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Daneri, A. ‘Verica Kovacevska’ in: S. Boeri, et al., Jimmie Durham

Milano: Edizioni Charta, 2004

Book

Macedonia

Verica Kovacevska
Opening Night Audience

Aggirandosi tra il pubblico durante la
giornata inaugurale, l'artista ne descrive al
microfono (ma in cuffia) i movimenti, gli
atteggiamenti, 1 vestiti. Attuando un ribal-
tamento - chi guarda chi? - la performan-
ce € quasi invisibile. La radiocronaca regi-
stra gl avvenimenti, i commenti dell'arti-
sta sulle persone e restituisce un'immagi-

ne sonora dell'inaugurazione.

Moving through the public during the
opening, the artist (in headphones)
describes into a microphone their move-
ments, attitudes, clothing. Activating a
reversal—who’s looking at whom?—the
performance is almost invisible. The
broadcast records the events, the artist’s
comments on the people, and provides a
sonic image ol the opening.




Bocvarova, M. Verica Kovacevska: Ucenje da se sakas sebesi
Golemoto Staklo, 19/20, 2005-2006

Exhibition Review

Mapuka Gousaposa / Marika Bocvarova

Bepuua Kosauescka: Yuetwe aa ce cakaw ce6e cu / Verica Kovacevska: Learning to Love Myself
Fanepwja Ha MKL|, Cxonje, Hoemepu 2005

Ha HawaTa aKTyenHa cLeHa Bere 04aMHa OTCYCTBYBAAT NPOAKTH HA MNAAN YMETHHUM KOW OW ja Npegnasnkans BUCTUHCKATA BO36Y-
Aa. Ha camo 23 rogumv Bepuia Kosaueecka 3a/ ce68 UMa PEaNnavpaHo HeKOMNKY MHTePeCHM BUAESO NeprhopMAHCY KOW BO TEKOT Ha
2005, MMABME MOMHOCT [a M NPOCNeAUMe Ha HEKONKY MaHudecTaumy Bo Cronje w Benec. MocnegHuoT HejauH nepdopmanc eo
MKL, Ckonje ro u3sege co egeH cotbucTiuMpad npoecHoHaneH NPUWCTan, NOTCETYBAJKW HE HA BUTANHOCTA HA HalWaTta cueHa, Ha
oHaa Koja Gelle CBOJCTBEHA NPej ABE ASLEHWA KOTA BO MCTHOB NPOCTOR C2 NOJaBMja MUK KOW NPK KPEJOT HA OCYMAECETTUTE U BO
[eBefecaTTUTe ce NPOoIMNWPaa BO ABTOPH PEDEPEHTHN 33 CNYYYBAHATA BO MakegoHuja, Ha No4eToKOT Ha OBOj BeK 3abenaxysame
MOMEHTH KOW MOXAT 18 NPOM3BEAAT HOBM WMNYNCK, OCOBEHD CO NOJaBaTa Ha YMETHWUWTE KOM CE WKONYBaHU Ha aKagemuiTe Hag-
80p oA HawaTa 3emja. Kosasescka e npea Koja Ha YuueepautetoT [MnumyT Bo Excurep, Anrnuja, ro oaGpa 0AAen0T 3a BU3YenHl
YMETHOCTH €O TeaTap v nepdopmanc.

Cnope/ OHAa WTO KK F0 NPE3EHTHPALIE [OCETa MOXE A3 3aDenexume fleKa Taa yenewHo ri ancopoupana enemMeHTUTe Ha OBME NPAK-
THIKHM, OCOBEHO OHWE KOW Ce Hajfinucky Ao nepdopmancTe Ha MapwHa ABpamMoBuk v YNaj, Ha HUBHATA CUMBONUKA M PUTYANOT KEKD
FAABHK KOMNOHEHTH, Of] HEj3MHA CTPAHA CNOHTAHO MHKOPNOPMPaHW Bo 0BOj HacTan, CnyykaTa cé OfBWBALLE BO JaTEMHET CKpaTeH
FANeprUcKI NPOCTOP, @ BO Hea NOYYBCTBYBABME W OAPE/EHN MOLENK CBOJCTBEHM 33 NOCTMOAEPHUCTUHKATA NOMMKA, KAKO WTO CE CHM-
YNauMjaTa Ha DAHECYBAETO ¥ BOBEAYBArETO Ha Hapaumja. MpouscoT Ha EKNEeKTWHHO CNOjyBatbe Ha Pasnnyhiv NoBp3ysakka BO
napa: TO M OHECYBANETO M3rNEAa KAKO BHA MOHTAXA HA NOBANHEYHN CTPYKTYPHU CO NAPOAMUCKY ACNEKTH HA CYYBAFATA.
TUAMYHO 33 Hea e roBOpOT BO NPEC NWLUE, BO CMUCNA HA NOBTOPYBAaMETO Ha (Ipasw (Ha NPUMEp BO YeTUpPUTE BUACO NepdopMaHcH
oa 2003.: Mopam 4a 6ugam cepuosxa, Mopam ga Gugam sucta, Mopam ga Gugam ybasa u Mopawm pa Grgam cpeKkHa) WTo Hajek-
CNWLMTHO e 0APasM Bo 0B0j NeptbopMaHe, HapedeH Yueme ga ce cakaw cebe oM. BO HEro Taa Kako yMETHUK & aKTep, axKTep e Bo
AejCTEYRAMETO 1 BO OPraHKaaUra Ha aKUMKTE. MIHAKY NPY NPBMOT KOHTAKT CO 0BA JENo WTO & W CErMEHT 04 KOMNNEKCHUOT NPOBKT,
W3rNeAa KaKo NOCTABKA O NeT UPHO-BeNi AUrMTanHK (hOTOrPACHMM BMETHATY BO OCBET/IEHM KYTUX, HA KOW € OCTBAPEH AWJANoroT Ha
ABE NMLA (HEj3MHW NOPTPETK) WTO UCTO TaKa anyAupa Ha AWjanor co CONCTBEHOTO Jac. BeywwHoeT, HejanHaTa nagja e Bo efeH Takos
npoyec Aa ro NPeAW3BMKA NUYHWOT KOHIDNWKT, Kako concTeeHa pednexcuja, Kako cebe npudhak , cebe Mf we. Toa ro
[OCTUrHYBA CO HAJPa3NU4HATE FeCTOBM Ha NMUETO, NPeAN3BUKAHN O/ CIOMEHATMTE NOPUBN, HO W KAKO PEaKumja, OAHOCHO opGerHy-
BAMLE HA MY THNNAUMPA-E HA MAGHTUUHK FNETKW. BTOPUOT CErmMenT & 38yKoT KojwTo Gelwe NPOU3BEASH CO KPILeHEe HA CTAKND, 8HAap-
FUYHO TPONae Ha SW0BMTE (NAHOATA), KaKo W HAJPa3NUUHUTE KDWLM WTO Taa rv NpOW3BE/YBALIE Ha NMUE MECTO, @ Ha MOMEHTH 1
fojaBaTa Ha paKaTa Wi HEj3MHOTD NULE HU3 MANWTE OTEOPK 40 NOAOT, CO LEN 43 NPEAW3BNKA U PYTa IUMEH3W]E Ha HUBO HA WOKK-
parbe Ha nyGnukata. CeTo oBa 6ewe BO (hyHKUM]A HA KOHLENTOT HA BUCTUHCKO BOBEAYBAH:E U KOMNNETUPErE HA [IOXMBYRAIATO.
MNpoexToT cropes KoBavescka € HACOYEH KOH NOTEHLMPa:E HA HExon BONKK, KOW Ce NPOM3NEe3eHH 0f COCTOIOUTE BO ONWTECTROTO,
0 HOPMUTE WTO TOA WM 1 HameTHyBa. Ho, NPeTNocTasyBaM Aeka Taa He @ AOBDIHO CHECHa Jeka Bo 0BOj NepdopManc noeeke ja
[AOKMBEABME NOSHTMBHATA EHEPIVW]a, HEJ3MHUOT CTENEH HA MOK KOJITO HE Camo NPEKY HMHOT Ha NPSANIBUKAHUTE JBYLM, TYKY U Npeky
HEj3MHMOT CONCTBEH NWK HA NPediMHeT Ha4wH ja TpaHcthepupa oBaa eHeprija. Taa ecTeTCKATa KOMNEMEHTAPHOCT ja NPeTeopM BO
enaMeHT HA WIpa.

b & C N

Bepuia Kosausscka: Yuere Aa ce cakaw cebe cu, oTo aetan / Verica Kovacevska, Leaming to Love Myself, photo fragment




Cankulovska-Mihajlovska, M. Proekt ONA 3
Art Republika, 6, 2006

Exhibition Review

Maja HaHkynoscka- MIXAJINTOBCKA

[MpoexkT OHA 3 )

A

Y
MOBEKECIOJHOCTA HA MPOEKTOT OHA 3 HA ) £
MIMTAOATA YVMETHMHKA BEPVLA KOBAYYEBCKA, @ T\F

M3BEOEH HA 21 1 22. @EBPYARPV BO KVYITVYP-
HVOT LIEHTAP TO4YKA, CKOIMNJE, E BEOHALL BO-
OHYIBA TMPEKY CAMKMOT HAYHMH HA V3BEOBA.
KOHUEMTOT CE COCTOELLE OO OBE A3V HA
PEATTMSALIMJA, MOOENEHY BO AOBA OEHA, KOW
FEHEPATHO MO>XXAT OA CE OEDVIHNPAAT MPEKY
OOPEOHVILIATA TMEPOOPMAHC - MPBATA MA3A
BELLUE MPESEHTALKMJA HA KPATKK BWOEO MEP-
DOPMAHCIK, A BTOPATA MO CTABA AKLIEHTOT HA
YHECTBOTO HA MYBEIVIKATA BO PEATNMM3ALIMJATA
HA OEMNOTO.

PBMOT gen o ﬂpoeKTOT NPETCTaBYBA NPOEKUU-

ja BO ranepmcku-NpocTop Ha 7 KPaTku BUAEO

nepgpOpPMaHCH, CUTE PEanU3UPaHK BO TEKOT

1a 2003 v 2004 roguta so Anravia (Copy Cat,
2003; | Must Be, 2003; The Smile, 2004; Food Forcing,
2003; My Daddy Makes Me Sad, 2003; Rob’s Four Ways
of Using a Rope, 2003; Different Ways of Using a Fork,
2003). MoronemuoT aen Ha oBME BMAEO NEPGOPMAHCH
AOCera He ce NPUMKAXyBAHK Kaj HAC.

Bupeo sanucuTe rv kapakTepusMpa eaHoCcTasHoC-
Ta M ynotpebara Ha eaeH KOAAp M BO CBOJATA OCHOBA
bYHKUMOHMPAAT KOKO AOKYMEHT HO NEePdOPMAHC M3se-
aex 6es npucycteo Ha nybnuka. Bo gen op osue Tene-
CHMU ﬂep¢0pMOHCV‘ FMAaeeH-M3BEAYBAY € CaMATAa ABTOPKA
KDIC € HOCUTEN U HA KOHUEeNTOoT. ABTODKOTG KOPHCTHU KO-
peorpadupaHi ABMXEHA, ENEMEHTH HO NOBTOPYBARE U
TEKCT 30 Aa NPUKA3kKE, Na AYPHU M AA MCMEe OpeaeHH noja-
BM - LUEMM HO OAHECYBALE (HAJYECTO M3HACMNEHO OAHECY-
Bare); 3noynotpeba (aomuHauuia Bp3 nyfeto); wmnm
ynotpeba (kpeatusHocT). Bo cute nena Ha wro nogyxo-
BUT W NpeHacuneH HAa4yuvH aa ﬂpMKO)K\/BGQT oppeneHn
XUBOTHH CMTYGLU/IVI, NP WTO HUBHOTO NPETCTABYBAHE A0~
61Ba AMMEH3UK Ha ancypaHu cuTyaumru. [lepdopmatue-
HUTE enemeHTU kou v kopuctn Kosauescka u HauMHOT
HQ KOj {0 HOCOYYBQ COMNCTBEHATA eHepryja ce BAMcku Ha
akuuuTe Ha Boan-apToT M pedepupaaT Ha OApPeAeHH aB-
Topu (M.AGpamosuk) e penysarse ce 3aCHOBA HA MC-
nuTyBAE HA ¢H3HHKOT0 H NCHUXHMYHKATC M3OPXNHMBOCT HA
YOBEKOBOTO TeNno.

Monpeumaro, Kosayescka ro cTasa QKUEHTOT HA
npoektor OHA 3 Ha BTOpHOT aen, B koj Nybn1kata uma
UEHTPANHO MECTO, W CE COCTOELLE Of MPE3eHTUPAHE Ha
$HOTO-NOKYMEHTALM|O O HOCTAHOT KOj WTO Ce OABMBALLE
NPETXOAHATA BeYep, OAHOCHO AOKYMEHTALM|A 30 CEKOj
nocetuten opmenHo. Bo cnyuajos, npeata sevep Ha



aufeo nepdopmancu Belwe NyLMAHO OCMUCNEHD
KOKO ,MOMEG” MNK NPOBOKAUMIQ 30 peandiauuMia
HO AEN0 BO KOj HOCEYKA yNora uma camara nys
nuka. Npw ToQ, HECBECHM 30 OHA WTO CE CNy4yBa
AOAEKQ MM CNEAaT NPOEKUMWTE, NOCETUTENHTE
CTOHYBOAT AEN OA WIPaTa KOja CaMMTE HMB W
MPETBOPA BO YMETHUUKA KPeaumja.

OBOj NPOEKT Ce HOROBP3YBA HA [OBHWUTE
aKuMu ¥ nephopMaHcK Kou HajuecTo rm paboru
Kosauescka (McTHTe ru pokymeHTHpa co gotorpa-
buja, BUREO M/MNK TEKCT) M NPETCTaBYBA AUPEeKT-
Ho npononkenue va cepujanotr Opening Night
Audience, uasenen so 2004 ropuHa so Komo v
Opening Night Audience 2, wasenen so 2005 ro-
avka Bo Munaro, Mranuja. OHA 3 npetcrasyea
KOMANETUPAHEe HO O0BaA cepuja nepdopmaHcH
MPH WTO CEKO| HOCTAH € M3BEEH W AOKYMEHTH-
pau Ha nounakos HauwH. Bo Opening Night Au-
dience QKUMaTa Ce OABMBA KOKO ,neannnna”nep-
GOPMOHC KOAE OBTOPKATA Ce ABMXM nomery
nyreTo, Npeky MMKPOGOH 0 ONUIIYBA W CHUMO
$MIMMKMOT MArNEA HO CEKO| NOCETUTEN K HEroBa-
T0/HejaMHaTa peakuMia Ha WINoKEeHWTe gena, a
IBYYHOTA AOKYMEHTOUM|G € NYyWTeHa ChefHMoT
nen. Bo Opening Night Audience 2 asajua maxu
HO BNE30T OA MaNepHjaTa 3emaaT NOAATOUM Of
CeKoj NoCeTMTEN (AONKMHA, WHPHHT 1 rONemmMHa)
1 ume [NoHeKoral NOCETHUTENoT ce MPeTcTasy-
pa noxHol| KoM Ce BNMLLYBAAT HA KAPTHYKK 30
MAEHTMDMKOUMIO WTO NOCETUTENUTE Ce AOMKHM
[0 MM HOCOT 3Q BPEME HA HWMBHATO noceTa, a
HOPEAHMOT IEH CUTE KAPTWYKM CE NOCTABEHM
HO SHAOT HA FANEPM{aTa BO BUA HO NUCMEHA A0-
KYMEHTOUMIO Of BEYEPTA HO OTBORARETO HO
wanoxbora. lNpexy obesbepysarbe HO NUCme-
Ha/pOTo AOKYMEHTOLM|Q OfI BEYEPTA HA OTBOPO-
eTo Ha ManoxBaTa, Koja e NOCTaBEHA HA SHOOT
0f ranepuiaTa, Cexoj NOCETHTEN ro KPEHPA YMeT-
HHYKOTO ABNO, OfIHOCHO CTAHYBA YMETHHYKO fe-
no.

3o Bepuua Kosauescka nybaukata umo
KOHKPETHO M HEONXOAHA YNOra B0 KPEMpaHeTo
HO AenoTo W 30700 d}oxycm ro Npedacoqysa
koH nyfeto Be3a koM ymeTHocTa He Bu moxena
pa nocron. Camata uaeja ce TeMenu Bp3 AedmH-
UUM{ETO KMBOT W YMETHOCT, OHOCHO MPUHUMNNATE
HO KOMYHMKOUM|O CO WITO C&8 AONHPa W couMjan-
HHOT OCNEKT, OAHOCHO BPCKATA HAO YMETHOCTA CO
CEKOJIHEBHETO, O BO MCTO Bpeme & Bnucka 1 co
OAPEAEHH ENEMEHTH HO ECTETHKATA HO PeUenUM-
jaTa BO KOjQ €& NOTEHUMPA KOMNNEKCHMOT OfHOC
QBTOR-AEno-NYBNMKG, NOKOHKPETHO CNOXEHOCTA
Ha denomeHoT nybnuka. Mako npoexror e pean-
nanpaH 8O naptHepcTeo co nybnukara, cenak,
80 0BOj Cyuaj, NyBNMKATA KAKO HOCKHTEN Ha ae-
NOTO OCTOHYBO ,HECBECHU 30 CNYYYBAHETO Ce
00 KOHEYHHOT Pe3ynTaT Ha AenoTo.

[peky MEHYBAHETO HO YNOraTa HA OBTO-
pot v nybnukaTa, koja BO CNYYOj0B MO KPEeWpa
penoto, Konauencka ykaxysa Ha noseke npob-
NeMH KOW BO NOCNEAHO Bpeme Ce ,De-0KTYenniu-
paar” kaj HaC Npeky NoBeke NPOEKTH, O Ce OAHEe-
CYBQAT HO TPETMOHOT HO YMETHOCTO O CTRPAHO
HO [1\.’6|MKOTU BOONWTO M HO OOHOCOT JQBTOPR
-YMETHWUKO Aeno-uHCTMTyumu-nyBnuka. Opyruor
acnekT of HejawHata pabota, koj ce oaHecyea
HO MCTPAXYBAH:G 30 NOBP3QHOCTO HO OnWTeC-
TEOTO M MHAMBMAYATQ, MM OCTABA OTBOPEHK NpPa-
warata: [any yMeTHOCTa MOXe AQ Ce CBEAe HA
urpa? Konky e nyBamMkaTa y4eCHUK, Q HE CaMO HO-
Breyaysay BO eAHO pENno?

Opening night audience 3

My6nuka oa oTBOparbeTo Ha M3noxbara 3

KyntypeH uextap TOHKA

#59 Nocemwrenn §60/61 Nocerwan §#62

21.02.2006




Nedelkovska, L. Cataclysm and Creativity: Art in an Age of Uncertainty
Skopje: Museum of Contemporary Art, 2008
Exhibition Catalogue

52 action that was a segment of my childhood.” The action - throwing a considerable guantity of
glass in the largest and most beautiful hall in the School Mediatheque (at the High School of
Fine Arts in Paris) was meant to “show the tension of taking the control in your own hands.” The
statement / can do it is a statement of a subject fully aware of the void space where the desires
of the other are written into and articulated: conventions, rules, norms, prohibitions. Like in a
broken mirror, we can discern the impossible places of the desired fulfillment.

Verica Kovacevska in her work 9" of July 2005 - Suturday (part of the project Everyday Art, the
Art of the Everyday), conceived as a fragment of a personal diary, presents her nightmares, her
considerations and fears in the way of a contemporary manager-storyteller, seller of dreams
and fictions (card in a plastic brochure box, as an advertising flyer): if today everything functions
as a commercial, if everything is structured as a commercial, then one of the possible ways to
point to the hidden mechanisms which steal the values and intensities of our lives and replace
them with simulations and pictures is to play with their effects, showing that we doubt them. The
works of Metodi Angelov also play with the effects of the advertised values and meanings. In his
Smoker he deconstructs the representations, the signs of the object made for consumers’ use
and ridicules and intensifies our thirst for consuming to absurdness: the meaningless object as
the dark object of our desires.

And finally, the work Oh! by the group OPA tempts us to ask: is this how the contemporary
angels-managers of history look like? They look like if they want to distance from something that
fascinates them. Their eyes are staring, their mouths are open and their “wings” resting. Their
faces are neither towards the past nor towards the future, but towards the present...

Ljiliana Nedefkovska




Stehr, S. re.act.feminism - performance art of the 1960‘s and 70‘s today
Berlin: Artpress - Ute Wingarten, 2008

Press Announcement

ARTPRESS

UTE WEINGARTEN

Press Release

re.act.feminism — performance art of the 1960’s & 70’s today
Exhibition — Video Archive — Live Performances — Conference o= E E

13 December 2008 — 8 February 2009 TH t

Akademie der Kiinste, Berlin
Hanseatenweg 10, 10557 Berlin, Germany

A project by cross links e. V., curated by Bettina Knaup and Beatrice
E. Stammer. In partnership with Akademie der Kiinste, Berlin;
supported by Hauptstadtkulturfonds, Schering Stiftung and
Bundeszentrale fur politische Bildung.

The international performance project re.act.feminism provides an
exemplary overview of gender-critical performance art of the 1960s
and 1970s and its current ‘return’ in form of appropriations, re-
enactments and archival or documentary projects.

Lilibeth Guenca: A void, Ps(tmrr;m. 2007
The exhibition features photographs, objects, texts, videos, drawings Kirkhoft, Gallary. Copanhagen
and installations by 25 international artists of different generations. © b Guonch / VG Bi-Kunst, Bonn 2008
Both renowned and overlooked positions of early performance art will
be presented next to contemporary reconsiderations of this genre. A selected number of younger

artists will show works referring to early feminist performance art that critically actualize its potentials.

An extensive video archive with more than 80 video-performances and performance documents is an
integral element of the exhibition. Visitors can view videos on demand, as well as in a curated series
of films. This unique collection for the first time provides a wide-ranging overview of feminist
performance art then and now.

A live performance program in January 2009 will feature ‘re-dos’ of earlier performances by the
same artists as well as direct and indirect appropriations by others. A conference and series of public
talks between performers of different generations will round up the program with theoretical reflections
and personal insights.

In the 1960s and 1970s performance art was the prime medium focusing on the female body beyond
its deformation and objectification in mainstream culture. It allowed for the exploration, deconstruction
and transgression of (female) identities and offered a field for collective and political action.

The aim of the curators of this exhibition is to feature in an exemplary manner the rich, complex and
diverse feminist performative practices of the 1960s and 1970s, which are often reduced to an
Jdlternative canon”. Thus, Bettina Knaup and Beatrice E. Stammer searched public and private
archives and chose photographs, films and other documents, which amply prove how daring,
innovative and visionary the first generation of performance artists acted internationally, both in
Western and — beyond the Iron Curtain — in Eastern Europe, including the GDR. Rather than having
an exclusively retrospective character, the project emphasizes the complex connections and
resonances between this history and a contemporary performance art.

Exhibition: ca. 25 artists, including:

Orshi Drozdik (H), Esther Ferrer (E), Sanja Ivekovic (HR), Verena Kyselka (D/ former GDR),
Suzanne Lacy and Leslie Labowitz (USA), Nicola L (FR), Babette Mangolte (USA), Marta Minujin
(ARG), Lorraine O’ Grady (USA), Yoko Ono (JAP/USA, thc), Tanja Ostojic (SRB/D), Ewa Partum
(PL/D}), Ulrike Rosenbach (D), Adrian Piper (USA), VALIE EXPORT (A), Stefanie Seibold (D),
Gabi Stotzer (D/ former GDR), Martha Wilson (USA).

Video Archive: ca. 80 films, including:

Marina Abramovic (SRB/NL), Helena Almeida (PT), Renate Bertimann (A), Yingmei
Duan (CN/D), Simone Forti (IT/USA), Kate Gilmore (USA), Rebecca Horn (D), Joan
Jonas (USA), Klonaris/Thomadaki (GR/F), Verica Kovacevska (MK/UK), Evelina
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Kovylina (RU), Christina Kubisch {D), Nathalia LL (PL), Ana Mendista (CL)}, Fina
Miralles {CS), Charlotte Moorman (USA), Gina Pane (F), Martha Rosler (LISA), Cornelia
Schleime (D), Nil Yalter {TR/F).

Live Performancas: ca. 10 artists, ineluding:

Colette (USA), Lilibeth Cuenca (DK), Sanja Ivekovic und Sonja Pregrad (HR), Boryana
Rossa (BG), Andrea Saemann (CH), Carolee Schneemann (USA), Comelia Sollfrank
{0}, Faith Wilding (USA).

