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MCY -
Ckonje dpecruBan
Ha nepdopMaHCOT

Kako nen on npoekToT JONropoyHu KyATyYpHU NapTHEpPCTBaA
Ha 3anagHuoT bankaH - EBponcku gnjanor
(Kyntypa.EYBbankaH)

My3ej Ha coBpeMeHaTa yMeTHOCT — Ckonje

03-06 okTomBpu, 2024

MmaBHa nporpama:

(MocT)jyrocnoBeHCKN HacneacTBa v Tena: nepdopmaHc,
KpUTUKa 1 yTonuja )

KypupaHa o busbaHa TaHypoBcka - KynaBkOBCKU U
Cnas4o AumMuTpos

4-6 OKTOMBpPU

M NapTHepcKa nporpama
3 OKTOMBpU



MCY - Ckonje ¢pectnBas Ha nepgopMaHCcoOT € HaCTaH Koj uMa

3a LUen Aa ce opraHuM3vpa Ha roAMLwHO HMBO, OBO3MOXYBajKu
EeKCrepuMeHTMpame 1 crogeniyBame Ha YMEeTHMYKaTa npakca Ha
pe3naeHTUTE U YMETHULMTE oA pPernoHoT, EY n merfyHapoaHute
cueHun. MNpeky napTHepcTBa CO KYATYPHU UHCTUTYLUMU, KaKo

W opraHusaumu, 3apyxeHuja, WKOAN, YHUBEP3UTETU U
NCTPaXKyBaykun LEeHTpU, hecTnBanoT Ke ce BKJy4YM BO MOLIMPOKHM
CcOpaboTKN CO MOXHOCT 3a NpoLIMpyBake Ha APYrU jaBHU U
OTBOPEHW MPOCTOPU.

MCY - Ckonije ¢pectnan Ha nepgpopmaHcoT Bo 2024 rognHa

€ cocTaBeH o ABe nporpamu. EagHa o4 HMB npoussierysa oA
pe3naeHunmnTe, nearowKnuTe U NCTPaxyBayknTe akTUBHOCTH

BO MapTHEpPCTBO co oHaaunjata , Apt Ekcnnopa” (®paHuuja/
AnbaHuja) v Hej3uHaTa pesnaeHumnjanHa nporpamMa Buna 31

BO TupaHa, Kako n copaboTka co anyMHu oa HaumoHanHaTta
WwKona 3a ymeTHocT Bo Napus-Cepxun (ENSAPC) n ymetHuum
copaboTHuuM Ha NHnumjaTmeaTta 3a ycHa uctopuja Bo lMNpuwtnHa
(OHI). Opyrata nporpama e TpuAHeBeH HacTaH HacnoBeH (MocT)
JYrocr0BeHCKM HaClEACTBA M Tena: NeppopMaHc, Kputmka 1
yTonuja KypupaH o4 bumbaHa TaHypoBcka - Ky/laBKOBCKU U
CnaB4yo OMMUTPOB, KOj Ce COCTOM 04 NPOEeKuMn, npeaasarba u
nepdopMaHcu.

OnwTaTta naeja 3aa dectnBanoT € Aa ce U3MUcnaT pasinyHu
HauMHW Ha AeflyBatbe KoM Ke ce 3aHMMaBaaT Co MpeHECyBatbe
Ha YMETHUYKOTO HAC/eACTBO BO MPOLUIMPEHMUOT KOHTEKCT Ha
ncTopmjaTta Ha MOAEPHOCTa, M 3acuiyBakbe Ha peuenuujaTta Ha
MAEUTE U recTOBUTE BO pefalumja co NocTtojaHo eBoslynpavykmuTe
YMHOBM M HOPMU KOM Ce BO noTpara no emaHuunauuja.

OBO0j (pecTnBan Ha NnepdopMaHCOT e BTOPOTO nornasje oA
eBponckaTta nporpama Kyntypa.EYbankaH (2022-2024) uuja

uen e Aa ce noTTUKHE pa3MeHa Ha YMETHUUM, UCTPaXKyBauu 1
KYNTYPHU UNHUTENM NoMery 3anagHuoT bankaH u EBponckaTta
YHUWja n ga ce npoMoBMpa LUMPEHETO Ha HUBHUTE MPaKTUKU

M HUBHUTE UCTpaxyBama. NpetctaBata Ha NAM Choreolab e
npetctaBeHa Bo copaboTka co MlMdectnean Ha JIokoMOoTMBa U
NpoeKkToT [Bunxere Ha HeBp3aHuUTe, nogapxaH o KpeaTuBHa
Eepona/ MNporpama 3a eBponcka copaboTka co 3anagaeH bankaH u
MunHuncTepcTBO 3a KynTypa Ha Penybnuka CeBepHa MakenoHwuja.



(NMOCT)
JVroCJZIOBEHCKW
HACNEACTBA -
M TENA:
NEP®OPMAHC,
KPUTUKA U
VTONUIA



KypupaHa nporpama o,
BumaHa TaHyposcka-Kynaskosckn n Cnasyo AMMuUTpoB



NcTopunTe 1 NONUTUKUTE HA MeMopujaTa NoBp3aHu Co
HacneacTBaTa Ha Jyroc/ioBEHCKMOT couMjanmsam ce noctojaH
N HEMUPEH M3BOP Ha AebaTun 1 cnoposu. Bopbute okony
KONeKTMBHaTa MEMOPUja Ha CUMMNTOMATUYEH HAUMH ja
pa3oTKpuBaaT UCTpajHOCTa Ha athEKTUBHMNOT MOJSIHEX MOBpP3aH
Co jyrocnoBeHckuTe HacneacTsa. OBue 60p6u ce npoteraat
04 HaLUMOHANMUCTUUYKUTE UCTOPUCKN PEBU3UOHUIMU AUKTUPAHM
04 MPOBUHLIMCKMTE APXXaBOTBOPHM MpPOLIECK BO MOCT-
jYrocnoBeHCKMOT NPOCTOp KOU (haHTa3MaTCKu ja peceTupaaTt
TeMrnopasiHoCTa Kako [a No4YHyBa oA Hy/nTa-Touka, AoAeKa ce
AVKTUPAHU Ol CUNUTE Ha JIOKANTHNOT U MHTEPHALMOHANHMOT
KanuTan, cé Ao GeTULLM3MOT Ha 3aMp3HaTaTa CimKa 1
norneaoT HaHasad KoH MAeanu3MpaHoTO MUHATO KOW roBopaT
3a cerallHaTa pa3o4yapaHoCT M HEMOXHOCT 3@ 3aMUCITyBatbe
PasINYHN MONUTUYKN UAHUHWN, BIHE3AEHW BO HOCTANrM4Ha
Aencrtopusauumija.

Hekane nomery oBue npouecu MoXeMe aa r'm npoHajaeme
NoBeKeBPOjHUTE U HUjAHCUPAHU NPAKTUKN U MOSIUTUKN Ha
cekaBarbe KOW ' Npeno3HaBaaT PaHUTE U MPELLIKUTE Ha
ncropujarta, UCTO TONKY KOJIKY U ,CE YLUTE HE MPOroBOPEHUOT,
HeocnoboaeHnoT enemMeHT” (Bnox) Ha yTonuckaTa
MOTEHLNjaNHOCT Ha MUHATUTE jyroCc/IOBEHCKM MaTepujanu,
NPaKTUKN N KOMHEXMU.

HawaTta nepdopmatneHa dectnsancka nporpama (f1ocr)
JyrocnoBeHcku HacneacTea v Tena: nep@dopmMaHc, KpUTuKa

n yTonuja KpUTUYKW MM aHraxumpa TOKMYy OBMWE MyKHaTUHMU,
OTBOPW, KOHTpaAUKLMM, aMbuBaneHumm, noTeHumjaam n MeMopum
NnoBp3aHu CoO MHOry6pojHUTE HacneacTBa Ha jyroC/I0BEHCKUTE
MONIUTUYKU, YMETHUYKM U KYNTYPHU NPaKTUKN U UCTopun. UcTaTa
npe3eHTMpa YMETHMULUM N UCTPaXyBaAUYKN YAULLITO NMPaAKTUKK
OAHOBO 1 cobupaaT, pedepeHumnpaaT, AeKOHCTpyMpaaT Uan
npekpLlyBaaT AejcTBaTa UN NepcrnekTUBUTE KOW TONKyBaaT
WUCTOPUCKM U NOAUTUYKKN NO3ULMKN, HACTaHWU U penaummn Bo
(nocT) JyrocnoBeHCKNOT KOHTEKCT.

HawwnoT ¢okyc Ha nepdopMaTUBHUTE YMETHOCTU NPOU3NIEryBa
He camo oA HawaTa 3anox6a 3apasbupare 1 3aHUMaBate

Co NpobnemMaTMkuTe Ha NOMUTMUYKOTO M KynTypaTa Kako
NMOBTOP/SINBU, OTENOTBOPEHU N adEKTUBHU NPaKCK KOU m
co3aaBaaT KOJIEKTUBHUTE CYyBjEKTUBUTETU U 3a€AHNYKN CBETOBMU,
BPEAHOCTU M OpPUEHTaUUKN, HAYMHWN Ha XMBOT U CnoaeneHun
AVCMNO3ULMM, UK NaK Kako nepdopMaTMBHO CLEHMpare Ha
aHTaroHu3am, cnop u AunceHsyc. MHOry noseke, U NOKOHKPETHO,
6u cakane aa rv gonpeMe passiM4yHUTE UAEONOLWKM OpUEHTaLMMU
M anapaTycu, Kako U KJIyYHUTE MOSIUTUUYKUN U KONTEKTUBHU
03Ha4yyBayu 1 BJIOXYBaka BO BPEAHOCTUTE Ha jyroC/IOBEHCKUTE
HacneAcTBa, Kako caMuUTe Aa ce UCTOPUCKU OAUTPaHN U



OTENIOTBOPEHN HM3 MHOLUTBO YMETHUUKM NepdopMaHcu,
KYNTYpHU nepdopMaHcu, MaTepujanHo-AUCKYP3UBHM

anapaTtycu, U MEH/IMBU coumjanHn kopeorpadun. MoTo4Ho,
pedepunpaMe Ha nNpakcuTe N aceKTUBHUTE KOTBM NOBP3aHU

CO conuaapHocTa, aHTudawn3mMoT, 6paTCTBOTO U €AUHCTBOTO,
TUTOW3MOT, HEBP3aHUTE AEKOSIOHMjaNIHU MONUTUKM, KEHCKUTE

N PEMUHUCTUYUKMTE NEPCNEKTUBU, KONEKTUBU3MOT, YTONUCKUTE

N eMaHUMNAaToOPCKM naeanun, HagHauMoHaHMOT jyrocIOBEHCKM
naeHTUTeT, (poaoBaTa) paMHOMPaBHOCT, HOBMOT COLMjaIMCTUYUKM
yoBeK M paboTHMOT HapoZ4, CaMOynpaByBarETO, CYNKYNTypHUTE
NPakTUKK Ha OTMNOp WUTH.

HawaTta KypaTopcka nepcrnekTnuBa He e MCTOPUCKa UK
reHeasowka; Taa co3gaBa NPOCTOp Kaje LWTOo AMjanoroT nomery
AVCKYP3VMBHUTE TOUKM U YMETHUYKUTE MPaKCU € U3BEAEH HU3
oApefeHu AuneMu, npawarba, HabrbyayBarba, MAe0oruK,
apX1BW WU NEPCNeKTUBM NOBP3aHN CO OHUE Ha jYroCNIOBEHCKUTE
HacneacTBa.

Kako HajnapaaurmMaTuyHu NpMMepun Ha jyrocnoBEHCKUTE
HacneAcTBa MOXEMe Aa MM NocoYnMe MacoBHUTE couMmjaniHu
Kopeorpaduu Ha cneToBuTEe, KOM MMaaT U NepdopMaTUBHU U
nefarowkn GyHKUMM KOU ce npeksionyBaaT M ce 3ajakHyBaaT
eHun co aApyru. NnjagHuunte Tena Kou ja npukaxysaar,
BM3yenu3mpaaTt W BnuwyBaaT HauunjaTa, Ap)XaBHUTe cumbonu,
jyrocnoseHckaTa UcTopuja, KOMyHUCTMYKATa NapTuja m
BopayoT BNMwyBajKu ro HEroBMOT NOTNMUC, HEFOBOTO UMe (MK
APYrY cMMB0IM acoLumMjaTMBHO MNOBP3aHW CO HEMOBOTO MME CO
COMNCTBEHUTE M3BEAYBaYKMN Tena), NICTOBPEMEHO Npou3BesyBaaT
perynupaHv u AUCUMNINHUPaHu Tena.

Tpeba na ce 3emaT NpeaBuUA M pas3NnYyHUTE Kopeorpadum Ha
paboTHOTO TeNno 1 TPyAOT, OTENOTBOPEHN BO paboTHUTe 6puraam
M COCTaBUTE Ha KOMEKTUBHUTE Tesla KoM CO 3aeAHUUYKN Hanopwu
(oaHOBO) ja rpanaTt 3emjaTa, Kako M HEMOCYLWHUTE WU OTNOPHMK
Tena Ha CTyAeHTCKUTe npoTecty Bo 1968 nnu antepHatuBHUTE
KYNTYPHU nNpakTuku oa 80-TuTe, HajaHauyajHO, NaHK-KYNTypHUTE
bopMaumnn 1 HUBHUTE YMETHUYKN rpaHku. Mpaaejkn HOBM
MHbPaCTPyKTYpU, NnatdopMm, ceH3nbunnuTeT, Teopuu,
cnucaHuja, daH3nMHU N ecTeTuKa, NaHKOT BOBeAe CBET BO CBETOT,
TOKMY MpeKy cBOjaTa NosMTUYKa HECOOABETHOCT, O4HOCHO MpeKy
crnojyBarbe, peKoHdUrypupatrse, npepacnpeenyBate U urpame
CO 1 BHaTpe BO MOCTOjHUOT XOPU3OHT Ha CETU/IHOTO, OZ efHa
CTpaHa, U M3BeAyBaHEeTO NOJIMTUKA Ha HEj3UHOTO, HAaBOAHO,
HecooABEeTHO MecTo, OAHOCHO, MacoBHaTa KynTypa, KynTypaTa u
YMETHOCTa, 04 Apyra CTpaHa.

Bo oB0Oj nakeT Ha UcTopuckm nepdopmaTtnem, oa noceben
MHTepec 3a Hac ce 6oraTuTe, KOHTEKCTYaaHO U MCTOPUCKMU
cneunduyHn 1 pasHOBUAHM KOHLENTYasiHM U nepdopMaTUBHMU



YMETHUYKN NPaKTUKM BO NOpaHellHa Jyrocnasuvja Ha noeanHeYHu
YMETHULM U CaMOOPraHnU3npaHnTe N KOIEKTUBHU CTPYKTYpPU Ha
Mpon3BOACTBO M OpraHM3aumja Ha yMeTHocTa. He Moxe fa ce
3aHeMapu BaXHOCTa Ha YMETHUYKUTE rPynu Kako LITO Ce 3EHUT,
loproHa, Meaunana, OHO, Bosch+Bosch, KOD, NpynaTta Ha wecTt
YMETHULM, KaKO U MpeTCTaBuUTe 1 NporpammTe npeseHTUpaHu u
npomseeaeHn BO MHMpaCcTpyKTypaTa Ha pasfiMyHUTE CTYAEHTCKU
WU MNAAMHCKU KYATYpHU LeHTpu Bo JbybrbaHa, benrpaga, 3arpeb,
Ckonje, n gpyru.

YWTe NOBaXHO, HalIMTE 3aeAHWUYKN HaNopu Aa ro NoAApXuUMe,
KypvpaMe u yHanpeaume co3faBatbeTo Ha nepdopMaTUBHUTE
NpaKkTUKKN Ce BTEMESIEHM U BO YBEPYBaHETO AeKa MornefoT Hasaj
KOH MWMHaTOTO U KOHTPaAMKTOPHUTE HacneacTBa Ha Jyrocnasuja
- 0c06eHO OHWe NoBp3aHM CO pedrekcnjaTta U KpuTUKaTa Ha
KanuTanusMoT, CONMAapHOCTa, yTonujata, eMaHumnayujaTa,
KO/IeKTMBM3MOT, poAoBaTa eiHaKBOCT, 6opbaTa NpoTMB KracHaTa
eKkcnioaTaumja U HeeJHaKBOCT, HAAHAUMOHANHMUOT UAEHTUTET

- MOXAaT Zia HM NMOMOrHaT Aa ro KpUTUKyBaMe 3aTBOPOT Ha (He
CaMO MMHaTOTO, TYKY M) CeralHocTa v a nsseayBaMe xenbu u
BM3MM 33 MAHMHATa CO HeoApeleHa U OTBOpPEHa NoTeHLUMjanHoCT
HaABOp O pa3opHaTa JIorMKa Ha CBETOT Ha KanuTaancTUYKMOT
peanunsam, HalMoOHanu3am, cekcusam, xomodbobuja n
KOoNoHuWjanusaM. Haasop o4 enucteMosolkaTa, KynTypHaTa

W NonuMTMYKaTa aBTO-KOMIOHM3alUMja Koja HE cMeTalle cuTe

3a NONIMTUYKM HOBOPOAEHUMHbA, 6M cakane aa rv uctpaxume
noTteHuMjanuTe Ha ,BeKe-He-CBECHOTO” Kako MeTofonormja

Ha KpUTUYKa XepMEHEBTUKA M pernapaTUBHO YnTame LWTO ja
Mobunusnpa nepdopMaTMBHaTa Cuia Ha He3aBpLUEHOTO MUHATO,
MYy CITY>XW Ha YTOMUCKOTO ,Ce yliTe He-oBAe”, 1 ja oapa3yBa
adekTuBHaTa AMHAMMKa U HY>XHOCTa o4, HazeX (Kako To
TBpAaTt bnox n Mymo3). Bo ayxoT Ha Mapk ®uwep, 61 cakane
Aa rv pasbyaume ceHuwTaTa Ha M3rybeHuTe MAHUHWU, AYXOBUTE
Ha NoTdpieHnTe BeTyBarba W He3aBpLUEHUTE YyTOMUN KaKo
AHTULUMNMPAYKM UIYMUHALUUW Ha APYTY MOXHU CBETOBMU.

