Kemi kénaqésiné té ndajmé me ju thirrjen pér artikuj pér pjesén e dyté té njé numri té
dyfishté té revistés Studime pér artin me temén e pjesémarrjes dhe kolektivitetit:

Redaksia e Studimeve pér artin ju fton pér kontribute g€ hulumtojné ményrat e shumta né té
cilat arti, pérfshiré ai amator dhe popullor, ka ndihmuar dhe €sht€ pérdorur pér t€ ndértuar
forma té€ reja t€ pjesémarrjes dhe kolektivitetit pérgjaté shekullit XX e deri né ditét e sotme.
Kontributet mund té trajtojné artin e zhvilluar né Shqipéri ose n€ kontekste té aférta historike
e gjeopolitike.

Q¢ nga fundi i shekullit XIX, arti dhe letérsia e Rilindjes Kombétare u lidhén drejtpérdrejt me
projektin e ndértimit t€¢ kombit, q€ synonte themelimin e njé shteti t€ pavarur shqiptar.
Ndérkohé, shpallja e pavarésis€ né vitin 1912, shérbeu si katalizator pér lindjen e nj€ 1€vizjeje
t& gjallé té artit amator n€ periudhén ndérmjet dy luftérave botérore, e cila u pérqgendrua né
kryegendrat kulturore t€ vendit si Elbasani, Kor¢a, Shkodra, Vlora etj., dhe béri bashké njeréz
nga shtresa t€ ndryshme té€ shoqérisé. Shoqatat artistike t& themeluara gjaté késaj periudhe
dhe veprimtarit€ q& ato organizuan, hodhén bazat pér njé kulturé artistike té
institucionalizuar, e cila filloi t€ marré formé té€ ploté pas Luftés s€ Dyté Botérore.

Ndérkaq, gjat€ Luftés s€¢ Dyté Botérore u l€vruan arti antifashist dhe ai partizan, qé luajtén
nj€ rol t€ réndésishém né nxitjen e rezistencés kundér pushtimit dhe né skicimin e kontureve
té njé bashkésie t&€ ardhshme. N& periudhén e pasluftés, me vendosjen e regjimit komunist,
domosdoshméria g€ arti t&€ luante njé rol aktiv né ndértimin e shoqérisé sé€ re, béri q€ veprat e
realizmit socialist t€ merrnin njé funksion té réndésishém né formésimin e subjektit (dhe
subjektivitetit) té ri socialist, mishéruar né figurén e Njeriut t&€ Ri, ndértuesit t€ socializmit.
Pérvec késaj, pjesémarrja dhe kolektiviteti népérmjet artit, u nxit€n né€ ményré aktive nga
autoritetet komuniste, té cilat promovuan artin amator dhe njé kulturé té€ shéndoshé
festivalesh.

Kultura masive u bé veganérisht e réndésishme né kontekstin e Revolucionit Ideologjik e
Kulturor té fundviteve ’60. Fryma e fushatave masive, si pér shembull aksionet e organizuara
pér realizimin e projekteve t€ médha ekonomike e infrastrukturore, u pasqyrua edhe né
organizimin e ngjarjeve artistike, si Festivali Folklorik i Gjirokastrés. Ky festival, i mbajtur
pér heré té paré né€ vitin 1968, ge njé ngjarje me pjesémarrje masive, ku kufijté mes
spektatoréve dhe interpretuesve shpesh zbeheshin né mos shuheshin, né ményré té tillé qé té
kujton deri diku ngjarjet me pjes€émarrje masive t€ zhvilluara né Bashkimin Sovjetik né vitet
’20. Kjo pérkoi me caktimin e njé roli gendror té kulturés popullore né pérkufizimin e
realizmit socialist shqiptar, pas Plenumit t€¢ Katért zhvilluar gershorin e vitit 1973. Ndérsa
komentuesit, tradicionalisht, e kané interpretuar kété si njé kthesé konservatore, pas klimés
mé liberale qé karakterizoi periudhén né kapércyell t€ viteve *60, analizat e fundit theksojné
ményrén se si kultura popullore u konceptua si njé mjet pér transformimin e shoqérisé



socialiste shqiptare né€ njé Gesamtkunstwerk, ose vepér totale arti. Me fjal€ t€ tjera, ajo, mé
shumé se njé€ largim prej rrénjéve avangardiste t€ realizmit socialist, solli njé ripértéritje té
angazhimit ndaj tyre. Paré nga ky kéndvéshtrim, jemi t€ interesuar edhe pér analiza qé
shqyrtojné se si pjesémarrja dhe kolektiviteti fshijné kufijté, si mes artit amator dhe atij
profesionist, ashtu edhe mes artit popullor e t€ kultivuar.