Contact/Public Relations:

arpress — Ute Weingarien
Tampelhofer Ufer 17, 10963 Berlin
Tal.: +49-30-21961843

Fax: +48-30-218681847
artpress@uteweingarten.de

www . arlpress-uleweingarien.de

Press work:
Sara Slehr (slehr.arlpress@uleweingarlen.de)

Public relations:
Sabine Wimme! (wimmel.arlpress@utewsingaten . de)
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Maija Yankynoscka Muxajnoscka:

Bepmua KOBAYEBC

Maja Cankulovska Mihajlovska:

erica KO

YMeTHHUKATA akTHBHOCT Ha Bepuua

Kosauescka (p. 1982 po Cronje, aunaomupa 2004
Ha yHueepsureror [numyr o Exkenrep, Benunka

Bpuranuja, Opaen sa BU3YeIHH YMETHOCTH €O
Teartap u nepgopmanc: u Maructpupa 2007 na
yunsepantetor KemGpui, Bennka Bpurannja,

Onnen 3a yMeTHOCT 1 0OpA30BAHNE ), TOUYHVEA CO

KpaTKHTe BHAeonepdopMancH HIH BPaHUTE
nenar: Copy Cat; | Must Be...; Food Forcing: My

Daddy Makes Me Sad; Robs Four Ways of Using a

Rope; Different Ways of Using a Fork (cute

nzpabortenn Bo 2003) u The Smile (2004), Kon Ha

CATHPHYCH HAYHH HCTPAAYBAAT JIMYUHH M COLH-

jaJ’IHH Npallaid, KAKO H M(‘.'[-'y'lUBt‘f']KH PeIaLHH
Ha [P, MasK-KCHa, poauTen-agere. Bupeoszanucure

cleaT ejHocTaBHa ynorpeda Ha eleH Kanap,
KaKO JIOKYMeHT Ha nephopManc nisejien des

I'IyﬁJ'IHKIL I'napen HIBEIYRAY € CaMaTa anTopKa,
KOja KOPHCTH KopeorpatpupaHu JIBHKEhA, ele-
MEHTH HA NOBTOPYRALE H TEKCT 34 JIa NMPHKAXKE 0
JIABHCMEE OJIPEfICHH IEMH Ha H3HACHIIEHO OJIHE-

CyBame, 30yNoTpeda, ancypiHi YOBCUKH

curyauun, [lepthopmaTuBHUTE EIEMEHTH WITO I'H
kopucTn KoBaucBcKa BO HABCICHUTE BH/ICA. KAKO

1 BO NOAOUHEKHATA n3noxoa/nephopmane

Yuere 0a ce cakau ceGecu 1 HA'TMHOT HA Koj ja
HACOUYBa CBOjaTa eHepruja ce GIMCKH Ha aKIH-

ure Ha OopuaproT U pedepupaat Ha Ofipe/ieH

asTopu/kn (M. AGpamMoBHK) uHe JiejCTBYBalLe ce

JACHOBA BRI HCMHTYBAHLES Ha th}l.'il{‘IKﬂTﬂ H

TCHXHYKATA HITPAITHBOCT HA YORCKOROTO TCIO.
I‘Ipﬂcycrsom Ha KoBaucBcKa Ha HaliaTa JTHKOB-

HA CIEHA CTAHYBA 3a0e1ekKINBO CO HEJ3IMHATA

caMocTojHa ninoxGa/nepdopmanc Yuerse da ce

caraw cedecu (Learning to Love Me, 2005,
Mnagunckn Kyntypen uenrtap, Cronje). Osoj

MOBCKCCNIOCH HACTAH CE COCTOCLIE Off NeT HpHO-

Genn dororpahum BO CBETICUKH KYTHH,

VACEVSK/

1=

NOCTABEHH BO alanThpan (CKpaTeH) ralepuckn
npocTop M nephopMatc ITo aBTOPKaTa r'o H3se-
AYBALLE BO 3a[HHHA, HOTOUHO BO 3aTBOPEH NpoC-
TOp 3aj1 nanoara. Co CBOMTE IBOjHH NOPTPETH Ha
thororpachuuTe aRTOPKATa “anmyaupa Ha ujanor
co concTrerHoTo Jac® (M NpUKakyRa efled nponec
na ceGenpucpakare, Kako u npucpakaibe na
MOMEHTAJIHATA JIHYHA COCT0jDA), KOj e CHM-
BONTHYHO WIYCTPHPAH CO EEMEHTHTE Ha Nep-
(POPMAHCOT KAKO KPLICHE CTAKIIO, KPHIH,
Tponakwe 1 1., KOH ' NPHAPYXKYBaa
tpororpacpuure. [epopmarcoT npeanssuka
BIIOKHPae Ha NyOAMKATAr HIH, KAKO WTO
sabenexysa M. bousaposa BO CBOJOT OCBPT 3a
nanoxOara, “cero osa Oewe Bo pyHKHja Ha
KOHUENTOT Hd BUCTHHCKO BOBEAYBAILE H KOMILIE-
MEHTHPAILE Ha IOAKHBYBALETO .
HerpaxypameTo Ha JaBHHOT APOCTOP W HHTEPAK-
uujaTa co NyOIMKATA HMAAT KJIYYHA YI0Tra BO
peannianujata Ha enata go nepuopor 2004-
2005. Bo HUB NOBTOPHO ¢ HCKOPUCTEHA TOTHKATA
HA HCTPAKYBAE HA MCIYUOBCUKHTE Pelalum,
KaKO Ha np. so KpyZod (The Circle, 2004,
pasauyuHu rpagosn Bo Benunka Bpuranuja). npu
wro reMa e (cede)orylryBameTo, H3oaaunjara u
unrerpaunjata. Mpoejara npopomkysa so Without
This We Would ¥ Have Had This Conversation (2004,
ennouneenen nepgopmanc, Excnrep, Benunka
Gpuranuja), npu wro Kosauencka, co Konop-
thoToKONMMja OJl HejIMHATA HMHIPAIIHCKA BH3A 3a
Benuka Bpuranuja 3akaueHa 0KOIy BpaToT noT-
THKHYBA IMjasior 32 BU3HATA MONUTHKA HA OBAa
3eMja M 3a cRecTa 3a eDeKTOT HITO TO MPein3-
BHKYBA OBO] JOKYMCHT BO JKMBOTOT Ha JYFeTO
(ocoGeno onue o 3anajged bankaun). O 0Boj
nepuon ¢ U The Phone Box Project (2003-2004),
cepuja nepdopMatcn/jaBHi aKIUH HIBCICHH BO
noBeke ropopHuuy Bo rpapor Ekcurep, npouec

r o E T E E
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Bepuna Kosauescka, Cilivare Gp.4, 2008, KemGpuy, Beanka Bpurannja, nornen on wineskbara, qroro: Roman Richers /
Verica Kovacevskn, Studio No. 4, 2008, Cambridge, UK, view from the exhibition, photo: Roman Richers

JIOKYMCHTHPaH BO KPaTOK (PHIIM KOj TOBOPH 34
KenGara  HANOPOT HA ABTOPOT 33 BKIYUYBake
Ha JABHOCTA BO CBOMTE [Ie]1a U NpobaeMuTe co
KOM ¢ COOMYBa [IPH TOA (NPHKaXaHo Ha rpyna-
Ta wanoxkda ¥Yueinocui ceza!l, 2005, MCY
Ckonje).

Ynorara Ha nybIMKaTa BO KPEHUPAHETO HA YMET-
HUYKOTO JIC/I0 ¢ 0COOCHO IOTCHIpPaHa BO Cepy-
janot Hybauka 0o oltisopareiiio Ha usaoxoaita
win OHA (Opening Night Audience, 2004,
lanepuja ex-Ticosa, Komo, Hranuja; Opening
Night Audience 2, 2005, I'anepuja Careof, Munano,
Hranuja: Opening Night Audience 3, 2006,
Kyarypen uenrap “Touka”, Cronje). Cekoj
HacTan ofi cepujanotr QOHA e paznuuno nisefien
W IOKYMEHTHPAH HA NoceDeH HAMIH,
JeonnesnnoT Hactan OHA 3 (Bo Koj, Kako mito
VKaKYBA CaMHOT HACTOB, MYOIHKATA HMA [EH-
TPAIHO MECTO) CC COCTOM OJf TIPE3CHTHPAE Ha
hOTOROKYMEHTALIM]A 33 CEKO] MOCETHTE OJ1eN-
HO O]] HACTAHOT LITO €€ OJIBUBALIE NPETXOIHATA
seuep. [Mperxopuarta Beuep na sujeonepdop-
MaHcH Oellle nyUMaHO cMHCcIeHa “MaMka™, a
MOCEeTHTENTNTE, HECRECHH 3a TOA IITO ce CIyUYRa
MOfIeKA IH CAeIaT NPOeKIHHTE, CTAHYBAAT JIeN Off
HrpaTa T caMHTe HHB TH NIPETBOPA BO YMeT-
HHYKa Kpeatmja.

O B e =

Bo nenara on nepuogot 2006-2008 kako
Cerojonesna yMEUHOCIH, YMEMIHOCTIA HA CEKOJ0-
nesueitio n Ciuyouo 6p.4 (Studio No. 4, 2008,
KemOpuu., Bennka Bpuranuja), asropkara ja
pasrie/lyBsa U ja aHaJu3upa ceojara asToOu-
orpachuja. Munimjanen eneMenT Ha NpoekToT
Cexojoneana yMefHOCH, yMeMiHOCTiG Ha CeKoj-
Onesueliio ce iBETE KIYYHM Mpaliama: daau
CEKOJOHEBUETIO ¢ KOHITTUHYUPaH YMeTinuY Ky fep-
opmanc 1 daau ymelinocilia moxce 0a bude eona
PYRUHCKA U OUCHUIAUHUPANA CeKOJOHCEH
AKIHUEHOCTE, KOW CH TH OCTABYBA dBTOPKATA, A
KOH ja MCTPAXKYBaaT MOBP3aHOCTA MOMery KHBO-
TOT U YMETHOCTE. Bo {)B(!j EMHOTOHINICH NMPOCKT,
CO OJIHATIPE]T TPEIBHIEHO BPEMETPacHe
(3anoyvnat Ha 03.01. 2005 u 3aspiien Ha 03.01.
2006), aBTOpKaTa CCKOj ACH AUCIHIUTHHHPAHO,
HanaTH JypH M ONCECHBHO, 3a0eeKyBa WTo ce
CIYHMHIIO BO TCKOT Ha JAJICHHOT KaJCHAapcKH JIcH
M KOM CE HEJ3HHTE PA3MUCIIYBAbA 34 PAsINIHH
CHTYALMH OfI CBOJOT JKHBOT - OJI AIUTHIHPAILE 32
apr-thecTunan, Gapame padoTa, NaTyBama,
pPasMHCIYBalha OKOJY CEHUTE Iena, TUCKYTH-
pame 3a HAIATa YMETHHYKA ClleHa, MICIIeme 3a
AKTYETHH €r3HCTEHII]ATHI 1 TOTHTHYKH TEMH
BO CBCTOT, 10 JINYHH CCKOJJIHCBHH BPHTYAJIHT H
HajOOM'THN AKTHBHOCTH KaKO Jaicihe, ClHEHme,
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raefame reaesusnja. Punasen NpousBoL 01 0BOJ’

eIHOTOHIIEH nephOpPMAaHC ce BKYITHO 365
KapTHUKH co TekeT n choTorpacmu (on/3a cexoj
JIEH O TOtHHATA) - 3065 HHTHMHN hparMeHTH
LITO T CHIOJCTH CO NYOIHKATa Ha 22 cenTeMBpH
2006 o MCY, Ckonje, npu mto 8o nepthopman-
COT KAKO aKT Ha CTIOJICYBAE JABHOTO CTAHYRA
HPHBATHO 1 00PATHO.

[Mpoexror Cltyouo op.4 ¢ Gasupad Bp3 asTo0OH-
(ll‘p?llilL‘KH HCKVOTHEA HW3PASCHH BO (I)()I)Mil HA rosje-
Ma aMOHENTATHA HHCTANAUM]A BO HEJ3HHOTO CTY-
o o Kemopui, Benuka Bpurannja. Orpomen
Opoj 300poBH (Ha MAKEIOHCKN W HA AHTTTHCKH
JA3MK) HCMHULIAHK BP3 SHIOBHTE HA CTYHOTO,
H3MCTYBAAT OJL C/IHN SHITHU IeTanu (eNeKTPHUKH
NPHKJIYUOLM, ICBKH, HHTCPHET- KOHCKIja) 1
HCUE3HYBAAT BO APYIH (IYIIKH, LWAJKH, AJ1apM 32
nozkap). 300posuTe, H30paHN CrIOpe] OAPEICHN
OykBH Ha abeuepara (B, M, D, 5, L. . H, A),
pedhepupaaT Ha PasIHYHA NOTIABjA Ofl KUBOTOT
Ha YMETHUKOT H (hOPMHPAAT OPraHckn hopmu
WITO TO TPAHC(POPMUPAAT CTYAHOTO BO JTHYEH
NPOCTOP HCMOMHET CO MUCTH K ceKapatba. Cekoj
071 300pOBUTE ¢ BHUMATETHO H30paH M OTCINKY-
Ba ocobeHa apToOHorpadera coctojia, Ha WTO
VE@KYBAAT M HUBHATA FOJEMHHA, KOMOUHalmMja 1
KOHTEKCT W ¢ NPHIIPYKEH €O 3BYK (r1acoT Ha
ABTOPKATA 1WITO TH H3roBapa nerure 300posm ).
3a apTopKaTa MPOUECOT HA UCIHINYBAILE Ha
300PORUTE € BHJL TEPANIERTCKO MATYRALE,
JABPIIYBAE CO MUHATOTO W NPETPHYBaE HA
WIHWHATA.

Bo 2008 rogunaa KoBadercKa ro novHa HajHORHOT
npoekT co Hacnos The Walking Project, ccpuja Ha
NPOLIETKH BO AKHBO WITO CE CAYIYBAaT BO
PAas3JIHTHH I'[‘}EIJ[(JI!Il HHU3Z CBCTOT (llpl)t‘.l{'l‘ﬂ‘l‘ nocera
€ PeaM3HPan BO PAMKMTE Ha Pasaniunmn hecrn-
pasn Bo Ckonje, Tupana u o Bapn). 3a cexoja
OJ1 MPOINETKHTE Taa oipelyRa Opoj Ha npaskuIa
IITO TH OfIPEYBAAT MOYETHATA TOYKA, BpeMe-
TpackwkeTo 1 hakTOPUTE WITO IO VIpaByRaaT
HCJ3HHOTO JIBIKCH:C 3a BPCMe Ha MpolIeTKaTa.
[MToBeKeTO OJI NPOIIETKNHTE 3aBHCAT O]l MHTEPaK-
uMjaTa co nyGAMKaTa 1TO c¢ Haola Ha gajicuuHa
(Ha npuMEp, BO HEKOja rajepuja, JaBeH uim
BHPTYEJIEH MPOCTOP) H KOja € OBO3MOMKEHA ¢/IHH-
CTBEHO €O TENEKOMYHHKAINCKA TeXHONOrH]a.
IMpoekToT OJ1 e/lHA CTPAHA ja HCTPAKYBA
Mely3aBHCHOCTA TOMeTry NyreTo, KAKo 1 noMery
YOREKOT H TEXHOMOTHjaTa, a O IPYra CTpaHa ja
OTC/MKYBA YOBCKOBAaTa Nojienta noMely Herosa-
T enba sa cnoboga/mstop u/uim KoHTpo-
JNalTpaluiM i HCTOBHOT cTpai ofl caobona/nzdbop
niwinu KouTposal/rpaduin. IKiagsure npatata
IITO TH NOTTHKHYBA dBTOPKATA BO OBO] NPOCKT

ce: daau GoKACKHYaareltio e uabop uau
Heu3GeNHOC, daat ce wysciiiaysame foaeke cao-
Godnu wan Hoseke 3apodent koza cme
ozpaniien co ipasiaa, daau caotodaitia ¢
PEAAHOCIT WANW WAVIU[Q, KO € Mapuoneitid, a Koj
2octiodap?

Bo nocerammara ymMeTHHYKA NPAKTHKA Ha
Bepuna Korauencka ce H3IBOJyBAAT TPH Kapak-
TCPHCTHYHI KOMIOHCHTH: Viloiupeoa Ha iipoc-
fHiopodi (JapeH, NPUBATEH, FANEPHCKH ), tHitiepar-
wuja co dvoaukaitia /vaoZaitia Ha Gyvoaukaiiia 6o
KPeupareiiio Ha ymetiHit oo oeao (nydoinnka-
Ta CBECHO MJIH HECBECHO YUECTBYBA BO CO3-
JIABAHKETO HA JICNI0TO) H amﬁm?i.'HE;J(((_J’mjﬁ.
Hurepecor na asropkaTa ¢ thOKyCHpaH Bps
TPUTE KOHKPETHH HACOKH HA YMETHHYKOTO
AEJCTBYBAE, & KOHIENTYATHATA PaMKa NPH
MPETCTABYBAKCTO BO PA3ITHYHI COUMjaIHN H KYJI-
TYPHH KOHTEKCTH ja KOHCTPYHpa
NoBCKCCI0jHOCTa Ha ienaTa Ha Kosauescka.
Hako snaunrenen 6poj gena va Bepuua
KosaveBcka ce H3BCICHN HABOP OJf TPAHULNTE
HAa M:lkuJu)Huj;l_ roJieM jien o HL'j'snml'rt
MPe3eHTAIMA CE OIBUBAAT H Kij HAC NOTBPLY-
BAJKH TO 0CODEHOTO MECTO Ha OBAaa MIaJia yMeT-
HHILA RO TEHepaljaTa HAjMIAN MaKeJOHCKH
YMETHHIH, KOH HOCAT crienpuuen cBex n 3pes
Hipa3, co NCTEHYEHO YYRCTRO 34 yIorata Ha
PA3IHYHE YHHITEIH BO KPEHPAHLETO Ha IEN0TOo.




Bepnua Kosavescka, Mopas da ouoas yoasa, 2003, aeTam o Bugeo |
Verica Kovacevska, | Must Be Beautiful, 2003, video sill

Bepmua Kosatencka, Yvewe da o caxau cefecn, 2005, noraen on wiaoxGara, dore: Gregory F. Maassen
Verica Kovacevska, Learming to Love Me, 2005, view from the exhibition, photo: Gregory F, Maassen

Pran O R ol Recr oA lanelongraS 85

15



Kaps, P. Re.act.feminism
Ljubljana: Vecer, 28.03.2009
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Datum: 28.3.2009 - Stran: KULTURA

Re.act.feminism

Performativna umetnost 60ih in 70ih let danes, Galerija Vzigalica, pred-festivalski dogodek festivala Mesto zensk, 10.
- 29. marec 2009, Ljubljana

Vrsta prireditev in umetniskih stvaritev danes v vzvralnemn ogledalu gleda 20, stoletje. Dejstvo je, da prvo deselletje tretjega lisoélelja navdihuje
umetnost 20, stoletja. Prevpragevanje in penovne uprizarjanje umetnosti, njenih praks in metod dela ni niti ni¢ novega niti nenavadnega. Vedno znova
generacije umetnikov in posamezniki ter umetnostne institucije gledajo nazaj in v preteklosti iS&ejo to, kar jim bo koristilo danes. S tem vzpostavljajo
lastno referenéno okolje in podstat aktualne prakse. Kot je bilo v slovenskem prostoru 90ih let v vizualnih umetnostih aktualno prisvajanje in
apropriacija umetnigkih del in konceptov ter vrste drugih pojavnosti vizualne kulture, kot npr. strategije oglagevanja, fenomen zvezdniitva, je danes
tendenca adaptiranje precizno izbranih v Zivo izvedenih umetnosti in refleksija neposrednih odnosov med umetnostjo in Zivijenjem. Ob tem je vedno
znova kljuéne iskanje odgovorov na vpraganje, zakaj v doloéenih razmerah admeva prav to obdobje oziroma katere / &igave cilje uresniéuje
vzpodbujeno zanimanje in Sasu odgovarjajode prakse.

Projekt re act feminism ima Ze v naslovu predpono "re”, ki nadeloma pomeni ponovno infali drugaéno uresnigitev dejanja. S tega vidika citiram Johna
Bergerja iz v slovenski jezik &e sveZega prevoda knjige Magini gledanja, v kateri zapide, da "Ce sedanjost vidimo dovolj jasno, bomo postavijali prava
vpradanja o preteklosti”. Bergerja navajam tudi zaradi njegove kljuéne vioge v iji in analizi pojavijanja podobe ?enske v umatnosti, tako
oljnem slikarstvu, akiu in v oglas ju. Ce lahko karkoli reéem o sedanjosti, so lo obéutja nestabilnosti, nejasnosti in zamegljenosti. Morebiti se v lem
skriva odgovor na vpraanja, kaj je v performativnih delih toliko mod firmativnega in navdihujoi da se mnofica umetnikov, tudi teoretikov in
organizatorjev pomika in p pri. performanse, jin aktualizira, postavlja v dana&nja razmerja in kontekste. Kakor da bo prav

ar ija lega obdobja pi gla z razresitvami sedanje, v obéulja knize in pollad¢enost vodeno druzbeno in posameznikovo realnosl.

Awtorici projekta re.act.feminism Bettina Knaup in Beatrice E. It 1l E£asuin janju v B0. in 70. letih prejénjega
slolelja, perf iy irskim delom ic, ki s0 delovale v (lako i 1a vzhodna in zahodna Evropa) in amenskem
prostoru. Njihova dela i i projekt vzpostavija v razmerju s performativno umetnostjo danes. Projekt je bil v celotnem obsegu
predstavijen in uprizoren na Akademie der K nste v Berlinu konec p inwv g leta. Sama sem konec [anuarja uspela videli
razstavni del. Ob ponudbi obseinega video arhiva so bili pred ljeni iali razish , umelniske stvaritve in v Zivo izvedeni performansi ter

konferenca in serija predavan] ter pogovorov.

Performativna umetnost je po svoji naravi in definiciji necbstojna in spreminjajoéa se. V temelju se veZe na realno in dejansko, na Zivo prisotnost
umetnice, umetnika. Uresnicuje se v trenutku izvajanja, v odnosu z navzoto publike. Zagotovo so obravnavane umeatnine prvovrstni umetniski

I, ki 80 v svoji i povzrogili niz ki odi jo v éasuin p Eden izmed i rokovanja z omenjeno ustvarjalnostjo
je& njena naulovijivast, problematiZnost arhiviranja ter nadaljnja cirkulacija. (Umetnigki) arhivi so vozlid&na tema projekta, kuratorki sta povabili
umetnice, da so z umetniskega vidika cbravnavale fenomen arhivov, dokumentov, ohranjenih fragmentov performativne umetnosti in da skozi te

postopke aktualizirajo f 1 Zivosti in vplivanja c

V Ljubljani je ob spremilj prog 15 pr ji in per i na ogled video arhiv, redka priloZnost, ki ponuja ogled del
umetnic, kalerih vpliv se razdina intenzivno Se danes. Van) je viljuéenih 79 enol video posnetkov performansov, video performansov in posameznih
delov, v Zivo izvedenih di dkaov ter intervjuji s pionirkami te forme umetniskega izraza. Ob nosilkah so v arhiv vkljuéene miajie umetnice, ki

na raznolike nacine cbravnavajo Ze obstojecéa dela. lzmed mnoZice kakovostnih del kot pnmer izpostavijam video performans Verice Kovacevske
(1982-, Makedonija/Velika Britanija) | Must Be (Moram biti, 2003). V &tirih enotah video dela umeltnica uprizarja stopnjevanje obsesivnega in
kompulzivnega obnasanja, ob ¢emer v gledalcu neposredne izzove asociacijo na performans Marine Abramovic Umetnost mora bili lepa, umetnik

mora biti lep (1975). Verica Ko ka uspe s ponavijanjem gest izraziti imperative zahodne paradigme, vedinoma tudi umetnostne, ki
mora biti €ista, lepa, nasmejana in stabilna.




Denegri, D. ‘Gap Documents’, in F. Bernardelli (ed.) Video.it
Turin: Artegiovane, 2009
Exhibition Catalogue

categorie opposte: tra la realth e l'immaginazione (Uzunovski), tra il desiderio
di liberta e I'impossibilita di sottrarsi ai meccanismi di controllo insiti nella
nostra societd tecnologica (Kovacevska), tra il passato ed il presente in cui si
perpetuano conflitti culturali e religiosi (Ivanoska), tra la coerenza ed il divario
(Angelovska) o ancora, tra Pattitudine critica e attivista che si scontra con
una realta troppo precaria ¢ complicata che fa assaporare agli artisti il senso
di impotenza e impossibilita di cambiare il clima culturale del loro contesto
d’origine (OPA).

GAP DOCUMENTS — “Gap Documents” — a selection which attempts to
reflect on some of the aspects which have emerged as recurring and par-
ticularly significant ones in the recent production of young Macedonian
artists: the first of these is a documentary use of video, where, however,
“documenting” assumes new valences. Verica Kovacevskas work “Dare -
Create” is presented as a documentary in every respect: it came into being
as the record of an action the artist undertakook to perform, obeying the
indications received from her audience. We thus see her wandering about
an unknown city, with an electronic device in hand that is meant to help
her in this “enterprise” in which performance and conceptual experiments
from the Sixties and Seventies re-echo: Vito Acconci’s chases, Stanley
Brouwn’s “strolls”. . . actions in which the artist allows her/himself to be
guided by chance or by other people’s wishes. The work “Let’s Talk About.
.., by the OPA (Obsessive Possessive Aggression) duo, is also presented
in the guise of a documentary but what is recorded in it is a non-action:
the artists’ actempt to make a strong statement, produce content, narrate
their condition as “protagonists” on the art scene, turns out to be a failure.
‘There is no statement to make because there is no scene; they don't feel
like protagonists and their discourse cannot be articulated because there is
no interlocutor for them to turn to, no art system ro belong ro. Included
in the range of declinations that are part of the documentary approach is
Nikola Uzunovski’s work entitled “S.A.D. (Seasonal Affective Disorder)”,
a film which describes some of the phases in a large-scale environmental
action: the artist’s utopian endeavour to “transport” a strong light source
— asort of second sun — to Lapland.

‘The approach which comprises the use of video as a “record” of a staged
action (Kovacevska) or non-action (OPA), or as the recording of an
environmental action that in turn is transformed into a sort of “trailer”
for a full-length film inspired by this same action carried our in Lapland
(Uzunovski), continues with two other artists whose work further develops
the reflection on the use of video as a means for investigating reality and
its representations: thus with Hristina Ivanoska’s “Naming the Bridge:
Rosa Plaveva and Nakie Bajram” we are presented with a video essay based
on historic documents and contemporary controversies, while Anabela
Angelovska’s work transports us into the twists and rurns of a pseudo-
documentary on the history of the legendary temple of King Solomon.
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VERICA KOVACEVSKA

DATE : CREATE

Date - Create (Crea dara, 2008) era una performance di un'ora concepira per la Biennale
Puglie di Bari, nel maggio 2008, In Crea Dara si invitava il pubblico della galleria a
inserire la propria data di nascita in un programma del computer, in modo da produrre

un determinato suono. Il suono veniva trasmesso in diretta actraverso un telefono cellulare
all’artista, collocata al centro della cittd. A seconda della frequenza del suono (molto alta,
alta, media o bassa), essa si muoveva avanti o indictro, verso destra o sinistra. Grazie

alla teconlogia GPS ¢ al World Wide Web, il pubblico nella galleria riusciva a seguire i
rovimentl dellartists come un punto mobile sulla mappa e poteva interagire con lei in
|(‘ﬂ'lpl! li.‘dlt' in ['I'llld(') d.’l creare un ﬁ'ﬂ'ﬁ[l’o ¢}7]ﬂ|lL ILJ/]C‘I)L [ | PLI I'Ol mance mostra come
dati personali di persone anonime possono condizionare I'esperienza dell'individuo. | 2008

Date : Create was a one hour performance designed for the Puglia Biennale in May 2008 in
Bari, Italy.
s,nmpuur programme in order to trigger a sound. The sound was transmitted live via a mobile

» In Date : Create the gallery audience was asked ro insert their date of birthina

phone to the artist who was located in the city centre. Depending on the frequency of the
sound (i.e. very high, high, medium and low a()unds} she walked back, left, straight or right
within the city. With the help of GPS technology and the World Wide Web the audience in the
gallery was able to see as a moving dot on a map where the artist was going and to interact with
her in real-time, crearing an action-reaction effect. The piece demonstrates how personal dara
from anonymous people can affect the individual and her personal experience. | 2008
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Bogoeva, K. Sekoj grad si otvara svoi prasanja
Skopje: Utrinski Vesnik, 01.04.2009

Interview

Becmuk
CPENA } AITPFN 2009
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Cexoj rpaj cu
OTBOPA CBOM
Tpaniama

JIMKOBHATa YMETHMILA
Bepuua Kobauecka u ¢o

20

»Oboen noBrK" rit noBpaa
Cxonje u Bpandopa

AKEAOHCKATA HKOBHD yMeT-
HHua Bepuua Hopauescka
CHOBMEC NpPCCTOjyBa BO

Cxonje, HEJIHHHOT POJEH rpag, Ka-
Ae Tipea myGmkaTa po Mana rane-

PAKTHREH Mednja npedopsaxc
OBoex nomiK”. ipn werosaTa pea-
DD

Irr-r

nmmmﬁ:nnaukonnpuw
PyEyB Ha 0T

wie 8o Fanepujara. ,OBoen no-
mm“ e fen mnpoekm- mpomer

METKHTE, T.¢. Bo JIOHAOH, Kageurro
ETHA TEAEEHINCKD CAIMYHHILA Mo Ha-
COMYBALE MOSTO JIBIDKEILE TOKMY
BO OHOJ ABM 07 rPAfoT Bo Xoj ce

" OJIEHBA ALJCTEHETO BO HEA, 08 OTBO-

PHja NPaILAa NOBPSAHH €O HHIH-

Ta KyATYpa, m:{u.'mmj:ra,dm:um.
jaTa w peamocTa. 3a wam, Ha npo-
CKTOT My Tpefatlie nuaotr Bpemen-
CKH NEPHOJ 33 HABHCTHHA 1A NOMHE
A3 GYHKIBOMUPA, ASTYMHO 3Pt
MOHTE OGBPCKH Bo Beamwa Bpura-
HHja, 3 IETYMHO H 33DATH OITKIMHA-
T2 AOTHCTHYKA, TEXNUMKA 1 iHAH-
CHEHA NOAAPIIKS Koja e noTpeba aa
cexaja mpomreTxa, Mefyroa, cera
peke fyHusodipa aobpo, nMa
croja Reb-cTpaRMTA, Gy AocTa
HHTEPEC, W 100HBA NOKANK 33 npe-
3eHTalHja. Bo nocteawvTe aeser
MeceUH € MPETCTABEH HAa CEAYM
MECTa BO HEKOMKY ApKabH Mefy
won Benka Bprwranuja, Hrana, v
CAJl. Bo Hapqmnm ABE TOHH,