KoHeuHo, 1360poT 1 npeseHTaumjaTta Ha COBpEMEHU
nepdopMaTMBHM YMETHMYUKM MPaKTUKN Ce o4peneHn o4 HalwaTta
Bepba BO ,yTonuckata nepdopmatnueHa” cuna ([JonaH) Ha
oBMe nepdopMaHCK KOMLLTO NOCTaByBaaT pa3/IMYHK MPOCTOPU
N TEMMOPASIHOCTU, NMpaBejku rm apeKTUBHO HACETEHH,

AoAeKa KpUTuUkM mobunmnsmpaar gen o4 HacneacTBaTa Ha
jyrocnoBeHCKNTE eMaHUMNaToOPCKN naeanu unm ro ogpecmpaar
MOCTjyrocnoBeHCKMOT Typ6o-dalwumsam (Manuk), oAHOCHO
BKOpPEHEeTUTe naTpujapxanHu noanTmku (Kon orncrojyBaa

M BO CEKOjAHEBHMOT COLMjATMCTUYKM XNBOT U MOKPaj
NpoKIaMMpaHnoT eranntapmsam), Xxomodobujata n HacunHUTE
NPaKTUKN KOH KYNTYPHUTE U PEeNUrno3HuTe ApYri.
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NAPTHEPCKA NPOIrPAMA
3 okToMBpU 2024 (4YEeTBPTOK)

18:30 - lNpe3eHTauunja Ha napTHepuTe o4 MHULUMjaTMBaTA
Kyntypa.EYBankaH v auckycuja: Jeta Pella, AMPEKTOP Ha
NHnuujaTtueaTa 3a opanHa ucrtopuja — OHI, MNMpuwTnHa;
XozedbunH JobdurH, oagroBopHa 3a pe3naeHumjanHmTe
nporpamun Ha , ApT Ekcnnopa”, MNMapus/Tupana; Kamun
KunHrye, pakoBoamuTesika 3a MeryHapoAHu npalama u
KapuepeH pa3Boj Ha HaumoHanHaTta WwkKona 3a YMETHOCT
Bo Mapus-Cepxun (ENSAPC), NMapu3. Moagepatopka: VMBaHa
BaceBa, kypatopka Bo MCY - Ckonje;

20:00 - XakepCKu BOAMY KOH LUyMaTa: My3ejcKo usgaHue,
nepdopmaHc oa Konektus Tree.0 (Ennzabet baHowm,
KeTpnH Mapwan, MapTunjH BaH EndepeH), anymMHun Ha
HaunoHanHaTta wkona 3a ymeTHocT BO Napu3-Cepxu (EN-
SAPC);

21:00 - lNpoekuunja Ha BUOALO-YMETHUYKMN aena:
TpaHc'HucTpuja (11° 50”") n Abxasuja otnocne (13’
44'") on BaHnryw Benaxy, TpHapue (4’ 25’') n Kako ce
paraat see3aute? (4’ 03’’) oa OncoH Jlamaj n Kyukute
3@ HUBHWOT AnH (50’) oa AHa EpeHwTajH, roctn Ha Buna
31, pe3ngeHumnjanHa nporpaMa Bo TupaHa Koja ja Boau
doHpauunjata , Apt Ekcnnopa” (®paHuunja/AnbaHuja).

MABHA NPOrPAMA

04-06.10.2024 roamHa

(MocT)jyrocnoBeHCKM Hacneacrsa v Tena:
nepcgopmMaHC, KpUTUKa U yTonuja

KypupaH HacTaH )

Kypatopu: busbaHa TaHypoBcka — KynaBkoBcku n CriaByo
AvmuTpos

4T okTOoMBpM, 2024 (NeTok)

18:30 - 19:15

XpuctnHa MBaHocka/ JOKYMEHT WTO HeaoCcTacyBa:
3a meTogonorunjata (TekcT, rnac, v Teno) (2014-) /
nepgopmaHc, 40 MuH.



19:30-20:30

JoBaHa Kapaynuk/ M3BeayBare Ha Ap>xaBaTa:
KynTtyponowkun nepdopMaHcK Ha jyrocnaBsnsmoT/
npenaBame

20:45

MapTa MNMonunBoaa, Bo copaboTka co AHa ByjaHoBUK/
MOBPLUMNHW KOW 3HAYAT: eHoT Ha Mnaaocta 1988
(2022)/ Bnaeo uHctanaumja, 20 MMH., NoOBTOpyBare

MapTa MNMonuesoaa/ JYTOCJTABUIA, KAKO MAEOJIOIMNIATA
o NPNABMXYBALLE HALLETO KOJIEKTUBHO TEJ1O
(2013)/ Cpbuja, ®paHumja, lrepmanunja, punm, 62 MUH.

5Tn oktomBpu, 2024, (cabora)

19:00 - 20:00
Knenunja XuekoBuk/ Koj Te Hayuu Aa ce 4yBCTBYBaLl
nobpo? (2024)/ nepdopmaHc, 20 MUH.

Munuua Pakuk n Bnagumump bjennumk/ NctpaxHa
nocrtanka: [jocmeto Ha egHa JyrocnoseHka (2024)/
nepdopmaHc, 15-20 MUH.

Orba Mpybuk/ MKEBAHA (2018)/ nepdopMaHc, 25 MUH.
(+18)

20:30 - 21:30
ApaxxeH [parojeBuk/ Kako LWTO ce napTusaHuTe co He /
nepdopMaTUBHO Npefasare

6T okTtomBpH, 2024 (Hepena)

18:00 - 19:00 JacMuHa 3anoxHuK/ 3azemMarbe NpocTop.
HoBn npakcu Ha nepdopmMmaTMBHaTa yMETHOCT BO
Jyrocnaeuja/ npepaBame

19:30 HAM KopeoJla6: Corba MNperpaa, AHa [lyb/beBuK,
BukTopuja Mnunocka, OpaxeH Oparojesuk/ KAKO LUTO
CE PUMYBA CO HE He He ce nosTopyBa. Ho ce pumyBa.
(2024) / nepdopMaHc






HaunoHanHaTa wkona 3a yMeTHocT BO Mapus-Ceprxxu
(ENSAPC) e jaBHa MHCTUTYyLM]ja 3@ BUCOKO YMETHUYKO
obpa3zoBaHue HagrneayBaHa oa MUHUCTEPCTBOTO 3a Ky/ATypa BO
®paHumja Koja 0bydyBa yMETHULM N TBOPLUMN KOU CE€ aKTUBHM Ha
MeryHapoAHaTa cueHa. MHTepancuMniaMHapHUTE Nporpamun Ha
ENSAPC ondakaaT WnpoK CrekTap Ha AUCLMMIMHA, NOBP3YyBajKu
r BU3yenHUTE YMETHOCTM, NUyBakeTo, nepdopmaHcmTe

BO XXMBO, 3BYKOT, PUIMOT 1 TeopujaTta. Toa e MecTo Ha >XXu1ea
pacnpaBuja 1 naogHa pa3sMeHa, NpoCcTop BO KOj naeuTe,
3HaeHEeTo U UCKYCTBOTO Ce cyaupaar U ce CriojyBaaT Ha
KOMMJIEMEHTAPHN HaUYUHMU.

OcHoBaHa og ®penepuk Xyce Bo 2019 roamHa, ,,Apt Ekcnnopa”
e MeryHapofHa doHaalmja Koja ro o6HoBYBa AMjanoroTt

Mery yMeTHocTa M nybamnkarta Ha cuTe HMBoa. LlenTta e aa

ce npuaoHece KOH AeMOKpaTM3MpareTO Ha NpMcTanoT A0
KynTypaTta v Aa ce yTBpPAW LEHTPA/IHOTO MEeCTO Ha yMeTHUUUTE
npea rosemute NpeansBnUn U MPOMEHN Ha HaweTo Bpeme. OBOj
acnekT e 0cobeHO OTC/IMKAH BO pasfMYyHUTE pe3uaeHLmjaniHun
nporpamMmm 3a yMeTHULUM N Hay4dyHuum: MapuckaTta yMeTHUYKa
pe3snaeHunja - MeryHapoaeH rpaZi Ha yYMeTHOCTUTE X ,ApT
Exkcnnopa” 3anoyHata Bo 2021 rogmHa, MeantepaHckuTte
BKPCTEHM pe3unaeHummn - , ApT Ekcnnopa” 3anoyHaTta Bo 2024
roaMHa u TupaHckaTa yMeTHM4YKa pe3ngeHumja - ,AptBuna
Ekcnnopa” koja wTo Ke 6uae naHcupaHa Bo aekempu 2024
roguHa.

OcHoBaH Bo 1964 roanHa no 3emjoTpecoT Bo Ckonje, co

6pojHM AOHauMK Ha YMEeTHMYKK aena 3a paa Ckonje oA
YMETHUUM N UHCTUTYLUMWN WNPYM CBETOT, MUCKjaTa Ha My3ejoT
Ha coBpeMeHa yMmeTHocT (MCY) e na rm HeryBa v Wnpu
BpPEeAHOCTUTE Ha MoJepHaTa U cOBpeMeHa YMETHOCT Kou ja
aedurHMpaaT XuBaTa KyaTypa U AeHEeLWHOTO onwTecTBo. 3rpajaTa
Ha MCY e npumep 3a apxuTekTypaTa Ha AOLHMOT MOAEPHMU3AM CO
BKYMHa nospwuHa oa 5000 kBagpaTHU MeETpMU.

MHnumnjatmBara 3a ycHa ncropmja (OHI) e HenpoduTHa
opraHmsaumja co ceamwite Bo KOCOBO, COCTaBeHa 04 KONEKTUB

Ha UCTpa)xyBauu o4 pas/INYHU reHepaumu, eTHUKYMU U NOTEKIO.
MnoHep BO HOBUTE MeAMYMCKKN popMaTuK, npakTukaTa Ha OHI e
BO ob/acTa Ha AUrnTasnHaTa XyMaHUCTMKA, CTYANUTE 3a KYyNTYpPHO
HacneacTso U MeMmopwuja. MHnunjaTtueaTta ce 3aHMMaBa CO
ncropujata Ha KocoBo Ha HedopMynanyeH HavymH, 06MayBajKu
ce na ro Bpatm MerycebHoTo BnjaHWe Ha UHAMBUAYaNTHUTE

N KOJIEKTUBHUTE CeKaBatba, HaZBOP O U3rPaAEHUTE FpymnHU
HapaTMBn-6e3 pasnuka ganm ce eTHUYKN UK HauMOoHaHN.
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Konektus Tree.0/ XakepCKu BoAMY KOH LUyMaTa: My3ejcKo
nspaHme/ nepcgpopmaHc, 40 MuH.

[MpeTcTaBHMUNTE HA YMETHUUYKNOT KoNekTus Tree.0 co cegmiTe
BOo ®paHunja Be NokaHyBaaT Aa ja AoXMBeeTe WyMaTa HU3
06jekTnBoT Ha MCY. Co UH-CcUTY npouec, My3ejoT 1 HerosaTta
OKOJIMHA Ce TpaHCMoHMpaaT BO HM3a MeTadopun, U NOETCKU

W MapoAanyHKN, KOW MM apTUKyAnpaaT OCHOBHUTE TEMU Ha
eKkosiormjaTta n TexHosnorunjata. MHcnnpupaH of faxHUTe BeCTu
M KaMrnamwunTe 3a 3e/IeH0 nepewse, Tree.0 HyaM anTepHaTMBHA
nepcrekTBa 3a HEKOW 04 HajnosapusanpadkmTe TEMU Ha
AeHelwHuuaTa. Npeky TaHu, NecHa, packaxyBare NpuKasHu

M aMaTepcka Maruja, 4enoTto rm oxpabpysa yyecHMUUTe ga ro
npencnutTaaT HUBHMOT OAHOC CO OKO/IMHaTa u co cebe.

KonekTtns Tree.0 e KOIEKTMB Ha MeryHapoAHN YMETHULN CO
ceanwte Bo ®paHumja ko pabotaT Ha NoMeTo Ha ulseanbarta

M TaHUoT o4 2020 roavHa. HuBHaTa paboTa rm npeMocTyBa
Kopeorpadujata, BU3YeSIHOTO pacKaxxyBake MpuKasHU n
eKCnepuMeHTaNHUTE 3ByYHM MNej3axun Kou rm oTenoTsopyBaaT
HUBHUTE TEKOBHM NUCTPaXKyBarba BO eKoJiormjata u
TexHosornjata. PaboTejkm Ha caMoTO MECTO, HUBHMOT MpOLEeC
JoBeayBa [0 naTyBaydky TeaTapcku gena, Kage WTo MecToTo BO
npawame CNy>Xun Kako MetadopuyHa My3a 3a apTUKyInpare Ha
HUBHUTE eranucTeHumMjanHm noTparu.

KonekTuBOT ja upnu ceBojaTa MHCNUpaumja og peunmnpoyHaTa
pa3sMeHa LTOo Ce C/yyyBa BO CEKOj NpPUPOAEH €KOCUCTEM:
XPpaHINBUTE MaTtepumn 1 MHbDoOpMauunTe ce cnodenyBaaT Mery
BMAOBUTE 3a [a Ce OAPXWM paMHOTeXa Ha eKOCUCTEMOT. Tue ce
MCTO Taka njaeHn o4 CUHTETUUKUTE eKOCUCTEMMU, NaXKHUTE BECTU
W CNOXeHOCTa Ha COBPEMEHUOT CBeT, 0cObeHO napasoKcasiHUOT
OAHOC LUTO ro NOTTUKHYBa Mery ,40BEKOT W npupoaaTa”.

Co pasurpaHa nposokaumja, cyBa AyXOBUTOCT, METOAUYHU
CONUJIOKBMW U MepunaTuyHa kopeorpaduja, Tree.0 co3nasa
n3eenbu Kou aenyBaaT Kako MOCT Mery JIyreTo U HMBHaTa
OKOJIMHa - CO Hajex Zeka NoBTOPHO Ke ro pasropu AETCKOTO
YYBCTBO Ha 4YydeHe Kaj rnegaunTe U Ke npeamsBuka
€MaHuMnaTopckn pedrekcmnm.

Konektue Tree.0: Ennzabet baHom, KeTpuH Mapwan, MapTuH
BaH EndepeH.
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BaHryw Benaxy/ Bupea oa npoektotr ®parmeHTu I - Kage
WTO NPpUKa3HMUTE ja npeceKkyBaaT 3eMmjaTa

TpaHc'HucTpuja
Bupeo, HD Bo 60ja, 11’ 50/, 2016 roguHa

A6xasunja oTnocne
Bupgeo, HD Bo 60ja, 13’ 44’’, 2017 roguHa

OBa He e npoekTHa paboTa 3a rpaHuuun. OBa e cepuja Buaeo-
Aena 3a HagMUHYBare Ha BIMjaHWETO Ha NonmMTuUKaTa Bp3
3eMjaTta BO rpaHuLMTE Ha HernpusHaTUTE UM NOoAyNpuUsHaTUTE
Ap>xaBu. Toa e AOKYMeHT 3a hparMeHTUpaHnTe CUMMNTOMM

Ha KapakTepoT Ha BrajeeneTo Ha ,60caHckaTa MewasnHa”,

BO KOj CUTE KOMMOHEHTN UCTOBPEMEHO CE HaAOoMoNHyBaaT U
enMMnHupaaT. OBOj BO3HEMUPYBAYUKM MPUHLNM HA yNpaByBame,
BO KOj e/leMeHTUTE KOM HE MOXaT Aa ro nsapxaTt NpuTuCcoKoT

ce pacnaraarT, AO04EeKa OHME KOU Ce MOMOKHU MpexXuByBaaT

(v nocnepgoBaTenHo ce ancopbupaaTt BO CUCTEMOT), € No3HaT

co BekoBM. OHa WITO OBa Aeflo ro UCTakKHyBa Ce KOHTpacTuTe

N KOH(PINKTUTE Npean3BMKaHN o4 coBpeMeHuTe obmuam 3a
3a4vyByBakbe Ha NpMBUAOT Ha 6e€36e4HOCT BO TMe rpaHuLM.
MHory noseke o 06M4YHa KMHeMaTorpadcka uaeja, dparmeHTu I
e cepuja BUAeOo LOKYMEHTU KOU AeTasiHO NMpuKaxKyBaaT natyBake
HM3 cneundUYHN ONWTECTBEHO-NOMNTUYKM Nyncapu: Penybnnka
Abxasunja, Ap>XaBa Ha orpaHM4yeHo npusHaBame; Bapolwa, TMBOK
rpag Bo TypckaTta Penybnunka CesepeH Knunap, npMaHaeH caMmo oA
Typuuja; npeky MNoneto Ha upHU NTMuKM BO Penybnunka Kocoso,
Ap>XaBa Co OrpaHMYeHo npu3HaBare; Ha paboT Ha perMoHoT
LIxvHBan Ha Penybnuka JyxHa OceTuja, 4eyMHO NMpu3HaeHa
ApxaBa; Bo Penybnuka HaropHo-Kapabax nnu Penybnuka
Apuax, Ap>aBa HernpusHaeHa oj Koja 6uno cyeBepeHa ApXaBa;
MpuaHecTpoBje unu MpuaHecTpoecka Monaascka Penybnuka,
camorporsaceHa, HernpusHaeHa, aBTOHOMHa TepuTopujanHa
eanHunua co nocebeH npaBeH cTaTyc.