N¢ vitet ‘70, arti u bé njé mjet pér t€ ndérvepruar edhe me shtetet g€ po krijoheshin pas
dekolonizimit né Afriké, Azin€é Lindore dhe Amerikén Latine, si dhe me grupe ideologjikisht
té aférta né peréndim, duke funksionuar si njé mjet pér t€ mbajtur gjall€ solidaritetin socialist,
pas prishjes me Bashkimin Sovjetik dhe pjesén mé t€ madhe té bllokut lindor. Artistét shpesh
pérqafuan sipérmarrje kolektive dhe forma pjesémarrjeje, si antidot ndaj burokratizimit té
ngurté t& kulturés zyrtare t€ socializmit t€ von€ dhe ndaj kulturés kapitaliste.

Ndérsa fokusi 1 pjes€marrjes dhe kolektivitetit n€ planin artistik ra ndjeshém né dekadén pas
rénies s€ Murit t€ Berlinit mé 1989, kéto u rikthyen né€ njé formé t€ re né fillim t& viteve
2000, shpesh duke braktisur theksin e méparshém mbi kolektivitetin si rrugé drejt ndryshimit
politik radikal, pér t€ kremtuar ideale si “hapja” dhe “bashkimi”, t€ cilat u kthyen né qéllime
né vetvete. Retorika e demokratizimit, qé shoqéroi njé séré ndérhyrjesh té bujshme artistike
né hapésirén publike té Tiranés né fillim t€ shekullit XXI, hapi rrugén dhe i dha legjitimitet
shfagjes sé€ arkitekturés si njé¢ motor kyg¢ 1 transformimit neoliberal né epokén post-socialiste,
duke ndryshuar né€ ményré themelore format e ekzistencés dhe jetesés né qytet.

Sigurisht, arti nuk pérafrohet gjithmoné me synimet e projekteve t&€ médha politike, qofté kjo
qéllimisht ose jo, ndaj ne jemi gjithashtu té interesuar pér kontribute g€ shqyrtojné ményrat se
si arti ka ofruar alternativa dhe mundési rezistence ndaj paradigmave dominuese, mbi format
e lejueshme t€ t€ vepruarit sé€ bashku dhe t€ pjes€émarrjes né jetén publike e shoqgérore, qofté
né t€ kaluarén apo né€ té€ tashmen. Pér shembull, n€ fund té viteve 1980, pérpjekjet e njerézve
pér t€ pérmbysur peizazhin zyrtar mediatik té sanksionuar nga autoritetet komuniste, duke
sajuar marrés televizivé, té ashtuquajturat “kanoce”, me g€llim ndjekjen e kanaleve t€ huaja
radiofonike dhe televizive, krijuan gjithashtu mundési pér formésimin e ményrave té reja t&
pjesémarrjes dhe koletivitetit. Sidomos pasi praktika e dégjimit kolektiv té radios dhe e
shikimit kolektiv t€ televizorit kishte gené njé element themelor i socializimit socialist.

Duke ndjekur t€ nj&jtén logjiké, bashképunimi midis punonjésve kulturoré né€ skenén e artit
shqiptar, vazhdon té jeté njé nga ményrat pér t€ shmangur narrativat dominuese, vecanérisht
kur ai hapet ndaj territorit dhe komuniteteve lokale. Né kété ményré, bashképunimi “nga
baza” mund té€ shndérrohet n€ njé kundér-narrativé qé mund té aktivizojé, jo vetém reflektime
dhe kéndvéshtrime, g€ nuk do t€ ishin marré parasysh né té tjera rrethana, por edhe pér té
shérbyer si njé gendér pér bashkéndarjen e njé vetédijeje mé horizontale dhe pérgjegjésie
shoggérore.

Doréshkrimet e pérfunduara (6,000-8,000 fjal€) duhet té€ dérgohen né adresén elektronike t&
sekretarit shkencor t€ revistés Studime pér artin, Dr. Stefano Romano:



Stefano.Romano@akad.gov.al, brenda datés 31 janar 2027. Doréshkrimi mund t& dorézohet
né gjuhén shqipe ose até angleze.
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We are pleased to share the call for papers for the second part of a double issue of the
Art Studies journal on the topic of participation and collectivity:

The Editorial Office of Art Studies is soliciting contributions that examine the myriad ways in
which art, including amateur and folk art, has helped—and was deployed to—forge new
forms of participation and collectivity throughout the twentieth century and up until the
present day. Contributions might examine art in Albania, or in related historical and
geopolitical contexts.