MEHT He camo 3a,.060eH nonHK™ Ty-
KY M 33 BETOKYTIHHOT NPOSKT",
Beprua Korayencka e poaena Bo
Cromje, ce ofpasypata oo Beanka
BpUTAHK[A, A TROPCLITROTO O Ipe-
3EHTHPA BO ABeTe 3eMid. Bemm Jexa
TEIIKO MOAE 28 C¢ CNOPEIaT npone-
CHTE BO JHKOBHATA YMETHOCT BO
Mawenonija  Bemnka Bpiranuja,
nOpaL IHAMAJHKTE  paimng. JHa
TIPHMEP, OB UITO To paboTam Mo-

2006 TOIMIA KOTA ;a HARPABH M
npsara mpowénia (B0 Cromje) 3
BpeME HA apT.
HeHomky Meceus notoa, HalpaEus
W RTOpa NpomeTI (8o Tupana), co

mmwﬂ,mﬁemw‘qa
A2 1O HACOHYDA (HA JMDEKTEH WK
HH/THPEKTER HATHH) MOETO [IBHKE-

e BO OGN0 32-MEHE-HENOSHATH-

paM noeeke
npomeTRH wou #e Ce CAYMAT B0 No-

© MHOTY AKTYeTHO RO Be-
axka Bprraisja, 3a pazakka oa Ma-

DR HIH rpate-
nmmumk&iﬁrnpu—
HEMEHH BO, W uamponpamam
Ha

CEYIITE € A0CTd
ancipakTito. AETymHo, Graeji et
o TeXHOTOrHjaTa €0 Koja ce oy

H oCTHBATIH 38 YMETHOCT”,
Oboen nam(‘ ™ NOBP3YBa Ha

HaAM, H HE NOCTOH Ha na-
JAPOT TYKA, HAH NAK MOCTOH 10
MHOMY BIHCOKM IIEHH W 33T0A He @ BO

[

€BOJ HaiH 36par rpagonn
Cronje 1 npe

peba, a -
Rejics THI Ha

KK JeN 01 HMBHHTE JaCAMIdKH
MMeHHTETH. , CeRoj rPan cH oTRApA
ONpPEASHH TpPAMaia NOBPIaH o
Rero, 6e3 painMEa gamH ToA o
ODHECYBA M HCTOPM]A, APXIHTERTY-
Pa, KIMMaTCHi npOMEHH KIH 0Tpe

yMeTHOCT (Ge3 paimdka jamt cTa-
wyea afiop 3a New Media Art,

Walking Ar, wan nak Live An),
CIHOCTABHO CEYWITe He e npuate-
yed 2a oRMe npocropd. Ox apyra
CTpaHa MaK, HETPAKYRAMETO Ha

Hell, KAKO ACTIEKTOT Ha Me)

HOCT MOMELY AYTETD, NOMEry SoBe-
KOT M TEXHONOTHJTA, KAKO M et
GaTa Ha sopexor 33 ci0boga W 3

OHOCHO OTPAHMYY

e, pem Kopawencka, Taa yway-
B2 IFKA €O NOYETOROT H3 PAIBHBA-
HAETO Ha NPOEKTOT, NOMHANA A ce
pazenEa H HAcjaTa 3a pasraeTyBa-
e H Ha ypBaHHOT NpocTop BO KOj
c¢ OEBHEA NPOLIETHATA Kaxo yiurme

DEHH KAKD Ha
TPHMED, HM.H]‘pe.LEHJﬂ Bo opoj npo-
EKT KOHKPETHO, Genie pairicgyna
Ha HCTOpHjaTa Ha JraTa sfipaTHme-
HH IPald M HHEHETA I0BP3HOCT 0
oM M TeKCTHAIHATE HHAYCTPIiR. O
ApYTA CTPAHA, ALADTO KAKD UG HA-
BEAYEA HETH M HACIOBOT, MPETCTa-
BYBAME NOBHK 31 KOMyHHKalHa
noMEry MEHE, AFTOPOT M MyGaMKa-
3, Bpandopa u Cxonje. Bakpata
ABOJHOCT ~ TR rpaja, Apa cybjexta
(ymeTHmK M MyGAKKa, WeTay 1 rie-

HOCHTER Ha . “Ta-
Ka, Mmﬂem’ COLHO-EHOHOMCHKH

AaH, yIp W ynpanysaq), ape

AKUMM, JBE BPEMIH [AHBO H CHH-
MEHO, MHHETO H CCIWHOCT), aBe
KYTTYPH, H aBa ceema (peaned M
pHpTyened) e Muory furen eac-

APOCTOR W HAETO MECTO
o, W HATBOP O HEMD, € HEWTO WTe
©F PAITTETYRI W RO TLETE CPEIHHK .

Mnagara AMKOBHZ YMETHHUA
I IITO eAa HanTyRaat a gobap
npHeM Kaj croncrata myfimiea, ro
BOPEjKH 38 CHOJOT OAHOC HOH HOBH-
TC m‘.‘m"rﬂl!“ﬂllﬂ"(l! TeXHOAG-
THH H HOMAACKH MPE#H €0 KoH ce
KOPHCTH BO MAPATYEIHE HA TBOPEY-
KaTa cioboaa nocouyna: Mopam aa
GHaaM LEADCHO 3ano3iaeHa, Ho
HECTO MATH CAKAM /1A CKCTICPHMEH-
THPAM €0 TEXHMKA W TEXHOAOTHH
KOM €& HOBH § HE TH No3HaBaM 106
po. Ha npesep, 8o JloMaoH KopHc-
TéB 33 MPB NAT €HA ANaTEA Koja
OBOIMUAYBE 42 CH Ja NOHECETE CBO-

BepHiia Konaepcka

JjaTa anesna cofa nacekate oo cede.
Cranysa 3bop 3a Toa 48 rv NoBpac-
Té BAMIHOT TEAERHIOP H MobiacH
Tededon, M Taka Jobisate npucTan
A0 CHTE TEMEBHIHCKH KaHATH Kale
H Aa cTe. Taka, rIcIamkeTs TE1eRH-
M NPEPACHYED O 4HA NACHEHA
AKTHEHOCT KOJA €2 BRI DO 0MOT,
B0 €A GHIMNKA AKTHEHOCT HOJo
MOHE it 0F BPILIHM HICEKATE M BO Ce-
HOE BPEME,

Jipcera ce CTPEMAM 3 ja KOPHC-
TaM NOCTOCYKATA TEXHOTOMM}A Koja
JoHexane € no vacoiHa ynorpelia i
A3 1O CMeHAM HejanuMoT soodHya-
€ HadHI 13 npusena. Co Toa yxa-
HYBAM HA WIHJAHHETO W ancyp-
JNOCTA (WM NPeAHOCTa) O KopHc
TEHCTO Hi QAPEICHS TEXHOTOMHA.
atamka WM Apenocen ypea. Cenak
CHECHA CYM 30 T0@ JeKa TeXHONOTH-
JATE KOJAIITO Ja KOPHCTAM HOCH €O
cefie U OAPEICHI OTPAHMMYRAH:,
MEIYTOA 32 MCHE M TOA ¢ HITEPECHO
GHAC]KH ¥ TOS OTBAPA HOBH Npawa-
3. M nokpaj ora, Mopam Aa mpua-

[Ty@auxara on ,Mata
ranepuja” Bo Cronje ro
HACONYBALIE ADHAEILETO HA
BepHia KoBauescka 5o
HEjIHHATA DPOLILTEA 1
Bpaadopa

HAAM JEKD HE CyM TOXHITKH MEOY
HANPEIHA WIH BULWTE AHMBOCT. Ta-
KD A2 33 MEHE OROJ MDOCKT ¢ AKC-
THHCRK Npeanisir. Ha Hewo] wa-
MMH KAKD 8 palioras Wagsop o
COMCTREHATA Kowa®,

Ha snanara agTopia He M Aper-
CTaByEa NPoGACM NPEMUNOT o
#7184, B0 ARYT reorpadck NpocTop
po Enpona, NpH NPE3eHTHPARETO,
HU B IPH COLIABARETO 7633,

LEZMHCTEEHA MPEdKA, COTIECHD
MOCTO A0CETIHO HERYCTED, £ AR
PLATHIALBYATE Ha BAKBa NPOTTETEA
Hekate HH3 MakeJoHmja © Hemod-
MOMHA 23PaiM HETOCTATONOT Ha
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ceyume He GyHKUHOMHPA. Eve e1en
HajeIHocTaBeH npusep: Cronje He-
M@ eTaiia Mana na Google co wro
MneTo ABAerke 113 Cronje we Gu
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wIeIH. 3aT00, 01 TEXHING TIETHA
Tonma jac oxbpas ga Gegas so Be-
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Mareronnja. BoywHOCT £aHa 0d
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Whatever space and time mean, place and occasion mean more. That is because men per-

ceive space as place and time as succession of accasions, events. [Aldo van Eyck, architect]

Una Popovic & Dusica DraZi¢
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Since 7005 che woeks s 3 curator at the Musssm of
Cortemporsry At in Belgrade. During 2006 she had
curatonial mtemship 3 Whitney Museumn of American
Modemn At in New Vork. As curator she organized
musmercess exhibitions: i s Not s Sehoomer - 1 Saifiont
{2000, Pursteands {2006), Ast of the Freevorr (2007) and

Basigginde {3007) and Pollticl Prortices of (Pot I Wagodoy
At {2005) /f unadmsub.orgrs

Duice Drafié (1979, Belgracel hokds an MUFA. from the
Public At and New Aitistic Strategie € progmam at the
Bauhaus University Waimar (20061 and received DALD

individual art practice inclides: Assistant of Belgian
antist Danid Claerhout {2007); concept and realization of
rejects SIUMJ?M Belgrade and Novi Sad, E:hl_l' i

1 weweve. dissi cads M:bm

The project BGIMthm was zom

menced when the bullding of the Museun of Contemporary Art
in Belgrade (MoCAB) was undet From curators’
and artiges’ nn’\?’" af visw this o ACTLA-
tar, trigger o #ven a symhbotle moment that enabled reflaction of
ditferent catesaries of art, institutionalism, public, audience, and
authorship tself.

Thirteen artists from Serbia and abroad have been invited to rely
on the concept quated In the subritle of this project "t in puhlic
space” This notion symbolicalty derives from concrete, desed, In-
stitutionalized space — the Musaum's building in Usga, The artists
have been irmdted to, at the museurn’s ruins, so Lo speak, Condene
their activities and to direct those sctivities outside gallery-exhibi
tion space, that can often be limiting and encumbering at several
levels = phiysically-wise, utility-wise snd phenomenan-wise.

In this instant, one of possible options for art te exit its institw
tional reservitfons is an urban situation, @ public space where the
authors of the exhibition with the attists, and Conseque with
the loral pubilic and corporate sector, and the artises w their
own works, commence their dialogue with sodary and their sur-
rounding, Theretore, this project. as a means of confrontatlon er
research, which Imvol Is lated by complexity whether
by @ situation wathin art itself and society, o the complexity of
life wathin & certain urban eraronment, corresponds to hoppen-
Ing, rather then a mere exhibition

During its reconstruction process, the clo [
seum of Contemporary Art at Usce, though with no false pretences
and threwghout the work on the project, nonetheless signified spir
tius movens and imposed itself a bit as commemorative ploce with
strong historical, cultural and sodial aura In f; uL‘[ F5 SOME 06T
of reminiscence space It turned into robuloe inscribed by traits of
past svents, 3 set of symbalic spatial-time signs and their compre-
herrsive meanings. Foundation and activities of the MoCAB during
1865, were in dose wonnection with destiny of modernist movement
in SFRY mrr\.\nr peniod that rnrrprmnh to both institutional ac-
knowledge f the tthat i d fine art in the
and of the fiftles and ceneral modemist coursa of the state culture
politics of that time. The poitics of the overall retorm, prospariny
and creation of society that country of that time represented was
reflected on perception of art through sssembling, aggregation
and concept of diversity linking into one unigue context that was
eomprahensinle for everyone. When rhe Museum was faunded, its
pregram, personngl management, and even its architacture, were
tod ate "modern ¢ wsion regarding the
uraty of art, nature and ife” What's more, a manner of principsl in
mggdermism is Lo Lake into consideration each building, construclion
of space and its purpose {goad exampla is the museum’s building),
ronception of the city an the whale, or, as Henri Lafebwre would
point out, cantrel over entirety s the focus of attentlon. * Interpre-
tation of entirety as of rationalization necessity can be recognized
in ared of chitecture and viswal arts, Modermism, as an st ideol-
ogy, had already made deradment from physical into symibolic
subsequently, into abstzact space. During this period, both art
and sculpture were shifting betwesn car az fram instigated
concrete, material characreristics ta ahstract ones that led o de-
corstruction of formal, but also discursive values

Seulptore ute: Pilgrimage o was constrected in
the park at Usde, near the Museum of Contemporary Art, has all
farmal characteristics of highly modernist sculpeure {pame 21).° I
is not visible from afar and It has no pedestal, this Incorperated
spiral form inside the ground can only be seen if you lean over it
at whith point, the view towards sormething resemibling a well or
tunnel becomes 3 trap for the viewer Blending with the ground
level, this sculpture wipes sway every charactenstic of the manu-
ment and the intention of a commamaorative monument to the
place. It speaks predominantly of itself, freed from traditional
relations towards space, surrounding and architecture. We enter
the space of something we could equate with negative stote that
atcurs when one thing negates the other Anni ing norms
of elassical precentation we come to the paint of exclusivensss

non-scuipture equally forms non-places andd
egories.” In avery specific manner, strict pringipl
of modernistic ture in the fendscope of moderaist feattres,
lead us inta the concept of poaplaces and thelr div defining
- frem concrete manument experence with [ts surrsunding, ta
symhalic relationship of individual and sacial In the scope of space
and place categories, up to actua! place creotion through the pro
cess of conduct and existence

combination
architecture cab

Ploce non-exisreénce of ploce disoppeorance is & Common remark,
especially nowadays when it comes to contemporary city. It be-
Comes a dynamic construct that constantly changes, disinte-
grates, and transforms in accordance with more and more ubig-
witous continuity of turngver, information and communication
|ean Baudrillard speaks on contempoarary archit
of consumer culture, infarmation and communication: “one gets
an Impresslon that public bulldings, often oversized, have an
effect of emptiness, rather than spatiality, while artworks and
people who pass through them look like virtusl objects. They
of that blank functionality, function-
are”” Mare Augé also wiites about concept of
nonpinees in b k Mon-place: Introduction to an Anthropalogy
of Supermodernity, detining spaces of alienation, spaces without
Identity. memorles or history, as spaces that oocur consequently
as a result of postindustrial society and netwarked information
sodety” Yet, as much as those spaces were alienated, unoc-
cupied, or transformed, they are quite real and socially defined
Organic cantents of disappesdng place create a field of andery
barween real-empty and imaginary-full, between nanplace and
utopia. Inner tensions of such bipolar spaces can lead to uncon
trolled breach and liberation, while other figlds of potential unbelt
= spaces of feasible, tem pararily achisvatie utopias wh
discom Fort and outburses from Imposed and for adopted systems
are allowsd Sketched uteplas, within the Belgrade:Nonplace:
ition, can become catalysts of hateragensaus micra-p
environments, but also a volatile L'Jnslru_ wiipse [dl\un_ is
beforehand acknowledged ar

I in context

) suggests 3 |I|f‘f
bifity, but first of all,

pesition and definitiveness of the Installation are preconditions
for this wor mction. Anachronism becomes obnvious: we are
Induic or the future

Ais a result of unstable social, historical and personal scopes where
“inhabitant of anthropological place is not making history, but is
Iving it"," brought about altered models and strategies of com-
memeration where the monrument became temporary =it opened
up a gap from the object towards the absence of that same object
BweL snotherrelacating of Terazije Fountain near Toptider Church,
anle : simultaneously activates micro-history of space
and '\h|;'r thraugh her werk In the (page 12). A three-
dimensional drawing of the fountaln in temporary (former) space,
in real dimensions, with the outline made of scaffuldings, overlap
two apparently ungonnected locations, place translates into man-
woce and vice versa, This monumental and Dranspanent 5
icinstallation does not achieve its entire displacement

AL the same time, Woj T works in space of mu
tated identity where the ungnnal histeric igentification has
been either forgotten o abandoned. Obelisk - monument
to the First Non-Aligned Movement Summit next to Brankn's
Bridae Is now hath a transit place and a place of inddenta
meetings. New, parallel values have suppressed the ofd ones to
ound, not annulling them though. In the meantime,
the pverlapping occurred, but stll, acoumulated identitivs have
remained equally compelling Realizing that “individual pro-
duction of meaning is now needed more than ever”,” Gilewicz
imperceptibly and self-initiatively, engages himself In course of
the place by his llegal intervention - revival ef the monument
(page 1) which is in fact a pasitive impulse of an individual. In
the process of the work's realization, regular users of this space
have become the primary audience wha continue to fallow the
autonamous development of the altered Obelisk
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Communication between alrexd\f presenl spate use«s and th
guest daepens in the vk City and
Messages as Public Property o mm ilarl:mr::dn tpage )
Lanse edges of nonplace slacken, letting undistusbed intrusion
and territory occupation, bringing about a temporary interrup-
tion of the iven state. Framing alteady made gratfiti, Radanovié
becomes & guest - symbiont o porosite’ - who temporarily in-
hatits space. In this work space - host is an attive subject that
instigates mutual exchange. Radanovit spontanecusty, without
firm rules, establishes a play field, expanding i o Internet space
g exchange and she success-
full\;I broagens the network of active participantsin the exhibition

in the work 25 xS, by Predomg Tersic, ploy field (page 20) symbol-
izes the space of both free movemnent and experiment, The court-
ward batween twa bulldings in Black 53 in New Belgrade municpality
comesponds to place of return to childhood. By a painting interven-
tion on the basketball court Terzid makes @ conrection between the
personal and intimate with a terrain, The painting repeesents the
(leveland offensive, the pasition of players in both teams at the

‘While walking down Mew Belgrade it is easy to catch sight of the
city's geometsy, constructed out of basic forms, “the line, the
intersection of lines, and the point of intersection” ' These ele-
ments make 3 ner of urhan paths that we move thraugh, and
inside which we et metworked. In specific dimensions, charac-
teristic for concrete, physical place with the privilepe of view or
torporel material, the practice of networking Is introduced with
further practice of plecing or spocing. Spacing implies providing
function tathe place through set of actions accuning at that spe-
cific place. Those actions are mutwally stipulated and they define
place In terms of time. n her work Rayleigh (pace
14), Vanessa Mayoraz the idea of popu-
lation networking, By exchanging a blue light bulb with visitors in
the Saior of the Museum of Conternperary Art, the artist becoms
the source of networking, Brought light bulbs that ariginate from
private, Intimate spaces and marked lacations (dats) of those
spaces on the map of Belgrade in the MoCAB Salon, are in fact
material evidence of an invisible network that spreads and inhob-
its the space above the city.

Making of place thraugh the process of canduct and existence is

marment of the shot. Terzic presents ane p whith i nath-

Ing more but a mere stimulus, 8 motivation for the game forward

— "breakirg the rules and fnventing your own, to free creative achity
from sogo-cultusal restrictions, to design aesthetic and revolution-
ary actions that urdenmine o elude sodd control™ ™

At the moment of play we return ta childhood, imaginary space
of the past, space freed from dimensions and time The work
by Marija h]iu entitied Withheld.. (page 131 consists of sev-
en drawings, clinging on 50 helium balloons, set on the lawn in
Kalemegdan Park  Descriptive as such, they resemble a sort of
temporary delusion, mirage of a fairytate-like place, but at the
zame time, harcally king, this i calls upon
caution, conscinusness and ludid measures. With this new and
guite specific strategy, in the context of the story sbout place and
nonploce. in her installation Sujica moves and Intertwines spaces
of recollection and experience that are impossible to separate
Past and experienced spaces are visualized in the fom of certain
childhood artifacts and by objects thar describe and ennjure thase
nomn-gxlstent spaces.

Another example where ploy is a starting paint of the work is
‘Trace Place by \erica Rovatevshs (page 13). Choasing New Bel-
grade as a space of diastic change in a short penod of time, she
inuites us for o walk and sightseeing. Her walk: takes us through
a parallel ciry, a dry In the virtual weeld of Google Earch whara
the audience is, and = second one, 2 real one, where the artist
is physically" This one-hour long performance confronts s with
galioping change of the history of the place and our dusl role of
hath the viewer and the participant

ptibe in the work by Mirjana Boba Stojadinenié, diSTRUK-
TUR.A eroup, Marija Bordevit and Erin Obradovit, as well as In the

work by Milana Putnlk. Making people find their way round the
place becemes a particular part of the process in space forming
A certain style of bodily practice is introduced into 3 place by each
one of ug, but substantially, our ralation towards the unknown
place will depict routine hehavior that arginates from farmer e
perience with them. Discovering, Investigating and obsarving of
unknown place now becomes a perfomative process within the
scope of the mentioned routines,

I one newly erected buitding in Belgrade, Mirjana Boba Stagadi-
novit with her work creates ralation dichoromy be-
tween man and place, but also between man tewards man. This
particular apartment, a5 potentially private space is a symbol of
an open, and imp g place for the visitor. Since
the “apartment has several potential association and interaction
triggers with other visitors who hiave already been, ar are about
to come to this very space” (page 18}, the visitor comprehends
someona else’s activities or crhers &xiseence rather than the place
itself. The function of intreducing the other in ion with |,

laces, From:10

ge of sodety,

EIEIUICTLIIIH pul:s undel u-deu SLHUBrlIan(E an abandoned, In-
significant place that is located in the city center (page 9. Video
surveillance symbolically refers to porary, quire common
and frequant manfroring relation that Is establizhed between
titizens and city space. In the nation of interpersanal woeld con-
trol, virtual or unreal interspace of structure fluidity in function
of transmission, reception, sending, memon:lng and storageing
of data, now with i £ ion, and by
it, with deterritorial public

The jointworek by Marija Dordevit and Erin OhradoviE under the
i1/ Make yowrself athome (p-ce 10} 15 alsoabout recording and
relocation of the abstract from one concrete spate into another
one, By barging into certain private space, Bordevic and Doradeovic
steal the sound of that place which is same kind of hidden farm
of the place's identity. The room tone Is a term for sound of an
empty room. It is freed from all the movements and dislogues,
and used in the movies as a bockground to primary scene sound,
The process of recording of spece by means of audio, | e. abstract
and ephemeral, without the slement of visual, comes down to
seizing of the moment. Recording of sound information that is
set in MoLAE Salon refers to some ploce that. after it has been
recorded, becomes alocatlon or mapped terrltory.

Mapping of the place is often conducted by means of tourist
cognitive view and behaviorsl practice, & practice of walk The
werk by L o Temporary Viewing (page
15) explores these relatlons. During five days, Putnik has orga-
nized alternative city tours, tiklng citizens to spedific sites and
{private ap: IE constractions etc)
wh-th enabled a good view of Belgrade From the position of
the encounter with privore, inorder for one (o establish a certain
relation towards public; what occurs is a synthesis of everything
ahove, a p tive research and investigative
practice, a practice of placing and spocing. The very proclaiming
of the space for a temporary viewing platform transforms both
its purpose and the identity of the place. Putnik suggests abso-
lute immavability and steady view towasds the real and the en-
i This lation of hing that is near us, some-
thing we are not actually aware of, alters our relatlon towards
that place — at that point, we purcluote that place and make a
ot of it in the map of our further whereabouts. The process
from the mere cognitive mapping of space goes towards the
Faeling of artachment to place i 8. by means of place we ragister
or question persenal Identity, We become aware that we are a
part of it.

'. m“ ﬂ“ lhtll and conclude our walk in the Salon
of the Museum of Contemporary Art, During the exhibition period
lml activities in public space, MoLAB Salon was & meeting point
of inf ion place where cveryone started a walk towards
other spaces in the city, symbolically creating a netwirk of outer
Plexitile spaces. The exhibitian at the Salon irself represents avi-
sual recarding of what happans araund private and pubiic spaces.
During the course of the exhibition the display is altered, modi-
fied = information place i3 transformed into an archive of traces
left behing thirteen warks realized during August and September
2009 In this instance, the MoCAB Salon became a place of un-
stable identities.

Ine exhibitior Belgrade:Nonplaces = =n attermpt to map fluid

disrupts a potential consistency of the place: (& now becomes a
mere location o transition space of conflicting identities, unable
o form a space, leaving the place in question on the tossing of
pelaritles Insidefout, here/there, private/public, Accerding to
Gaston Bachelard the relation Insidefout comprehands the scope
of disrupted dialectics, as does the relation between yes/no, ex-
isting (non-existing and in the context of 3 symbolically-spisitual
epithat we can interpret this relation a8 a relation between ordar
and chians, space of contral and space of non-rontral

spaces that have slid out from the stable history of the dity, bot
at the-same time, this exhibition addresses public to obsenve the.
city from the inside

53 ENON IDVITEFE
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Nati mestol Interaktivni medijski performans
Period: 3L. avgust 2008, (19:30 - 20:30h]
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Vm Kovalevske koji se simullano ochi -
dhu, Sebija, 31, jula 2009 godine,

meghjski pa

U radu No'f mesto Kovatevska Seta cent ] Ei da ade jo i dnj Tokom
setnje publika kofa se nalazi u Salonu je navedi Icuda treba da Id'e iuzive prati njenu peziciju preko
satelitske slike Movog Deograda na Laogle Earth. Tokom Setnje ona fotografise move zarade (koje
jos uvek ne postoje na mapi Google Fartt) i salje ib putemmobilnes telefona o Salon,
Performans je dokumentovan i prikazan i Salonu od drsge polovine aveusta

Nodl mesto je kempleksan rad koji odraZava istoriju | urband razvej Novos Deosrada.

Ll  je duge godina bio miciio zermio, bl dhu granica ca carstva, turskog naistoku, i
s tronigarskog na zapad, Teje uticabo na Gnjenion da tadidnga eradng, mnmi risu hili q]lﬁm -
banistickim planieanjen Kadaje abanisticki plan b BErogradareal i ..’ll-l:gnldr
na XX veka, Aadlala je izgradng benih biok ihk fce. Funkciju

pratila je ideolodka pmtpnstavka da "mesto stanovanja nije samo stvar komodi teta, ved nrwerzalno
pravo na opite javno dobro” Kao rezullal. Novi Beograd je “ostao ekonomska, drutvena i konaino
Fizitka praznina” koja je u potpunosti zavisila od “intervencije driave” (Hlagojevic 20041},

U poslednjih Zest aodina Novi Beoerad je prerastao u pravi novi erad, priviadedi pafnju na sebe i
stvarajufi novi identitet baz kompromisa. Dlanas j# to jedno od najralwalnijih | najboljih podasfja
za gradnju. preenstvens zbog svoje izuzetne infrastrukture i fste situacije kada su u pitanju prava
wlasritva, Mo ebjekli koji su nedosLajal na ovom prostoru kae Ste su banke, holeli, poslovm
i tezni cenln, Soping maolovi, crkve | luksuzne stambene i poslowe jedinice, ubrzano se grade |
popun;avam prazne pros!ore- u stanim novobeogradskin blokovima. Strane i domade kompanije

tiraju milione u izaradnj lownih rarada najuie kateaorije, fime u potpunost menjaju lice
ani pozdradjaju ova promenu, diuei je pak nazivaju krizom ber

MNovos, Beoerada. Dok neki ki
koncepta, Jer razve] ne prati nikakvu filozofiju urbanistitkoe planiranja.