BaHryw Benaxy e poaeH Bo 1987 roamnHa Bo Morpaael,
AnbaHuja. Xusee n pabotu Mery TupaHa n bepnuH. BusyeneH
YMETHUMK KOj paboTn co BuAeo, Toj NpBMYHO 6un obyueH 3a
TpaguumoHanHa n gurutanHa rpaduka. Toj ce dokycmpa Ha
packaxyBare rnpukKasHu cneundunyHn 3a ogpeneHmn 3aeaHnum.
Toj rv KOpUCTM nMaTyBakbaTa 3a Aa cobmpa n packaxyBsa
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npuKasHM Kou rm ucnpennetysaaT ypbaHuTe nctopmm Ha
EHTUTETN KOU, 04, WAEONOLIKA WU NONTUYKA MefHa To4Ka,
OCTaHyBaaT Ha MapruHUTE Ha Npeno3HaTAMBOCTa. HerosuTte
Aena ce npukaxysaHW BO 6pOjHUN MHCTUTYUMN U U3N10XK6H,
BKJTYUYMTENTHO M BO KyNnTypHUOT UeHTap ZK/U (Ffepmanunja, 2024),
MaHudecta 6ueHaneto (Kocoso, 2022), Times Art Center
(Fepmanunja, 2021), Hamburger Bahnhof (Ffepmanunja, 2018) u
HauwnoHanHaTta lNanepwuja Bo lMNpara (Yewka, 2016).

Xk k

OncoH Jlamaj/ Bupea TpHapue, Kako ce paraar sBe3gure?

TpHapue
Bupeo, HD 60ja, 4’25, 2015

®nnMOT ro oOTKpMBa PaCKOLIHMOT eHTepMep Ha eaHa NyKCcy3Ha
BMNa, no3HaTa Kako ,Bunata Ha auktaTopoT EHBep Xoua“,
CMeCTeHa BO CpLeTo Ha cTaHbeHa 30Ha. OgeaHall, BO NpOCTOpPOT
BJIErYBa €4HO TPpHapue, ABMXEjKN ce BO AE€30PUEHTUPAH JIET.
BoobunyaeHo 4yyBaHO BO Kade3, TpHap4yeTo e cakaHo nopaau
HerosaTa MMNoO3BYy4YHa necHa. OBae, cenak, eneraHTHUOT,
MoaepeH Meben Ha BunaTa ro TpaHcdopMmpa NpoCcTopoT BO
cumbonunyeH kKades, og Koj TpHapyeTo konHee aga msbera. Ceto
OBa Ce o4BMBa HAaCNpOTU NMPOroHyBayKMOT cayHATpak Ha Cjaerne
Ha CteHnu Kjybpuk, co wTo atMocdepaTta ce MHTEH3UBUPpA.

3a pasnuka og ApyruTe BUAOBW KaHapUHLUW, TPHapyeTo OCTaHyBa
HeckpoTnnBo. Ako ce ocnoboam o4 KadesoT, MOXe Aa Nnpexunsee
CaMOCTOjHO, 6€3 rpmxa Ha CONCTBEeHMKOT. Buaeoto HaBneryesa Bo
TeH3MjaTa NoMery KOHLENTOT Ha NpUNUTOMYBatbe U KOHTponaTa
LITO ja BpWAT AMKTAaTOPCKUTE PEXUMUM, KOPUCTEJKM MM NTULATa U
BWSaTa Kako MeTadopu 3a cnobogaTta, 3aTBOPaAHETO U MOKTA.

Kako ce paraart sBe3gure?
Bupeo, HD 60ja, 4’ 03’’, 2015

Kako ce paraaTt sBe3auTe ro UCTpaxyBa CyAMpOT Ha uaeonoruute
N CMM60ONUTE BO €AHO TPAH3ULMCKO OMLITECTBO, KOPUCTEJKM IO
MOTMBOT Ha ,SBe3aaTta” kako cBoja ueHTpasnHa Metacdopa. OncoH
ncnpenneTyBa pas/IMYHKN TOJIKYBatba Ha SBe3jaTta - NOYHYyBajKu
o4 Hay4Hu ob6jacHyBarba 3a HOpMUPaHLETO Ha SBE3AWTE A0
CUMBOIMYHUTE YNIOTU LITO SBE3AUTE MM UrpaaT BO MOJIUTUUKUTE
naeonornun 1 nonynapHaTa KynTypa. BuaeoTto ce ABMXU HU3
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(bparMeHTUpaH, YecTo Ae30pUEHTUPAYUKN HApPaTUB, OTC/IMKYBajKM
ja KoHdy3ujaTa WTo ce nojaByBa Kora ce npekaonysaart
CNoeBUTE Ha ucTtopujata, nponaraHgata U KOH3yMepu3MoT.

BO MOCTKOMYHUCTMYKMOT Mej3axk Ha HEroBMOT rpad, CMoMeHuunTe
Ha peBONYLMOHEPHUTE XEPOU CTOjaT paMo A0 paMo CO ecTeTukaTa
Ha 3anagHWOT KanuTanu3aM BoAeHa o4 NoTpollyBauuTe,
co3aaBajKy NpocTop Kaje 3HauyewaTa ce cyampaaT U ce Meluaar.
SeespaTa, Hekoraw cMMb60/s Ha OTAOPOT U KOMYHUCTMYKATA
craBa, e AEKOHTeKCTyaM3anpaHa H1U3 Kanutaanmctmykarta

Jleka, nojaByBajku ce BO KOpNopaTUBHUTE /10roa U noBpLuHaTa
nonutuyka cumbonuka. Bo oBa BuMAeo, seesaata ctaHyBa cumbon
N Ha KOHTUHYUTETOT M Ha NPEKMHYBaHETO, HO M MpPUKa3 Ha
WAEHTUTETOT 3arfaBeH noMery NpoMeHInBUTE NAEONOrUN U
KynTypHaTa cpeAnHa Koja 6p3o ce MeHyBa.

OncoH Jlamaj e poaeH Bo 1985 rogmnHa Bo TupaHa. Xusee u
pabotn Bo TupaHa. YMEeTHMUYKOTO Aeno Ha OnicoH Jlamaj ru
NCTpaXKyBa couujanHUTE U NOINTUUYKUTE TEMU, POKYCUpPajKn Ce K
Ha COBpPeMEeHMOT anbaHCKM XMBOT U HA YHUBEP3aASIHUTE CUCTEMMU
Ha 3Ha4yere. HeroBuTe NpoeKkTn ja ncTtakHyBaaT CEMMOTUYKATA
3aCUTEHOCT U MUCTUYHUTE KBaNuUTeTU Ha NpeaMeTUTe U CINKnTe
MOBp3aHU CO NONIUTUYKNTE UAeonornn. Herosnte yMeTHUYKMU
Aena cayxaT Kako KOJIeKTMBHa MuTorpadmja Ha cerawHocTa,
NOTTUKHYBAjKN co3faBarbe Ha HOBM MUTOBW.

HeroBsaTta paboTa e npuka)aHa Bo 6pOjHU UHCTUTYLUU U
rasiepun, BKIy4yyBajku ru 1 ranepujata Zeta (Anb6anuja, 2023),
Tallin Art Hall (EcTtoHunja, 2022), Bazamant Art Space (An6aHuja,
2019), Die Kunsthalle Exnergasse im WUK (AscTtpuja, 2019),
Ludwig Museum Bo byanmnewTa (YHrapuja, 2016).

Xk k

AHa EpeHwTajH/ KyukuTte 3a HUBHMOT AuH/ Bugeo, 50,
2024

Bo KyuykuTte 3a HUBHWOT AWH, anbaHCKO-repMaHcKkaTa yMeTHMULUA
AHa EpeHwTajH, 3aegHo co MpeuH Llemnn LLUnHK, MoeHupa
OaHunenc, Moxamen AMjaxug, OpxyH MepcuH n KeHn YaH
dopMynmpalle BMAEO ecej WTo rv cnojyea cepuTte Ha
YMETHOCTa, punosodujata n TexHonormjata 3a Aa rm BOCKpecHe
aMaTepCKUTE epoTCKU C/TIMKUK O MOYETOKOT Ha ABAECETTUOT

Bek Bo OToMaHcKkaTa umnepuja, oa 3bupkata Ha NpBuH Llemun
LLnHk. TKaejkn Tanucepuja H1M3 TEOPETCKUTE PaMKU Ha KBUP



pOLOBUTE TEOPUWN Of PaHUTE MYCIMMaHCKK punnosodu kako N6H
Apabu n coBpeMeHuUTe KBUP MYCAMMAHCKN DUrypu BO AeHELleH
BbepnuH kako Moxamen AMjaxug n OpxyH MepcuH, 1 HU3
pe30HaHUMUTE Ha JIEKUTE Ha KBUP jy>XHOoadpMKaHCKMOT MyClMMaH
MoeHunpa daHuenc, oBoj NpoeKkT nMa 3a uen ga rm HaammHe
BPEMEHCKUTE U reorpadCKUTE rpaHMLUK, AaBajku UM XMBOT Ha
WCTOPUCKUTE HapaTUBM HU3 06JEKTMBOT Ha COBPEMEHUTE KBUP
rMacoBW N HUBHUTE NPOCTOPHO-BPEMEHCKN ABMXena. OCHOBHaTa
MeToAO0SI0rMja Ha NPOEKTOT BKyvyBa NpMMeEHa Ha TeXHo0runja
CO BelwTauKa UHTeNUreHumja 3a Kpenpare aHMMUpPaHu CIINKN,
Co Toa npeobpasyBajku ja cTaTMYHaTa aMaTepcka epoTuka BO
OVHaMUYHUN, NHTEPAKTUBHU CLEHMN.

Co BHecyBareTO Ha ABUXEHE U FOBOP BO OBUE CMKK, Lenme
KOH MOBTOPHO OTKpUBaH-€ Ha XOMO-OpUEHTasIHaTa Mpexa Koja
CTaHyBa MeTadopmnyHa HULLKA LITO NMOBP3yBa pas/iMyHN MUFOBU,
nJeTejkn Tanucepuja oa cCnoAeneHn UCKYCTBA HU3 BPEMETO

M pa3obnnyyBajky ro XoMOHaLUMOHANU3MOT. AHUMUPAHUTE
durypm rm npeansBuKyBaaT HOPMaATUBHUTE OUYEKYBaka U M
Aectabunusmpaat GUKCHUTE MAEHTUTETU, OTENOTBOPYBajKu ja
pnynaHocTa Ha poaoT u xenbata. CaMMOT UMH Ha aHUMauKja
CTaHyBa nepgopMaTMBHa MHTEpPBEHLM]ja, NOBTOPYBajKu ja
nepdopMaTMBHOCTA Ha KYATYPHUTE KOHCTPYKTW; aHMMUPAHUOT
KapakTep - cocTojba Ha BEYHO MOCTaHyBae.

Mepay(k)uTe ce cBeaoOLM Ha NocTojaHaTa TpaHcdopMaumja Ha
MWHATOTO, NpU WTO ABMXEHaTa Ha JIMKOBUTE ja oapa3yBaaTt
HernocTojaHOCTa Ha UCTOPUCKMUTE HapaTUBKU M OAHOCOT nomery
apxuBaTa M Hej3snHUTE NAHU NpujaTenu.

AHa EpeHwTajH e poaeHa Bo 1993 rogmnHa Bo LLBebuw Xan,
lepmaHuja. Taa xuBee n paboTu Mery bepnuH u TupaHa.

Taa e ymeTHMUA Koja paboTn co KOMOUHMPaHbe Ha CKYANTYypasiHu
W BUPTYESTHM MHCTanaumu, noaBuXKHU CIIMKN U NOCT-
doTorpadcku Mmeamnymu. Taa e poJieHa Kako MUrpaHTKa Ha Koja m
6un onbueH asun 1 nopacHana mery frepmatHunja u Anbanuja.
AHa EpeHwTajH ja gobum HarpagaTta C/O Berlin Talent Award

Bo 2020 rognHa. HejanHata paboTta e npeTcrtaBeHa Bo 6pojHuU
WHCTUTYUMK, BKIyYyBajku ro Jlaroc 6ueHane (Hurepuja, 2024),
Staatsgalerie Saarbricken (lfepmanunja, 2022) n C/O Berlin,
(Ffepmanunja, 2021).
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XpuctuHa UBaHocka/ [lOKyMEHT LWUTO HeAgoCTacyBa:
3a meTtoponorunjarta (TekcT, rnac, m teno) (2014-) /
nepdopmaHc, 40 MUH.

[oKyMeHT WwTo HepoctacyBa (2014-) e TEKOBEH MUCTpaXkyBaudku
NMpPOEKT KOj M oTKpmuBa popMUTE, HApaTUBUTE N ecTeTUKaTa

Ha XXEHCKUTE CTpaTerum Ha OTMop, HO U MONUTUYKUTE
aKTUBHOCTM OJI MMHATOTO KOW Ce OAHECYBaaT Ha AeHeLlHUTe
¢bopmu Ha oTnop. Kako npuMapeH M3Bop Ha MHGopMaumn,

r'M KOPUCTaM apXMBUPAHUTE YCHU CBEAOLITBA Ha YUYECHULMUTE

N CBeIoUUTE BKJIYYEHN BO EMaHLMMATOPCKUTE NPOLECHK U
ocnoboanTenHUTe ABUXEHa BO MakeaoHMja kou 6une cobpaHu m
WMHCTUTYLUMOHANM3npaHu no BTopaTta cBeTcka BojHa.

Ho, WwTO ce cnyyyBa Kora HegocTacyBaaT JOKYMEHTU?

Bo TeKkOT Ha aeceT roanHu, co3nafoB 3HauynTeneH 6poj aena Bo
pasnuMyHu meanmymun: nepdopmaHc, doTtorpaduja, npeameTu,
TeKCTun, Tunorpaduja, Mypanu n uptexu. Bo Mmonte HacTanu
CTaHyBaM (riekcMbuneH 1 NOpo3eH eHTUTET, MeauyM Mpeky

KOj ce BpaKaaT BO XWBOT pa3/IMyHUTE UAEHTUTETU. Mpeky
MOuUTe TEKCTOBM U AejCTBUja 3aCHOBAHM Ha AOKYMEHTU U
[OKYMEHTU LWITO HeJocCTacyBaaT, co3jaBaM cuTyauum kou ,bune
N He bune”, kon hnyKTynpaaTt HU3 BPEMETO U NMPOCTOPOT.

MojoT nHTepec 3a paboTere Co 1 co3aBare NpeameTn o4
TEKCTU/T UMa NoAUTUYKa AMMeH3nja. Ja BpeAHyBaM padHaTta
n3paboTka Kako LUITO € Be3eHEeTO M MPOoLMBaeTO Kako MeanyMm
Ha eMaHuMnaTopcka M coumjanHa BpeAHOCT LUTO MOXeE Aa '
OTC/NIMKA NNYHUTE HabsbyayBarba M €EMOLMOHANIHMOT Hamop.
JomMaWwHWOT Tpya € TeCHO NoBp3aH CO MHTUMHOCTA, 13osaumnjaTta
M KOHTEeMMNMaumjaTa U e cekorall Bp3aH CO XXEHCKUOT UAEHTUTET.
WNHamBuayanHuTe Hanopu Aa ce 3aMeHu NpMBaTHMOT NMPOCTOP CO
jaBeH 6ea efBaj Npeno3HaeHu uUKn, BO NOBEKETO Cyyan, bea
3abopaBeHu CO TEKOT Ha BpeMeTo. MOjoT NocTojaH nHTepec 3a
paboTa co TEKCT KOj e 3a4yyBaH uan nsrybeH, n Bo Taa cMumcna
NPUCYTEH W OTCYTEH, BUANMNB U CKPUEH, Me NOTTMKHA Aa ja
co3ganam TunorpadujaTta ,ApxeTun otBopeHa dopma” kage
LITO BEPTMKANHUTE U XOPU3OHTANIHUTE IMHUK, XNepapxmmnTe

BO 6ykBUTe, ce n3bpuwarHu 3a ga ce ocnoboam npocrTop 3a
rnacoBuTe LWTO Ce NoTUcHaTu. HacnmkaHa unu nseeseHa Ha
napye TKaeHWHa, HaHeCeHa Ha SWJ Kako MOHyMeHTaneH Myparn
WNU rpaBypa Ha suf, ja kopuctam Tunorpaduja 3a Aa co3ganam
HOBa BM3yesiHa U TeKCTyaslHa COApPXMHa.

