culture
values, but the individual micro-economy from which they are fed
is the target of commercial interests. A very clear threat in this
regard is the 1nsat1able appetite for exp101t1ng the proﬁtablhty of

n with poor soci
e electronic danc ' s are not profita
' tation

electronic dance music i1s an occasional guest at merely a few
clubs and festivals. Among the domestic full-fledged electronic
clubs with a genre-diverse and year-round program, we can
mention merely K4 within Zorica or Lok4cija, which is a
symptom of the neoliberal exploitation of hedonism. The
exceptionally strong catering service Gast Ent. diversified its
musical and symbolic reach by adding a venue to its portfolio,
however, after barely three years of reopening under new
ownership the pronounced corporative operation resulted in the
loss of musical adventurism and in predictable comfort that is



unable to provide catharsis, let alone form a community in the
true sense of the word. With the takeover by Gast Ent., the
concept of the 24-hour economy materialized on the Slovenian
scene, much more imperceptibly, for the first time. A closed
product ecosystem of satisfaction that allows consumers to
consume activities in a continuous cycle from dawn to dusk and
which, in the case of Lok4cija, includes a bar, restaurant,
club and hostel.

Following the shift away from the primary economic sectors,
the 24-hour economy, following the desire to revitalize cities,
has become a trendy strategy for redefining the night economy,
tural -economic inv

ut they share the idea
t equated with 24-ho

represent the ideal of liveliness. However, the'latter is equated
with the requirement that we can and eve st act as consumers
or workers everywhere and always if we want to live the city
life to its full. Given the small size of cities and the night-time
economy in Slovenia, the idea of a 24-hour economy will
probably never be broadly adopted, but the attempt to maximize
the place’s utilization is also seen in the privatization of space.
The expansion of the offer and the consequent intensified
way of working is the result of the neoliberal twist of cultural
activities towards competition, entrepreneurship and the



“goodwill” of corporations. In such a system, the creative club
worker must expand their set of skills and necessarily participate
in networked sociability, where their value is measured by his or
her symbolic position on the scene. It is therefore necessary to
harmonize the creativity or activity with the external, media-
mediated social image and expectations of club culture, whereby
the actors become commodities themselves, while simultaneously
creating commodification. Even if the same image of consump-
tion 1s not reflected on the alternative side of electronic music,
club culture is a way of expected self-exploitation for all
participants. The “better” side of the alternative merely obtains

er workers, clubculture a
nize their own work,

of branding, and is
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has increased the accessibility of creative worky however, this
freedom of creation leads to the addition of aén-creative work. A
D1J has the opportunity to organize their or her own electronic
evening, but with this, he or she will become a promoter, PR
person, social media expert, sponsor seeker, project applicant,
visual designer, project manager, and more, all with their own
financial risk in the event of the event's potential failure.
Consequently, the community of electronic music actors cannot
have completely altruistic socialization motives. The existing
hierarchy and the acquisition of symbolic and financial capital




simultaneously reproduce the marginalization of already margin-
alized groups. The informality of the work and the importance of
presenting oneself as likable to the club culture scene do not allow
for any criticism of the culture's internal social problems.

Despite the precariousness of all those involved, we
encounter a scale of acceptability of exploitation and the failure
to problematize the poor working conditions among club culture
workers. The value of performances by local artists 1s radically
lower compared to foreign ones which is especially pronounced at
festivals. Not paying for performances on radio and streaming
platforms (including the giant Boiler Room) has been normalized
¢ of greater recognition of the artist.

al minority acto
r fa

capitalis
life itself 1s commodified under neoliberalism,/then we, as
independent agents on the free market, shouldperhaps not be
asking ourselves how to dissociate ourselves to true joy, but

how to build a club culture whose ecosystem is not a trap for
loneliness and a triumphant stage for individuality. It may be that
we need a club culture that does not nurse self-importance, but
pushes us out of our comfort zone. We could hide the performers
behind a curtain, reserve the after party only for those who have
had at least one good cry on the dance floor, build a community
centre above the club for its workers, and introduce Sunday



afternoon matinees that you would not be able to attend unless
you were accompanied by a senior citizen. In the meantime, there
1s no point in destroying the connection between club culture and
wellness, since the former was and still can be a space for
imagining different realities. At this one should ensure that the
enrichment of our lives should not serve as a surplus battery for a
broken everyday life.
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Spela Cvetko works as a freelancer in the music industry,
primarily working in event management and PR. Her work was
shaped by her involvement in the music editorial department
of Radio Student, where she was a music journalist and chief
music editor. She adheres to the principle of »Faith in strangers
and dancefloors«' and strives to challenge social issues such
as sexism in her work.

1 Andy Stott’s song Faith in Strangers.
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