Ipak, kako Novi Beograd nastavija da se Sini | rsaja, njegove imnogobmgne promene nisu zabelezene
i dokurmentovane, ili pak, satuvane u digitalnom formatu, Impozanine erade kao $10 su Soping cen-
tar Laée, Uiniverzitetko sebo = Behlle, ili izaradnja Akva parka, nisu ucrtane na mapama grada i na
intemet kartoarafskom servisu kao S1o su Google Maps ill Google £ arth. S jedne strane uzrok tome su
ubrzane i konstantne promene koje se odvijaju na Leritorji Novog Beograda, a sa druge, Google servis
ARurita svoje mape s4mo s vrermenana vreme, $loje za meslokao ilo je Novi Beograd filava velnost,

Stavljajudi sebe u uloau alathe, umnetnica ima za clj da premosti jaz | povede peodlost i sadadnjost,
stvarno | virtuelno, vidljivo nevidljive. Uz pomed aktivie publike, umetnica de istad razlike izme-
du slike Novos Beoarada keju pruZa Gooele | stvarnaosti, a samim tim, zabele#ide | dokumentovatl
sadasnjost Novog Beograda,

Maii mesto fe dea Projekta Setnja (The Walking Project) — serfe 2l sedijskils precformansa-Set-
wfl, Kexfe se ovdigravaiis i rozninn grodovitin Seomm sveto, www thewalli ngproject.net
Verica Movalsveka

Verica Kovafwwsha rodens 2 u Shopiju 182 godine Diplomirala je na adseku vizudnih umatnosti (pozonifee | gurma) na Plimot
£ 210 % teda] vizualnih umetnasti
ety Kembiod 2007 kada [of Je dodejena
Kovatevsha was bom in Skoplein WED 1n2004 shegraduated
re and Performance The same year she attended the 07
e Antonio Rath, in Coma In 2007 she gradusted from the
auni-pear art rosdney at Christ's Cologe, Uriversity

Univeezitetu u Violiked Britaniji 2004 Iste goding, | ta u Fandariji Antonia Rati u Kamu poha
kejl je vodio Dfimi Quram. Magistritala ja umetnast, kulturu | pedwe-a u n3 Uni

na Frajsts Keleddu, /W
frarn the University of Plymauth in BA (Hons) Visual Art with Th
futeanced Covrsein Visual Arts led by firmmie Durharn at the Fonda
Ukituresity of Carnbrisge in MPHil Arts, Cul buse and Education, and wa s awandied
of Carnbridge /| wwm leovacevsha net

Trace Place | Interactive Media Performance

Period: 31 July 2009, 730pm 8.30pm

Tizce Flacs was a one-hour live inteactive performance, taking place simuitaneousty in New Bels
grade and the Salon of the Museum of Contemparary Arr in Belarade, Serbla, on 31 July 2009,

In Trace Place, the artst perfermed a walk in the central part of New Bebg rede whene currently most
of Belgrade's construction activity is taking place. During her walk, she was navigated by the audi
ente in the Salon which was able to follow ber position in real-time on a Google Satelite View of New
Belorade. During the walk, she also took picteres of new buildings {that are not yet visible on the
Coogle Satellite View) with her mohile phone, and sent themin eal-time to the Salon

The performance was docurmented by video, which was later shown in the Salon

Trace Place is a complex pice that eflects on New Belgrade's history and urban developrent, as
well as the power and limitations of modern technology.

MNew Belgrade was long 'no-man’s-land. caught between the borders of two empires - the Utto
rman’s Urient and the Austro-Hungarian Uccident, Therefore, urban planning was not hindered by
existing developments, When such planning was realised in the 19605 and ¥970s, it became a city
area dedicated to ho g, also known as the sleeping mom The bousing function followed the
idealogical prernise that 'a place of residence i not only a commedity, but a universal right to the
comman public eood’ As a consequence, New Belerade remained an ‘econamic, social and physical
woid', and depended entirely on state intervention.

In the past sicyears, however, New Belerade transformed into a genuinely new ciry. attracting attention
o itself and creating a new identiny without compromizses. Nowadays, it & the city's most favourable area
forconstruction, primarily because of its excelent inf mstructure and cetainty regarding property rights.
Many building structures that were missing, such & banks. hetels, business and trade centres, shopping
rnatls, churches and luxury residential and business bousing areas ane quickly filling the empty spa
Id residential blocks of New Belerade. While some critics welcorme thischange, others call it 't
of a non-toncept, because the new develapments folkow no urban planning phikesaphy,

However, as New Belgrade continues to grow, many of s changes ane not docurmented or deitally pre-
served. Large-scale buildings such 2 the Usde shopping mall, the University Villsge — Bebville, or the
construction of the Aqua Park, ane absent from city maps orweb mapping services such 2 Cooghe Maps
and Google Earth. On the ane hand, this is the case because the changes in New Belorade are mpid and
persistent; on the other, maps ae updated only so often = and too skwly for 3 place like New Belemde.

By putting herself in the role of @ tool, the arist aims 1o bridge this gap and link the past with the
present, the el with the virtusl, and the visibhe with the invisible, With the help of an active audi
ente, she highlighted the differences between Google's view of New Belgrade and reality, and in
doing so parthytraced and archived New Belarade's present

Trace Place is part of The Walking Project, o seres of ifve medio performances — walks that toke place
i vorious dties oround the werld - www. thewalkingproject.net

Verica Kovalevska
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Hanacek, l. et al. (im)Possibilities — Urban Festival 10
Zagreb: [BLOK], 2010
Exhibition Catalogue

Ciosrig gra kao siscliate politidke vash | Deognin kulturnin INSHHUCHA SIoWemend (& miesto

1z kojeg nadzor izvire | prostor u kojem on izlade svej ufinak. Taj @ dispersivni | decentralizirani

mehanizam nadzora | soojalne kontrobe razgranat b svim smjerovima poput rizoma Gme,
intencionaing il e, ki svaju st

Jedna od prvin manilest

4 SUVTEMENE LMmjBinitke prakse U jAvRom Drosion, kow (@ 971,

ra Gornjem gradu organizirac Muze| suvremene umjetnost, lamo smiesten do 2009

sa of great di;
soufes of nd ontempora
fatal biza

oversensitivity,
tisms is in the
of that place...

Matos on Upper Town, 1gos, At Home

Hamletisms in
passed a law
g inthat way a
nistic-architec-
tion of an inner
courtyard of a city palace, and on the sociopolitical level the foundations
of democracy themselves were brought into question. Like a rash on the
el 7l Sic d er 50 i are the contemporary
t we are powerless in
e Government and the
ackets and rethink how
ing situation, in a space
of constant prohibitions ?, whose source of contradictions? is difficult to
locate. ® As opposed to optimism
CNoshisR@er1 (Possibilities 2 EXAMPLE 1—a policeman asking citizens not

1o 5it on St.Mark's sguare unger the excuse that

TO! rete work i traffic rliament vehicles
e festivaland t ntext of tim @ vee of a security car
program is at
the same time a result of successful
cooperations, realizations of ideas,
making changes and opening
closed doors, as well as the impos-
sibility of communication, giving up,
changing of original ideas and fruit-
less attempts. All of the Festival's
projects are tied to specific places,
reacting to their problematic func-
tions. A part of them starts from
the impossibility of a place to func-
tion according to the needs and
rights of citizens, searching for
brackets for the negative prefix in
actions/installations which intro-
duce new ways of using space, and a part of them boldly starts with an
assumption about the possibility of action, suggesting scenarios for direct,
sometimes provocative, confrontation with the surveillance system. Their
negation is present latently, as a potential result of the performance itself
and the reactions of the audience and the public. ® Instead of the fruit-
less Hamletisms, we accept the ambivalence of (im)possibility and base
cancrete action an the tension it generates. 3

wwineg entrance intg urtyar
Inlalié Palace, swned By & public city Insttution,

The Zagreb City Museum.

EXAMPLE 1—despite it tunctians largely as
aresidenitial zone, despite the educatonal
institutions and a high concentration of
rrrusems and other cultural institutions, fhe
desolaton of Upper Town 1S disturbed only By

sporadic groups of foreign tourists / EXAMPLE

solvee 1 parking probilam, 3 garage on

Tuikanac has been Dusdt and the parking an St

and Parliament wehecles ae still parked there

and thi surrounding SIréats; Squares and inner

courtyards are clogged by cars.

Lipnes Town 35 3 central space-of politcal power and numerous cultural msbitubons &

simultaneousty a source of survellance and a space where surveillance axhibits its effecrs

That dispersive and decentralized survedlance and control mechanism branches into all
directions, like a rhizome, by which, Consciously o no, it conceals its visibikty.
One of the first manifestations of contemparary artistic practice in & public space, organazed in

Upper Town by The Contemporary Art Museum, which had been located there untl 2000

the

Mark's square prohibited, However, Government

POWER TOWER —

(participativni performans / participative performance ).
kula Lotrigak, ulice Garnjeg grada /Lotri€ak Tower,
Upper Town streets — subota /Saturday, 240548.00 h

POWER TOWER istraZuje napetosti izmedu kontrole i brige prisutne u
konceptu nadzora; pritom se referirajuci na _pouijest i sadagnjost Gornjeg
grada: obrambenu ulogu gradskih zidina i kontrolnu funkciju kule Lotrécak
1€ na suvrémenu premrezenost nadzornim kamerama i nadzor na kapi-
larnej razini. Publika koja participira u izvodenju performansa nalazi se na
vidikoveu kule Lotr8ak odakle reagirana urmjetnigine upute, istovremena
je i Atiti | nadzire njezino kretanje ulicama Gornjeg grada. I POWER
TOWER examines the tension between control and protection inherentin
, ancept o_f-suwel{!\ance by rgferring to the past and present of Upper
Town: the defensive role of the city walls and the controlling function of
the LotriCakTower, and‘.t_._he contemporary network of surveillance came-
ras and cohlral on the é:a_plllary level The audience participating in the
‘performanceis situated an t'he belvedere of the Lotricak Tower where it
responds to the artist's instructions, simultaneously protecting and con-
trolling her movement through the Upper Town streets. 3

BIO verica Kovagevska (1982_! u svom radu propituje javne gradske pro-
Store.. nat‘i'n_e_(_!';ek_wanm I:{G][:‘ an omoguéuju lzrazava se kroz performans,

skulptru §instalaciju, E8st6karistedi nove tehnologije kaje omaguduju
omréZavanje razli@itinfsudionika, aktivnih participanata u radu, te vise
mjesta na kojima se radovi simultano odvijaju. Svopm pristupom nadilazi
uski krug strucne publike | zastiCenu sferu muzejsko-galerijskih institu-
cija. ® Sudjelovala je na vige medunarodnih izloZbi i festivala medu kojima
su: Beograd: Nermesta, Muze| savremene umetnosti, Beograd (2oog.);
re.act.feminism — Performance Art of the 1960's and ‘7os Today, Akademie
der Kiinste, Berlin (2008.); Liquid Cities, Micro Museum, New York (2008.);

EvegudayAil. dJhe Art of the.Everudoy, Muge) na savremenata umetnost,
‘Skopje (2006 YiSurely We Will Ba Confused, ExsTicosa, Gomo (2004).

Trenutneivi i radiuZOrichu £ lnher work, Varica Kovacevska (1982 explo-
res public city spaces and the waysef action they potentiate She expresses

W\ herself through pefformanee, sculptisresiand installation, fréquently using

new technologies which enable networking of various paruﬁ'pants. who are
anactive element of the work, and of the multiple spaces where the work s
simultaneously taking place. Her approach transgresses the narrow circle
of expert audience and the protected sphere of the museum and gallery
instituticns.. ® Shetook part in many international exhibitions and festivals,
such as Béograd Nemesta, Museum of Contemporary Art, Belgrade (2009);
re.oct.ferminism — Performance Art of the 1960's and ‘7os Todoy Akademie
der Kinste, Berlin (2008); Liguid Cities, Micro Museum, New York (zoo8),
Ewveryday Art, The Art of the Everyday, Museum of Contemporary Art, Skopje
(2006); Surely We Wil Be Confused, Ex-Ticosa, Como (2004). Currently she
lives and works in Zurich, 3§

KINO UNDERGROUND / UNDERGROUND CINEMA —
William Raban — About Now MMX (28', 2010.)
Zelimir Zilnik — Crni film / Black film (14', 1971.),

' OCAJNICKA NADA / FORLORN HOPE —
(instalacija/installation)
kula Lotridak /Lotrigak Tower —
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Kutlesa, A. Intervju
Plan B,36, 2010

Interview

umjetnosti, kao i u ostalim
U podrucjima, Hrvatska se obiéno

okrece prema Zapadu. Dok izloz-
be umjetnika koji suu SAD ili Zapadnaoj
Europi izgradili uspjesnu karijeru, a mozda
i dosegli kultni status, privlace medijsku
pozornost i diroku publiku, rijetko se
pise i govori o suvremenim umjetnickim
zbivanjima u Istoénoj Europi. Eventualno
se pojavi pokoja priéa iz Rusije, a u sredistu
su redovito ekskluzivne kolekeije i vrto-
glave cifre, A 5to je sa suvremenim mladim
umjetnicama i umjetnicima koji dolaze iz
konteksta mnogo sliénijeg hrvatskome?
S jednom od njih, mladem makedonskom
umjetnicom Vericom Kovadevskom, razgo-
varali smo povodom njezinog sudjelovanja
na Urban Festivalu 10. Iako se skolovala,
radila i izlagala u Velikoj Britaniji, a trenu-
taéno #ivi u Svicarskoj, Vericu Kovadevsku
idalje privlaci ne samo Makedonija, nego i
Albanija, Srbija, Hrvatska... U svom se radu
bavi tijelom i prostorom, uglavnom kroz
performans, istrazujudi granice javnog i
privatnog, osobne i univerzalne percepcije,
kontrole i slobode, a iskustvo koje pruzaju
gradovi poput Tirane ili Zagreba jednako
joj je vazno kao i ono koje dobiva u Londo-
nu ili Bariju. Upravo iskustva razli¢itih gra-
dova spaja u projektu The Walking Project.
Uspostavljajuci odredena pravila, ulaziu
odnos s publikom, koja joj iz zasti¢enog
galerijskog prostora putem tehnologije
zadaje smjer kretanja kroz otvoreni i ne-
predvidljivi urbani prostor. Uvijek uzima-
juéiu obzir kontekst pojedinog odredista,
njegovu povijest, arhitekturu, geografiju i
kulturu, prepusta se u neizvjestan odnos
s publikom koju ne poznaje i gradom koji
tek istrazuje, ispitujudi odnose izmedu
slobode i nadzora, kontrole i spontanosti,
#eljeistraha.

U svojem se radu éesto bavis nadzo-
rom. To je i tema ovogodisnjeg Urban
Festivala. Misli$ 1i da danas Zivimo u
svijetu sveopée kontrole, koja se vrii
ne samo preko nadzornih kamera,
nego i na suptilnije nadine - putem
Facebooka, kreditnih kartica, osobnih
isprava itd.?

Eekla bih da se vise bavim pitanjem vid-
ljivosti opéenito. Suvremena nas tehnolo-
gija - internet, kamere, GPS, biometrijska
tehnologija - &ini vidljivima, ne samou
stvarnom prostoru, nego i u virtualnom.
Tako postajemo i ranjiviji, ne znamo tko
maoze pristupiti nagim podacima i u koje
svrhe. Na primjer, §to se dogada sa svim
nasim fotografijama koje se snime kad
nekud putujemo, kupujemo nesto, ili samo
prolazimo ispred nadzorne kamere? Nije
jasno ni 5to toéno znaéi ,videonadzor”i
dozvoljava li ga zakon nopée?

U svom radu The Walking Project
potpuno se prepustas publici, koja te
nadzire i usmjerava preko satelitskih
kamera, kontrolira naé¢in na koji se
kredes i istradujes grad, Osjedas li
nelagodu u takvoj situaciji?

Osjecam se izuzetno nelagodno. Cinjenica
da publika moze nadgledati moj polozaju
realnom vremenu vrlo je iritantna, Nacin
na koji se kredem nametnut mi je u detalje.
Ne mogu pojednostaviti smjer kretanja jer
bi to zbunilo publiku, pomislili bi da zapravo
ne slijedim upute, a dio je izvedbe i u tome
da pridobijem njihovo povierenje. Defini-
tivne je éudan osjedaj kretati se gradom po
nedijim uputama, pogotovo ako je to grad
u kojem ste prvi put. Publika je ponekad
agresivnija, pa me 3alje da hodam gore-dolje

istom ulicom, ili stalno istim dijelom grada...

Jednom je netko htio da svojim kretanjem
nacrtam neki oblik na karti, tako da sam
stalno hodala v jako éudnim smjerovima.
Ponekad su pak vrlo obzirni.

Jedan dio projekta planiras izvestiu
Zagrebu, a radila si ga veé u raznim
gradovima: Bradfordu, Beogradu,
Skopju... Koja je bila polaziina todka
projekta? Ima li veze sa éinjenicom
da si se iz Skopja doselila u Plymouth,
zatim si otidla u Cambridge, pa se pre-
selila u London...?

Mislim da djelomic¢no ima veze sa ¢inje-
nicom da sam se dosta selila. Zapravo, moj
rad uvijek je bio pomalo nomadski. I druge
sam radove raspodijelila na vise sekvenciu
razliéitim gradovima. Ali tek u The Walking
Projectu mogla sam istraZivati gradove i
raditi namjenski za odredeni kontekst. Ipak,
pocetna ideja vise je imala veze s interak-
cijom s publikom, zanimala me kontrola
koja ide u dva smjera - s jedne strane oni
mi govore kamo da idem, a s druge ja njima
govorim kako da kontroliraju mene, uputa-
ma tipa klikni ovdje”, ,prati me nalijevom
ekranu®, éekaj 30 sekundi izmedu dva
klika“ itd. Tako da ostaje otvoreno tko koga
kontrolira. Kasnije sam dodala i element
tehnologije, tako da je kontrola postala
posredovanairad je dobio dodatni sloj.

U Skopju siizvela prvi The Walking
Project 2006., proéle godine izvela si
gau Beogradu, a sada se spremas za
Zagreb. Kako percipiras ta tri istoéno-
europska grada? Mislis li da se atmos-
fera posljednjih godina promijenila,
povlaéili se tipiéni balkanski sarm
pred neoliberalnim globalizacijskim
tendencijama?

Tim sam se problemom indirektno bavila
u Beogradu - dogada se megalomanska
izgradnja, kako bi se postigao ,Zapadni”,
<moderni” itih, a zaprave ne postoji infra-

struktura za to. To je situacija i sa Skopjem,
nazalost. U Zagrebu mi se ipak ¢ini da se

ta promjena zbivala vige organski. Tu sam
uspjela nadi stvari kaje su me podsjecale
na djetinjstvo, kojih u Skopju ili Beogradu
vide nema, a istovremeno sam osjecala da
sam u vrlo europskom gradu.

Kakva je umjetniéka scenau Make-
doniji? Opéenito, kako komentiras
razliku koja se éesto uspostavlja
izmedu Istoéne i Zapadne scene - je
|4 nuta i pojed avljujuda ili
ima smisla govoriti o nekim opéim
razlikama?

To me éesto pitaju u Makedoniji, i pro-
blematiéno mi je odgovoriti, s obzirom na
to da ne volim stereotipe. Ali generalno
bih rekla da je Zapadna umjetnost vise
usmjerena na prezentaciju i produkeiju, a
Istoéna na proces i koncept, 5to ne znaéi da
Zapadna umjetnost nema dublje znadenje,
ili da Istoéna nema estetske komponente.
Samo je stvar prioriteta i trzista. Zapad
proizvodi umjetnost za triste, a Istok za
kulturu, to je velika razlika.

Sto se tide scene u Makedoniji, ¢ini mi se
da je zivnula i da se ponovno uspostavljaju
kontakti s regijom i Zapadom. U inozem-
stvu ima vise makedonskih galerija koje
promoviraju domace umjetnike; mislim da
je to sjajan nacéin da se upisemo na umjet-
nic¢ku kartu svijeta. 3 druge strane, voljela
bih da vise inozemnih umjetnika boravi
na rezidencijama i izlaze u Makedoniji, i
uvijek se trudim dovesti zanimljive kolege,
iako je financijski to vrlo tesko.

Dok si bila na istrazivanju u Zagrebu
- u tijeku je bio prosvjed za pjesaé-
ku zonu u Varavskoj. Mislif li da je
takav aktivizam mogué u Skopju? Au
Ziirichu?

Mislim da je sve to s Varsavskom nevjero-
jatna pri¢a i nisam sigurna bi li se mogla
dogoditi negdje drugdje. U Skopju imamo
iste probleme, i ljudi reagiraju, ali nikad
nisu toliko posvedeni i organizirani u bor-
bi. U Ziirichu pak uopée nema potrebe za
prosviedima - kad se oko svega glasuje, ¢ak
iokoizgradnje novih minareta, a svi znamo
kako je to zavrsilo.

Kakvom ti se ¢ini zagrebadéka art-scena?

Vrlo mlada, zivahna, ukorijenjena u povi-
jest konceptualnih praksi. Odliéno je kad
postaji prodlost na koju se mozes nadogra-
divati. Scena mi se ¢ini dosta usmjerena
na performans, barem vige nego u drugim
istoénoeuropskim gradovima, i s tim sam
se mogla povezati. Super je bilo provesti
nekovrijeme u Zagrebu, i jasno mi je zasto
ovaj grad postaje sve popularnije turistié¢ko
srediste.
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VERICA KOvACEVsKa mlada Je makedonska umjet-
nica rodena u Skopju. zo04. godine, diplomirala
je Visual Art with Theatre and Performance na
University of Plymouth (UK), a 2007, Art, Culture and
Education na University of Cambridge (UK). Svoje
radove artikulira uglavnom Kroz site/vontext-specific
performanse. Odlucuje se za participativne prakse
koje nastoje, koliko je god mogude, uvudi publiku u
rada, isprep inti p pacije s
trenutnom Kulturnom, drustvenom i politickom si-
tuacljom. Trenutno #ivi | radl u Ziirichu. Zanima je,
prema viastitim rijecima “istrazivanje i transformi-
ranje p G i percep
cijskog/konceptualnog i prakti¢nog kroz praksu;
duciranje el djele izmedu lzvodata i
gledatelja; transformir 1 univerzalno/
javnog u privatno i obratng; prostor izmedu pozna-
tog | nepoznatog; emocionalna i fizicka bol; simul-
tana percepcija rada od strane publike i izvodala;
fizltke karakteristike prostora kao | njegove drus-
tvene/ historijske fje.."

Ako pogledamo
povijest nadzora,
shvatit éemo

da se on razvija
tijekom srednjeg
vijeka. Taj je
period, isto tako,
zacetak modernih
gradova

Zarez, x11 /292, 30, rujna 2010, 25

RAZGOVOR S VERICOM KOVACEVSKOM

TORNJEVI
MOCI —

PETRA KROLO /
MARIJANA RIMANIC

KOVACEVSKA Je u lipnju ove godine boravila u Zagrebu istra-
Zujudi prostor Gornjeg grada i njegov prostorni/ kulturni/po-
vijesni kontekst. Rad Power Tower s kojim se predstavlja na
UrbanFestivalu X rezultat je fokusa na konkretan prostor
Gornjeg grada u okviru vitegodiznjeg promidljanja, istradiva-
mja i transformirania javnog prostora kroz Setnju— prikladno
nazvanog The Walking Project. Publika koja sudjeluje u perfor-
mansu ima priliku navoditi autoriding kretanje kroz urbani
prostor, i istodobno je pr.
Balansiranje izmedu straha i 2elje za slobodom, ogranifeno-
%u i kontrolom poedjednako je skliski teren za autoricu, kao
i za publiku, jako s¢ to “Klizanje" ofituje na razliditim razina
ma. Publika dobiva priliku upravljati i nadzirati; autonomna i
suvereno— djelujudi iz siene — dobiva mod da bude okrutna,
briZna, pa?ljiva, strateski promiiljena, nekoordinirana, da dje-
luje ciliano ili besmisleno... Autorica se slijepom poslusno-
Su predaje u ruke publici | tehnologiji te prihvada situacijo
potpune ovisnosti o njihovoj keoperaciji. Kreiranjem mogud-
nosti preuzimanja kontrole, autorica publiku konfrontira s
odlukama koje, zapravo, ne impliciraju nikakve posliedice, ali
bas zato, priklanjanje odred tipu djel ja simp e
mjere do koje *prilika gini lopova®

iti prekoe navigacijskog sustava,

® Vednekoliko godina stvaras The Walking Project. Najnovi-
ji dio projekta planirad izvesti u Zagrebu, a izvodila si ga
ved u raznim gradovima: Bradfordu, Beogradu, Skopju ...

U radu ima potp nad tobom, nad-
zire e J preko litskih | Koja je bila
polaziina tofka projekta? Sto te intrigira pri ponovnim
izvedb rada u novim | stima? Polazisna

todka projekta bila je Zelja da komuniciram s publikom na
daliinu, Zanimljiva mi je ideja da istovremeno budem prisut-
na i odsutna iz galerije. Moji su performansi uvijek na neki
nacin nevidljivi. Nikad ne izvodim performanse izravno pred
publikom —ili je izmedu nas zid (kao na primjer u perfor-
mansu Learning to Love Me gdje sam galeriju podijelila na
dva dijela— jedan za mene, jedan za publiku), ili s¢ nalazim
na potpuno drugoj lokaciji u odnosu na publiku ili publika
uopée nije svjesna izvedbe. Tako da su poletne tolke pro-
jekta ti aspekti nevidljivosti i interakcije na daljinu, Ubrzo
sam potela razmiljati o slobodi i kontroli; transformirala
sam se u urbanog pijuna kojeg publika moZe pomicati po
gradu i promatrati, ® Medutim, izvodenje performansa u
razli€itim gradovima ne znaci ponavlionje istog rada, Svakim
performansom istraZujem razli¢itu urbanu situaciju poje-
dinog grada i razlitite aspekte vezane za tehnaolo,
kontrolu, a isto tako koristim razlicite strategije inte
s publikom. Osnovni elementi su uvijek isti, ali se sve ostalo
mijenja. Najvise me zanima kako postidi da te promjene svaki
put budu uspjedne, | kako konstruirati jaku poveznicu izmedu
izvedbe i odredenog grada.

IZMEDLU KONTROLE | BRIGE I
® Unutar tematskog okvira Festivala paZnja je usmje-
rena ne samo na video-nadzor u Javnom prostoru, nego
i na suptilnije varijante mehanizama Kontrole. Na koji
natin u svom radu problematiziras razlicite razine nad-
zorat



Mogucnost
promatranja s
povisenog mjesta
nesumnyjivo

moze biti prilicno
mocéna, ali

i potencijalno
opasna

Kroz zagrebagki performans felim istraZiti napetosti izmedu
kontrole i brige prisutne u konceptu nadzora, uz reference na
proglost i sadadnjost Gomijeg grada. @ Cini mi se da su vidlji-
vost | kontrola dva medusobno povezana aspekta. Danas se, uz
pomod razlifitih tehnologija kao Sto su CCTV kamere GPS, bi
ometrika 1 Internet nadi podac, kretanja, djel a,p
i ohrasel razmifljanja lako mogu nadgledati. To nudi osnovni
uvjet za prikuplianje znanja, ali i za iranje, @ Medutim,
kaka te tehnologije postaju sve i same po sebi manje
vidljive, i stupanj kontrole postaje mnogo suptilniji (ali ne i
manje modan). Vide ne moramao (ili u biti bad moramo) znati
pojedinosti kako, od strane koga i s kojom namijerom smo pro-
matrani, ali hog Sinjenice da smo svjesni tog promatranja,
ajemo oprezni u pogledu ponasania i djelovanja. Dir uglm
rijetima, potinj lirati. Bila ta samo-
nedto Sto radimo sviesno 1l ne, nije toliko bitno, bitna je kom-
lek odnosa modi gledanja i bivanja videnim te nalin na
kaji je to povezano s jednostavnim ginom gledanja.