NcTpaXkyBauyknMoT MHTEPEC M yMeTHUYKaTa npakTMka Ha XpUCTMHa
MiBaHOCKa ce Bp3aHW OKOJYy MpallakbaTta 3a NoTUCHYBake,
KOHTpoNna 1 nsrpaaba Ha KofieKTMBHaTa MeMopuja BO 04HOC

Ha CTpaTernmTe Ha XXEHCKMOT OTNop M noaunTnkaTa. Taa 4yecTto
paboTn MHTEPAMCUUNANHAPHO, KPUTUYKN UCTPaxyBajKu ro
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WCKYCTBOTO Ha [AEeHELUHUTE OMNWTEeCTBEHU U MNOSINTUUKN CUCTEMU
M HUBHMOT OZHOC CO UCTOpUjaTa u TeopujaTta. VMiBaHOCKa uMa
“3n0XeHo BO ranepujata Ha CpnckaTta akajemuja Ha HaykuTe

n ymeTHocTuTe, benrpag; MysejoT Ha Jyrocnasuja; SKUC,
JbybmaHa; ranepuja byaummnewra; +MSUM, Jbyb6sbaHa; Man-
ifesta 14, MpuwTunHa; Kinstlerhaus, Buena; Ludwig Museum;
MOMus, ConyH; 2. bueHane ,Aytoctpaga”, MNpuspeH; WUK,
BueHa; MCY 3arpeb; MNManatata KponukapHuja, Bapwasa;
WcTpaxyBayukn nasunjoH, 57. BeHeuucko 6buenane; MCY Ckonje;
MUMOK, BueHa; Kinstlerhaus, l'pau 1 apyru mecrta. Og 2000
rogmMHa copaboTtyBa co JaHe YanoBCKM M HMBHATa KOMMJIeKCHa
nHcTanaumja ,Cute cme cammn Bo oBa” (We Are All In This Alone)
6ewe npeTcraBeHa Ha 56. BeHeuuncko bueHane - MaBunjoH

Ha Penybnuka MakegoHuja (2015). HeogamHa HapayaHaTa
nHcTanauwuja ,Cute HewTa Teyat” (All Things Flowing), aen

o4 ,HvenHo 4yBCTBO He e KoHeuHOo: CKkonje, Konekumnja Ha
connpapHocta” (No Feeling is Final: Skopje Solidarity Collection)
KypupaHa ogq WHW 6elwe nsnoxeHa Bo ranepujata KyHcTxane
BO BueHa n HaumoHanHata ranepuja o lNpara (2023-24). Bo
2004 roanHa 3aefHo ja 0OCHOBaa niaTdopmaTa 3a YMETHUYKO
NCTpaXkyBake N KypaTOpPCKM NpaKTUKK “press to exit project
space” Bo Ckonje. MBaHOCKa e kaHAMAATKa 3@ AOKTOpaT Ha
AkazemujaTta 3a IMKOBHM YMETHOCTM BO BueHa. Taa xuBee 1
pabotn Bo Ckonje n bepnuH. http://hristinaivanoska.com

Xk k

JoBaHa Kapaynuk/ U3BeayBat€e Ha Ap)kaBara:
Kyntyponouwku nepcdopmMmaHcu Ha jyrocnasusmor/
npeanasame

MNpenaBareTO Ke HaBfle3e BO UCTPaXKyBak€TO Ha MAEONIOWKNTE
n3Ben6bu Bo Jyrocnasuja, upnejkun oa kHurata KyntypHu
nepdopMaHcK Ha jyrocnasusmoT. [pBUOT Aen o4 nNpenaBarbeTo
Ke ce (pokycupa Ha Toa kako uaeonorujata 6una akTMBHO
oAurpyBaHa M BrpaZlyBaHa BO TKMBOTO Ha jYroCc/I0OBEHCKOTO
onwTecTBo. MpeaaBarbeTO K€ MM UCTPaXM HaYMHUTE Ha Kou
KYNTYpPHUTE NPaKTUKKN, 0COBEHO MAaCOBHMUTE HACTaHM, Kako LITO
e CNeToT, M CyXene Ha ApXaBaTa Kako CLeHa Ha KajliTo Taa Ke
M nNpeHece CBOUTE MAEONOLWKM HapaTmen. OBue nepdopMaHcK
6une BHMMaTeNHO M3paboTeHn MHCTPYMEHTU Ha ApXKaBaTa,
AV3ajHUpaHu Aa ro rpajaTt v Aa ro 3ajakHaT KONeKTUBHUOT
naeHTuTeT. Mpeky aHanusa Ha OBWe HacTaHW, NpeAaBaeTo Ke
OTKpUE KaKO jaBHUTE U KYNTYPHUTE NOSUTUKMK T 06NunKyBane
OBME BU3YESTHW U CMMOOINYHN NPETCTaBU.



Bo BTOpWOT Aen, npenaBarbeTo Ke rv aHanmsmpa
OpraHu3aunCcKnUTe acnekTy Ha oBMe 3aMUC/IM U HMBHATA YyJora
BO MOLUMPOKNOT MAEO0OWKM anapaT. [1peKky pasrneaysarbe

Ha KOHKPETHW NMpUMEpU 04 PasfNYHN NCTOPUCKU Nepuoam

Ha Jyrocnasuja, BkayuynTenHo n Kpancresorto Jyrocnasuja u
coumjanucTmyka Jyrocnasuja, aBTopkaTa Ke uaycrtpupa Kako
cnetoBuTe yHKUMOHMpPaAne Kako anaTku 3a rpajeme Ha
»,3aMuUcneHaTa 3aeaHuua” Ha Jyrocnasuja. OBME HaCTaHU He
CaMo LWWTO rv npecaukyBase jaBHUTE MOJUTUKU Ha HUBHUTE
COOZIBETHU €MOXW, TYKY U aKTUBHO y4ecTByBasie BO HUBHOTO
obnukyBatbe. MNpeaaBareTo Ke Gpav CBETIMHA Ha Toa Kako
Cce KopucTtene C/ieToBUTe 3a ycornacyBatbe Ha HaceeHUeTo Co
BM3MjaTa Ha ApXxaBaTa, co34aBajkv AMHAMUYHA MHTepakumja
nomery nepdopMaHcuTe, NoauTUKaTa U MAEHTUTETOT.

3a Kpaj, oBa npeaaBare MMa 3a uen Aa 06e36eamn ceondaTHO
pasbuparbe Ha METOAUTE U OPraHM3aLUMCKUTE KapaKTEPUCTUKN
Ha oBaa yHMKaTHa dopMa Ha KynTypHu nepdopmaHcu. Toa

Ke ja Harnacu ynorata Ha OBME MPETCTaBN BO 06IMKYBAHETO
Ha jyroC/lIOBEHCKNOT UAEHTUTET M Ke NOTTUKHE AUCKYCUja 3a
CMMBOINYKMTE 3HAUYEHA LUTO TUE I'M HOCaT BO COBPEMEHMUOT
KOHTeKCT. lNpeKy oTnakyBarbe Ha CioXeHaTa Bpcka rnomery
naeonorunjata, nepcdopMaHcUMTe U BNaaeerHeTo, NpeaaBatbeTo
Ke NoHyAW HOBM MepCneKkTUBK 3a KyITypHaTa NnoauTuka u
NONUTUKKTE Ha Jyrocnasunja U HUBHOTO TpajHO HACNEeACTBO.

[O-p JoBaHa Kapaynuk e aoueHT Ha ®akynTeToT 3a ApaMcKu
yMeTHOCTU, KaTeapa 3a MeHaLIMeHT W npoaykuuja Bo TeaTtap,
paauo u kynTypa. JoBaHa e usieH Ha TUMOT Ha MHTepakTuBHaTa
yMeTHM4YKa nabopatopuja (Interactive Arts Laboratory),
LeHTap 3@ YMETHUYKN UCTpa)KyBatba Ha HOBM MeauyMu u
TexHonornu npn OakynTeToT 3a APaMCKM YMETHOCTU BO
Benrpaa. JoBaHa uMa nNpoayunpaHo 6pojHN HE3ABUCHM MPOEKTH
BO IOMEHOT Ha TeaTapoT, PUMOT M jaBHUTE HACTaHK; Taa e
KO-OCHOBa4 Ha nnaTtdopmaTta 3eneH YMETHUYKN MHKY6aTOp
(Green Art Incubator). Nima o6jaByBaHO BO peneBaHTHMU
crnuvcaHuja n KoHdepeHUuMckn 360pHULN; ja MMa KO-ypeayBaHO
MeryHapoaHaTa TemaTcka nybnukauuja ,MepdopMaTnBHUTE
YMETHOCTU MEry MouTukata u NoJIMTUKUTE: UMMIMKaALUUKN U
npeanssuumn”, objaseHa og ®LY benrpaa n ALY oa 3arpeb. Taa
e Ko-aBTopka Ha nybnukauunjata ,Kako aa ce nsrpaam mpexa

M 30WTO0?", nsgaaeHa og Koonepatmea 3arpeb (Kooperativa
Zagreb) n aBTopKa Ha KHurata ,KynTypHu nepdopMaHCcK Ha
jyrocnasmuamoT” Bo nsgaHue Ha Knuo (CLIO) n ®4Y benrpaa.
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Maprta NMonuBoaa, Bo copabotka co AHa ByjaHoBuk/
MOBPLUNHUN KOU 3HAYAT: [leHoT Ha Mnagocta 1988
(2022)/ Bupeo nHcrtanaumja, 20MmH, NOBTOpPyBaHe

OenoTto e Hapa4yaHo 3a 59. OkToMBpUCKHM casioH (BneHane
Bo benrpaa, 2022 roguHa).

Co Corba BykukeBuk u Jiurnja Jiync; kuHemaTtorpadpmja:
MBaH MapkoBUK, MOHTa)ka: HaTtawa MNMaHTUkK

ApxuBa: EMUTyBame Ha npocnaBaTa Ha [1eHOT Ha
mnapocrta, 1988 roamHa, NMNporpamMmcka apxusa Ha T.B.
benrpan, Pagno tenesusuja Cp6buja

[BokaHanHaTa BuMaeo-nHcTanaumja MospwnHM KON 3HavaTt
(2022) uctpaxyBa egHa o4 nocnegHUTe MacoBHU M3Beabu

BO couMjanuctuyka Jyrocnasuja - npocnasaTta Ha [JeHoT Ha
MnagocTta Bo 1988 roanHa. [lenoto e cTtyamja 3a HOBUOT UM
Ha MapTa lNonuBoAa 1 NpPoAO/IXKYBare Ha A0/ITOrOANLHOTO
YMETHMUYKO N TEOPETCKO NUCTPaxKyBare HarnpaBeHO BO
copaboTka co TeopeTMyapkaTa v ApamaTypr AHa ByjaHoBUMK
3a MacoBHUTE n3eenbn Ha coumjanucTmykaTa naeonormja m
Hej3MHaTa coumjanHa Kkopeorpaduja. MictoBpeMeHo, HOCEHETO
Ha OBME NUCTOPUCKU MPETCTaBM BO CeralHoCTa NoBUKYBa Ha
cebencnuTyBake 3a Toa Kako HUe, rparaHuTe, nocranysame
Kako nybnunka Ha ncropujaTta.

MacoBHaTa nssenba WTO ja pasrnengyBamMe belwe nocieaHMoT
~Cnet” 3a [1eHOT Ha MNafdocTa, oApXXaH Ha cTagMoHOT Ha JHA Bo
benrpaga, Ha 25 maj, 1988 roanHa. Mo MHory HewTa, TOj belwe
€AVHCTBEH, Npe/ Ce 3aToa LTO colMjanncTmykaTa counjanHa
Kopeorpaduja Ha xeTeporeHn, Ho obegnHeTn Tena, ncyesHa
TOKMY npej jyrocnoBeHckaTa jaBHOCT. Taa 6elle 3aMeHeTa co
MoZepeH TaHL OB nepdopMaHc, Co eaHa XepouHa, Bo nseseanba
Ha Corba BykunkeBuK, npodecrmoHanHa TaHuyepka. HejanHaTta
ApaMaTnyHa KopeoapaMa belle nsBeaeHa Ha TeMeH CTaAMOoH,
ocBeTneH oa 4.500 cdbakenun Kou rm Hocea ,CTaTUcTUTE”.
BupTyo3Ha, cunHa, co nywTeHa koca u 6ocu ctanana, Corba
CTaHa TaHUOB M NOAUTUYKM cMMBON Ha NTMYHOTO ocnoboayBatbe,
BO KOj eAeH MHAVMBMAYyannu3npaH onwTecTBeH cybjekT jacHo ce
pasfinkyBa of, aHOHMMHaTa TaHuyBa4yka Tofna.

Ho, umja e Taa cnoboaa? 3a koro e HameHeTa? Koj nma, a koj
Hema rnpaBo Ha Hea?

OBa ce rnpawaraTta Kou MNoBpLUMHM KOW 3Ha4aT rm oTBopaar
NpeKy ogHOCUTE r|0Mefy YKEHCKOTO Tes10, TaHUOT U uaeosormjaTa.



Mapta NMonuBoga/ JYIFOCJIABUIA, KAKO MOEOJIOTNIATA
ro nPMABMNXXYBALLUE HALUETO KOJIEKTUBHO TEJ10
(2013) / Cp6buja, ®PpaHumja N'epmanHmja, pnnm, 62 MUH.

®unMOT ce 3aHMMaBa CO MpallameTo Kako naeonormjata ce
oaurpyea cebecu BO jaBHMOT NPOCTOP NpeKy MacoBHWU n3Benbu.
ABTOpkaTa cobupana n aHanmsupana GUIMCKU U BUAEO CHUMKMU
oa nepuoaoT Ha Jyrocnaeuja (1945 — 2000), dokycupajku ce Ha
ApXXaBHUTe nu3eeabu (MnagmMHckn paboTHM akuMm, NPBOMajcku
napagu, npocnasun Ha [JeHOT Ha MNaAoCTa UTH.) KaKo U KOHTpa-
AeMOHcTpaunnTe (‘68, CTyAEHTCKM U rparaHCKn AeMOHCTpaumm
Bo 90-TuTe, peBonyumMjata o4 5-Tm OKTOMBPU, UTH.). HaBpakajku
Ce HaHazaj HWU3 cnukuTe, GUIMOT Clein KaKo KOMyHUCTMYKaTa
naeonorunja NocTeneHo ce Ucupnysana HU3 NPOMEHINBUTE
oAHOCK nomery nyreTo, naeonorunjata u agpxasata. d®uamot
3aBpllyBa npej BpaTUTe Ha COBpeMeHaTa cprcka AeMokpaTtuja

N HeonnbepanHWoT KanuTanusam, bapajku Aa pasMmucimme
30WWTO rparaHuTe TOJIKY JIECHO MM HanywTuie naente 3a
COUMjANUCTUYKMNOT KOJIEKTMBM3aM, 6paTCTBOTO U eAUHCTBOTO,
paboTHUUYKUTE NMpaBa 1 6ecnnaTHOTO o6pa3oBaHne, 3aMeHyBajKu
rm, NpBO, CO HauUMoOHanM3aM 1 BOjHa, a NoToa CO BeTyBake

3a cnobosa n AeMoKpaTuja LITO HAaMeCTO Toa Ce MoKaXa Kako
wHAMBWMAYyanu3am u ,AMB" KanuTanusam.

OBOj ecencTmuku GusM € MHOry JinyHa NepcrnexkTnea 3a
ucrtopujata Ha couujanucTmyka Jyrocnasuja, Hej3SMHUOT
ApaMaTUYeH Kpaj M Hej3anHaTa HeodaMHeLHa TpaHcdopMaumja
BO HEKOJIKY AEMOKPATCKU HaLuMOHanHW apxasn. MoeTo

WCKYCTBO 3@ pacnagoT Ha ApXXaBaTa W AeHeLHOoTo ,AMBo”
KanuTaancTnyko obHoByBare Ha KNAaCcHMOT cuctem Bo Cpbuja ce
MOUTE MPUYMNHU fa ce BpaTaM HU3 MegUyMCKUTE C/IMKU 1 Aa ro
rMpoHajaaM Ha4YMHOT Ha KOj eAeH OMnwTecTBEH CUCTEM Ce CMeHM
npeky oaurpyBameTo Ha cebecm Bo jaBHMOT npocTtop. (MapTa
Monueoaa)

H.B. Mpoaykunjata Ha dmnmoT belwe aen oa ABErOAMLWIHMOT
NcTpaxyBayvkn npoekT ,lMepdopmaHcK 1 jaBHOCT”, cnpoBeaeH
oA AHa ByjaHoBuk, BojaHa LiBejuk n Mapta MNMonueoaa oA
6enrpaACknoT TeOpeTCKo-yMeTHUUKKN KonekTnue TkH [Opeuka
Teopuja/Walking Theory] Bo nabopatopuunte Obepsuj BoO
Mapus (Les Laboratoires d’Aubervilliers). OcBeH dunmor,

0, UCTPaxyBameTo npounsnese n KHurata JaBHaTa cdepa
Hu3nepdopmaHc (Public Sphere by Performance) oa bojaHa
LiBejuk n AHa ByjaHoBMK.

Pexuja: MapTta lNMonuBoaa; cueHapuo: AHa ByjaHoBUK,
MapTa MonuBoaa; MOHTa)a: HaTawa JaMraHOBUK; U3BPLUHA
npoayueHTKa: OparaHa JOBOBMK; AM3ajH Ha 3BYK: JakoB
MyHwuxaba; MNMpoayueHTn: Mapta NMonusoaa, Anuc Yaywar;
KonpoayueHTtka: EH KaponuH PeHuHrep



Mpoaykuunja: TkH [Walking Theory], Belgrade; Les Laboratoires
d’Aubervilliers, Paris; Universitat der Kiinste Berlin, Berlin; joon
film, Berlin

Mapta Nonueoaa e dwunMaLunjka, yMeTHMLA 1 UCTpaxyBaudka
Koj xuBee u pabotn mery benrpag v bepnuH. MasHuUTe
npeokynauumn Bo HejanHaTa paboTa ce TeH3UUTe Mery
MeMopujaTa, uctopujata n naeosnormjata, Kako v ogHocuTe
Mery KONeKTUBHUTE U UHAMBUAYanHUTe Tena. MNonueoaa UM
npuora Ha oBMe TeMun o4 hEMUHUCTUYKA U KBMP NepcreKkTmBa.
Bo Hej3mMHaTa noHoBa paboTa, Taa KOPUCTM Nej3axkHa
ApamaTtypruja, GEMUHUCTUYKO pacKaxyBare MpUKasHn u
NPUHUNMN Ha paankanHa 6aBHOCT 3a Aa Npomn3Bese CLEeHU Ha
(aHTndawmcTrnyka) memopuja. HejsMHMOT NpB AOrOMETPaXKeH
[OKyMeHTapeH ¢unm ,Jyrocnasuja, Kako naeosnorujaTta ro
NPUABMXM HALLETO KOMEKTUBHO Teno”, 6ewe npeMmepHo
npukaxaH Ha 63-To bepnuHane, a nogouHa 6elle npukaxaH Ha
6pojHM MeryHapoaHu dunmckm dpectusanu. GMaMoT e aen oa
rnocTtojaHaTta kKonekuuja Ha MoMA Hyjopk n e npukaxaH so ,LUTo
e coBpeMeHa ymeTHocT?” (What Is Contemporary Art?), oHnajH
KypcoT Ha MoOMA 3a coBpeMeHaTta yMmeTHoCT o 1980 roamHa no
AeHec.