Already in the late nineteenth century, the art and literature of the National Awakening
movement was explicitly connected to a project of nation-building aimed at the establishment
of an independent Albanian state. In turn, the declaration of independence in 1912 served as a
catalyst for the emergence of a lively amateur art movement in the interwar period, which
was concentrated in the country’s cultural capitals of Elbasan, Kor¢€, Shkodér, Vloré, etc.,
and brought together people from all walks of life. Ultimately, the artistic societies founded
during this period and the activities they organized laid the groundwork for an
institutionalized artistic culture, which would fully begin to take shape after WWIL.

During the Second World War, there was antifascist and partisan art, which played an
important role in inciting resistance against the occupation and outlining the contours of a
coming community. In the postwar period, with the establishment of the communist regime,
the imperative that art should play an active role in building the new society, meant that
socialist realist artworks played an important role in shaping a new socialist subject(ivity )—
the New Man (Human) and builder of socialism. In addition to this, participation and
collectivity in and through the arts were actively encouraged by the communist authorities,
who promoted amateur art and a robust festival culture.

Mass culture became especially important in the context of the Ideological and Cultural
Revolution in the late 1960s. The spirit of mass campaigns such as the aksione, organized for
the completion of large-scale economic and infrastructural projects, was reflected in the
organization of artistic events like the Gjirokastér folk festival. A quadrennial event that was
held for the first time in 1968, this festival was known as a mass participatory affair in which
the boundaries between spectators and performers were often blurred, in a way that is
reminiscent of the mass participatory events held in the Soviet Union in the 1920s. This
coincided with folk culture in general taking a more prominent role in the definition of
Albanian Socialist Realism after the Fourth Plenum in 1973. While commentators have
traditionally interpreted this as a conservative turn after the more liberal climate that
characterized the close of the 1960s and beginning of the 1970s, recent analyses have
emphasized the way in which folk culture was actually seen as a vehicle towards the
transformation of Albanian socialist society into a Gesamtkunstwerk, or total work of art. In



other words, it functioned as a doubling down on the avant-garde roots of Socialist Realism
rather than a departure from it. From this point of view, we are also interested in analyses that
explore how participation and collectivity blur the boundaries between amateur and
professional art on the one hand, and folk and fine art on the other.

In the 1970s, art also became a tool for engaging with the decolonizing world in Africa, East
Asia, and Latin America, and with ideologically aligned groups in the West, thereby
functioning as a vehicle for keeping socialist solidarity alive after the break with the Soviet
Union and much of the Eastern Bloc. Artists often embraced collective enterprises and
participatory frameworks as an antidote to the stagnant bureaucratization of both official late
socialist and capitalist culture.

While the centrality of participation and collectivity in art discourse significantly subsided in
the decade after the fall of the Berlin Wall in 1989, they resurged in a new form in the early
2000s, often jettisoning their prior emphases on collectivity as a path to radical political
change and instead celebrating associated ideals like ‘openness’ and ‘togetherness’ as ends in
themselves. The rhetoric of democratization that accompanied a series of high profile artistic
interventions in the public space of Albania’s capital, Tirana, at the beginning of the twenty-
first century paved the way and also provided legitimacy for the emergence of architecture as
a key driver of neoliberal transformation in the post-socialist era, fundamentally altering
ways of being and living in the city.

Of course, art is not always aligned with the aims of major political projects, whether
intentionally or unintentionally, and we are also interested in contributions that explore the
ways in which art has provided alternatives—and possibilities of resistance—to the dominant
paradigm(s) about permissible ways of being together and participating in public and social
life, whether in the past or in the present. For instance, in the late 1980s, people’s efforts to
subvert the official mediascape sanctioned by the communist authorities, by fashioning self-
made TV receivers known as “kanoce”, in order to follow foreign radio and TV channels
instead, also created opportunities for forging new modes of participation and collectivity.
Especially since the practice of listening to the radio and watching TV collectively had been a
staple of socialist sociality.

By the same token, collaboration between cultural workers in the Albanian art scene
continues to be one of the possible ways to escape dominant narratives, especially when it
opens up to the territory and local communities. In this way, “grassroots” collaboration can
become a counter-narrative capable of activating not only reflections and points of view that
would otherwise not be taken into consideration, but also becomes a hub for sharing a more
horizontal awareness and social responsibility.

Completed manuscripts (6,000-8,000 words) must be sent to the email address of the
scientific ~ coordinator of the Art Studies journal, Dr. Stefano Romano:
Stefano.Romano@akad.gov.al, by 31 January 2027. Manuscripts can be submitted in either
Albanian or English.
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