6 SAITN

® Tvoj ncrrormans Power Juww referira se podjedna-
ko na sred i kontrole i nad
kawo i na suvremenu situaciju. Kako si dozivjela prostor
kule Lotrs&ak | na kojl natin povezujes njegovu povije-
snu ulogu s danainjom situacijom, Viadom i Saborom
te nadzornim kamerama? Cinl se da se radl o dijalogu
izmedu dvije paradigme nadzora, foucaultovskoj i deleu-
zeovskof...? ——— U svakom je sludaju zanimljiv proces
detektiranja slidnosti srednjovickovnog 1 danasnjeg Gornjeg
gr.1d1 kajil ima mnogo vite nego $to se na prvi pogled mode
i ® Bilo mi je vaino iskoristiti prostor kule zbog njezi-
nog historijskog i simbolitkog znadaja. Ako pogledamo povi-
jest nadzora, shvatit cemo da s¢ on razvija tijckom srednjeg
vijeka, tj. razdobljia kada su kule bile sagradene. To je doba,
isto tako, zadetka modemib gradova. Vaino je stoga istaknuti
paralelu izmedu razvoja gradova i razvoja mehanizama nad-
rora, OFito je to po s abilje? jem e terito-
rija, tj. teritorija novog grada kao i ofuvanja druftvenog poret-
ka unutar njega. Danas je, doduse, uloga (o)¢uvanja pomalo
mutna. Koga novi mehanizmi nadzora Stite i, osim toga, na
koji nadin odrzavaju drudtveni poredak 7 FOUCAULT | DELEUZE
pruZaju o tome zanimbjive teorije. ® U FoucauLiovo) teo-
riji, centralni toranj— Panoptikum — je od kljudne vaZnosti.
Opisuje ga kao simbolitki objekt mogi, tji. mjesto s kojeg se
mofe gledati, a da se ne bude viden. MoZda su zato razni te-
oreticari povlatili paralelu izmedu srediSnjeg tornja i CCTV
kamera, FOUCAULT opisuje ovaj nadin promatranja kao disci-
plinsku mjeru, U tome se razlikuje od DELEVZEA koji govori
o kontroli utemeljenaj vise na prijevari | mamljenju putem
manipulirania mogucnostima i Zeljama nego jednostavno
na prisilama i ogranitavanju. ® Mogudnost promatranja s
povidenog mjesta nesumnjive moze biti priliéno mocéna, ali i
potencijalno opasna. Kao Sto 1yon tvrdl, nadzor ima dva liea,
“isti proces, nadzor—nad-gledati— omogucava i ogranitava,
ukljuduje brigu § kemtrolu” Tu vrstu tenzije Felim istraZiti u
radu Power Tower.
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@ Svoje radove esto lzvodi’ u Javnom prostoru. Na koji
nacin takav kontekst (za razliku od galerijskog prosto-
ra) uvjetuje finalni oblik tvojih radova? Kako se nosls
sa specificnim datostima koje javni prostor sa sobom
nosi ¥ Cini mi se da se ponekad bolje snalazim
u javnom, nego u galerijskom prostoru. Nakon Sto sam di-
plomirala, shvatila sam da je galerijski prostor, mnogo
vide nego javni, uvjetovao konadni oblik mojih radova,
Ima neito prilifno adbojno u klinitki bijeloj kocki galeri-
je. Osjecala sam se neprirodno izlaZudi ili stvarajudi -.vme
radove (ili vedinu njih) u takvom prostoru. P

TEMA BROJA: URBANFESTIVAL X — (ne)moguénosti

ranimbjivom, jer se €ak i u najmanjim ili slabo poznatim mje-
stima moede naidi na nevierojatne muzeje ili festivale, ® U
smislu postajanja dijelom scene, i ovdje kao i drugdie treba
vremena da se snades,

KONTEKSTI I PROSTORI IZLAGAN]A I
® Kakva je umj ka scena u iji 7 lako ved
dufe vrijeme ne Fivis tamo, | dalje se deklarirad kao ma-
kedonsh jetnica. Nosis li kul fiesni

da je to dijelom zato fto uglavnom izvodim performanse i
moyj rad nije vezan #a prostor ateljea. Tek preko fokusiranja
na publiku i interakcije s njom pronasla sam nacin dielo-

kao dio svog naslijeda gdle god da se na-
lazis, ili je skolovanje u Londonu imalo vedi utjecaj na
tebe? Drago mi je da su se stvari u Makedoniji
ponovno pokrenule i cijenim to %o ljudi festo rade u tegkim

vanja u galerijskom pi kaji mi najbolj 8 a. @
Danas u jednakoj mieri radim | unutar § izvan bijele kocke.
5 obzirom na to, uvijek sam sviesna koje sve transformacije
treba napraviti da bi izlaganje rada u oba prostora funkecioni-
ralo. Kod The Walking Praject upravo mi je zanimljive simul-
tano djelovanje u oba prostora | njihovo povezivanje.

ISTOK | ZAPAD I—
@ Bududl da sl dio Zivota | provelan
Koje nazivamo “Europa” ili *Zapad” Kav i na takozvanom
“Ralk "l u “lstod kakvo je
tvoje iskustvo s ta dva kulturno-umjetnitka Konteksta.
Do koje mjere je ta opreka konstrukt, a koliko je stvarno
vidljiva? Prilagodavas li svoj pristup temi ili radu obzirom
na sredinu u kojoj trenutno djelujes? Jaka sam
ahwvalna 3o sam imala priliku raditi i Zivieti u obje regije 1
nawditi nedto od svake. Nastojim ne prilagodavati svoje radove
“gapadno” il *istoéno)” publici, iako sam shvatila da su nji
hove reakeije ponekad razlitite. @ Rasprava o “zapadnoj” i
“istotno]” umjetnosti jos uvijek je dosta prisutna, iako viero-
Jatno mnogo manje nego prije pet 1 deset godina. Sigurno
ima nesto istine u toj opreci, iako je dosta toga konstrui
no, Tedko je ta dva konteksta usporedivati na istoj raz
u svakom postoje razlicite prilike. Trebamo se prisjetiti da
“zapad” ima triiste koie je na “istoku” mnogo manije razvije-
no, Svidjela mi s jedna redenica koju je u svom radu izrekao
Jjedan od ¢lanova Grupe Sestorice autora (Mladen Stilinovid,
po.ur}, a koja ide otprilike ovako: *Na Zapadu su suvremeni
umjetnici pofeli primati placu za svoj rad, pa imaju manje
vremena da razmiliaju o tome o rade”. Zvadi malo pojed-
nostavijena, ali ima nedto istine u tome,

l Do knle]e mjere razvijeno i kojim se kanalima odvija

u j u Svicarskoj ¥ Kakve
su nmgutnustl infiltriranja u scenu I koliko je zahtjevno
tamo podeti izlagati? Mislim da Svicarska gene-
ralno ima zanimljive moguénosti financiranja umjernosti.
Ulaganja dolaze jednak driavnih i privatnih izvora te
funkcioniraju na lokalnoj ili razini kantona, od kojih svaki ima
posebne mogudnosti i pravila financiranja. To scenu Cini vrlo

drudtveno im i politickim Ml.adn genera
clja puna je entuzij i u posliedniih je nekolik
gadina predstavila nekoliko zanimljivih izloZbi. Ono 5to nedo-
staje u Makedoniji je konstruktivna kritika i teorijske rasprave
bl unutar s umjetnosti. Mislim da se
male institucije ili organizacije trude oko toga, %to je sjajno,
ali isto tako inicijative mora biti i od strane velikib instituciia.
U pogledu identiteta— naravno, na mene su utjecale razlicite
kulture u kojima sam studirala i radila, ali u krajnjoi liniji
uvijek éu biti Makedonka.

o pr

® Dok si bila na istraZivanju u Zagrebu, u tijeku je bio
prosvjed ra ofuvanje pjesatke zone u Varfavskoj. Ima
1 sli¢nih inicijativa neviadinih organizacija u bkup]u
i Zirichu? Nisam vidjela sli¢nih ini
Zurichu, Ali bilo kakva promjena bi tamo bila prikladno
izloZena gradanima dotifnog podrudia i vierojatno bi glasa-
njem moegli odebriti takve promjene. MoZda se Ziniti pomalo
Eistunski, ali to je definitivno natin na koji se stvari rade.
@ 5druge strane, u Skopju viada pravi kaos u pogledu mjesta
na kojima se vedina zgrada gradi. MoZete naidl na najnepri-
Kladnije zgrade sagradene na najneprikladnijim mjestima. To
je do te mjere izmaklo kontroli da je vedina ljudi adustala od
prosviedovanja,

® Kakvom ti se Cini zagrebalka scena, posebno novosa-
gradeni MSU? MoZes 1l prokomentiratl neke od IzloZbi
koje si ovdje pogledala? Vidjeti razliCite prostore
i kontekste u kojima se odr¥avaju izlofbe u Zagrebu, kao i kri-
titke rasprave o umjetnosti bilo je vrijedno iskustvo. ® Novi
muzej je impresivna zgrada < impresivhom kolekeijom,
Osobno, draze bi mi bilo vidieti vise hrvatskih autora u stal
nom postavu, Od svega Sto sam vidjela, najbalii mi je bio do-
kumentami film KRISTINE LEKO | GORDANE BREOVIC 0 Grupi
Zestorice autora, Jako je dobro napravijen | prifa ne samo
pricu o umjetnicima nego 1 o drudtveno-politicko) situaciji i
umjetnizko] sceni u Hrvatskol. Iz1ofen je na pomalo skrive-
nom mjestu u Muzeju, ali jednom kad s¢ pronade, definitivno
je vrijedan gledanja. 3
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Verica Kovacevska

Vsakodnevna umetnost, umetnost vsakdana
Everyday Art, the Art of the Everyday

V enoletnem projektu z vnaprej dolodenim
Easovnim okvirom (od 3. januarja 2005 do 3.
januarja 2008) je umetnica vestno, natanéne in
pogosto obsesivno opisovala, kaj se je zgodilo

vsak dan v letu, in svoje misli o tem. Orisala je
razliéne Zivljenjske situacije (priprave na razstavo,
iskanje sluibe, okrevanje po operaciji, potovanje),
belefila svoje prozaiéne writuales (obroke, spanje,
gledanje televizije) in razmiiljala o aktualnih temah
(makedonski umetnastni sceni, vojni proti terorizmu,
reZimu vizumov).

Besedila so pogosto humerna in (samo)
kriti€na ter niso le opoianja in analize okolja,

v katerem fivimo, ampak predstavljajo tudi
samorefleksijo, s katero se lahko vsak identificira,

Tudi vsukodnevno metodiéno in mehansko
»umetniiko delo« je oblika raziskovanja odnaosa
med umetnostjo in vsakdanjim Zivljenjem ter
zastavlja dve bistveni vpradanji: Ali je umetnisko
ustvarjanje lahko rutinska in disciplinirana
vsakodnevna dejavnost? in Ali je vsakdanje Zivljenje
nepretrgan umetniski performans?

Delo je postavilo pred preizkuinjo tudi
umetnicino vzdriljivost in samodisciplino v
odlodilnem letu v njenem Zivljenju - po diplomi in
selitvi nozaj v Makedonijo, ko se je odlofala, ali naj
si izbere poklicno pot umetnice ali ne.

Konéni proizved tega projekta so kartice, 365
unikatnih kartic z besedili in fotografijami (ki jih je
posnela ali nasla umetnica), po eno za vsak dan.
Tukaj so kartice prvié predstavljene v elektronski
obiliki, in sicer tako, da besedilo vsakega dne sledi
svoji sl

Originalne kartice so bile razdeljene
med obéinstvo v Muzeju sodobne umetnosti Skopje
22, septembra 2006,

2005-2006, enoleten projekt / one-year project
365 kartic / cards

In this one-year project with a previously
determined timeframe (03 January 2005-03 January
2006), the artist meticulously, and often obsessively,
described what happened each day of the year
and what her thoughts on it were. She illustrated
different situations in her life (e.g. preparing an

art exhibition, looking for a job, recovering from

a surgery, traveling), noted her mundane “rituals”
(e.g. eating, sleeping, watching TV), and discussed
current topics (e.g. the Macedonian art scene, the
war against terror, the visa regime).

Often humorous and (self-)critical, these
texts not only observe and analyse the environment
we live in, but also present a self-reflection which
everyone can identify with,

The everyday methodical and mechanical
“making of art” is also a form of research into the
relationship between art and everyday life, raising
two key questions: Can the creation of art be g
routine and disciplinary everyday activity?, and s
averyday life a continuous art performance?

The work also put the artist’s endurance and
self-discipline to the test through the course of
crucial year in her life - after groduating, moving
back to Macedonia and when deciding whether or
not to pursue a career as an artist.

The final products of this project are the
365 unigue cards, including texts and photographs
(taken or found by the artist), one for each day of
the year. The cards are presented here for the first
time in a digital form, with every day's text following
its picture.

The original cards were handed out
to audience members at the Museum of
Contemporary Art Skopje on 22 September 2006,
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FOCUS ON PHOTOGRAPHY:

Photography in the collection of the Museum of Contemporary Art

The direct impetus for arganizing this exhibition are two major acquisitions of photographic warks
which recently became part of the collection of the Museum of € porary Art. In 2009 the M
purchased ten works by Zivko Janevski while his family donated another 23 works from the period of
the 19605 by this exceptional artist. The second major and significant acquisition is the overall cycle
of photographs by Ivo Veljanov called "Patot vo rajot” (Road in Heaven), which also came partly as a
purchase and as a donation of over one hundred photographs from the artist himself

The special value of the two acquisitions stems from the fact that it is a selection, i.e. a fully com-
pleted series of photographs which are representative not only in relation to the authorship of
the two artists, but to the same extent in terms of their exceptional importance for the history of
Macedonian photography in XX century. Raising the question of the need to deliberately create a
collection which would examine the history and follow the ongoing development of Macedonian
photography is a topic which has been conceived since the first statute of the Museum in 1964,
and which with greater or lesser intensity has been circulating among the professional staff and
programs of the Museum all these years, but for various reasons never passed the threshold of the
printed programs, wishes and unfulfilled plans. In concrete terms, the only works by Macedonian
photographers represented in the collection in the last thirty years were the four photographs,
acquired a5 a donation from Blagoja Drmkov from his solo exhibition in 1974, and two photographs
purchased from Marin Dimeskiin the late 19705, Therefore, now we want to perceive the two major
acquisitions of works by Zivko Janevski and Ivo Veljanov as the beginning of the implementation
of these intentions and as a moment of establishing the lost link between history and the recent
development of photography in Macedonia.

ments of the landscape to an almost abstract composition of lines farmed by the horizon, a coast o
fields with carefully selected and pictorially treated coloristic relationships in nature. In this sense,
the donations from three Austrian artists from Graz can also be mentioned, namely, Branko Lenart,
Richard Kratochwill and the Vegetation plus portfolio by Elizabet Kees-Kraus, in which she explores
the refationship between city and nature, as a metaphor for the relationship between the intimate
space and the public or social space. Among the artists from Graz, still, what needs to be emphasized
is the group of four photographs by Branke Lenart which are part of his portfolio Tito in Reproductions,
made in the period after the death of the President of Yugoslavia in 1980, and in which in a witty
way he makes an incisive study of the situation in that society.

The period of 19805 was a period of expansion or replacement of the traditional arts disciplines with
various multimedia techniques, among which the use of photography occupies a central place. That
process, which began at the time of the historical avant-garde and especially within the conceptual
art of 1960/705 and continues intensely up to this day, has also in turn contributed to a change of
the traditional, documentary understanding of photagraphy above all, and its approximation to the
representative technigues and concepts of visual arts.

The second seqment of the collection consists of a series of major donations from the beginning of
the 19805 and mainly represent approaching media “melting pot” and the opening of the space for
the new phatographic expansion. Bigger part of the works which integrate photography and various
graphic techniques. In the several graphic series of photographs by Duk Jun Kwak, this Japanese
conceptual and video artist deals with the breaking of the relationships between the image and its
power to communicate at the time of its overproduction. The self-portraits in broken glass, and his

The aim of the exhibition is to present for the first time since the opening of the , the
photographic collection in the widest range of photographic works from straight phtography, to all
those who embrace this medium in any other forms. The exhibition is also an attempt to show and
to explore the works of a number of artists in the international collection which have never been
exhibited before.

The history of this collection begins precisely with the aforementioned acquisitions of photographs by
Blagoja Dmkov and Marin Dimeski, which are actually the first photographic works to ever enter the
museum’s collection. The donation from Drnkov is a series of photographs created between 1969 and
1974 atypical for his usual realistic approach in the portrayal of the idealized Macedonian landscape.
In this series from which Crust and Tree 3 remain in the collection, Drnkov is experimenting with close-
up shats and the graphism of the negative with which he reduces the motif to the level of abstract

face confronting the powerful LLS. presidents and their great statements from the front pages of
Time magazine ironically speak about the fragmentation and the alienation of individuals in media
and information society.

In the photo-graphic collection, the work Landscape as an Attitude by Luis Camnitzer particularly
stands out; the author of which is a member of the first generation of conceptual artists and today
is an influential theorist and critic. One of the main features in his politically and socially engaged
work s the use of the image and the language messages, as is the case with Landscape as an Attitude,
where this artist who comes from Uruguay and because of political repression forcibly immigrates to
the United States, turns his own face into a landscape with children’s toys for a house, animals and
a tree as a representation of home and family, refarring to questions related to issues of homeland
and moving, identity and diaspora.

ol

textures and linearsms, thus approaching to painting of the Informel of that period. Both photograpt
by Marin Dimeski represent two genres in two different periods of his work: the first is from 1976
and is part of a series of urban landscapes in fog, in which the perspective indicated by street signs
immediately disappears in the misty greyness, in the atmosphere of desolation and hopelessness
s a mute testimony of the burden of certain social and existential conditions. The other work by
Dimeski is a portrait of the phatographer Viktor Acimavic and is part of a larger series of technically
remarkably made portraits from the 1980s, formally dlose to Richard Avedon, and in which Dimeski
gives a picture of the Macedonian intellectual and artistic setting of that time.

Shortly after these initial acquisitions, the collection of works made in the traditional photographic
technigues gets enriched and actually starts getting the outline of a collection with a series of dona-
tions from a dozen international artists which arrive in the early 1980s. One of the first and extremely
valuable donations is the group of five color photographs by the Italian artist Franco Fontana, which is
part of his best known cycle oflandscapes made in the mid-1970s, These works provide an overview
of the main features of his distinctive authorial “linear concept,” which consists of reducing the ele-

Photography as part of the ep | practices in conceptual art is present through the photographic
records of the cryptographic and mystical performances by the famous Romanian artist lon Grig-
orescu and by several Hungarian artists, indluding the work by Orsolya Drozdik, who in her photo
performances treats issues of the female identity in the patriarchal society. One of her mostimportant
early warks is the series of photographs Individual Mythologies, in which, referring to the dance and
gestures of sadora Duncan, she discusses the limitations in society and in the world of art which
women who are determined to persevere in their art until recently encountered.

During the 19905, the decade when there comes to a major change in favar of the market status of
the medium and art in general, the international acquisitions of photographs fade almost completely.
Digitization, which had a rapid onset since the beginning of the 20005 and which in spite of the initial
doubts about the nature and endurance of photography as we know it, has contributed toits further
revival and almost unlimited possibilities of application.

Among the four international donations from the last decade, a typical example of some of the new
technical and discursive possibilities which are opened with the digital and computer technology is
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qiven by the works by llya Chichkan and Luchezar Boyadjiev. In GastARTEeiter by the Bulgarian artist
Luchezar Boyadjiev, through a photographic and textually rich narrative structure, we follow the
self-portrait of a transitional artist, which is actually a deep scan and critique of some of the hidden
games of the art system and the global market. The donations from Barbra Riley and the series of
40 photographs by E. L. Smith from his exhibition at the Museum in 2005 are in the field of classical
photography recorded with the use of digital techniques.

However, what we should note as an important change in the structure of the acquisitions over
the last decade is the presence of a relatively respectable number of works by Macedonian artists
acquired solely through donations from the authors themselves. First, the donations from Robert
Jankulovski, Elizabeta Avramaovska, Violeta Chapovska, Oliver Musovikj, Ljupka Deleva, and Irena
Paskali, and since recently those of Verica Kovachevska, Milcho Manchevski, and the couple Carol
Cho and Marke Georgiev, who altogether give the possibility at least for a paradigmatic observation
of their individual works, and of the development and the conditions in Macedonian photography
in the last two decades as well.

One of the key authors and researchers at the same time of the early history of photography in
Macedonia is Robert Jankuloski, In the series of projects implemented during the 1990s, Jankuloski
experiments with the integration of the medium in other fields of visual arts while he constantly
addresses the specifics of photography and its history. His donation of the photographic
installation Ciao Dianne from 1997 is a typical example of Jankuloski's deconstructive procedures
of that period. Reproducing a portrait photography session, Jankuloski's work is a dedication to the
poetics of Dianne Arbus and her suggestive photographs about the conflict between human and
social anomalies, but at the same time a dedication to the great history of photography which can
disappear in the media labyrinth.

Unlike dealing with issues of nature and language of the medium, for a part of the Macedonian artists
who are present with the recent donations, the technical value of the photographic recording has
a secondary meaning and in the broadest sense it is only a suitable means of communicating their
ideas. One example of this is the installation by Elizabeta Aviamovska, in which through a taken and
enlarged image of sky filled with children’s airplanes in a military formation, and laid on the floor, in
awitly way reflects the political conditions, threats and anxiety from the events in former Yugoslavia
and the War on Kosovo. The negatives of the photographs of children’s faces set in a fluoroscope in
the installation Cleansing the Soul by Violeta Capovska also deal with the feeling of anxiety from the
violation of innocence in the clash with alienation in the systems and institutions of power.

Oliver Musovik, who in an inventive manner uses the possibilities provided by digital “snap-
shoot” photography, in Hypsiphobia talks about facing your own fear of height, and at the same
time requires the viewer to see the photographs and his statements in this installation mounted on
a wooden staircase, reminding us of the d ic scenes of ¢ and overcoming the fear
of the main character in Hitchcock's Vertigo.

Ljupka Deleva in her photo and sound installation Sound vs Silence, explores the synesthetic effect of
photography, while the double self-portraits in the performance Learning to Love Me by Verica Kova-
cevska inventively reveals the internal dialogues and the subjective identity conflicts inan individual,
In the unusual interpretation of the self-portrait in the project donated by the couple Carol Cho and
Marko Georgiev, the ph which also ble some d ic forensic shots, are actually
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a self-portrait of a romantic relationship built exclusively through the traces and signs of the minor
injuries to the limbs. The latest donation which came this year from Milcho Manchevski consists of
records of his travels, recording of film projects or everyday situations, organized into a collage-like
series of sequences of five photographs which build their own structure of parallel internal relations

at a level of narration and forms which are united into a single and closed art composition, freed
from the documentary touch to a level of abstraction.

The last presentation of donations from Macedonian artists takes us back to the initial conclusions
about the lost relation to the history of Macedonian photography and the works of Zivko Janevski and
Ivo Veljanov as key links in bridging that gap. As Lazo Plavevski and Valentina Dimitrovski indicate in
their extremely important work The History of Photography in Macedonia in the Period from 1945 to
the Mid-eighties of the XX Century, within the book Photography and Film in Macedonia (MANU 2007),
Janevski and Veljanov are the authors, each of which have significantly contributed to a consistent
modernization of the photographic language, firstly by abandoning the idealized and somewhat
folklaristic expression cultivated after World War |1, and by accepting the trends of contemporary
documentary and authorial photography (Janevski), and then by even more explicit acceptance of
the concept of author’s, subjective photoaraphy (Veljanov). The selection of thirty works by Zivko
Janevski represents the most prolific period in his work in the sixties when all the features of his
authorial expression are defined in the spirit of documentary, life photography. Janevski’s masterly
skillin the application of the Cartiers dictum for the “decisive moment”in capturing and separating a
moment from reality in an unusual incident can be seen in Unusual idyll, At Dusk, Index Bar no. 2, Nuns
inwhich he shows a remarkable sense of composition in catching the spontaneity and immediacy of
the view of the event in the shot. The lyrical character and the quiet intimacy of the compassion for
the characters in a pronounced subjective interpretation of the themes is yet another author’s feature
in Janevski's photography (The Man with a Cigarelte, Last Guests, first Snow, A Girl in Kindergarten,
A Child with a Broken Arm), which somewhat deviates from the life model in this sense. The third
group of photographs in the collection by Janevski consists of portraits, which represent one of the
dominant genre in which he accomplishes the highest achievements (The Man an a Terrace, Painter
no. 1, Nora, Child in Winter).

The cycle of over one hundred photographs by lvo Veljanov is a continuous series of photographs
taken on trips of the artist and his partner in the period from 1976 to the mid-eighties. InVeljanov's
traveling project, the joys of the nomadic movement and the hedonism of the unconstrained and
fulfilled living of the moment, become a scene for an exciting photographic narrative. The typical
use of wide angle foreshortening, large grains and extremely strong contrasting of light and dense
dark parties emphasizes the connection of open space, the joy of light and the pleasure of the tactile
sensations. By all its features, Veljanov's work exceeds the threshold of documentary photography
and belongs to the so-called author’s photography, which involves personal, subjective attitude
presented in a certain conceptual series.

The exhaustiveness of the collections by Zivko Janevski and IvoVeljanov which are briefly discussed
here is the model of formation and design of a serious Macedonian photegraphy collection, which
we would not want to be only an incidental event and just another cycle of unfulfilled desires.

Zoran Petrovski
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Tbynka [leneea / Ljupka Deleva
Twwnna nacnporw 3eyk/Silence vs Sound, 1998

Bepuua Kosauescka / Verica Kovacevska Wpena Nackanw / Irena Paskali
Yuam ga ce cakam cebecn/Leaming to Love Me, 2005 3a nawe gobipo, Made in Macedonia / In Our Benefit, Made in Macedonia, 2002
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Cankulovska-Mihajlovska, M. Two and a Half Rooms
Skopje: National Gallery of Macedonia, 2012
Exhibition Catalogue

HY HALIMOHATHA FANEPHJA HA MAKEOOHMJA
NI NATIONAL GALLERY OF MACEDONIA

Bepuuya Koeauescka

Verica Kovacevska AT

MUHUCTEPCTBO 3A KYNITYPA HA PENYBNMKA MAKEQOHWJA
MINISTRY OF CULTURE OF THE REPUBLIC OF MACEDONIA

ABE UNon cosun
TWO AND A HALF ROOMS

Mana cranuua, Cronje, gexemspu 2011 - jaHyapu 2012
Mala Stanica, Skopje, December 2011 - January 2012
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“Two and a Half Rooms” as a sublimate of
space

As the title suggests, the exhibition Two and a Half
Rooms by the young artist Verica Kovacevska consists
of “two and a half’ segments as a sublimate of the
characteristic moments of her art practice. In keeping
with her current interests, this multi-segmented and
multilayered show exposes dualities and connections
such as private/public, art/technology, artist/audience,
past/present, virtual space/physical space, work/life...
They are expressed through performance elements and
documentations of projects that often highlight the social
context.