Hej3anHmnoT BTOp AO0AroMeTpa)keH AOKYMeHTapeH dunmM, MNejzaxu
Ha oTNopoT, 6ele NnpeMnepHO NpuKaxaH BO KOHKypeHuuMjaTa
JTvrap” Ha 50. MeryHapoaeH dunmckn dpectusan Bo Potepaam.
NcTtnoT belue npeTcTaBeH Ha Npeky neaecet GpuaMcku pectneanu
LIMPYM CBETOT M OCBOM OKOJIy ABAECET Harpaau.

JenoTto Ha NonuBoaa e npuKaxyBaHO BO roieMUTE YMETHUYKMN
ranepuu, Kako wTo ce TejT MoaepH JloHaoH, MOMA Hyjopk,
MAXXI Pum, M HKA AHTBepneH, My3ejoT Ha MoaepHa YMETHOCT
+MSUM JbybsbaHa, n MHOry apyru. Taa ja 4obu npectuxHaTa
bepnunHcka Harpaga 3a yMETHOCT 3a Hej3MHaTa BU3yenHa
yMeTHOCT o4 AkageMujata KyHcte Bo BepnuH. Nonueoaa
HeoZaMHa r'v NMpeTcTaBn HOBOHAapayaHuTe Aena Ha lpawkoTo
6buenane ,lMpaware Ha ymeTHocTa”, 12. BepnuHcko bueHane,
Manifesta 14 6ueHane n 59. benrpaacko 6ueHane. Taa e uneH
Ha EBponckaTta ¢unmcka akagemumja n yneH Ha bepnuHckarta
nporpama 3a YMETHUYKO UCTpaxyBarbe 2024/25. Taa penoBHO
npenasa UM Ha YHUBEP3UTETOT 3@ YMETHOCTM BO AMCTepAaM.



ARSWORAWSE V- SSOIR

Xk k

Koj Te Hayuun ga ce yyBCTBYBal fo6po?

Hue cme coumjanHm XMBOTHM. HawmTe 3aeMHM BPCKM Ce Hall
€BOJTYTUBEH W €KOJIOLKM MMMNEepPaTMB, HAUYMNH Aa NpexunBeeMe U
OXMBeeMe, CylITUHaTa Npeky Koja ro rpagmMme cBetoT. Ho, cBeTOT
KOj ro rpaauMe e HenpaBeaeH, HacuneH n ocameH. LLTo Bo
HallMTe BPCKW LITO HE Tepa Ha Toa?

Bo Hej3nHoTO Aeno ,MpumeHuTe Ha epoTckoTo” Oapu Jlopa
Hanuwa Aeka 3a Aa ce oapxu cebecu, cekoja onpecuja mopa
fa rm KopymMnupa nnu n3obnmum oHMe pasnnyHuM U3BOPU Ha
MOK BO Ky/NTypaTa Ha yrHeTyBaHWTe KOM MOXaT Aa co3aasat
eHepruja 3a HekakBa npomMeHa. Bo oBoj nepdopmaHc dokycoT
€ CTaBEH Ha CPaMOT KakKo MOKEH MHCTPYMEHT 3a YMpPTBYBaHe
Ha Taa eHepruja. AdeKT KOj HM NpaBu Aa ce YyBCTBYBaMe Kako
HaTpanHMLUKW BO OXMBeaHoCTa. VIHTepHanM3npaHo HacUICTBO Koe
HU CNYXW 3@ KyNTypHa u couunjanHa koperynaumja. Cpeacrtso
Ha onwTecTBEHa M3onaumja u oTyryeare. CpaMoT Kako

kasHa. CpaMOT Kako TpaHcreHepauucka TpayMa. CpaMoT Kako
Tpaauuuja.

Moarajku oa BKOYAHETOCTa U M3onaunjata Ha CpamMoT, aBTopKaTa
ro cneau 3aZ0BOJSICTBOTO KaKo MaTokas 3a M3nes of Taa coctojba
M KaKo jasmk npeky Koj oxkmBeaHoCTa M ce obpaka. Hu3 cepuja
Ha MOHOJ1031 U TENECHWN ABWMXKEHA, aBTOpKaTa NocTojaHo

ce cpekaBa Co M360poT Aa oXuBee WK aa ja npoanaboum
OTyreHoCTa Npean3BMKaHa o cpaM.

Knenuja XuBKoBuK, poaeHa Bo 1989 roauHa, e
TpaHcaMcuunaMHapHa ymeTHuua og Ckonje, CeBepHa
MakenoHunja. Taa e ¢popmanHo obpa3oBaHa BO HEKOJIKY AN3ajH
ANCUMNAWHK, @ Hej3uHaTa paboTa e TeoOpeTCKn, MaTepujaneH

M UCKYCTBEH YBWA BO rpaHuumnTe, GU3NUKUTE, NCUXOIOLIKUTE,
eMOTUBHUTE N AyXOBHUTE Bapuepn Kou rv cosgaBame 3a aa ce
crno3HaeMe cebe cu kako 6uTuja Kou 3acakaaT NPOCTOpP U KOWU HU
OBO3MOXYBaaT MOBPLUMHA 3@ KOHTAKT CO OMKPYXYyBareTo.

Bo 2021 roanHa, ctyamoto Private Print ja napgane Hej3nHata
npBa ymMeTHM4YKa KHura “Prototyping tenderness: a person-

al log of a dying world”, kage ce oapxa 1 HejanHaTa npBea
camocTojHa mnsnoxba co ncrtoto ume. Taa ja 4obu HarpapaTta
Jaancnas bapuwunk” og AMKA MakeaoHuja 3a Hej3aMHOTO
npeanor ucrpaxysamwe ,[nsajH 3a oxuByBare” Bo 2022
rogvMHa, a Bo 2023 roauHa ja nobwu Harpagata ,JEHEC” 3a mnaaun
BU3yesTHW YMEeTHUUN. Taa y4yecTByBasia Ha HEKOMKY FPYMHU
n3nox6u Bo CeBepHa MakeaoHWja n MeryHapoAHO, BKy4YyBajKu
ro buenaneto 3a 3anageH bankaH Bo JaHuHa, ,loa 3eMja
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nonecHo ce auwe” Bo Ckonje, bueHaneto Ha Mnaam yMeTHULN
n ,HactaH og egHa HuwkKa: MMobanHn HapaTueM BO TekCcTun”
BO My3ejoT Ha coBpeMeHaTa yMeTHOCT - Ckonje. Bo MOMeHTOB
Taa ja NOAroTByBa CBOjaTa C/ieiHa CaMOCTOjHa n3noxba Bo
MynTuMeaujanHWoT UueHTap Ha HaumoHanHaTta ranepuvja Ha
CeBepHa MakenoHuja ,Mana ctaHmua”.

Xk k

Munuua Pakuk v Bnagumup bjennuuk/ UctpaxkHa
nocranka: [locuero Ha egHa JyrocnoseHka (2024)/
nepdopmaHc, 15-20 MuH.

3aTeMHETO CBET/I0, AOKA3HWOT MaTepujan oTeNOTBOPEH BO

HW3a NPOeKUMN 3aCHOBAHW Ha apXMBCKM MaTepujanu, HO U
npawasaHMOoT TOH Ha MaLKKUOT Cy6jEKT HACOYEH KOH XXEHCKMOT,
NnpeTcTaByBa PEKOHCTPYKLMja HAa MOXEH MCEBAOMCTOPUCKM
HacTaH. CamMonpornaceHaTta jyroc/loBEHCKa XepovHa, ApyrapkaTa
Pakuk, e n3noxeHa Ha jaBHOCTa co uUen noaobpo Aa ce pasbepe
Hej3nHaTa uaeonollka no3mumja, Ho 1 Lena 36upka oncepsauun
NoBp3aHu COo Npallarba o4 MOLIMPOKO OMLUTECTBEHO 3HAYEHE.

MHCcnnpupaH o4 ogHeCcyBaHETO Ha COLMjaNUCTUUYKMTE AUCUAEHTH,
MeAMYyMCKUTE CIMKM KoM ja obouja onwTecTBEHaTa peanHoCcT

o4 Toa BpeMe, Kako U MUTONOrMjata Ha UCTPaXKHUTE NocTanku

Ha ap>xxaBHaTa 6e36eaHOCT, 0BOj nepdopMaHc ce obuaysa aa rm
NMOKpPEHe aKTyenHUTe npallara Ha UCTOPUCKNOT PEBU3NOHM3AM

M LWOBUHM3AM, HO U MPUHLNMNENHNOT OAHOC KOH HacC/eaCTBOTO
Ha aHTMMdaLN3MOT BO CBET/IO Ha OMLUTOTO MOJINTUYKO NIMLLEMEpPUE
KOe ro oASIMKyBa pPernmoHoT.

NcTpaxkHa noctanka: [Jlocneto Ha eaHa JyrocrioBeHka Ke

6uae npeTcTtaBeHo BO XMbpuaHa popma Koja rm kombuHupa
eNleMEeHTUTE Ha TENEBMU3UCKO MHTEPBJY U COCNYLLYBake Ha
ApxaBHaTa 6e36eaHocT. CtaHyBa 360p 3a HOBa npoaykuuja,
OAHOCHO NMpPOAO/IXYBake Ha NoBekeroanHaTa copaboTka

Mery ymeTHuuaTa Munuua PakmK U UCTOPMYAPOT Ha YMETHOCT U
nsBeayBsay Bnagumup Bjennuunk, koja e obenexaHa o4 npecekoT
Ha NULWYyBaHE 3a YMETHOCTA, KypupameTo 1 NnepdopMaHcoT.

Munuua Pakuk (1972) e myntumeamnjanHa yMeTHMUA Koja

ro TeMaTtusnpa BJIMjAHUETO Ha ja3nKOT U KyNnTypaTa Bp3
popMNparbeTO Ha UAEHTUTETOT NpeKy TONIKYBaHe Ha
MAEO0JIOLLKNTE KOAOBN BO UCTOPUCKN U COBPEMEHU KOHTEKCTHU.
JokTopupana Ha ®aKynTeToT 3a JIMKOBHU YMETHOCTU BO Benrpag.
CsouTe gena rv MMma NpeTcTaBeHO Ha TPUEeCeT CaMOCTOjHU

N noBeKe 04, YETUPUCTOTUHWN FPYMNHN U310X6M Bo Cpbuja n
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cBeToT (AnbaHuja, CoeamHeTn AMepukaHckn Opxasu, BocHa

n XepuerosuHa, byrapwuja, l'puuja, Ernnet, UpaH, UTtanunja,
MHpoHesunja, JanoHuja, KuHa, YHrapuja, MakeanoHuja, Mekcuko,
lepmaHuja, Moptyranuja, Pomanunja, Pycunja, Cnosenunja, Typuwnja,
®paHumja, XpeBaTcka, LipHa lNopa, LWWnaHunja). YneHka e Ha
Cojy30T Ha KOMYHUCTUTE Ha Jyrocnasuja n Ha OpyLlwTBOTO Ha
JINKOBHU yMeTHUUM Ha Cpbuja, co cTaTyC Ha He3aBUCEH YMETHUK.

Bnaaumunp Bjennunk (1983) e akTMBEH Ha NONETO Ha
He3aBMCHaTa KypaTopcka U yMeTHMYKa npakca. Bo ocHoBa,
HeroBaTa paboTa ce 3aCHOBa Ha UCTPaXKyBaHETO Ha
3acTaneHoCcTa Ha TefleCHOoCTa BO AUruTanHarta epa, NnpesoaoT
Ha KypaTopckaTa npakca HM3 nepdOpMaHCcOoT, Kako 1
apTuKynauunjata Ha naeumTe 3a KONeKTUBM3aM N eAHaKBOCT

W egHakBaTa pacrnpegenba Ha jaBHuTe fobpa BO BpCKa cO
KOMYHMKaunjaTa Ha pas3iMyHUTE BUAOBKU (HYOBEK M MallMHa /
YOBEK U pacTeHune). 3aeaHo co CeHka JlaTMHOBUK ja popMumpa
nocTkypatopckaTa dopmaunja BokaneH KypaTtopcku CUHAPOM U €
efeH 0, OCHOBa4YMTe Ha Apar KonekTueBoT EdemepHu ncnoseau.

Xk k

Oma MNpy6uk/ UKEBAHA (2018) / nepdopmaHc, 10 MuH
HanomeHa: Bnes Ha nep¢OpMaHCOT € AoCTaneH 3a auua
Ha 18 rogunHm.

®okycoT Ha TemaTa e XeHaTta. Teno. Jete. UaHnHa. Hagex.
Hauwuja. gp>xxaBa.

MepdopMaHCOT e AejCTBO Ha KOMMNOHMpawe BarmHanHa MpTea
npupoaa: BO CTUJI MHOIY CNiMyeH Ha [oTeKkNoTo Ha CBETOT Ha
Kypbe, ymeTHMUATa ja npeTcTaByBa CBOjaTa BarnHa, BO Koja
rnosieka BMeTHyBa €4HO No e4HO CTpaK4ye TpeBa, efeH Nno apyr
LBET, 3a Ha Kpaj Aa ja Bp3e oBaa uHTepecHa ukebaHa co ybasa
MallHa.

Ha oB0j nepdopMaHC MoXe Aa My Ce MpUNULIaT CUTE KJTaCUUHU
CTEPEOTUMNMU, CTEPEOTMMNN 3@ XEHCKATa M MallkaTa CeKCyasiHOCT,
3a OpraHcKoTo, LBETHOTO, CEH3Ya/IHOTO, Kako U XapAKop
epoTukarta, MeamymuTe, nopHorpadujata. OBa e npeTcraBa 3a
CBETOT CO CeKCyas/lHoCTa U3paseHa BO MUYKUH CTUJI.

Osba Mpybuk e nepdopmaHc 1 BM3yenHa yMeTHULUA. PaboTtu
CO COBPEMEHW N aHraxXunpaHu TemMmn, Bo obnacra Ha pasfivMyHu
Meanymu (nepdopmaHcu, kabape, BUaAeo, MHCTanauuja,
kocTumorpadwuja, cueHorpadmja). Bo HEj3SMHOTO YMETHUYKO
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TBOPELITBO, Taa Ce OCBPHyBa Ha TEMWU KOW ja oapa3yBaaT
NpUMOpANjaNHOCTa Ha XMBOTOT, KOMEGMHMPAjKN MM OCHOBHUTE
dYHKUMK, NOTPEBU N MHCTUHKTM Ha XXMBOTOT BO BU3YENTHU CITUKU
M HaBMAYM €4HOCTaBHU PU3MUKM AejcTBa KOM 06MKYBaaT LWMPOK
oncer Ha YyBCTBa M OMWTECTBEHa COCTojba.

Xk k

OpaxxeH fiparojeBuk / Kako wWTO ce napTu3aHuTe co He /
nepdopMaTUBHO Npeaasatbe

JeueHTpanusnpare, AEKOSIOHU3NpPatbe Ha napTusaHuTe. U
HacTpaHyBare, ce pa3bupa. Tpu Wwnekynaumm 3a ‘4eTBpTUOT
cBeT’. HacTpaHu napTtusaHu. MNapTn3aHCKM HAaCTPaHOCTU.
HeBp3yBare. A oCcTaHaToTo € ucrtopuja. nm ywTe rnonowo:
WAHVHa. Wnn ywTe nonowo: metogonormja. Unun ywre nosowo:
OHTOsM0rMja. nu ywte nosowo. Kako WTo ce napTusaHUTe Co He,
nepdopMaTUBHO NpeaaBare, pe3oHMpa co Kako LWTo ce pumyBa
co He, nepdopmaTuBeH ecej ogq HAM Kopeo/lab, nctpaxyBajku
M NOCTAaHOBKMUTE Ha HEBP3aHOCTa U HeBp3aHaTa Kopeorpaduja,
3aHMMaBajKu ce CO UCTOPUCKUTE U JINYHUTE NoTeKNa -

‘AeHOBM Ha MAHOTO MMHATO' — Ha [BMXEHETO Ha HEBP3aHUTE,
HerosoTo OTdpnare Ha bunonapHocTta Ha CTyaeHaTa BOjHa
npeky npean3BuKyBake Ha (Heo)uMnepujanmusamoT u (Heo)
KOJIOHWja/IM3MOT CO MOMOLU Ha MHTEPCEKLMCKM npucTan.

ApaxeH [parojeBuk paboTtn nomery JbybrbaHa 1 bepnuH,
nomery yMeTHOCTa, Teopujata u MeauyMmuTe, NCTpaxKyBareTO,
npoaykuunjaTa, cTpatermjata, KOMyHukauujaTa, nepdopMaHCcoT
M KypupameTo, KHUruTe, TefieBu3mnjata, MysenTe, cLeHaTa,
knyb6osute 1 Bnaeoto. CopaboTyBas CO MHCTUTYLMN, MPEXM,
noeanHumn, dectmeann U MHULUMjaTMBKM, Kako WwTo ce Nomad
Dance Academy, Janez Jansa, Maska, Tanzfabrik, Janez Jansa,
Made in China, En-Knap, Janez Jansa, Aksioma, ZRC SAZU.
Toj e nen op npoekToT ‘me-peanmeja’ (‘name readymade’)
Ha JaHes JaHwa, JaHe3 JaHwa 1 JaHe3 JaHlla NoBeKe o efHa
ZeleHunja, npoekT WwTo ondaka nepdopMaHc, BU3yesnHa u
MeamjanHa yMeTHocT. Toj ce npukayum Ha Ham Kopeo/lab (no
nat Ha Nomad Dance Academy) Kako UCTpaxyBay 1 n3seayBad,
NCTpaXKyBajKun rv noTeksiIoTO M KOHLENTUTE Ha HEBP3aHOCTa
NpeKky MHTepCeKLUMUCKN npucTtan, no naT Ha Teopuja, apxuea,
UcTopwuja, npakca v Memopuja.
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Xk k

HAM KopeoJla6 KAKO LLTO CE PUMYBA CO HE He He ce
nosTopyBa. Ho ce pumyBa. (2024) / nepdopmMaHc

3amucneHo n kpempaHo og HAM KopeoJlab, Kako wTo ce puMyBa
CO He, HU3 opmMaTta Ha nepdopMaTUBHMNOT ecej, M UCTPaxyBa
NOCTaHOBKWUTE Ha HEBP3aHOCTa M HeBp3aHaTa Kopeorpadwuja.
HAM KopeoJlab e MoaynapeH UCTpa)xyBaukuy MpoeKT 3a
Kopeorpadmuja, Koj ce 3aHMMaBa CO UCTOPUCKUTE U JINYHUTE
noTekna - ‘AeHOBUTE Ha MAHOTO MMHATO' — Ha [ABMXeHeTo Ha
HEBp3aHUTE MpeKy MHTEPCEKLMCKM NpuUcTan — nHTepcekumja

Ha Teso, paca, poj, Kiaca, Hauuja, Co aKkTMBMpame Ha
cneKkynaTMBHW CTUXOBW, CMEKTPasIHO BUAEO, HENOBP3aH TaHL,
KopeorpadupaH pa3roBop, ANCNO3UTMB Ha COBMpPareTo U apxuBa
Ha recTtoBu 3a WAHMHAaTA.

[BuxXereTo Ha HeBp3aHUTe belle GOpPMMUPAHO KaKO ABUXKEHE

Ha ApXasBuTe oA TpeTnoT CBEeT U coumjanucTuyika Jyrocnasuja;
ja otdpnawe ,aBojHaTa yueHa” Ha 6unonapHocTta Ha CAL/
CCCP Bo CtyneHaTa BOjHa M ce 3anarawle 3a ,afTepHaTUBHA
rno6anusaumja” npeamsBuKyBajku ro (Heo)uMnepujannuaMoT

n (Heo)konoHujanuamoT. Cpeae COBpPEMEHWN, BKPCTEHU KPU3HN,
60pbun, kpuTnkM 1 pacnagm, HAM KopeoJlab npawysa: Koj nnm
wTo e ,He"? Koj unun wto e ,Bp3aH”? Koj nnu wro e ,6nok"”? Koun
WW WTO Ce HeBp3aHW Tena, rectoBu, cybjektn? [Janu e AOBOSHO
,aHTn”? [ann e goBonHo ,ne"“? Koj nnav wTo e nog uav Haasop
o4 HauwjaTta, ApxasaTa, ABMXeHeTO? [anu ocnoboayBareTo €
AO0BONHO? [loBosiHa i e eMaHumnnaumjata? Kako ga ce cobepeme
Kako HeBp3aHu? [Janu e AoBONEH CcyBepeHnTeToT? Jdanu e
[OBOJIHO AeNnyBareTo?

HAM KopeoJlab e 3aMucneH n pa3sBueH 04 KypaTOPCKMUOT TUM
Ha npoekToT (He) Bp3aHu aBmxema (2021) (no nat Ha No-
mad Dance Academy): kopeorpadu n nsseaysaym Cora
Mperpaa (XpBaTtcka), AHa [ly6/beBuk (Cpbuja) n Buktopuja
Mnnocka (CeBepHa MakenoHu1ja), 3aeqHO CO HE3ABUCHUOT
ncTpaxxysay u nsseayBad [paxeH [OparojeBuk (CnoseHwuja).
Tue ce ycornacysaaT Ha NpecekoT Ha (KBUP) DEMUHUCTUUKNUTE
ApaMaTypruu, KOHTEKCTyanm3nmpaHuTe COMaTCKu NpakTUKu,
KopeorpadckuTe TeMm, cnekynaTMBHaTa n nepdopMaTmMBHaTa
Teopuja, apxueaTa n Memopwujata, AeKOSIOHMUjANTHNOT
ncropuumsam n dyTypusaMoT 3@ O4HOBO [a@ Ce NPOLEHU — U
0[HOBO Aa ce Bp3e - HeBp3aHoCTa (3aefHo €O ‘cuHrynapHocta’
Ha coumjanucTuyka Jyrocnasuja) 3a COBpeMeHuTe

ny6Mkn, NONUTUKK, 3aeAHULN, N0 NaT Ha Kopeorpadckarta
WHCTanaumja 3aegHo Co MHTepMeaunjaiHuTe apxmseu 3aegHo CO
nepdopMaTUBHNOT ecej.



3acnyru:

KoHuenT n kpeaumnja: HAM KopeoJlab (Corsa lMperpaa, AHa
Ay6reeBuk, Buktopuja Nnnocka, ApaxeH JparojeBuk)/
ApamaTtypruja: MBaHa NBkoBuk/ Buaeo n Busyenusauunja: Tuno
fapyc/ Koctumu: Tea KaHntoun/ 3Byk: JacMnH Maxmunk/ CBeTNO:
Tomucnae Marneuuk/ MNeyatn: Apckonuja

Mpoaykuunja: Objekt plesa / Object of dance/ MpoayueHT: Comba
Mperpaa/ AcucteHT npoayueHT: MBaHa Kopnap

Konpoaykuuja: Mysej Ha coBpemeHaTa yMETHOCT BO 3arpeb, An-
tisezona 24, Centre for Urban Culture Kino Siska, Nomad Dance
Academy Slovenia, JlokomMmoTnBa — LleHTap 3a HOBa nHMuMjaTMBa
3a YMETHOCT un kyntypa Ckonje.

PesnpeHumjanHa nogapwka: Dance center TALA / TALA PLE(])
S, Multimedia Institute - MaMa Center for Culture at PesScenica
KNAP

®duHaHcucka noaapwka: pag 3arpeb, MMHUCTEPCTBO 3a KynTypa
n Meanymu Ha Penybnmka XpBaTcka, MMHUCTEPCTBO 3a KynTypa
Ha Penybnuka CeBepHa MakenoHuja, Station Service for Con-
temporary Dance (kako aen oa npoektoT Dance On, Pass On,
Dream On, ¢uHaHcupaH o KpeatnsHa EBpona), Nomad Dance
Academy Slovenia n JlokomoTuBa - LleHTap 3a HOBa MHuuUnjaTmBa
3@ YMETHOCT 1 KynTypa (Kako Aen o4 NpoekToT [Buxera Ha (He)
Bp3aHuTe), pnHaHcnpaH on KpeatnsHa EBpona).

3a nogaplikaTta BO pa3BojoT Ha npoekTtoT HAM KopeoJlab
6narogapHoct ao: Nomad Dance Academy 1 NpoekToT [Buxera
Ha (He)Bp3aHuTe, Station Service for Contemporary Dance u
Kondenz Festival; Tanzfabrik Berlin n netHaTta wkona To Keep

In Touch...; 35. Jbybs/baHcko 6mMeHane 3a rpadmyka yMeTHOCT;
Vierte Welt v Partisan Festival, Zavod Melar

MepdopmaHcoT Bo Ckonje ce nsBeayBa Kako Aen 04 KypupaHaTa
nporpama (MocT)jyrocnoBeHCckn HacneacTsa u Tena:
nepdopmaHc, KpuTnka n ytonmja dectmsanot NepdopmMaHc
nnatgopm (JlokomoTmea) n npoektoT HAM.



MCY - Ckonje ¢ectmBan Ha nepdopMaHCcoT
My3ej Ha coBpeMeHaTa yMeTHOCT - Ckonje

3-6 okTomMBpuK, 2024 roguHa

YpeaHuk: Tuxomup TonysoBCKU, B.A. AUPEKTOP

TekcT 3a KypupaH HacTaH: bu/baHa TaHypoBCKa - KynaBKOBCKM,
Cnas4yo AnmMutpos

KoopavHaunja Ha decTtuBan Ha nepdopmaHc: MBaHa BaceBa
OpraHuzauunja Ha dectuBan Ha nepdopmaHc: Jynua MaHojoBCKa
MpoayueHT Ha decTmBan Ha nepdopmaHc: MNMeTap AHTEBCKMU

dOMHaHCUCKM MeHalep Ha decTuBan Ha nepdopmaHc: BuoneTta
KauyakoBa

MpeBoa 04 aHIMMMUCKU ja3nK Ha MaKeaoOHCKWM ja3uk, nekTtypa
Ha a@HIMMUCKM ja3uK N NeKTypa Ha MakKeaoHCKW jasuk: Npauunja
ATaHacoBcCKa

Mpadnukm amsajH: UnmaHa MeTpyweBcka

MCY - Ckonje ¢ectmBan Ha nepdOpMaHCOT € peasim3anpaH Kako gen
o4 NpoekToT ,JJoNropoyYHn KynTypHM NapTHeEpCTBa Ha 3anagHuoT
BankaH - EBponcku anjanor (Kyntypa.EYbankaH)”, nogap»xaH BO
pamku Ha KynTypHaTa akuuja Ha nporpamaTta ,KpeatusBHa EBpona”.

D'ARTS DE PARIS S
Ksioge ™ CERGY ARTEXPLORA Kosovo TIKVES
SINCE 1885
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MoCA - Skopje
Performance Festival

As part of the project Long-Term Cultural Partnerships for
Western Balkans - Europe Dialogue

(Culture.EUBalkans)

Museum of Contemporary Art — Skopje

03-06 October 2024

Main program:

(Post)Yugoslav Legacies and Bodies: Performance, Critique
and Utopia

Curated program by Biljana Tanurovska-Kjulavkovski and
Slavcho Dimitrov

4-6 October

and Partner’s Program
3 October



MoCA - Skopje Performance Festival is an event we aim to orga-
nize annually, which will allow for experimentation and sharing
of artistic practice of residents and artists from the region, the
EU and the international scenes. Through partnerships with cul-
tural institutions as well as organizations, associations, schools,
universities, research centres, the festival will engage in wider
collaborations and may be extended to other public as well as
open spaces.

MoCA - Skopje Performance Festival in 2024 consists of two
programs. One derives from the residencies, as well as the ped-
agogic and research activities conducted through the Art Explora
Foundation (France/Albania) partnership and its Villa 31 residen-
cy program in Tirana, as well as from collaboration with alumnus
from the Ecole nationale supérieure d’arts de Paris-Cergy (EN-
SAPC) and the artists-collaborators of the Oral History Initiative
(OHI) - Prishtina. The other program is a three-day event titled
(Post)Yugoslav Legacies and Bodies: Performance, Critique and
Utopia curated by Biljana Tanurovska - Kjulavkovski and Slavcho
Dimitrov, and consists of screenings, lectures and performances.

The general idea behind the festival is to invent various modi
operandi to deal with the transmission of artistic heritage in the
enlarged context of the history of modernity, and the amplifi-
cation of reception of ideas and gestures related to constantly
evolving acts and forms searching for emancipation.

This performance festival is the second chapter of the European
program Culture.EUBalkans (2022-2024) whose aim is to en-
courage the circulation of artists, researchers and cultural actors
between the Western Balkans and the European Union, and to
promote the dissemination of their practices and their research.
The NAM Choreolab performance is presented in collaboration
with the PPFestival by Lokomotiva, and the (Non)Aligned Move-
ments project, supported by the Creative Europe/European Co-
operation Western Balkans Program and the Ministry of Culture
of the Republic of North Macedonia.
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Curated program by Biljana Tanurovska-Kjulavkovski and
Slavcho Dimitrov



The histories and politics of memory related to the legacies of
Yugoslav socialism are a persistent and restless source of de-
bates and disputes. The battles over collective memory symp-
tomatically disclose the ongoing affective charge of Yugoslav
legacies. These battles range from the nationalist historical revi-
sionisms dictated by the provincial state-building process in the
post-Yugoslav space that phantasmatically reset temporality as
starting from a zero point, while being dictated by forces of local
and international capital, up to the fetishism of freeze-frame
backwards looks towards an idealized past that betrays the pres-
ent disenchantment and incapacity for imagining different politi-
cal futures nested in the nostalgic dehistoricization.

Somewhere between these processes, one can find the multiple
and nuanced practices and politics of remembrance that ac-
knowledge both the hurts and failings of history, as much as the
“not yet voiced, undischarged element” (Bloch) of the utopian
potentiality of the past Yugoslav materials, practices and long-
ings.

It is precisely these cracks, openings, contradictions, ambiva-
lences, potentials and memories that our performative festival
programme (Post)Yugoslav Legacies and Bodies: Performance,
Critique and Utopia critically engages with, related to the mul-
tiple legacies of Yugoslav political, art and cultural practices

and histories. Our program presents artists and scholars whose
practices re-assemble, refer to, deconstruct or refract actions or
perspectives which are reading historical or political positions,
actions or relations of the (post) Yugoslavian context.

Our focus on performance arts derives not only from our com-
mitment to understanding and engaging the problematics of
the political and culture as an iterative performative and em-
bodied and affective practice that brings into being collective
subjectivities and worlds-in-common, values and orientations,
ways of life and shared dispositions, as much as a performative
staging of antagonism, disputes and dissensus. Rather, specifi-
cally, we would like to tackle the various ideological orientations
and apparatuses, key political and collective signifiers and val-
ue investments of the Yugoslav legacies, as themselves being
historically enacted through multiple art performances, cultural
performatives, material-discursive apparatuses, and changing
social choreographies. These include practices and affective an-
chors related to solidarity, anti-fascism, brotherhood and unity,
Titoism, non-aligned decolonial politics, women’s and feminist
perspectives, collectivism, utopian and emancipatory ideals, su-
pranational Yugoslav identity, (gender) equality, the new social-
ist man and the working people, self-management, subcultural
practices of resistance etc.



Our curatorial perspective is not historical nor genealogical but is
creating a space where dialogue between discursive points and
artistic practices is performed through certain dilemmas, ques-
tions, observations, ideologies, archives or perspectives related
to those Yugoslav legacies.

We can point to the mass social choreographies of Sletovi (Flock
of Birds) as the most paradigmatic examples of Yugoslav leg-
acies which have both performative and pedagogic functions,
overlapping and reinforcing each other. Here, thousands of bod-
ies display, visualize and inscribe the nation, the state symbols,
Yugoslav history, the communist party and the Leader (inscrib-
ing his signature with their bodies, his name, or other symbols
associatively related to his name), resulting in the production of
regulated and disciplined bodies.

One should also consider the various choreographies of the
working body and labor, embodied in working brigades and the
compositions of collective bodies in shared efforts towards (re)
building the country, as well as the unruly and resisting bodies
of the students’ protests in 1968 or the alternative cultural prac-
tices of the 1980s, most saliently, the punk cultural formations
and their artistic offshoots. Building up new infrastructures, plat-
forms, sensibility, theories, magazines, fanzines, and aesthetics,
punk introduced a world within the world, precisely through its
political impropriety, that is to say, by meshing, reconfiguring,
redistributing, and playing with and within the existing horizon of
the sensible, on the one hand, and doing politics at its allegedly
improper site, which is to say mass culture, culture, and arts.

In this bundle of historical performatives, of special interest for
us are the rich, contextually and historically specific, and con-
ceptually diverse performance art practices in ex-Yugoslavia of
individual artists, and the self-organized and collective structures
of production and organization of art. To mention a few, one
cannot overlook the importance of art groups such as Zenith,
Gorgona, Mediala, OHO, Bosch+Bosch, KOD, The Group of Six
Artists, as well as the performances and programs presented
and produced within the infrastructures of the various Student
and Youth Cultural Centers in Ljubljana, Belgrade, Zagreb, Sko-
pje, and many other.

Even more importantly, our joint effort to support, curate and
enhance the creation of performative practices is grounded also
in the conviction that the backward glance towards the past and
the contradictory legacies of Yugoslavia - especially those relat-
ed to the reflection and critique of capitalism, solidarity, utopia,
emancipation, collectivism, gender equality, the struggle against
class exploitation and inequality, supranational identity - can



help us enact a critique (not only of the past but) of the prison
house of the present, and stage desires and visions of futurity
charged with indeterminate and open potentiality beyond the
devastating logic of the world of capitalist realism, nationalism,
sexism, homophobia, and colonialism. Beyond the epistemic,
cultural and political auto-colonisation that has deemed us all as
political infants, we would like to explore the potentials of the
“no-longer-conscious” as a methodology of critical hermeneu-
tics and reparative reading that mobilizes the performative force
of the unfinished past, serving the utopian “not-yet-here” and
reflecting the affective dynamics and necessities of hope (as ar-
gued by Bloch and Mufioz). In the spirit of Mark Fisher, we would
like to awaken the specters of lost futures, the ghosts of failed
promises and unfinished utopias as anticipatory illuminations of
other possible worlds.

Finally, the selection and presentation of contemporary perfor-
mance art practices is determined by our appreciation of the
“utopian performative” force (Dolan) of these performances,
bringing forward different temporalities, space-times, and mak-
ing them affectively sensed, while critically mobilizing part of
the legacies of Yugoslav emancipatory ideals, or addressing the
post-Yugoslav turbo-fascism (Papic), that is the entrenched in
the patriarchal politics (which persisted within everyday social-
ist life despite the proclaimed egalitarianism), homophobia, and
violent practices towards cultural and religious others.



=2 >AO0XR0T

PARTNER’S PROGRAM
3rd of October 2024 (Thursday)

18:30 - Presentation of the partners from the Culture.
EUBalkans initiative and discussion: Jeta Rexha, Director
of the Oral History Initiative—OHI, Prishtina; Joséphine
Dauphin, in charge of the residency programmes at Art
Explora, Paris/Tirana; Camille Kingué, Head of Interna-
tional Affairs and Career Development at Ecole nationale
supérieure d’arts de Paris-Cergy (ENSAPC), Paris. Modera-
tion: Ivana Vaseva, curator at MoCA - Skopje.