With regard to this exhibition, we can come back to an
earlier conclusion without hesitation: Verica Kovacevska
continues to develop her practice by insisting on three
components: “use of space (public, private, gallery);
interaction with the audience/the role of audience in

the creation of the artwork (the audience consciously

or unconsciously participates in creating the work);

and autobiography.” (The Large Glass, no. 23/24,
2008/2009).

Apart from these elements, which are the main focus of
her interest, a more constant and present element has
certainly become the use of different kinds of modern
technology. Whether this is just as a static video camera
monitoring the action, or more specifically, documenting
and presenting the action as an artwork with a limited
duration (such as the different videos from Room no.
3); an active instrument in the hands of the audience

to navigate/create/control the actions of the artist (as in
Room no. 2), or (again) an interactive tool for exploring
the virtual space of her exhibition (in Room no. 1).

Looking back at the title of the exhibition, it is inevitable
to feel that its significance goes beyond its literal
meaning. The free and “shortened” definition of a room

is a synonym for space, a place enclosed by partitions/
walls or some kind of boundaries, i.e. a place in which
events occur. In the exhibition Two and a Half Rooms,
the different rooms offer various presentations and
experiences of different spaces in which the event takes
place.

Room no. 1 offers the experience of a gallery space and
its “exhibition” (an interactive virtual tour of the artist’'s
exhibition Studio no.4). Room no. 2 is a documentation
of an action performed in various cities/public spaces.
Room no. 3 displays a reconstruction of the artist's living
room, her private space marked by the presence of
personal items and a video archive.

In order to locate the most precise common
denominator of all previous works of Verica Kovacevska
we can go back and re-emphasise the research of

the term most inevitably linked to the aforementioned
notion of a room: Space and the boundaries of space.
By actively exploring the different concepts of space,
whether physical or virtual, analysing the absurd limits
of space and the existence of its margins, Kovacevska
suggests the necessity of redefining personal, artistic
and social boundaries.

Maja Cankulovska-Mihajlovska
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Bepuua Kosauescka e poaeHa so 1982 roguHa so Cronje.

Bo 2004 roguHa gunnomupana Ha yHueepauteror  MnumyT",
Benuka Bputanuja, oTcek BUayenHu yMeTHOCTH CO TeaTap u
nepdopmanc. Maructpupana so 2007 roguHa Ha yHUBEP3IUTETOT
KemBpuy“, Benuka Bputanuja, otcek YmetHocT u obpasosanue.
Opn 2009 roauHa sxueee 8o Linpux.

[ocera uma yJecTeyBaHo Ha ronem 6poj MeryHapoaHu

nanokbu 1 checTueanu Mery kou Pe.akm.goeMuHu3Iam

(BepnuH, Ibybreana, Epdypr); Benepad: Hemecma, Mysej Ha
cospemeHarta ymetHocT (Benrpan); Oea He e nopman ghecmuean
(NonpoH); 255 804 km?, Bpot KyHctxane (Buena); [pyau MoxHU
ceemosu, KacuHo NykcemBypr (MNykcembypr); u buexane Ha
cospemeHu ymemsaocmu (Mockea).

Bo HejanHuTe camocTojHu u3nowbu ce BOpojysa CekojoHeaHa
ymemsocm, Ymemuocma Ha cekojdnesuemo so Mysejot Ha
coBpemeHara ymetHocT (Ckonje) so 2006 roguHa.

Verica Kovacevska was born in 1982 in Skopje. She graduated
in 2004 from the University of Plymouth, Great Britain, in BA
Visual Arts with Theatre and Performance. In 2007 she obtained
her MPhil in Arts, Culture and Education from the University of
Cambridge, Great Britain. Since 2009 she is based in Zurich.

She has taken part in many international exhibitions and
festivals, such as Re.act.feminism (Berlin, Ljubljana, Erfurt);
Belgrade.: Nonplaces, Museum of Contemporary Art (Belgrade);
This is Not a Gateway Festival (London); 255 804 km?, Brot
Kunsthalle (Vienna); Other Possible Worlds, Casino Luxembourg
(Luxembourg); and Moscow Biennale of Contemporary Art
(Moscow).

Among her solo exhibitions was Everyday Art, the Art of the
Everyday at the Museum of Contemporary Art (Skopje) in 2006.

Studio no. 4, 2008/2011

WHcTanaumja, MHTepaKTHeHa BHPTYENHa Typa
Installation, interactive virtual reality tour
{Coba Bp. 1/ Room no. 1)
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The Walking Project, 2006-2010

WHE yMja, NeT nepgoy AOKYMEHTUPEHN CO BUOED
Instailation, five video d ted perf ces

{Coba 6p. 2/ Room no. 2)

Forced Actions, 2003-2004 / 2010-2011
WHcTanauwja, ceaym BUAec nepgopManci
Instaliation, seven video performances
{CoBa 6p. 3/ Room no. 3}
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zarez, x1v /335, 24. svibnja 2012,

EMANCIPATORSKE
IZVEDBENE PRAKSE

ZAPISI-FRAGMENTI POLAZNIKA/POLAZNICA ISTRAZIVACKO-PRODUKCIISKE RADIONICE, QURZANE'
U SKLOPU ARHIVA PERFORMANSA REACT.FEMINISM#2 U GALERIII MIROSLAV KRALIEVIC, ZAGREB,

4. 111. SVIBNJA

DANIEL BEDE, IRENA BOCKAIL DINA RONCEVIC, MARTA SUSAK

radionice, adrZane u sklopu arhiva performansa
re.act feminisin#2, na kojoj se raspravijalo o povije
sti, teoriji 1 praksi performansa, i to u okvira dviju
Fooscena i eat art; izvedbena, izlofhena i

S

glavnih tema
glumsivena Zivotinga te Performativia glazba: od bruitizma
do domadih primjera fesionizma: kolaZno (odabir navedenih
radionicarskih tema: Suzana Marjanic u dogovoru s Ivanom
Bago) — donosimo kolaz zapisa polaznika/polaznica, i o
abecednim slijedom: Daniel Bede. Irena Bockai, Dina Ron-
Gevid i Marta Sutak. Vide o prezentaciji arhiva performansa
minivmi? koji se moZe u ovo] zasta jedinstveno)
pogledati do 26, svibnja u Galeriji Miroslay Kraljevi¢
usp, hitpzfwww.reactieminism.org/

indikator je kompatibilnosti karakiera, 10
je vrlo bitno za uspostavu zdravih, uspjesnily
1sretnih meduljudskih odnosa. Na taj nacin,
pretjeranom higiienam sami sebi oleZavamo
ivol sa svojom vistom, Jos
je drastiéniji primjer da sve vise pojedinacs
naglatava kako im je higijena preduvjet
seksualno] aklivnosti s drugom osobom, Na
kraju vodima ljubav i zadovaljavamo svoje
seksualne polrebe s dezodoransima, parfe-

mima, kremama, sapunima i gelovima za
nje nasel/g seksualnelog partnerice/a.

i
Se
biti kako bi dodlo do razmjena inform

sim po sebi je nehigijenian, i treba
a

U VIDEU MEAR EN ESPACIOS
PUBLICOS O PRIVADOS ITZIAR
OKARIZ U MRTVO OZBILINOM
STAVU, MALO ZADIGNUTE
SUKNJE, MOKRI NA STUBISTU
ZGRADE, U HODNIKU
HOTELSKE SOBE, NA FONTANI,
NA KROVU AUTOMOBILA... RAD
OSTAVLIA MOMENT UZBUDENJA
(MOKRENJE NA TAKVIM
MIESTIMA NIIE DOZVOLIENQ),
ZACUDNOSTI (UMIETNICA
MOKRI STOJECKE, KAO
MUSKARAC

DANIEL BEDE: | MUST BE CLEAN BY VERICA
KOVACEVSKA Athiv performansa re.act feminismi2
predstavlja vrelo informacija i dokumentacije. kao stvoreno
za mene i moje potrebe. Kao neafirmiran i akademski neo
brazovan performer cjenim svaku priliku za prikupljanjem
informacija koje e mi dati uvid u povij rformansa,

Dvodijelna radionica u sklopu arhiva za mene je i
dedatan edukacyski karakter, kao 1 priliku za djclovanjem
wsmislu interpreta dnog rada iz arhiva i predstavijs ||1]'1
jednog od svojih video radova, Na radionici sam imao 1 pri-
liku upoznati Vericu Kovadevsku, koja nam je predstavila
svoj performans f st be. Taj rad. naroito prvi dio F st
be clean, naprosto me odufevio,

Rad se sastoji od etiri dijela ili teme: [t be clean, f
smivest be beantiful, Fovast be tiedy, [ muost be happy, Moja se
interpretacija ponedto razlikuje od motivacije same autorice
koja se njime referira na performans Marine Abramovic Arf
st be beaniiful, Artist must be beautifnd, ali vierujem da
ostaje u okvirima tematike. Na Kraju krajeva, to jest samo
interpretacija, moja interpretacija,

Zamene taj rad predstavlja, odnosno progovara o broj-
nim opsesijama drudtva, Najjade rezoniram s prvim dijelom
I must be clean u kojem umjetnica tematizira opsjednu-
tost Cistocom/higijenom. Xa zapadnjalko drudtvo, koje
svoj razve) temelji na odvajanju od svog okrugenja, odne-
sno prirode, indikativna je tefnja sterilizaciji, tj. stvaranju
sterilnog, artificijelnog #ivotnog okrufenja. Svakodnevan
primjer toga nasa je opsesija prikrivanja vlastitog mirisa,
pomodcu raznih (Cesto otrovnih) kozmetickih proizvoda.
Toliko nam je 1w postalo normalno da smo zaboravili da
je nad miris i miris ljudi oko nas bitan nositelj informa-
cija, koji omoguéava i olakiava komunikaciju, odnosno

ale
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(fizi¢kih, ionalnih i duhovnih). Vihu-
nac za mene predstavlja sveproZimajuca
dogma o HIV-u i sigurnom seksu. Sveti
kondom koji 3titi od SPB-a 1 stvarnog inti-
mnog kontakta. Nekad davno nije se smjelo
posumnjati u popova rijed, a danas u doba
znanstvenih ¢injenica nije mogude istrakivati, a kamoli do-
vesti u pitanje neke opéeprihvadene (znansiveno neuteme-
liene ) teorije. Kao 1 u religijama, viesto se mijesaju éinjenice
{istina) s dezinformacijama. Upravo je to mehanizam kojim
s¢ postife vierodostojnost manipulativaih procesa u drudtvu
Uzmimo za primjer razlike u funkcioniranju mozga, odno-
sno dominante aktivnosti lijeve odnosno desne hemisfere
u Fena, odnosno muskaraca, [z tih se mezlika ckstrapoliraju
legitimacije za...

U toj opsesiji za Sistodom pokuSavamo se rijediti prljav-
stine. Prijavitinu primarno predstavija zemlja {blato. pra-
fina...), a zemlja je upravo gradivni element nade planete,
nase Majke, &iji smo neodvajiv dio. Pod premisom da se
kao druitvo nalazimo u dobu adolescencije. to odbacivanje
Zemlje, s jedne strane, oznadava odvajanje od roditelja (Oca
boga | Majke Zemljc), a u krupnom se planu manifs
androcentriénim sustavima i druftvima, Feminizar
emancipatorski pokreti, konkretno njiho
tom krupnom planu, pokazatelj je izlaska iz adolescencije
i ulaska u zrelo doba kaoje nam predstoji,

Osvinul ¢u se na drugi dio performansa £ st be bean-
tifid Verice Kovatevske koji za mene oslikava opsjednutost
drustva |\||Lm.m;mn odnosno alternacijom vlastitog fizid
kog gl ndustrija ra :lji svoje
fjelamicnom ili potpunom nedo-
. Sto je ljubay prema
sehi samo)/samome prihvacanje vilastitog tijela obu-
hvatnije, 1o je Ze canjem i mijenjanjem viastitog
tijela manja, Joi uvijek na vrlo djetinjast nadin shvadamo da
“ljepota dolazi iznutra™, odnosno jod abarav na drbing
te izreke velik, Ljepota je rezultat ravnoteie svih eleme-
nata iliti aspekata nas samih - nadeg fizitkog, mentalnog,
emocionalnog i dubovnog tij koda onoliko ista
i lijepa kolikoe u nju i sebe v cijelost ulazemo; koju hranu
ina koji nadin jedemo: da li zadovoljavamo potrebe svog
tijela za pokretom umjeri u kojem mu je to potrebno; koju
vrstu koemetike 1 zadto korstimo; koliko smo svjesm scbhe
iiskustava koja doZivljavamo, itd,

DANIEL BEDE sc bavi performansom i video m-
dovima. Svoj debl imao je u Nedi performansa na tjednn
izvedbenih wmijetnosii “Perforacije” 2010, gdje je izveo rad
Ekoloski uzgoj koji tematizira ekologki 1 blodinamicki
uzgoj hrane, njezino certificiranje, proklamirane visoke
choloike standarde trgovaca i proizvodata e marketing,
kao i proturjenosti proklamiranih ekolokih standarda i
marketingkih praksi. Usp. hup:fgoo.glijvixl

stira

marketing
statku samoljuby

IRENA BOCKAI: NECKAR Na radionici, u dijelu
u kojemu su sudionicifice predstavljali viastive projekie
ili performanse iz arhiva performansa re.act. feminisms2,
predstavila sam svoj projekt Neckar koji je nastao uz pomod

mojih kolepa 1 bliskih suradnika skupine Dr. Inat u Puli.
Neckar je nastao u maojoj n}l]l A u predstavi, vz meng
igraju Sabina Alcié, Viadi , Barbara Caleta-
MarkeZi€, Sara Skrabe i Ivan Tudek. Scenagrafiju predstave
potpisuje Ivan Tudek, a ton majstorica je Vanja Zaimovic.
Neckar joi uvijek nije imao sluzbenu premijeru, a izveden
je prodle godine u prostorijama Kaza Dr. Inat za uki
krug publike. Unatoé tome kao projekt se “osamostalio”,
Naime, u obliku video zapisa, Neckar je bio dio izloZbe
Dimen Tusenarra u Gal Kazamat u Osijeku te na
istoimenoj izlozbi u Dioklecijanovim podrumima u Splitu,

Vezano uz prvi dio radionice u kojoj se raspravijalo o
izvedbenoj. izlozbenoj i glumstvenoj Zivotinji. a koja moze
imati funkciju objekta, subjekia simbola, u predstavi
Neckar koristim zoosimbal - sk utpl ure labudova odsjede Il!h
glava, Prva ijacija na si ku labuda jest eley i
plemenitost i smionost, iako njegova simbolika u razligitim
kulturama naravio pretpostavlja i raznorodna tumadenja.
Zanimljiva je Cinjenica da labud pripada 1 alkemicarskoj
simbolici, a u Rjecniku simbola A. Gheerbramta i ], Chevali-
era navedeno je kako su alkemi¢an u labudu prepoenavali
amblem #ive jer labud ima njezinu boju i pokretnost pa i
volatilnost, koju najavljuju krila. Labud iskazuje mistic¢nao
dinjenje suprotnosti {(voda — v J. u femu
nalazimo i njegovu arhetipsku vrijednost andr -Simbol
obezglavljenih labudova u predstavi upucuje na tankodut-
nost umjetnika koji se na ntualan nadcin lisava provje
formula i statusnih simbala koji ée ga plasirati u sam vrh
drudtveno pribvatljivih, krajnje prostituiziranth obrazaca
ponasanja

Neckar je likovno-scenski projekt koji se dotide pje
snistva nascga avangardnoga pesnika Drage Ivanidevica
(1907-1981) i Friedricha Holderlina ( 1770-1843), ali i obe
zglavljenosti koje namede struktum drudivene prisile, U
predstavi se poigravam motivima iz pjesama Drage lvani-
ik, mlijeko, pero, krub u lancima, stjuar-
op presnika Hilderling pokusala sam

jestiti u njegovo prirodno okrufenje gdje protjede voda
Neckara s fabudovima fjupkim $to wramjajn glavie o vedu
svetu i trijeznu. Holderlin je posljednjih 36 godina fivota
proveo zatvoren u kudi, zapuiten i zaboravijen. Provodio
je cijele dane u Scinjama od jednoga zida do drugog. ili bi
pak gledao kako protjeée voda Neckara, ili je pisao na ko-
madicima papira | na marginama knjiga, 1 sve 5o je pisao
bacao bi na pod te po tome gazio.

Devet takvih badenih pjesama preveo je Ivanifevié, a
medu njima je 1 pjesma Poloving Zivota u kojo] se pojav-
fjuje motiv labudova:

Sar Zutim ye kruskama

15 pune divijil rufa
Nad jezero nadvio brijeg

srediste

=nih




i

apacios publie

1 vi labudi ljupki,
O cjelova pjani,
Uranjate glave w vodi
Svetu § trifezmu...

Njegovih labudova sje se Dvamisevic u pjesim Hel-
derlin (Dnevnik. 1957). gdje im je odsjekao glave, Ostalisu
labudovi samao s vratovima, labudovi na Neckare:

Lahudovi odsfedene glave
i trave Sto se kalu trave
@ IS
Sree je tako prne gladi pievanjo
i st
Gréka! na koju nikada lndska noga nije stipila

Ipak vrijedi pricati taf san
koji je tako prozradan

da ga je i jedan osmijeh
ARG HOTiT,

Umorent san nedosanjan nz labudove
olsjecene glave

na ahali Neckara.

IRENA BOGKAI (1956) | jen

s Okariz, Mear en
a a privadas

SOCIJALNA | KULTURNA ANTROPOLOGIJA

DINA RONCEVIC: VELIGINOM |
MOKRENJEM Muoja kuja zove se Anuka.
Kada je dofla u kudu, mene je prepoznala
kao najmanje adekvatnu za autoritel pa
kako bi oznalila da je hijerarhijski iznad
mene, mokrila bi po podu moje sobe. Za-
nimljivo je da nisam odmah shvacala kakvu
to ozhiljnu igru igramo obzirom da bi ona
mahala repom i veselo me poedravljala sje-
dajuci na pod dok je usput neprimjetno mo-
krila. No, nakon nekoliko mokrenja, shvatila
sim dn moram vialiti svoju poziciju — ona
nije samo “dodla” veé me, ne mojom voljom,
pozicionirala ispod sebe,

Ttziar Okariz je $panjolska umjetnica
koja se bavi videom, fotogralijom i instala-
cijama. U videu Mear en espacios peiblicos
@ privados, koji se nalaz i u arhivu perfor-
mansa re.act feminism#2, Okariz u mrive
azhilirem stava, malo zoadignute suknje, mo-
kri nar stubisine zgrade, w hodnikn hotelske sobe, na fontani,
na krove awiomobila... Rad ostavifa moment wzbuadenjo
{mokrenje na takvim mjestima nije dozvoljens), zadud-
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zarez, xiv /315, 24. svibnju 2012,

Moida je zbog toga logiéno pretpostavili da bismo spa-
janjem dviju verzija Drugoga uspjele postiéi barem prividnu
ravnotezu, Karlsteom o pokuSava obladed apsurdni kostim
losa u kojem skade po Sumi trazed Sumske Zivotinje kojima
bi mogla pricati o velikim umjetnicama.

[ dok je gledamo kako u rukama previde ia
koje su zaboravljene ili se u velikim udZbenicima por
sti umjetnosti ne spominju jer u umjetnosti (i povi
Fenama jos “nije mjesto”, ne mozemo ne pomishiti da je
cijelo to pitanje zanemarivanja ¥ena kao skupine dovela
do apsurda (i granice nekontroliranog smijeha), jer je to,
prema njoj, jedin nacin da ga aktualizivs, Mogzda ée slusati
ako im je smijeino?

Owvaj performans moZe se tumaditi | kao svojevrsna
izvedbena reakeija na Beuysovu akeiju Kako objasnin siike
mrtvern zeci. | dok je Beuys imao jednostavniji zadatak
jer je zec bio mrtav, Karlstiom se postavila na nepoznati
teritorij u kojemu je uljez ona, $to joj zadatak &ni tezim,

Ne samo da Zivotinje ne mare za umjetnost fena, ili Zene
uopée, nego je odluéuju potpuno ignorirati. To je, smatram,
&in mnogo vece izl 1 od ubijanja zeca 1 nj po-
stavljanja u galerijski prostor.

Usto, Karlstrimin performans bolne je primjenjiv na

Rnosti (mjemicn mokri stofecke, kao ik 12 ma mave-
dene se nadovezije § drustvena fama o nadinu na kaji bi se
Zena trebala ponatan, kopi mikako ne podrazumieva to Sto
eariz izvodi - imanje obrasca [ abiljeza-
vanja teritorija koje je inate karakteristicno za muskarce,
muijake, Naravno da rodne uloge nisu jednake miti ih se
maode na jednak nalin izvoditi obzirom na rod, tako da 1o
otigledno i nije cilj rada.

U zagrebackom ragbi klubu postoji zenska ckipa koja,
naravno, daje sve od sebe na svim treninzima i utakmicama,
noSanse da igraju ragbi jednako kao 1 muskare gotovo da
su ravne nuli. Jednostavno, imamo razhi¢ita tijela, Osim $to
su razlicita, od Zenskih se tijela nekako intenzivnije, prema
drustvenim, rodnim stereotipima, oéekuje da prate ideal
ljepote. U radu 80vs? Patryeja German, poliska umjetnica.
u neutralnom prostoru, kao od majke rodena, pasivoo se,sa
svojih 80 kilograma predaje u ruke trojici m h mladica
koji kao da suizletjel iz neke reklame za traperice. Drkeéi
Jje u rukama, prvi napravi nekoliko koraka i predaje je u
naruéje drugome, Ovaj napravi nekoliko koraka i predaje
Je trecem miadi¢u. Ovaj napravi nekoliko koraka i predaje

studiju kroatstike pn Flozofskom fakultetu u Zagrebu,

Niz godina bavi se kazalistem u pulskoj skupini Dr. Ina! u

i se kroe neverbalni te

intervencijc u prostoru na gran ovnosii i ka-

zalista. Mastupila je u mnodtvo predstava skupine Dr. Inat
u zemlji | inozemsivu,

LINE SKYWALKER
KARLSTROM KAQ DA SVOJIM

PERFORMANSOM QUEEN
DEERS OBUHVACA FILOZOFIJU
ODNOSA DANASNIEGA
DRUSTVA PREMA ZENAMA
(UMJETNICAMA I OSTALIM) I,
DIELOMICNO, NE-LJUDSKIM
ZIVOTINJAMA

N Verica K
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rveka, | must be

Je prvom 1 tako, kroz dvadesetak minuta u ko-
Jima ti prekrasni, so miladiéi jedan drugome prenose
umjetnicu, pasivio predanu njihovim snainim rukama,
dedava se da mladiéi postaju premoreni od zadatka, dok

kodnevieu u kn}o; S0 Fene namjerno uuslavl;anc iz
lkolshh planova i programa, udzbenika povijesti i obra-
swoviih mstituctja opéenito. Mjesta koja po delinicri nude
znanje. svjesno zanemaruju doprinos onih 31% populacije,
oblikujudi time bezbroj generacija koje vieruju da sve za
sluge o drudtvenim promjenama ili drustve vople pripadaju
muikarcima.

Moida sam precsobno shvatila vapaj za znanjem o Ze-
nama koje se ne spominje jer sam i sama popul Karlstrivm,
ali bez kostima losa i kamere, [judskim fivotinjama v svome

Injoskolsk obra yju pokusala ispricati o ulozi
Fena u stvaranju povijesti i svijela kakav danas poznajemo.

aLuﬂ nekoliko pokusaja, nekih manje nekih vise
uspjesnih, shvatila sam da se ciljana skupina (koju sam,
eto, htjela “obrazovati” kao da je 1o moja sveta zadaca)
~ dakle, djevojke | mlade Zene, budude studentice, Zene,
rmulu. radnive — sve vise dosaduje sl 'i-jut."t o povijesti

iako o

nista. lenenadile su se Sto suim ©
hranjenje, uhicenju, Zlostavijanje) jer su vuljdn mislile da su
#ene pravo glasa dobile na pristojan i strpljiv nadin (kao i
sve drugo, uostalom! ). Sa
obzir wememo sustav koji je do tada imao zadacu oblikovan
njihovo (nejznanje.

Karlstrim svjesno postavlja

umjetnica postaje sve zadovoljnija, trijumfalno uzivajuéi u
radnji. Ovdje, za razliku od situacije na raghi terenu, Zena
sustavno 1 promizljeno koristi ono $lo je u startu oznadeno
kao mana, ili barem, ne kao vrlina, 1 transformira to u svoju
korist. Postoji ta priliéno velika razlika izmedu pokusaja
rodnog izjednadavanja s jedne strane i suzivljavanja s via-
stitim, bilo prednostima ili manama, s druge. To su posve
razlicite strategije borbe koje ostavljaju drugadije rezultate
na koneu i na sebstvu,

Spomenute, a i neke druge tipove borbe ili prepusta-
nja istraujem zbog viastitog rada, u kojemu je rod obicno
polaziéna tolka. Zavriila sam Odjel tekstila u Skoli pri-
mijenjenih umjetnosti i dizajna, Odsjek animiranog filma
1 novih medija na Likovnoj akademiji 1 prekvalifikaciju
A hanifarku, Sve £ ukljudujudi i medije,
koristim u svom radu. Osim umjetnodéu, profesionalno se
bavim i ilmskom ammacijom.

MARTA SUSAK: ZENE | NE-LJUDSKE ZIVO-
TINJE: VECINSKA MANJINA Linc Skywalker Karl-
strim. Svedsko-danska izvedbena umjetnica. kao da svojim
. performansom Queen Deers obuhvaca filo-
! zoliju odnosa danainjeg drustva prema Ze-
nama {umjetnicama i ostalim) i, djelomiéno,
ne-ljudskim Zivotinjama. Jer, hijele mi 1o
ili ne, ove dvije drustvene skupine imaju i
previde toga zajednitkog u smislu njihova
polozaja u androcentriénom poretku,
Obje su skupine shvadene kao manjina
svoje viste, iako Zene (rodom, spolom i pro-
pustom) ¢ine 51% stanovnistva, o jud-
ske Fivotinje one ljudske premasuju za vise
desetaka milijardi jedinki, Obje su skupine
oenatene kao ono Drugo, irmcionalno, ne
pouzdano {prenepouzdano da bi viadalo ili
dobilo temeljno pravo na stobodu ). Te uko-
rijenjene stavove msu uspjela skorjenitt m
Cetiri vala feminizma, dok pokretu za prava
Zivotinga lek predstoje viastiti valovi i oluje.

p u losa, u teritorij koji joj ne pripada, prihvacajuéi

tako sve posljedice koje bi mogle uslijediti. Pa iako je reak

cija ignoriranje. njezin odnos prema zivolinjama odrazava
o vl Tanj ju Nepozvane.

R:zsk kaji tada preuzima jasno odraZava (njezin) stav
o postejanju ne-ljudskih Zivolinga kao neovisne skuping ili
skupina koje ona, jednako kaa i fene, ne smije i ne treba
ignorirati.