20:00

Performance A Hacker’s Guide to the Forest: Museum
Edition by Collective Tree.0 (Elisabeth Banom, Kathryn
Marshall, Martijn Van Elferen), alumni of Ecole nationale
supérieure d’arts de Paris-Cergy (ENSAPC).

21:00

Screening of video artworks: Trans’nistria (11’ 50’") and
Abkhazia After (13" 44’") by Vangjush Vellahu, The Gold-
finch (4’ 25’") and How Stars Are Born? (4’ 03’") by Olson
Lamaj and Bitches on Their Deen (50’) by Anna Ehren-
stein, residents of Villa 31, residency programme in Tirana
run by the Art Explora Foundation (France/Albania).

MAIN PROGRAM

04-06.10.2024

(Post)Yugoslav Legacies and Bodies: Performance, Critique
and Utopia

Curated event

Curators: Biljana Tanurovska - Kjulavkovski and Slavcho
Dimitrov

4th October, 2024 (Friday)
18.30 - 19:15

Hristina Ivanoska/ Document Missing: On Methodology
(text, voice, and body) (2014-) /performance, 40 min.



19:30-20:30
Jovana Karauli¢/ Staging the State: Cultural Performances
of Yugoslavism/ lecture

20:45

Marta Popivoda, in collaboration with Ana Vujanovié/
SURFACES THAT MATTER: Youth Day 1988 (2022)/ video
installation, 20 min., loop

Marta Popivoda/ YUGOSLAVIA, HOW IDEOLOGY MOVED
OUR COLLECTIVE BODY (2013) / Serbia, France Germany,
film, 62 min.

5th October, 2024, (Saturday)

19:00 - 20:00
Klelija Zhivkovikj/ Who Taught You How to Feel Good?
(2024)/ performance, 20 min.

Milica Raki¢ and Vladimir Bjeli¢i¢/ Investigative Procedure:
The File of a Yugoslav Woman (2024)/ performance, 15-20
min.

Olja Grubi¢/ IKEBANA (2018)/ performance, 25 min. (+18)

20:30 - 21.30
Drazen Dragojevi¢/ Such as Partisans with Non /a perfor-
mance lecture

6th October, 2024 (Sunday)
18:00 - 19:00 Jasmina Zaloznik/ Claiming of Space. New
Performative Art Practices in Yugoslavia/ lecture

19:30 NAM ChoreolLab: Sonja Pregrad, Ana Dubljevi¢,
Viktorija Ilioska, Drazen Dragojevi¢/ SUCH AS RHYMES
WITH NON Non does not repeat. But it does rhyme. (2024)
/ performance
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The Ecole nationale supérieure d’arts de Paris-Cergy
(ENSAPC) is a public institution for higher artistic education
under the supervision of the Ministry of Culture of France
which trains artists and creators who are active on the inter-
national scene. ENSAPC'’s resolutely cross-disciplinary offer-
ings span a wide range of disciplines, linking the visual arts,
writing, live performance, sound, film, and theory. It is a locus
of lively contention and fruitful exchange, a space in which
ideas, knowledge, and experience collide and coalesce in com-
plementary ways.

Founded by Frédéric Jousset in 2019, Art Explora is an in-
ternational foundation that renews the dialogue between the
arts and audiences at all scales. The aim is to contribute to
the democratization of access to culture, and to reaffirm the
central place of artists in the face of the great challenges and
changes of our time. This aspect is illustrated more partic-
ularly through the different residency programmes it offers
for artists and scholars: Paris Art Residency-Cité internatio-
nale des arts x Art Explora launched in 2021, Mediterranean
Cross-Residencies-Art Explora launched in 2024 and Tirana Art
Residency-Vila 31 x Art Explora that will be launched in De-
cember 2024.

Founded in 1964 after the Skopje earthquake, with nhumerous
donations of artworks to the City of Skopje from artists and
institutions around the world, the Museum of Contempo-
rary Art (MoCA)’s mission is to nurture and disseminate the
values of modern and contemporary art that define the living
culture and society of our time. The MoCa building is an ex-
ample of the Late Modernism architectural style, with a total
surface of 5000 square meters.

Oral History Initiative (OHI) is a non-profit organization
based in Kosovo, composed of a collective of researchers from
different generations, ethnicities and backgrounds. A pioneer
in new media formats, OHI’s practice is in the field of digital
humanities, cultural heritage and memory studies. It engages
with Kosovo’s history in a non-formulaic way, trying to recov-
er the interplay of individual and collective memories, beyond
constructed group narratives—whether ethnic or national.
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Collective Tree.0/ A Hacker’s Guide to the Forest: Museum
Edition/ performance 40 mins.

The representatives of the France-based artist collective Tree.0
invite you to experience the forest through the lens of the MoCa.
By an in-situ process, the museum and its surroundings are
transposed into a series of metaphors, both poetic and parodic,
that articulate the underlying themes of ecology and technolo-
gy. Inspired by fake news and green-washing campaigns, Tree.0
offers an alternative perspective on some of the most polarizing
subjects of today. Through dance, song, storytelling and ama-
teur magic, the piece encourages participants to question their
relationship with their environment and with themselves.

Tree.0 is a collective of international artists based in France
working in the field of performance and dance since 2020. Their
work bridges choreography, visual storytelling, and experimental
soundscapes that embody their ongoing research in ecology and
technology. By working in situ, their process gives rise to itiner-
ant theater pieces, where the site-in-question serves as a meta-
phorical muse for articulating their existential inquiries.

The collective draws their inspiration from the reciprocal ex-
change that occurs within every natural ecosystem: nutrients
and information are shared across species to maintain ecosys-
tem balance. They are also captivated by synthetic ecosystems,
fake news and the complexity of the modern world, specifically
the paradoxical relationship it incites between “man and nature.”

With playful provocation, dry wit, melodic soliloquies, and peri-
patetic choreography, Tree.0 creates performances that act as a
bridge between people and their environment—in the hopes of
rekindling a childlike sense of wonder among viewers and elicit-
ing emancipatory reflections.

Collective Tree.0: Elisabeth Banom, Kathryn Marshall, Martin Van
Elferen.
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Vangjush Vellahu/ Videos from project Fragments I -
Where Stories Cut across the Land

Trans’nistria
Video, HD color, 11’ 50’/, 2016

Abkhazia After
Video, HD color, 13’ 44'’, 2017

This is not a project about borders. Rather, it is a series of video
works about overcoming the influence of politics on the land
within the borders of unrecognized or semi-recognized states. It
is a document of the fragmented symptoms of the “Bosnian pot”
character of governance, in which all components simultaneously
complement and eliminate each other. This unsettling principle
of governance, in which elements unable to withstand the pres-
sure collapse, while those that are more powerful survive (and
are subsequently absorbed within the system), has been known
for many centuries. What this work highlights are the contrasts
and conflicts provoked by contemporary attempts at preserving
a semblance of safety within those borders.

Much more than a mere cinematographic idea, Fragments I is a
series of video documents detailing a journey through specific
socio-political pulsars: The Republic of Abkhazia, a state of limit-
ed recognition; Varosha, a silent town in the Turkish Republic of
Northern Cyprus, recognized only by Turkey; through the Field
of Blackbirds in the Republic of Kosovo, a state of limited rec-
ognition; at the edge of the Tskhinvali region of the Republic of
South Ossetia, a partially recognized state; in the Nagorno-Kara-
bakh Republic or the Republic of Artsakh, a state unrecognized
by any sovereign state; and in Transnistria, or the Pridnestrovian
Moldavian Republic, a self-proclaimed, non-recognized, autono-
mous territorial unit with a special legal status.

Vangjush Vellahu was born in 1987 in Pogradec, Albania. He
lives and works between Tirana and Berlin.

A visual artist working with video, he was initially trained in
traditional and digital graphics. He focuses on storytelling prac-
tices specific to particular communities. He uses his travels to
collect and tell stories that intertwine urban histories of entities
that, from an ideological and political standpoint, remain on the
margins of recognition.
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His work has been presented in numerous institutions and exhi-
bitions, including at ZK/U (Germany, 2024), Manifesta Biennial
(Kosovo, 2022), Times Art Center (Germany, 2021), Hamburger
Bahnhof (Germany, 2018), and the National Gallery of Prague
(Czech Republic, 2016).
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Olson Lamaj/ videos The Goldfinch, How Stars Are Born?

The Goldfinch
Video, HD Color, 4'25"’, 2015

The film reveals the opulent interior of a luxurious villa, locat-

ed in the heart of a residential zone, famously known as “The
Villa of Dictator Enver Hoxha.” Suddenly, a goldfinch enters the
space, moving about in disoriented flight. Typically kept in a
cage, the goldfinch is celebrated for its melodious song. Here,
however, the sleek, modern furnishings of the villa transform the
space into a symbolic cage, one from which the goldfinch yearns
to escape. All of this unfolds against the haunting soundtrack of
Stanley Kubrick’s The Shining, intensifying the atmosphere.

Unlike other canary species, the goldfinch remains untamed. If
freed from its cage, it can survive independently, without the
care of its owner. The video delves into the tension between the
concept of domestication and the control exerted by dictatorial
regimes, using the bird and the villa as metaphors for freedom,
confinement, and power.

How Stars Are Born?
Video, HD Color, 4’ 03’’, 2015

How Stars Are Born explores the collision of ideologies and sym-
bols in a transitional society, using the motif of “the star” as its
central metaphor. Olson intertwines different interpretations of
the star—ranging from scientific explanations of stellar formation
to the symbolic roles stars play in both political ideologies and
popular culture. The video moves through a fragmented, often
disorienting narrative, reflecting the confusion that arises when
layers of history, propaganda, and consumerism overlap.
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In the post-communist landscape of his city, monuments of rev-
olutionary heroes stand side by side with the consumer driven
aesthetics of Western capitalism, creating a space where mean-
ings conflict and blend. The star, once a symbol of resistance
and communist glory, is decontextualized through a capitalist
lens, appearing in corporate logos and superficial political sym-
bolism. In this video, the star becomes a symbol of both con-
tinuity and disruption and a representation of identity caught
between changing ideologies and a rapidly shifting cultural
environment.

Olson Lamaj was born in 1985, in Tirana. He lives and works

in Tirana. Olson Lamaj’s artwork explores social and political
themes, focusing on both contemporary Albanian life and uni-
versal systems of meaning. His projects highlight the semiotic
saturation and mystical qualities of objects and images tied to
political ideologies. His artworks serve as a collective mythogra-
phy of the present, fostering the creation of new myths.

His work has been shown in numerous institutions and galleries,
including the Zeta Gallery (Albania, 2023), Tallin Art Hall (Esto-
nia, 2022), Bazamant Art Space (Albania, 2019), Die Kunsthalle
Exnergasse im WUK (Austria, 2019), Ludwig Museum Budapest
(Hungary, 2016).
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Anna Ehrenstein/ Bitches on Their Deen/ video, 50’, 2024

The Albanian-German artist Anna Ehrenstein was inspired by
Irvin Cemil Schink, Moenirah Daniels, Mohamed Amjahid, Orhun
Mersin and Keny Chan for her video essay that merges the
realms of art, philosophy, and technology to resurrect amateur
erotica paintings from the collection of Irvin Cemil Schink, dating
back to the early twentieth century Ottoman Empire. Weaving

a tapestry of queer gender theories and their theoretical frame-
works by early muslim philosophers like Ibn Arabi and contem-
porary queer muslim figures in present day Berlin like Mohamed
Amjahid and Orhun Mersin, and of the resonating lenses of
queer South African muslim Moenirah Daniels, this project seeks
to transcend temporal and geographic boundaries, giving life

to historical narratives through the lens of contemporary queer
voices and their spatiotemporal movements. The project’s core
methodology involves employing Al image-to-video technolo-
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gy, transforming static amateur erotica paintings into dynamic,
interactive scenes.

By infusing movement and speech into these images, we aim

to rediscover the homo-oriental mesh becoming a metaphorical
thread connecting disparate moments, weaving a tapestry of
shared experiences across time and denouncing homonational-
ism. The animated figures challenge normative expectations and
destabilize fixed identities, embodying the fluidity of gender and
desire. The act of animation itself becomes a performative inter-
vention, echoing the performativity of cultural constructs; the
animated character - a state of perpetual becoming.

Viewers witness the continual transformation of the past, with
the characters’ movements reflecting the impermanence of his-
torical narratives and the relationship between an archive and its
future friends.

Anna Ehrenstein was born in 1993, in Schwabisch Hall, Germa-
ny. She lives and works between Berlin and Tirana.

She’s an artist working collaboratively across sculptural and
virtual installation, moving images and post-photographic media.
She was born a migrant denied asylum and grew up between
Germany and Albania.

Anna Ehrenstein received the C/O Berlin Talent Award in 2020.

Her work has been presented in numerous institutions including
the Lagos Biennale, (Nigeria, 2024), Staatsgalerie Saarbriicken
(Germany, 2022), and C/O Berlin, (Germany, 2021).
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Hristina Ivanoska/ Document Missing: On Methodology
(text, voice, and body (2014-)/ performance, 40 min.

Document Missing (2014-) is an ongoing research project that
unfolds forms, narratives, and aesthetics of women'’s resistance
strategies and political actions from the past concerning today’s
forms of resistance. As a primary source of information, I use
the archived oral testimonies of participants and eyewitnesses
involved in the emancipatory processes and liberation move-
ments in Macedonia that were collected and institutionalised
after the Second World War.



But what happens when the documents are missing?

Over ten years, I created a significant body of work in different
mediums: performance, photography, objects, textiles, typog-
raphy, murals, and drawings. In my performances, I become

a flexible and porous entity, a medium through which different
identities are brought back to life. Through my texts and actions
based on documents and documents missing, I create situations
that ‘were and were not’ fluctuating through time and space.

My interest in working with textiles and creating objects out

of textiles has a political dimension. I validate handcraft such

as embroidery and quilting as a medium of emancipatory and
social value that can reflect personal observations and emotional
struggle. Domestic labour is closely related to intimacy, isolation,
and contemplation, and is always linked to a woman’s identi-

ty. Individual efforts to substitute private for public space have
barely been recognized or, in most cases, become forgotten over
time. My ongoing interest in working with text that is preserved
or lost, and in that sense present and absent, visible and hidden,
provoked me to create the typography “Archetype Open Form”
where the vertical and horizontal lines, the hierarchies in the
letters, are erased to free up space for the voices that have been
suppressed. Painted or embroidered on a piece of fabric or ap-
plied on a wall as a monumental mural or wall-engraving, I use
typography to create new visual and textual content.

Hristina Ivanoska’s research interest and artistic practice are tied
around the issues of suppression, control, and construction of
collective memory regarding women'’s resistance strategies, and
politics. She often works interdisciplinary, critically investigating
the experience of present-day social and political systems and
their relationship to history and theory. Ivanoska has exhibited
at the Gallery of the Serbian Academy of Sciences and Arts, Bel-
grade; Museum of Yugoslavia; SKUC, Ljubljana; Budapest Gal-
lery; +MSUM, Ljubljana; Manifesta 14 Prishtina; Kiinstlerhaus,
Vienna; Ludwig Museum; MOMus, Thessalonica; 2nd Autostra-
da Biennial, Prizren; WUK, Vienna; MoCA Zagreb; Krdlikarnia
Palace, Warsaw; Research Pavilion, 57. Venice Biennale; MoCA
Skopje; MUMOK, Vienna; Kiinstlerhaus, Graz, and other venues.
Since 2000 she has been collaborating with Yane Calovski and
their complex installation We Are All In This Alone was present-
ed at 56. Venice Biennale — Pavilion of the Republic of Macedo-
nia (2015). The recently commissioned installation All Things
Flowing, part of No Feeling is Final: Skopje Solidarity Collection
curated by WHW was exhibited at the Kunsthalle Wien and
National Gallery Prague (2023-24). In 2004 together they co-es-
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tablished a platform for artistic research and curatorial practices
“press to exit project space” in Skopje. She is a PhD-in-Practice
candidate at the Academy of Fine Arts Vienna. Ivanoska lives
and works in Skopje and Berlin. http://hristinaivanoska.com
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Jovana Karauli¢ /Staging the State: Cultural performanc-
es of Yugoslavism/ lecture

The lecture will delve into the exploration of ideological enact-
ments in Yugoslavia, drawing from the book “Cultural Performanc-
es of Yugoslavism”. The first part of the lecture will focus on how
ideology was actively performed and embedded within the fabric
of Yugoslav society. It will explore the ways cultural practices,
particularly mass events like the ‘slet’, served as a stage for the
state to translate its ideological narratives. These performanc-
es were carefully crafted instruments of statecraft, designed to
construct and reinforce a collective identity. Through the analysis
of these events, the lecture will reveal how public and cultural
policies shaped these visual and symbolic representations.

Moving into the second part, the lecture will dissect the organ-
isational aspects of these concepts and their role within the
broader ideological apparatus. By examining specific instanc-

es from different historical periods of Yugoslavia, including the
Kingdom of Yugoslavia and socialist Yugoslavia, the author will
illustrate how the ‘slets’ functioned as tools for building the
“imagined community” of Yugoslavia. These events not only mir-
rored the public policies of their respective eras but also actively
participated in shaping them. The lecture will shed light on how
the ‘slets’ were utilised to align the populace with the state’s vi-
sion, creating a dynamic interplay between performance, policy,
and identity.