Zbog toga performansom postavlja i pitanje o uloz
Fivotinje u umjetnosti — mora li ona hiti mriva, raskoma-
dana i ubijena da bi umjetnik ili umjetnica poslali poruku?
Je li ona uvijek v sluzbi umjetnosti kao ono Drugo, manje

enije pitanje o lome Sto (druge) umjetnice,
kao Zene (rodom, spolom i propustom), potvrduju koridte-
njem mrivih tijela ne-ljudskih Zivotinja u svojim radovima.
Prenose i one svoju dotadasnju ulogu zrive, objekta 1,
doslovno, mesa na skupinu jod ugroZeniju od njih samih®?
Cine li time umjetnice Zivotinjama ono Sto su stoljedima
umjetnici ¢inili #enama?

MARTA SUSAK (1Y godina). militantna aktivistkinja
za prava svih Zivotinja pa i ljudi, koja se nada da je budué-
nost feminizma veganska, 8




Knaup, B. ‘Feminine drag and pleasurable acts’, in re.act.feminism - a
performing archive

London: Live Art Development Agency, 2014
Book

168

FEMININE DRAG AND PLEASURABLE ACTS

Questioning, deconstructing and reconstructing ideals of female beauty and gender norms
in art and society has been a major theme in feminist (performance) art since the 1960s
and 1970s. Heteronormative femininity was seen by many as a repressive instrument of
standardisation, and the focus of many works has therefore been on its deconstruction, on
withhalding representation, and on breaking the (male) gaze. In contrast, several artists
developed a strategy of critical affirmation as early as the 1970s. They applied a method

of playful appropriation and performative exaggeration of (female) gender roles. Since the
1970s, Colette has assumed different female personae while transforming her public and
private worlds into a baroque gesamtkunstwerk. Up until the 1980s, Manon staged and styled
her own body as a feminine, androgynous, erotic, artificial being. Martha Wilson performed
and expanded the repertoire of contemporary female stereotypes in A Portfolio of Models
(1974), while in Rose English's performance Quadrille (1975), six women wearing aprons,
leather harnesses, horse tails and high-heeled hooves performed a choreographed dance
that resembled both a dressage show and nightclub performance, oscillating between
absurd beauty and painful restriction. Finally, the hybrid autoerotic scenes in Orshi Drozdik's
Pornography (I Embrace Myself) (1978/1979) both reproduce and undercut the stereotype of
female desire by describing it as a construction that can be changed. These performances
could be interpreted as a form of 'feminine drag' because they reveal gender roles to be
inherently constructed and powerful at the same time - while they can still be the source of
pleasurable reinventions. While there is no 'outside' of gender norms, there is at least room
for something 'next ta', 'more than', or 'less than', that can be experienced and researched,
expanded and presented in these works. The strategy of 'feminine drag', as well as the
defiance of laughter, that refuses to be pigeon-holed, or the resilience of the sensuous

and desiring body, is also used by many contemporary artists. References to striptease,
burlesque and drag shows abound in their works, as do playful appropriations of mass media
formats like soap operas, fashion shows or self-published porn videos. (BK)

Eleanor Antin, Antonia Baehr, Anne Bean, Anat Ben-David, Renate Bertimann, Marijs Boulogne,
Nancy Buchanan, Maris Bustamante, Colette, Katrina Daschner, Viasta Delimar, Orshi Drozdik,
Ines Doujak, Rase English, Patrycja German, Lynn Hershman, Jakob Lena Knebl, Verica
Kovacevska, Katarzyna Kozyra, Christina Kubisch, Katalin Ladik, La Ribot, Kalup Linzy,

Natalia LL, Manon, Muda Mathis, Sands Murray-Wassink, Narcissister, Funda OzgUnaydin,
Tanja Ostaji¢, Carolee Schneemann, Melati Suryodarmao, Annie Sprinkle, Hannah Wilke, Martha
Wilson and others.

> Narcissister, Untitled (cigarette blonde), 2012, c-print, 40 x 30 inches, courtesy Narcissister and envay
enterprises, New York
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Katrina Das

ntermix (EAL), New York

courtesy Electronic Arls
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Soppela, T. Performance Voyage 4
Helsinki: MUU, 2014
Exhibition Catalogue

PERFORMAN CE VOYAGE ‘I PERFORMANCE VOYAGE 4 | ARTISTS AND WORKS

Anostosio Ax & Morianne Myungaoh Kim
[ 2 U lq ] Morjo-Leeno Sillonpdd REMEMBER EVERYTHING

SCREAM T0 SCREAM

PERFORMANCE VOYAGE 4 presents video performances VRt Keisavek

by 15 artists and collectives The theme of self-portrait Alex Bodea THE ARTIST
offers a variety of possibilities for the artists as well NINELINE POENS. 0F ALEX BODEA MAG!
as the audience: the works challenge spectators to ' . Julia Kurek

reflect upon their own self as well. The artworks explore Elina Brotherus MESSAGE

i ki b . - FRANCESCA WOODMAN'S AUNTS
such themes as identity as an act and as a process; R

autobiography and everyone’s right to their own story; Moriko Orenius

the artist in a soclal context; the self in relation to Crigtionthirons TALKING ABOUT..,
N ) STICKER [EXCERPTI INL AN

others and otherness, and more. One thing lacking in the v

submissions was interrogation of social gender, a staple Benas Sarka

theme in self-portraits and performances for decades. EhuniHia:Latherine. Dung wotLsouL.

WHEN | WAS BORN
Has it already been exhausted through art? Do we live in | JTNA/CA
an age of denial and silence? After all, the submissions Minna Suoniemi
- : Allison Holter LULLABY
comprised over 200 video performances from different SALTLICK :

social contexts. Performance Voyage 4 suggests that 1 VG
nudity, tapes, scissors, mirrors, clothes and food still : TOTAL DURATION: 63 MIN
Constontin Hortenstein

remain at the core of performance art. FIT

PREMIERE 4-27 APRIL 2014, MUU GALLERY, HELSINKI, FINLAND Morjo Helander Romulo Banores
WORLD PREMIERE: 22 FEBRUARY 2014, LA NEOMUDEJAR, MADRID, SPAIN. TRAMBO FEED ME BACK
THE JURY: TAINA ERAVAARA, LEENA KELA AND TIMO SOPPELA 14 | FINLAS ¥

=4

L
LA

Anastosio Ax & Morjo-Leeno Sillanpdd Alex Bodea Elina Brotherus
SCREAMTO SCREAM NINE LINE POEMS OF ALEX BODEA FRANCESCA WOODMAN'S AUNTS
SCREAM TO SCREAM took place in the NYC In her self-portrait exercise, Alex Hodea Two photographers work fon

subway on L4 April 2013, 14.00-19.30 h, chooses to reveal the quirky, Dadaist, portrait with a large-tormat view came
side of ity They pay homage to Francesca Woodman,
:ted using who is young encugh to be their niece

mulas

playtully mventi
The duo Anastasia Ax and Marja-Leena The mental qualities are dep
Siltanpaa have collaborated since 2011 Ins: lines

T person

ds. The display takes place on

urface that
superimposes it over Bodea's face: the
performed content and the pertormer are ane,

atransparent Plex

Alex Bodea, Lot
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Verico Kovocevsko Juliao Kurek Marika Orenius

THEARTIST MESSAGE TALKING ABOUT...
Message won the first prize at the Biennale Are we free to talk g and screarm
of :.-". r "_'lll"_'\',' .".':' maiskl, Poland am Cr ‘-"[P'II-!'

Julia Kurek, ¢

Marika Orenius 1

Verica Kovacevska, |

Benas Sorka Minna Suoniemi Romulo Bonores
WALL souL LULLABY FEED ME BACK

Lullaby i

]

Feed me back is anr

Benas Sarka s o wi wn Lithuania Minna Suoniemi

Romulo Banares
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Blackwood, J. ‘Verica Kovacevska’, in Critical Art in Contemporary
Macedonia

Skopje: Mala Galerija, 2016

Book

Born Skopje, 1982. Graduated in Visual Art with Theatre and Performing
Arts from the University of Plymouth, England., 2004; completed MPhil
in Arts, Culture and Education at the University of Cambridge, England,
2007. Has exhibited widely in Europe in the last decade. Lives and works
in Zurich, Switzerland.

www.kovacevska.net

Verica Kovacevska
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Verica Kovacevska

What are your earliest memories of art?

VK: I started drawing very early on. I drew everything that I saw.

Then 1 went to school and I stopped drawing. My interest shifted
to literature. For a long time, I was not. interested in art. However,
when I was in high school, our art teacher introduced us to contem-
porary art’. Suddenly art became more than just a visual thing, it
was also intellectual. There was a challenge to it, and a newly found
freedom. I remember being so excited about it.

What do you remember of your art education
and how do you view it now?

Is what you learned during your art education
relevant / important?

VK: T did my art education in England. T completed a double degree
program in BA Visual Arts with Theatre and Performance, and later
did an MPhil in Aris and Education.

This interdisciplinary education allowed me to have a broad per-
spective on art, while at the same time focusing more closely on
performance art.

After all, performance art is by definition fluid. It borrows elements
from other arts disciplines — from fine art to theatre, and from dance
to new media. It constantly reinvents itself; it challenges us to ques-
tion what performance is, or rather where performance ends and
something else begins. To me this was very interesting and some of
my early works dealt with these issues.

Overall, however, everything I learned during my education was
very useful. Not just the theory, but many practical things too, like
research, writing, time management, documentation, developing
the right methodology, ete. These are all important skills to have as
an artist.

1. The name of the teacher is Slobodanka Stevéeska, a prominent Macedonian
artist who is part of the art group OPA. The high school art program was part of the
International Bacealaureate Diploma Program (the equivalent of British A levels).
It offered a different art curriculum than a regular high school.
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You worked closely with Bojan lvanov and
Mala Galerija, and had a live exhibition in
Bradford that was also presented in Skopje.
How important was this project for your devel-
opment and what do you remember of it?

VK: The Skopje/Bradford work remains one of my favourite exhibi-
tions, probably because it was one of the more ambitious ones.

I should explain it briefly. The exhibition was called Colour Caller:
Live and Recorded, During the opening, the audience in Mala Galeri-
ja was asked (o choose one of lour colours displayed on a screen. This
triggered a sound thal was transmitted live to me. 1 was located in
Bradford — Skopje’s twin city. The sounds were then interpreted by
me as divections for a walking performance in Bradford. My position
in the city during Colour Caller was fed back live to the audience via
GPS/Google Maps. The performance was documented by video and
later sereened again in Mala Galerija.

I worked closely with Bojan Ivanov and Maja Cankulovska-Mi-
hajlovska, who was the curator of the project. As I was physically
ahsent from the gallery, | had to rely on them to ensure that every-
thing ran smoothly = [rom technology and audience participation Lo
the complex video documentation. It was very nerve-wrecking, as
a lot of things could have gone wrong. Luckily it went better than
expected. The audience was very involved: they had their own inter-
pretation of the work. Some guided me through the city with a lot
of thought, others wanted to draw something on the map by using
my maovement. There was also a discussion on the role of technol-
ogy in our lives, the aspect of surveillance, the relationship between
performer and audience, These questions are all raised in the work,
among other things.

This experience helped me (o further develop The Walking Project of
which Colour Caller was a part®.

2. For more information on Colour Caller visit: hitp2fwww kovacevska.net/docu-
ments/Bibliography.pdf, pp. 58-62,
3. For more information on The Walking Project vizit? www.thewalkingproject net.
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Verica Kovacevska

Macedonia, culturally, is perhaps more
isolated than neighbouring states such as
Kosovo or Serbia...

How would you account for this?

VK: I think there are very good artists working in Macedonia. How-
ever, Macedonia is currently facing a multitude of challenges which
also affects the art scene. As a consequence, Macedonia is to some
extent currently in a more introverted phase, making international
exchanges less of a priority. Also, unlike in other places, there is
no strong support system in place for the art scene, adding further
obstacles to being part of an international network. Much of it also
has to do with a lack of funds, also from international supporters,
and therefore much depends on the personal initiative of the artists
and curators.

How easy is it fo keep in touch with
developments in Macedonian art from
Switzerland?

How much is known about contemporary art
from the region?

VK I keep up with things through [riends and social media and |
also stay in touch with people when I visit Macedonia.

There was a lot of interest in the region a few years ago. Art from
the Balkans was promoted through several festivals here, and there
was an exchange with artists and curators organised by Pro Helve-
tia. However, the focus (intentionally or not) has since shifted more
towards Serbia, Croatia, and Kosovo. 1L is probably (air (o say thatl
most people in Switzerland have not seen much contemporary art
from Macedonia.

What are you working on right now?

VEK: Currently 1 am finishing a project about the prefabricated
houses in Skopje that were built after the big earthquake in 1963.
The project is a bit of a departure from my other works, at least in
the presentation. But I think it is an important story to tell. These
houses are slowly but surely disappearing. And they are such an
important part of our history.




As all of them have long surpassed their intended ten-year lifespan,
they have become a kind of a phenomenon. A unique, but authorless
architecture, they have shaped our city and the lives of three gen-
erations ol people, including mine.

Are you optimistic, or pessimistic about the
future of contemporary art in Macedonia?

VK: I remain cautiously oplimistic, as I believe the country has great
potential, but to fully develop it, certain things would first need to
change. One such area is art education which often is still very tra-
ditional, locusing on classical subjects with little, il any, attention
given Lo the contemporary art of the last decades. This obviously
also has an impact on the audience and their expectations.

Another area concerns structural changes that would be helpful, in-
cluding an increased independence of cultural institutions from poli-
ties, a broader funding basis that does not rely exclusively on state
funding, ideally the emergence of an art market, greater exchange
first with the region and then also the rest of the world.

145

52



Karic, M. From Diaspora to Diversities
Belgrade: Remont, 2016
Exhibition Catalogue

Verica Kovacevska
(Master Plan, Winthertur 2041, Future Nomads)

U radovima predstavijenim na izlobi u galeriji Remant umetnica se fokusita na
razlicita pitanja koja se ticu problematika urbane sredine danas, pokutavajuéi da
ponudi neka refenja il viziie. Na primer, u radu Master plan (Deéije izdanje,
2014) dvadesetoro dece je dalo svoje idejne predloge za izradu glavnog plana
preuredenja Kasermen-Areala, bivieg vojnog kompleksa u Ciihu. Deca nisu samo
pokazala Zelju za relenijim i sebi prilagodenijim ambijentom u gradu, ve¢ su istakla
naca) uéeséa dece u urbanistitkom planiranju. Sliéno tome, rad Winthertur 2041
(2014) je bio prilika da se publika uz pomoé virtuelne realnosti povede u jedan
drugaciji obilazak ovog Svajcarskog grada. Tumneja koja je obuhvatala posetu nekim
od Kljuénih gradskih lokacija i njihovim moguéim transformacijama u buduénosti
stvorila je moguenosti za mastanje, ali i za kritigko preispitivanje na koji naéin
danas kenstimo gradove. Konkretno, rad je pokrenuo pitanja o odr¥ivosti, odnosno
5ta bi bili nadi buduéi mogudi problemi u vezi sa hranom, energijom i
mobilno3du, | kako bismo mogli da ih redima? Konaéno, rad Future Nomads
(2013) konstedi postojecu infrastrukturu gradilidta | web kamere postavijene na
jednom od kranova u cindkom kvartu Europaallee u fokus stavija prigu o
umetnicima i njihovom mestu u gradu. Ispred Live Webcam-a dvanaestoro
umetnika, koji ée uskoro izgubit svoja studija usled novog urbanistickog i
luksuznog preuradenja ovog kvarta, drie pojedinaéne transparente koji zajedno
Rajko Radovanowic, Last Line of Defense# |, Marshes of Bayou Rigolettes, Lafitte, -Hp?‘\’_“j“ "BU.“Mi ""T”*"di” Rad ukazuje ne samo na tekuci proces dzentrifikacije,
32 milas south of New Orleans, LA, Lotitude: 29 - 3728, Longitude: vec i na sve izrateniju nomadsku egzistenciju savrernenih umetnika.
030-07'35"W Photo: Alson Radovanowe, 9. jun 2010, Boatman. Gary Hodges

Rajko Radovanovi¢
LAST LINE OF DEFENCE

Radow pripadaju seriji site speafic intervencija koje su realizovane kao direktan
odgovor na tragiénu ekolosku katastrofu kaja se desila u Meksickom zalivu 20.
aprila 2010. godine kada je u eksploziji na naftnoj platformi Deepwater Horizon
poginulo 11 radnika. U tom kontekstu, jedan broj konceptualnib “linija odbrane”
izvedene su na razlicitim lokacijama u moévarama Lujzijane, juino od Rju
Orleansa. Njihov ¢l je bio da preispitaju efikasnost i / ili ograni¢enja tradicionalnih
mehanizama zadtite naspram globalne, korporativne pohlepe padriane od strane
industrijskih regulatva | politi¢ara, Ove prve akcije su bile intencionalno efememe;
trajanje svake intervencije - u rasponu od nekoliko minuta do nekalike dana —
cavisile su od prirodne fragiinosti ivotne sredine | sile elemenata, Zastave su
konséene u kombinaci) sa osnovnim komponentama koje gine ovaj specifican
ekosisten: trska u oblasti Bayou Rigolettes, pesak na Grand Isle, voda jutno od
oblasti Venice. Ponovo postavijena u galerijskom kontekstu, instalacija u fokusu
ima fundamentalna pitanja u ves sa rekoncilijacijom ekonomskog prosperiteta sa
zastitom Zivotne sredine i kako je slufenje interesima Sire javnosti propalo.
Repeticija slika kaja stvara kontinuiranu limju pojedinaénih zastava podseca nas da
je svako od nas poslednja linja odbrane. (Rajko Radovanowe)

Venca Kovacevska, Winterthur 2041, 2014, foto: Roman Richers
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Wallace, M. Captured State
Edinburgh: The Skinny no.146, 2017

Exhibition Review

Sue Tompkins
The Modern Institute
ok Ak

“This is a reminisce!” shouts Sue Tompkins in
Country Crammar (2003), and indeed, this is.
Despite being one of her earlier works, the per-
formance piece is the focus of a new film

by Luke Fowler, a previous collaborator and
Derek Jarman Award winner.

For this, Tompkins’ fifth Modern Institute
exhibition, the Aird's Lane gallery space has been
transformed into an auditorium, its walls cover-
ed in untidy orange emulsion and a selection of
small paintings by the artist. Her wall-project-
ed perf is a stream-of- i
game of word association, backed by an internal
metronome that paces her distinctive 'shout-
sung’ delivery. Phrases are abstracted, but in
series, and Tompkins' textual process is always
on display. Within ‘verses’ there is no jump in
cognition that isn't directly spoken: “for you

This Month in
Scottish Art

November brings exciting solo presentations across Edinburgh, Dundee
and Glasgow. John Akomfrah's acclaimed contribution to the 2015 Venice
Biennale comes to Talbot Rice, as Dundee showcases artist Ulay's long

faster/ four years later/ this is for you faster,”

Fowler’s collaged video runs parallel, though
not in-sync, with Tompkins' verbal unfolding. His
16mm camera shifts from recording studio, to dome-
stic interior, to outdoors, each time presenting a
procedural interrogation of the everyday: removing
books from a shelf, peeling back a corn cob husk.
There are moments when meaning almost accumu-
lates, before being discarded in a kaleidoscopic
flourish for a juicier fragment of word or image.

In the adjacent Brick Space Callery, a new body
of Tompkins’ painting is also on display. Her use of
shop bought canvases and from-the-tube colour
reflects the reworking of the commonplace found
in her performance. Unlike recent exhibitions of
her painted works, the use of text, here, is limited,
Images tread a fine line between abstraction and
representation, with thickly layered colour cbscuring
any semblance of fixed meaning: a toothbrush, sort
of; maybe a glue-smeared horizon. This is wordplay
reflected as paint-play. The art of transience and
pure process. [Jonathan Coward]

Captured State
Summerhall
kK

The former Yugoslavian country Macedonia
seems rather distant to the UK, with it being
likely that audiences here are not attuned to
the Macedonian art scene. However, curator
Jon Blackwood unites six art practitioners with
work centring around ideas emerging across the
international art world. The familiarity of themes
such as urbanism and consumerism frees the
spectator to attune themselves to the cultural
specificity of Macedonia, a nation which is in-
frequently reported on by British media.
Despite stressing the internationalism of
artists featured, the exhibition is firmly rooted
in Macedonian history and contemporary social
issues, For example, Verica Kovacevska's video
piece The House We Grew Up in (2017) explores
the impact which temporary, prefabricated
houses had upon the urban space of Skopje, an

November 2017

anarchic influence which bypassed the dominant
architectural voice of the city.

Elsewhere, in The Artist (2013) Kovacevska
interrogates the role of the artist, measuring the
worth (or lack thereof) placed upon the occupation
by society. Ironic humour is made manifest via a
deliberately cold, detached atmosphere. With this
sense of critical distance between viewer and sub-
Jject, Kovacevska draws on the social documentary’s
claims of objectivity in order to highlight the frame
of prejudice through which the arts are viewed.

A similar theme is picked up by artistic colla-
borators OPA (Obsessive Possessive Aggression)
who use faux seriousness to explore the role of the
artist in a society where creative opportunities
are limited. Against the backdrop of a politically
ensnared economy, OPA guestions how artists are
able to survive without bending to dominant values
and aesthetics, while simultanecusly underscoring
the power and necessity of art as a tool for political
eritique. [Megan Wallace]

Until 30 Nov

rica Kovacavska, The House We Grew Up In, 20178

legacy of politically charged performance

Words: Figgy Guyver

N ovember kicks off midway through Sonica,
a festival of visual sonic art from fourteen
countries in venues across Glasgow. Don’t miss
Phase Transition by Kathy Hinde, in which the
artist converts the abandoned Covanhill Baths
into a sound installation. Blocks of melting ice
willby i i icp i
sing awareness of climate change. There are a huge
range of events during the 11 day festival,

50 be sure to check out the full programme at
sonic-a.co.uk.

Continuing on the theme of sonic art, Clasgow's
David Dale Callery will open a new exhibition by
Morweigan artist Hanne Lippard on 4 November.
Lippard's practice typically explores the produc-
tion of language using only the voice, and this
show, entitled numb limb is set to continue her
investigation of form and content.

Over in Edinburgh John Akomfrah's Vertige
Sea (2015) has been installed at Talbot Rice Gallery.
The three-screen installation was a stand-out
piece at the 2015 Venice Biennale, and uses new
and archive footage to explore the beauty and
cruelty of man's relationship with the sea. Promp-
ted by a radio interview with young Nigerian mig-
rants, the themes range from whaling to slavery
and the current refugee crisis. Vertigo Sea will be
screened alongside At the Craveside of Tarkovsky
(2012), which will see Talbot Rice's Ceorgian
Gallery filled wall-to-wall with pebbles.

The weekend commencing Friday 10 November
will be a busy one if you're in Clasgow: exhibitions
open at Tramway, The Modern Institute,
Transmission and Mary Mary Callery.

Tramway presents a new body of sculptural
work by Amanda Ross-Ho. This will be the LA-
based artist’s first solo exhibition in the UK, and
will include her trademark production of comically
oversized objects. The new pieces are inspired,
in part, by Charlie Chaplin's political comedy
Modern Times (193€), and will appear within an
installation resembling a factory floor.

Opening at The Modern Institute’s Osborne
Street space will be a new selection of appropri-
ated photographic works by Anne Collier. The
Mew York artist typically uses found images to
examine the embedded meaning and cultural
value of photographs.

Mary Mary gallery will present its second
exhibition in its new premises on Oswald Street.
Atrio of painters, Lisa Alvarado, Alex Olson and
Daniel Sinsel will present new works reinterpret-
ing their medium and challenging how the viewer
reads the painterly surface and the image.

At Transmission curators from Black Radical
Imagination will be taking over the gallery pro-
gramme for the month. The collective will present
baby boy, a visual art exhibition exploring Black-
American male identity in its numerous forms,
The exhibition will be bookended by a pair of films,
Baby Boy (2002) by John Singleton and Barry
Jenkins' Moonlight (2016).

Meanwhile, in Edinburgh, Fruitmarket opens a
new major show on the weekend of 10 November,
The gallery will present a mid-career exhibition of
sculpture, installation, photography, film and
drawing by Clasgow-based artist Jacqueline
Donachie. Returning to the theme of identity, the
artist will use sculpture to explore how we
construct and support ourselves in the world. A
new incarnation of the artist's Advice Bar (1995/2017)
will also be unveiled at Fruitmarket: simultane-
ously installation and performance piece, Donachie
will host a programme of advice sessions
throughout the exhibition.

On the other side of the Forth, Dundee will
also be hosting significant works from an acclai-
med performance artist. Ulay is known for experi-
mental photography and action works as well as
collaborations with Marina Abramovic. Running
throughout the month So you see me will present

i ining the ethical f
of art as well as the appearance and performance
of identity. [Figgy Guyver]

[ work

ART

Ulay, Dunes, 1973
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Bocvarova, M. Verica Kovacevska: Learning to Love Me
The Large Glass, 19/20, 2005-2006
(Page 6)

For a long time, projects from young artists that would cause a real excitement were missing in our art scene.
At the age of only twenty-three, Verica Kovacevska has already made some very interesting video perfor-
mances, which we have had a chance to see at several art manifestations in Skopje and Veles this year. Her
latest performance work was shown at the MKC Gallery, Skopje. Done in a very professional and sophisticated
manner, it reminded us of the vitality of our art scene from two decades ago, when, in that very same space,
the artists who exhibited in the late 1980s and early 1990s became key figures in the Macedonian art scene.

At the turn of this century we can notice new impulses, especially coming from artists who were educated
abroad. Kovacevska is the first one to combine Visual Art with Theatre and Performance at the University of
Plymouth in England. According to what she has already presented, we can notice that she has absorbed
these two elements very successfully in her work. In particular, we can draw a parallel to the performances of
Marina Abramovic and Ulay, namely their use of symbolism and ritual as main components, which Kovacevska
has spontaneously incorporated into this new work.

The work took place in a darkened and shortened gallery space, which had several elements typical of post-mo-
dern logic, such as simulation of behaviour and introduction of narration. The process of electrically coupling
different connections of expression and behaviour looks like a montage of individual structures with parodic
aspects of the events.

Typical for her is the discourse in first person, in the sense of repetition (for instance in the video performance /
Must Be she repeats | must be clean, | must be beautiful, | must be happy). This discourse is most highlighted
in this new work called Learning to Love Me. In it she as an artist is an actor, both in performing and choreo-
graphing the actions.

When coming into contact with this complex work we first notice the set-up of five black and white photographs
inserted into light boxes, which illustrate a dialogue between two people (her portraits), or a self-dialogue. In
fact, her idea in such a process is to provoke a personal conflict, such as self-reflection, self-acceptance and
self-hatred. This is achieved with different gestures on the face, caused by the before-mentioned compulsions,
but also as a reaction, or avoidance to multiply the identical situations.

The second segment is the sound, which was caused by breaking of glass, energetically knocking on the walls
(that separated her from the audience, where the light boxes were displayed), as well as the different sounds
and vocals she produced on the spot, and even at times the appearing of her face through the tiny holes on
the floor, in order to cause a different dimension and level of shock of the audience. All this was in the function
of the concept of real introduction to and completion of the audience’s experience.

According to Kovacevska, the work highlights some pains, which are caused by the conditions in society and
the norms enforced on us. But | suppose she is not fully aware that in this performance we experienced her
positive energy and level of power more, which (not only through the making of the sounds, but also her own
gestures in the photographs) transferred this energy in a very sophisticated way. She transformed the comple-
mentary aesthetic into an element of play.
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Cankulovska-Mihajlovska, M. Project ONA 3
Art Republika, 6, 2006
(Page 7)

The complexity of the project ONA 3 by the young artist Verica Kovacevska, which took place on 21 and 22 Fe-
bruary at the Cultural Center Tocka, Skopje, is immediately apparent through its production. The project con-
sisted of two phases, split into two days, which can generally be defined through the element of performance.