In conclusion, this lecture aims to provide a comprehensive
understanding of the methods and organisational characteristics
of this unique form of cultural performances. It will highlight the
role these performances played in shaping Yugoslav identity and
foster a discussion on the symbolic meanings they carry in the
contemporary context. By unpacking the intricate relationship
between ideology, performance, and governance, the lecture
will offer new perspectives on the cultural politics and policies of
Yugoslavia and their lasting legacy.
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Jovana Karauli¢, PhD, is Assistant Professor at the Faculty of
Dramatic Arts, The Department for Management and Production
in Theatre, Radio and Culture. Jovana is a team member of the
Interactive Arts Laboratory, artistic research hub for new me-
dia and technologies at the Faculty of Dramatic Arts in Belgrade
(FDA). Jovana produced numerous independent theatre, film and
event projects and she is co-founder of the platform Green Art
Incubator. She has published articles in relevant journals and
conference proceedings and co-edited the international themat-
ic publication “Performing Arts Between Politics and Policies:
Implications and Challenges”, published by FDA Belgrade and
ADA from Zagreb. She is co-author of the publication: “How to
Build a Network and Why?”, published by Kooperativa Zagreb
and author of the book “Cultural Performances of Yugoslavism”
published by Clio and FDA.
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Marta Popivoda, in collaboration with Ana Vujanovié¢/
SURFACES THAT MATTER: Youth Day 1988 (2022)/ video
installation, 20 min., loop

The work was commissioned for the 59th October Salon
(Belgrade Biennale, 2022).

Featuring Sonja Vukicevi¢ and Ligia Lewis; cinematogra-
phy: Ivan Markovi¢; editing: Natasa Pantic

Archive: Youth Day celebration broadcast, 1988, Program
archive of T.V. Belgrade, Radio Television of Serbia

The two-channel video installation Surfaces that Matter (2022)
explores one of the last mass performances in socialist Yugo-
slavia—the 1988 Youth Day celebration. The work is a study for
a new film by Marta Popivoda and a continuation of long-term
artistic and theoretical research done in collaboration with the-
orist and dramaturge Ana Vujanovic into mass performances of
socialist ideology and its social choreography.

At the same time, bringing these historical performances into
the present invites us to self-reflect on how we, as citizens, act
as the audience of history. The mass performance we are exam-
ining was the final ‘slet’ for Youth Day, held at the Yugoslav Peo-
ple’s Army stadium in Belgrade on May 25, 1988. In many ways,



it was unique, because, in this mass performance, the socialist
social choreography of heterogeneous but united bodies disap-
peared right in front of the Yugoslav public. It was replaced with a
modern dance performance, with a single heroine, performed by
Sonja Vukicevi¢, a professional dancer. Her dramatic choreodrama
was performed in a dark stadium, illuminated by 4,500 torches
carried by ‘extras’. Virtuosic, strong, with flowing hair and bare
feet, Sonja has become a dance and a political symbol of person-
al liberation, in which one individualised social subject is clearly
distinguished from the anonymous dancing crowd.

But whose freedom is this? Who is it intended for? Who has and
who does not have the right to it? These are the questions that
Surfaces that Matter opens up through the relations between a

female body, dance, and ideology.

Marta Popivoda/ YUGOSLAVIA, HOW IDEOLOGY MOVED
OUR COLLECTIVE BODY (2013) / Serbia, France Germany,
film, 62 min.

The film deals with the question of how ideology performs it-
self in public space through mass performances. The author
collected and analysed film and video footage from the period
of Yugoslavia (1945 - 2000), focusing on state performances
(youth work actions, May Day parades, celebrations of Youth
Day, etc.) as well as counter-demonstrations (1968, student and
civic demonstrations in the 1990s, the October 5th revolution,
etc.). Going back through the images, the film traces how com-
munist ideology was gradually exhausted through the changing
relations between people, ideology, and the state. The film ends
at the doors of contemporary Serbian democracy and neoliber-
al capitalism, demanding that we reflect why citizens so easily
abandoned the ideas of socialist collectivism, brotherhood and
unity, workers rights, and free education, replacing them, firstly,
with nationalism and war, and then with a promise of freedom
and democracy which instead turned out to be individualism and
“wild” capitalism.

This research-based essay film is a very personal perspective

on the history of socialist Yugoslavia, its dramatic end, and its
recent transformation into a few democratic nation-states. My
experience of the dissolution of the state and today’s “wild”
capitalist reestablishment of the class system in Serbia are my
reasons for going back through the media images and tracing
the way one social system changed by performing itself in public
space. (Marta Popivoda)



N.B. The production of the film was a part of the two-year-long
research project Performance and the Public, carried out by Ana
Vujanovi¢, Bojana Cveji¢, and Marta Popivoda of the Belgrade
theoretical-artistic collective TkH [Walking Theory] at Les Labo-
ratoires d’Aubervilliers in Paris. Apart from the film, the research
resulted in the book Public Sphere by Performance by Bojana
Cveji¢ and Ana Vujanovic.

Directed by Marta Popivoda; Written by Ana Vujanovi¢, Marta
Popivoda; Edited by Natasa Damnjanovic¢; Executive Producer
Dragana Jovovi¢; Sound design Jakov Munizaba; Producers Marta
Popivoda, Alice Chauchat; Co-Producer Ann Carolin Renninger

Produced by TkH [Walking Theory], Belgrade; Les Laboratoires
d’Aubervilliers, Paris; Universitat der Kinste Berlin, Berlin; joon
film, Berlin

Marta Popivoda is a filmmaker, artist, and researcher living and
working between Belgrade and Berlin. The main concerns in her
work are the tensions between memory, history, and ideology,

as well as the relations between collective and individual bodies.
Popivoda approaches them from a feminist and queer perspec-
tive. In her recent work, she uses landscape dramaturgy, feminist
storytelling, and radical slowness principles to produce scenes of
(anti-fascist) memory. Her first feature documentary, Yugoslavia,
How Ideology Moved Our Collective Body, premiered at the 63rd
Berlinale and was later screened at numerous international film
festivals. The film is part of the permanent collection of MOMA
New York and is featured in “What Is Contemporary Art?”, MoMA's
online course about contemporary art from 1980 to the present.

Her second feature documentary, Landscapes of Resistance,
premiered in the Tiger Competition of the 50th International Film
Festival Rotterdam. It was presented at over fifty film festivals
worldwide and won around twenty awards.

Popivoda’s work has been featured in major art galleries, such as
Tate Modern London, MOMA New York, MAXXI Rome, M HKA Ant-
werp, Museum of Modern Art + MSUM Ljubljana, etc. She received
the prestigious Berlin Art Prize for visual arts from the Akademie
der Klnste Berlin. Popivoda recently presented newly commis-
sioned works at the “Matter of Art” Biennale in Prague, the 12th
Berlin Biennale, the Manifesta 14 Biennial, and the 59th Belgrade
Biennale. She is a member of the European Film Academy and a
fellow of the Berlin Artistic Research Programme 2024/25. She reg-
ularly teaches film at the University of Arts in Amsterdam.
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Klelija Zhivkovikj /Who Taught You How to Feel Good?
(2024)/ performance, 20 min.

We are social animals. Our mutual bonds are our evolutionary
and ecological imperative, a way for us to survive and become
alive, the core of our worldbuilding. But, the world we are build-
ing is unjust, violent and lonely. What in our relationships makes
it so?

In her work Uses of the Erotic Audre Lorde wrote that “in or-
der to perpetuate itself, every oppression must corrupt or dis-
tort those various sources of power within the culture of the
oppressed that can provide energy for change”. In this per-
formance, the focus is on shame as a powerful instrument for
numbing this energy. An affect that makes us feel like imposters
in aliveness. Internalised violence which serves as our cultural
and social coregulation. Means of social isolation and alienation.
Shame as punishment. Shame as transgenerational trauma.
Shame as tradition.

Beginning in the isolated, freeze state of shame, the author
follows pleasure as a direction out of that state and a language
through which aliveness speaks to her. Through a series of
monologues and bodily movements, the author keeps encoun-
tering the choice to become alive or deepen the isolation caused
by shame.

Klelija Zhivkovikj, born in 1989, is a transdisciplinary artist
based in Skopje, North Macedonia. Formally trained across sev-
eral design disciplines, her work is a theoretical, material and
experiential inquiry into boundaries, the physical, psychological,
emotional or spiritual barriers we construct to both help us know
ourselves as beings that occupy space, and provide an interface
for contact with our surroundings.

In 2021, Studio Private Print published her first artist book
“Prototyping Tenderness: A Personal Log of a Dying World”,
and hosted her first solo exhibition by the same name. She was
awarded the “Ladislav Barisic” award from AICA Macedonia

for her research proposal “Design for Resurgence” in 2022. In
2023 she received the “DENES” award for young visual artists
under 35. She has participated in several group exhibitions in
North Macedonia and internationally, including The Biennale of
the Western Balkans in Ioannina, “It’s Easier to Breathe Under-
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ground” in Skopje and The Biennial of Young Artists and “The
Event of a Thread: Global Narratives in Textile” at the Museum
of Contemporary Art - Skopje. She is currently developing her
next solo exhibition at the Multimedia Centre of the National
Gallery of North Macedonia “Mala Stanica”.
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Milica Raki¢ and Vladimir Bjelici¢/ Investigative Pro-
cedure: The File of a Yugoslav Woman (2024)/ perfor-
mance, 15-20 min.

Dimmed light, evidentiary material embodied by a sequence of
projections based on archival materials, but also the questioning
tone of the male subject directed towards the female, consti-
tute the recreation of a possible pseudo-historical event. The
self-proclaimed Yugoslav heroine, Comradess Rakic, is exposed
to public view in order to better understand her ideological
position, as well as a whole collection of observations related to
issues of wider social importance.

Inspired by the behaviour of socialist dissidents, media images
that coloured the social reality of the time, as well as the my-
thology of investigative procedures of state security, this perfor-
mance tries to raise current issues of historical revisionism and
chauvinism, but also the principled attitude towards the legacy
of anti-fascism in light of the general political hypocrisy that
characterises the region.

Investigative Procedure: The File of a Yugoslav Woman will be
presented in a hybrid form that combines the elements of a
television interview and a state security hearing. It is a new
production, i.e. a continuation of the multi-year collaboration
between artist Milica Raki¢ and art historian and performer Vlad-
imir Bjelici¢, which is characterised by the intersection of writing
about art, curation and performance.

Milica Raki¢ (1972) is a multimedia artist who thematizes the
influence of language and culture on the formation of identity
by interpreting ideological codes in historical and contemporary
contexts. She received her doctorate at the Faculty of Fine Arts
in Belgrade. She presented her works at thirty solo- and more
than four hundred group exhibitions in Serbia and the world
(Albania, United States of America, Bosnia and Herzegovina,
Bulgaria, Greece, Egypt, Iran, Italy, Indonesia, Japan, China,
Hungary, Macedonia, Mexico , Germany, Portugal, Romania,
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Russia, Slovenia, Turkey, France, Croatia, Montenegro, Spain).
She is a member of the Union of Communists of Yugoslavia and
the Association of Fine Artists of Serbia, with the status of an
independent artist.

Vladimir Bjelic¢i¢ (1983) is active in the field of independent cu-
ratorial and artistic practice. Basically, his work is based on the
research of the representation of corporeality in the digital age,
the translation of curatorial practice through performance, as
well as the articulation of ideas of collectivism and equality, and
the equal distribution of public goods in relation to the commu-
nication of different species (man and machine/man and plant).
Together with Senka Latinovi¢, he formed the post-curation for-
mation Vocal Curatorial Syndrome and is one of the founders of
the drag collective Ephemeral Confessions.
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Olja Grubi¢/ IKEBANA (2018) / performance, 10 min

The focus of the topic is the Woman. A body. A child. The future.
Hope. Nation. State.

The performance is the action of composing a vaginal still life: in
a style very similar to Courbet’s L'Origine du monde, the artist
presents her vagina, into which she slowly inserts one blade of
grass after another, one flower after another, to finally tie up this
interesting ikebana with a pretty bow.

All the classical stereotypes can be attributed to this perfor-
mance, stereotypes about female and male sexuality, the organ-
ic, the floral, the sensual, as well as hardcore erotica, the me-
dia, the pornographic. This is a representation of the world with
sexuality expressed in pussy style.

Olja Grubic¢ is a performer and visual artist. She works with
contemporary and engaged themes, in the field of various media
(performance, cabaret, video, installation, costume design, set
design). In her artistic work, she addresses themes that reflect
the primordiality of life, combining the basic functions, needs,
and instincts of life into visual images and seemingly simple
physical actions that shape a wide range of feelings and the so-
cial condition.
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Drazen Dragojevi¢ / Such as Partisans with Non /a per-
formance lecture

Decentering, decolonizing partisans. And queering, of course.
Three speculations for a ‘fourth world’. Queer partisans. Parti-
san queers. A non-alignment. And the rest is history. Or worse:
futurity. Or worse: methodology. Or worse: ontology. Or worse.
Such as Partisans with Non, a performance lecture, echoes Such
as Rhymes with Non, a performance essay by NAM Choreolab,
exploring stagings of non-alignment and non-aligned choreogra-
phy, dealing with the historical and personal lineages - ‘days of
future past’ - of the Non-Aligned Movement and its rejection of
Cold War bipolarity by challenging (neo)imperialism and (neo)
colonialism through an intersectional turn.

Drazen Dragojevi¢ works at the intersection Ljubljana and Berlin,
arts, theory and media, research, production, strategy, commu-
nication, performance and curation, books, television, museums,
stage, clubs and video. He has collaborated with institutions,
networks, individuals, festivals and initiatives, such as Nomad
Dance Academy, Janez Jansa, Maska, Tanzfabrik, Janez Jansa,
Made in China, En-Knap, Janez Jansa, Aksioma, ZRC SAZU. He
has been part of the ‘name readymade’ project by Janez Jansa,
Janez Jansa and Janez Jansa for over a decade, spanning perfor-
mance, visual and media art. He has joined NAM ChoreolLab (by
way of Nomad Dance Academy) as a researcher and performer,
exploring the lineages and concepts of non-alignment through
an intersectional turn, by way of theory, archive, history, prac-
tice and memory.

kkk

NAM ChoreolLab/ SUCH AS RHYMES WITH NON, Non does
not repeat. But it does rhyme. (2024)/performance

Conceived and created by NAM ChoreolLab, Such as Rhymes
with Non, through the form of a performance essay, explores
stagings of non-alignment and non-aligned choreography. NAM
ChoreolLab is a modular choreography research project, which
deals with the historical and personal lineages - ‘days of future
past’ — of the Non-Aligned Movement through an intersection-
al turn - intersection of body, race, gender, class, nation, by
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activating speculative verse, spectral video, disjointed dance,
choreographed conversation, dispositif of assembling, and an
archive of gestures for the future.

The Non-Aligned Movement was set up as a movement of Third
World states and Socialist Yugoslavia, rejecting the ‘double
blackmail’ of the Cold War bipolarity of the US/USSR, advocating
for an ‘alternative globalisation’ by challenging (neo)imperialism
and (neo)colonialism. Amid contemporary, intersecting crises,
struggles, critiques and breakdowns, NAM ChoreolLab asks:

Who or what is ‘non’? Who or what is ‘aligned’? Who or what is
‘bloc’? Who or what are non-aligned bodies, gestures, subjects?
Is ‘anti’ enough? Is ‘de’ enough? Who or what is under or be-
yond nation, state, movement? Is liberation enough? Is emanci-
pation enough? How to assemble as non-aligned? Is sovereignty
enough? Is agency enough?

NAM Choreolab is conceived and developed by the curatorial
team of the (Non) Aligned Movements project (2021) (by way of
Nomad Dance Academy): choreographers and performers Sonja
Pregrad (Croatia), Ana Dubljevi¢ (Serbia) and Viktorija Ilioska
(North Macedonia), along with independent researcher and per-
former Drazen Dragojevic¢ (Slovenia). They align at the intersec-
tion of (queer) feminist dramaturgies, contextualised somatic
practices, choreographic subjects, speculative and performative
theory, archive and memory, decolonial historicism and futur-
ism to re-assess — and re-align — non-alignment (along with the
‘singularity’ of Socialist Yugoslavia) for contemporary audiences,
polities, communities by way of choreography installation meets
intermedia archive meets essay performance.

Credits:

Concept and creation: NAM ChoreolLab (Sonja Pregrad, Ana Du-
bljevi¢, Viktorija Ilioska, Drazen Dragojevi¢)/ Dramaturgy: Ivana
Ivkovi¢/ Video and visuals: Thilo Garus/ Costume: Tea Kantoci/
Sound: Jasmin Mahmi¢/ Light: Tomislav Magleci¢/ Design: Marko
Damis

Print: Arskopija

Production: Objekt plesa / Object of dance/ Producer: Sonja Pre-
grad/ Assistant producer: Ivana Korpar

Coproduction: Museum of Contemporary Art Zagreb, Antisezona
24, Centre for Urban Culture Kino Siéka, Nomad Dance Acade-
my Slovenia, Lokomotiva — Centre for New Initiative in Arts and
Culture Skopje



Residential support: Dance Centre TALA / TALA PLE(j)S, Multi-
media Institute - MaMa Center for Culture at PeS¢enica KNAP

Financial support: City of Zagreb, Ministry of Culture and Media
of the Republic of Croatia

Ministry of Culture of the Republic of North Macedonia, Station
Service for Contemporary Dance (as part of the project Dance
On, Pass On, Dream On, funded by Creative Europe), Nomad
Dance Academy Slovenia and Lokomotiva- Centre for New Ini-
tiative in Arts and Culture (as part of the project (Non)Aligned
Movements, funded by Creative Europe);

For the support in the development of the project NAM Chore-
oLab thanks: Nomad Dance Academy and the project (Non)
Aligned Movements; Station Service for Contemporary Dance
and Kondenz Festival; Tanzfabrik Berlin and the Summer School
programme To Keep In Touch...; 35th Ljubljana Biennale of
Graphic Arts; Vierte Welt and Partisan Festival

Zavod Melar

Performance in Skopje, is performed as part of the Curated pro-
gram (Post)Yugoslav Legacies and Bodies: Performance, Critique
and Utopia and Performance Platform Festival (Lokomotiva) and
NAM project.
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