The first phase of the project was a projection in a gallery space of seven different short video performances
created in 2003 and 2004 in England (Copy Cat, 2003; | Must Be, 2003; The Smile, 2004; Foodforcing, 2003;
My Daddy Makes Me Sad, 2003; Rob‘s Four Ways of Using a Rope, 2003; Different Ways of Using a Fork,
2003). The majority of these video performances have not been shown in Macedonia before.

The videos are charcterised by the use of one take and thus, generally function as a document of a performan-
ce, performed without an audience. In some of them the main actor is the artist herself, who is also the creator
of the concept. She uses choreographed movements and elements of repetition and text, to illustrate and even
ridicule certain phenomenon — behavioural patterns (mainly forced actions); abuse (domination over people);
or use (creativity). All the works demonstrate certain life situations in the most humorous and over the top way
with which a dimension of absurdity is gained.

The performative elements that Kovacevska is using and the way that she directs her own energy are close
to body art and refer to certain authors (M. Abramovic) whose work is based on examining the physical and
psychological boundaries of the human body.

Moreover, Kovacevska puts the accent in ONA 3 on the second part, in which the audience takes a central
place, and which consisted of a photo documentation of the event from the previous day, i.e. a documentation
of each visitor separately.

Consequently, the first event was a clever ,trap‘ or an incitement to create an artwork in which the audience
takes the central role. Unaware of what was happening while watching the videos, the audience became part
of the play which transformed them into an artistic creation.

This project builds into Kovacevska's public action and performance practice (which is documented through
video, photography, and text), and is a continuation of the Opening Night Audience series made in 2004 in
Como and in 2005 in Milan, Italy. ONA 3 is a completion of this series, in which each performance is done and
documented differently.

In Opening Night Audience the action takes place as an ,invisible' performance where the artist describes
into a microphone and records the physical appearance of each audience member and their reaction to the
artworks. The sound recording is exhibited the day after. In Opening Night Audience 2 two men took measure-
ments (height, length, depth) and names (some members gave a fake name!) of each audience member at the
entrance of the gallery and then wrote them on nametags, which each visitor was obliged to wear whilst visiting
the gallery. The next day all the nametags were displayed on the wall of the gallery as a written documentation
of the opening night of the exhibition. By creating and displaying in the gallery a written/photo documentation
of the opening night, each audience member creates the art piece as well as becomes an art piece.

For Verica Kovacevska the audience has a concrete and necessary role in the creation of the artwork. This
idea is based on the interchange between art and everyday life, and on certain elements of the aesthetics of
reception in which the complex relationship artist-artwork-audience is emphasised. Even though the project
is realised in partnership with the audience, still, in this case, the audience is unaware of what the action is or
what the final result of the work will be.

By switching the role between the artist and the audience, Kovacevska points out to several problems which
have been re-activated on our scene recently through a few art projects, and that refer to the way the audience
treats the artwork or more generally to the artist-artwork-institution-audience relationship. The other aspect of
her work leaves the questions — can art be deduced to a game? and how much is the audience a participant,
as well as a spectator of the work? — open.
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Cankulovska-Mihajlovska, M. Verica Kovacevska
The Large Glass, 19/20, 2008-2009
(Page 12)

Verica Kovacevska’s art career began with the short video performances: Copy Cat; | Must Be; Foodforcing;
My Daddy Makes Me Sad; Rob‘s Four Ways of Using a Rope; Different Ways of Using a Fork (all of them
made in 2003) and The Smile (2004), which satirically examine personal and social issues, and interpersonal
relations, such as man — woman, child — parent. The videos are made simply using one frame, presenting a
document of a performance made in front of no live audience. The lead performer is the artist herself, who uses
choreographed movements, repetition and speech in order to portray and ridicule certain patterns of behavior.

The performing elements that Kovacevska uses not only in the above mentioned videos, but also in the latter
exhibition/performance Learning to Love Me, and the way she directs her energy are similar to body art and
have a reference to certain artists. One, for example, is M. Abramovic, whose work is based on examining the
physical and psychological endurance of the human body.

Kovacevska’s presence in our art scene was felt with her solo exhibition/performance Learning to Love Me
(2005, Youth Cultural Centre, Skopje). This multifaceted event consisted of five black and white photographs
placed in light boxes, which were positioned in an altered (shortened) gallery space, and a performance,
which the artist made in the background, i.e. in a closed space behind the above mentioned altered space.
Through her double portraits of photographs, the artist ‘insinuated a dialogue with her own Self’ and showed a
process of self-acceptance and an acceptance of the current personal condition. This process was illustrated
symbolically, that is, with the performance, - breaking glass, shouting, hitting, etc, which accompanied the
photographs.

The performance caused ‘the audience to be shocked’, or, as M. Bocvarova points out in her review of the
exhibition ‘everything seen had the function of a real introduction and complementation to the experience’.

Investigating public space and audience interaction are the main topics of the works from 2004 to 2005. In
them we again see the research of interpersonal relations used. Such, for example, is The Circle (2004, dif-
ferent cities in Great Britain), whose topic is (self-)alienation, isolation and integration. This idea continues in
Without This We Wouldn’t Have Had This Conversation (2004, a one-week performance, Exeter, G. Britain),
where Kovacevska, wearing a colour photocopy of her immigration visa to G. Britain around her neck, initiates
a dialogue about the visa policy of this country and the awareness of the effect that this document causes on
people’s lives (especially those from the West Balkans).

In this period comes The Phone Box Project (2003 — 2004), too, which is a series of performances/ public
actions performed in several telephone boxes in the city of Exeter. They were documented in a form of a short
film, which portrays the artist’s desire and effort to include the audience in her works and the problems that she
faces within the process (shown at the group exhibition Art Now!, 2005, MOCA, Skopje).

The role of the audience in the process of the creation of the artwork is particularly highlighted in the series
ONA (Opening Night Audience, 2004, ex-Ticosa, Como, ltaly; Opening Night Audience 2, 2005, Careof Gal-
lery, Milan, Italy; Opening Night Audience 3, 2006, Cultural Centre Tocka, Skopje). Each event of the series
ONA is differently performed and documented in a separate way. The two-day event ONA 3 consisted of a
photo documentation of each visitor from the previous evening. On that previous evening, the artist used her
video performances as a lucidly placed ‘trap’, where the attending audience, watching the videos and unaware
of what is happening, became part of the play that turned them into an artistic creation.

In the works from 2006 to 2008, such as Everyday Art, Art of the Everyday and Studio No. 4 (2008, Cambridge,
G. Britain), the artist is reviewing and analysing her autobiography. The initial elements of the project Every-
day Art, Art of the Everyday are two key questions: ‘Is everyday life a continuous art performance?’ and ‘Can
the creation of art be a routine and disciplinary everyday activity?’. The artist asks these questions in order to
search for a connection between life and art. In this one-year project, with a previously determined duration
(started on 03.01.2005 and finished on 03.01.2006), in a disciplined, at times even obsessive manner, the
artist notes daily what has happened on each mentioned day and date, and what her thoughts are on different
situations from her life — from an art festival application, looking for work, traveling, future works, discussing
our art scene, opinions on current existential and political topics in the world, up to personal everyday ‘rituals’
and most common activities like eating, sleeping, watching TV. The final product of this one-year performance
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is a total of 365 cards with a text and photos (from/for every day of the year) — 365 intimate fragments that the
artist shared with the audience on 22 September 2006 at Museum of Contemporary Art, Skopje. In that perfor-
mance, as an act of sharing, the public became private and vice versa.

In 2008 Kovacevska has started the latest project, named The Walking Project. This is a series of walks that
take place in various cities throughout the world. For each walk she gives a number of rules that specify the
starting point, duration and factors, which direct her movement while the walk is taking place. Most of the walks
depend on the interaction with a remote audience (who is located in a gallery, public or a virtual space), which
is possible only through telecommunications technology. This project, explores the aspect of human-human
and human-technology interdependence on the one hand and the tension between our desire and fear of both
freedom/choice and control/boundaries on the other.

Until now, three components are distinctive in Verica Kovacevska’s practice: use of space (public, private, and
gallery), interaction with the audience / the role of the audience in the creation art (the audience, aware or
unaware, takes part in the creation of the work), and autobiography. The artist’s interest is focused on these
three specific directions in the process of art creating. The conceptual frame of performing in different social
and cultural contexts is used as construction for the many layers of Kovacevska’s works.

Even though a significant number of Verica Kovacevska’s works have been created beyond the Macedonian
borders, a big number of her presentations take place in our country, too. This fact assures a distinguishing
place for Kovacevska in the youngest generation of Macedonian artists. Above all, she has a specific, fresh
and mature expression, with a refined sentiment for the role of the different creators in the work of art.
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Kaps, P. Re.act.feminism
Vecer, 28.03.2009
(Page 16)

Today’s series of events and artistic creations look into the rear view mirror of the 20th century. It is a fact that
the first decade of the 3rd millennium is inspired by the 20th century. Re-appropriation and re-enactment of
art, its practices and methods of work is neither new nor unusual. Time and again, generations of artists, art
institutions, and individuals look back into the past searching for things that will benefit them today. In Slovenia
for example in the ‘90s art works and concepts from the past were taken and appropriated in the visual arts
as well as other types of visual culture, such as advertising strategies and the phenomenon of celebrity, which
reflected on the direct relationship between art and life. It is always a key answer to the question why certain
situations echo a period or what/who owns the objectives to pursue and encourage an interest in a certain time
period.

The re.act.feminism project has in its title the prefix ,re”, which generally implies renewed and/or otherwise
performed actions. In this regard | quote John Berger from his freshly translated to Slovenian language book
Ways of Seeing, ,if we see the present clearly enough, then we'll ask the right questions about the past.” If you
can say anything about the present, these are feelings of instability, confusion and blur. Perhaps in this lies the
answer to the question, what is so powerful, affirmative and inspiring in the performance works to the crowd
of artists, theorists and organizers to move backwards and re-stage performances set in today‘s relationships
and contexts. The use of this period serves to resolve the present, the feeling of crisis and suppression within
societal and individual reality. The authors of the project re.act.feminism Bettina Knaup and Beatrice E. Stam-
mer have focused on events from the ‘60s and ‘70s, such as performances, actions, stage work by artists who
have acted in the European (so-called Eastern and Western Europe) and U.S. region. Their research establis-
hes a relationship with performance art today. The project was presented to the full extent at the Akademie der
Kilnste in Berlin late last and early this year. | myself was able to see it at the end of January. On offer were an
extensive video archive, live performances, and a conference with a series of lectures and talks.

Performance art by its very nature and definition is unstable and changing. Its foundation is rooted in the real
and the actual, in the live presence of the artist. It is executed at the time of implementation, in relation to
real-time and the audience. One of the issues mentioned above in the handling of performance art is its elusi-
veness, i.e. the difficulty to archive it and further present it. (Art) archives are thus a node theme of the project.
The curators invited artists that deal with the artistic point of view of the phenomenon of archives, documents,
and preserved fragments of performance art, and who through these procedure authenticate the phenomenon
of live and influence the present matter.

In Ljubljana, the valuable video archive was enriched by lectures and performances, a rare opportunity that of-
fered a view of the artists whose influence extends intensely today. It included 79 units of video clips of perfor-
mances, video performances and individual parts, fragments of live events and interviews conducted with the
pioneers of this form of artistic expression. Younger artists were also included, who in many ways considered
already existing works. Of the multitude of quality works as an example to point out some video performance
is Verica Kovacevska’s (1982-, Macedonia/Great Britain) / Must Be (2003). The four-part-video work depicts
the artist in intense obsessive compulsive behavior, inducing into the viewer a direct association with Marina
Abramovic’s performance Art must be beautiful, artist must be beautiful (1975). Verica Kovacevska succeeded
by repeating gestures to confidently express the imperatives of Western paradigms, namely those of art, which
must be clean, beautiful, joyful and stable.
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Bogoeva, K. Each City Opens New Questions
Skopje: Utrinski Vesnik, 01.04.2009
(Page 20)

The Macedonian artist Verica Kovacevska is staying in her hometown these days, where she is presenting
her latest video work in Mala Galerija - the final installment of the Colour Caller project. Colour Caller was a
performance that took place in February when the artist walked in Bradford and an interactive audience in Mala
Galerija directed her through a choice of colours shown on a screen. The piece is part of Kovacevska’s The
Walking Project, which began in 2006 when the artist did her first walk at the Urban Art Festival in Skopje. “A
few months later | performed a second walk (in Tirana), which led me to develop a series of walks entitled as
The Walking Project’. The idea was (and still is) to create a live interaction with a remote audience, that would
navigate my walk in the normally unknown-to-me city, and in doing so open certain philosophical questions
regarding the aspect of human-human and human-technology interdependence and the tension between the
human desire and fear of both freedom and control” — says Kovacevska.

She indicates that as the project grew the idea to include the urban space as another element in the concept
developed as well. “Thus, certain socio-economic and cultural questions began to be explored in each of the
cities. For instance, in one of the walks, i.e. in London, where the characters from a TV soap were directing my
movement in the part of the city where the soap was taking place, questions were raised regarding the inter-
relationship between the individual, the media, popular culture, technology, reality and fiction. Unfortunately,
the project needed a long time to take off, partly because of my obligations in the UK, and partly because of
the immense logistics, technical and financial support needed for each walk. Nonetheless, now the project has
officially started, it has its own website, it sparks a lot of interest, and it receives many invitations for its pre-
sentation. In the last nine months it has been presented in seven places in several countries, including the UK,
Italy and USA. In the following two years | plan to do more walks, which will take place in less or more known
cities in the world and will be part of international art exhibitions and festivals.”

Colour Caller connects Skopje and Bradford in its own unique way, presenting some of the commonalities of
both cities. “Each city opens questions related to that specific city, regardless whether it is about history, ar-
chitecture, climate change, or certain socio-political questions such as immigration. In this piece in particular
the issue at hand was the history of the two twin cities and their relation to colours and the textile industry. On
the other hand, as the title suggests, the piece opened a “call” for communication and interaction between me,
i.e. the artist, and the audience, and between Bradford and Skopje. This duality — two cities, two countries,
two cultures, two subjects (artist and audience, master and puppet), two actions, two times (live and recorded,
past and present), and two worlds (real and virtual) is an important element of not only Colour Caller, but The
Walking Project in general.”

Verica Kovacevska was born in Skopje, educated in the UK, and works in both Macedonia and the UK. She
says that it is difficult to compare the art scene in Macedonia and the UK because of their significant diffe-
rences. “For instance what | do is quite current in the UK, whereas in Macedonia it is still abstract and not
well-understood. This is because on one hand the technology that | use does not yet exist in Macedonia or it
does but it is expensive and not very accessible, and on the other hand this type of art (regardless whether it is
new media art, live art, or walking art), is not very appealing here. However, both scenes do deal with the idea
of exploring the urban space and our place in and outside it.”

When speaking of her relationship with new telecommunications technology and nomadic networks which she
uses in her work, the young artist whose work is well received by the Skopje audience points out: “I have to be
fully acquainted with the technology that | use, but | also like to experiment with devices and technology | have
never used before. For example in London | used for the first time an appliance that allows you to take your
living room anywhere with you. This device allows you to connect your television set with your mobile phone
so you can get access to all your favourite television channels anywhere you are. Hence, watching television
is transformed from a passive activity done at home into an active one that can be done anytime and anywhe-
re. So far, | have strived to use technology that is already existent, and to some extent in massive use, and to
change its common way of use. In doing so, | point out to the influence and absurdity (or advantage) of using
certain technology or technological devices. Still, | am aware that the technology | use bears certain limitations,
however | find that interesting too as it opens new questions. Despite all this, | must admit that | am not techni-
cally a very advanced person, so this project is a big challenge. It is as if | am working outside my own skin.”
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The crossing from one geographical location to another in Europe, as well as presenting and creating artworks
in both places is not a problem for the young artist.

“The only obstacle is that performing such a walk in Macedonia is not posible due to the lack of modern tech-
nology. Here’s a simple example: Skopje does not have a detailed Google Map. Thus, my movement in Skopje
could not be followed by a remote audience. So, from a technical point of view for Colour Caller | chose to be
in the UK and the audience in Macedonia. In fact, as already mentioned, one of the ideas of this project is to
enable an interaction with an audience regardless where that audience might be. Thus, geographical borders
are not a barrier for this project; on the contrary they are being collapsed in a time when we become increa-
singly more mobile and with better communication means and skills with the rest of the world.”
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Kutlesa, A. Interview
Plan B, 36, 2010
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In art, as in other areas, Croatia is usually looking up to the West. But, while many artists from the USA or
Western Europe have made successful careers with their exhibitions, and even reached a cult status, we rarely
hear or read about contemporary art events from Eastern Europe. Sometimes we hear about things in Russia,
but most of the time the buzz is around exclusive art collections and head-spinning prices. However, what
about young contemporary artists coming from contexts similar to Croatia?

We talked to one of them, the young Macedonian artist Verica Kovacevska, who is showing her work at this
year's Urban Festival. Even though she was educated, worked and exhibited in the UK, and currently lives in
Switzerland, she is still drawn to not only Macedonia, but also Albania, Serbia, Croatia... In her work she deals
with the body and space, mainly through performance, exploring the border between public and private, per-
sonal and universal, control and freedom. The experience she gained from cities such as Tirana and Zagreb is
as equally important to her as that gained in Bari or London.

It is exactly this experience that she combines in her The Walking Project. In the project she creates rules and
interacts with a remote audience located in the ,safe gallery space’. Using various technological tools the audi-
ence gives her directions where to walk in the open and unpredictable urban space. Always taking into account
the context of each city, such as its history, architecture, geography or culture, she puts herself in the hands of
the unpredictable audience while walking in a city that she often does not know. While doing so, she explores
the relationships between freedom and surveillance, control and spontaneity, desire and fear.

Your work often deals with surveillance. This is also one of the main topics of this year’s Urban Fes-
tival. Do you think that today we live in a time when everything is controlled and monitored, not only
through CCTV cameras, but also through more subtle ways such as Facebook, credit cards, IDs etc.?

| would say that my work deals more with the issue of visibly rather than surveillance. | think that we have
become increasingly more visible or transparent through modern technology such as the Internet, surveillance
cameras, GPS, biometric technology. And we are not only visible in real space, but in virtual space too. Of
course becoming more visible makes us more vulnerable, because we do not know who has access to our
data and for what purpose. It is unclear for example what happens to the many pictures that are taken of us
every day, as passers-by, customers, travelers, and users of public buildings, nor it is entirely clear what video
surveillance is or isn’'t by law allowed to do.

In your piece The Walking Project you‘re completely letting yourself go to the audience. Using satellite
cameras they track and navigate you, as well as control the way you walk and explore a specific part
of the city. Do you feel a bit unpleasant in this position?

| feel extremely unpleasant. The fact that the audience can monitor my position in real-time is very ner-
ve-wrecking. It basically dictates how | move in the urban space. | cannot simplify my walking because that
would confuse the audience and they would think that | am not obeying their instructions. So, during the per-
formance | have to gain their trust. But, it is definitely very strange to walk in a city following someone else’s
instructions; especially if it is a city you walk in to for the first time. Sometimes the audience can be more
aggressive and send me up and down the same street or through the same area twice. Other times, however,
they guide me very carefully and with a lot of consideration.

You’re planning to do one part of The Walking Project in Zagreb. You’ve done it already in various ci-
ties, such as Bradford, Belgrade, Tirana... What was the starting point of the project? Does it have to
do with the fact that you moved from Skopje to Plymouth, and then Cambridge, London...?

I think it might have partly to do with the fact that | have moved to different cities. In fact, my practice always
had a nomadic nature. Most of my works have been executed in different cities. But, it was only through The
Walking Project that | was able to really explore the different cities and make works that are suited for them
only. Initially however, the idea was more about the interaction with the audience. | was very much interested
in control as a two-way system. On one hand you have the audience controlling me by telling me where to
go in the city, and on the other hand you have me telling them how to control me by giving them instructions
(e.g. click here, watch my movement on the left screen, wait for 30 seconds between each click, etc.). So, the
question of who controls whom remains open. Later on, however, as | added more sophisticated technology in
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the works, that control became mediated, and the concept gained another layer.

In 2006 you did your first walking piece in Skopje and last year the project took place in Belgrade. Now
you’re preparing for Zagreb. How do you perceive these three Eastern European capitals? Could you
say that in the past four years the atmosphere has changed? Is the typical Balkan “charm” slowly wi-
thdrawing before the neoliberal globalized urban tendencies?

Well, | indirectly referred in my Belgrade walk to this problem — this whole megalomaniac building of new
buildings, in order to acquire a more western or modern look, when in fact there is no infrastructure to do so.
This is unfortunately the case with Skopje as well. However, in the case of Zagreb | feel that this change or
transformation has taken a bit more organic turn. When in Zagreb | was able to find many things that reminded
me of my childhood (which | was unable to find in Skopje or Belgrade), and at the same time | felt like | was in
a very European city.

What’s the art scene is Macedonia like? In general, how do you comment on the difference that’s usual-
ly made between Eastern and Western art scene? Is it superimposed and simplified or does it make
sense to speak of the general difference?

| often get asked this question in Macedonia, and | feel uncomfortable about answering it, because | don’t
like stereotyping things. If | were to speak of the general difference, | would say that the Western art is more
presentation and production oriented, whereas the Eastern art is more process and concept based. This does
not mean that the Western art is meaningless, or that Eastern art is less aesthetic, it's just a matter of priorities
and markets | guess. The West makes art for an art market, whereas the East makes it for culture. And there’s
a big difference there. In terms of the Macedonian art scene, | feel like it is becoming more alive again and
its re-establishing its contacts and connections with the region and the West. There are several Macedonian
galleries abroad that showcase Macedonian art, which is a great way to put Macedonian artists on the map.
On the other hand, | would also like to see more foreign artists exhibiting and doing residences in Macedonia.
| always make an effort to bring interesting artists from abroad to Macedonia, but there is always a bit of a
struggle with the funding.

While you were doing your research in Zagreb, there was an ongoing protest to save the public zone
in Varsavska Street. Would this kind of activism be possible in Skopje? What about in London, or in
Zurich?

| think the whole Varsavska thing is just an incredible story, and | am not sure it would work as well anywhere
else. In Skopje we have the same problems, and people react to it, but never in such a dedicated and organi-
sed manner. In Zurich on the other hand, there is less need to protest, because people get to vote on anything
— even on whether they want more minarets to be built — and we all know how that vote ended.

How did you find Zagreb and its art scene?

| find the Zagreb art scene very young, vibrant, and rooted in its conceptual past. | think it's great to have that
past and build on it. | also found it very performance driven — or at least more so than other Balkan cities, which
was something | was able to relate to. Zagreb itself is a great city to spend some time in, and | see why it is
becoming an attractive tourist destination for people from around the world.
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Verica Kovacevska is a young Macedonian artist born in Skopje. She graduated in 2004 in Visual Art with
Theatre and Performance from the University of Plymouth (UK), and in 2007 received her MPhil in Arts, Cul-
ture and Education from the University of Cambridge (UK). She articulates her ideas mainly through site/con-
text-specific performances. She has decided on a participatory practice, which aims to engage the audience
in the work as much as possible, and which intertwines personal concerns with current social, cultural, and
political situations. Currently she lives and works in Zurich.

In her own words, she is interested in “exploring and transforming space; reducing the element of division bet-
ween performer and viewer; uniting the psychological with the perceptual / the conceptual with the practical /
thought with action; transforming the personal into universal, the public into private, and vice versa; the space
between the known and the unknown; both audience and performer experiencing the work simultaneously; the
physical characteristics of space, as well as its social, cultural and historical associations”...

Kovacevska stayed in Zagreb in June this year exploring Upper Town and its spatial, cultural, and historical
context. Her work Power Tower, which she will present at this year’s Urban Festival, is a result of her focus
on a specific part of Upper Town in the frames of her years-long project — that explores and transforms public
spaces through walking — appropriately titled as The Walking Project.

The audience that takes part in the project can navigate the artist in the urban space and track her position with
a navigational system. The balance between the desire and fear of both freedom and control is a ‘slippery slo-
pe’ for both artist and audience, even though that ‘slipperiness’ is manifested on different levels. The audience
gets the opportunity to control and monitor; autonomously and sovereignty - acting from the shadow — they
get the power to be merciless, careful, carrying, strategic, uncoordinated, intentional and unintentional... The
artist puts herself blindly and obediently in their hands, accepting the situation of being dependant from their
co-operation. By creating possibilities to overtake control, the artist confronts the audience with decisions that,
in fact, do not imply any kind of consequences, but, precisely because of that, leaning towards certain type of
activity is a symptom of the level on which ,opportunity makes a thief*.

You have been working on your piece The Walking Project for a while now. Part of that project is about
to be performed in Zagreb, and you have already performed it in various cities like Bradford, Belgra-
de, Tirana... In the piece the audience has control over you, they monitor and direct you via satellite
cameras? What was the starting point of the project? What is intriguing in re-performing the piece in
new contexts?

The starting point of the project was about wanting to interact with an audience remotely. | liked the idea of
being both absent and present in the gallery. My performances have always been “invisible” in some way. |
never perform in front of an audience directly — there is either a wall between us (like for instance in Learning to
Love Me where | divided the gallery into two parts - one for me and the other one for the audience), or | am in
a completely different location from them, or in some instances they are not even aware that | am performing.
So, these aspects of “invisibility” and “remote interaction” were what started the project. Soon after, | began
to think about freedom and control, and turned myself into an urban pawn that the audience could move and
monitor in the city. However, doing the project in a different city is not ‘re-performing’. With every performance
| explore a different topic about cities, technology and/or control, as well as employ very different strategies for
interaction. So, in essence the basic elements are there, but everything else changes. Thus, for me the most
interesting part is how to make these changes successful each time, and how to really link each performance
to the city in which the walk takes place.

BETWEEN CONTROL AND CARE / In the thematic frame of this year’s Urban Festival we emphasised
not only CCTV surveillance in public space, but also more subtle mechanisms of control. How do you
consider different levels of surveillance in your work?

I think that visibility and control are two aspects that are interlinked. Today with the help of various technolo-
gies such as CCTV cameras, GPS, biometrics, and the Internet, our data, movements, actions, behavior, and
thinking patters can easily be monitored. This offers the basic condition of collecting knowledge, of being ‘in
control’. However, as these technologies become increasingly more sophisticated and less visible themselves,
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the level of control becomes more subtle (but not less powerful). We no longer need to (or in fact do) know
the specifics of how, by whom and for what purpose we are being watched, but the fact that we are aware of
being watched makes us wary of our behavior and actions. In other words, we begin to self-regulate. Whether
this self-regulation is something we do consciously or not, and whether it is intended consciously or not, is not
important, what matters is how complex this power relationship of seeing and being seen is and how it is linked
to the simple act of watching.

In your performance, Power Tower, you are referring to both medieval and current mechanisms of
control and surveillance. What was your impression of the Tower of Lostrcak and in which way do you
connect its historical role with today’s situation, i.e. the government buildings and CCTV cameras? It
seems that it‘s about a dialogue between two paradigms of surveillance, foucaultian and deleuzian.

Well, it's certainly interesting to observe that the medieval and present day Upper Town have more in common
than one may think. For me, it was important to use this tower because of its historic and symbolic significance.
If we go back to the history of surveillance, we will find that it was developed during medieval times, i.e. when
these towers were built. This is also the beginning of modern cities. So it is important to note the parallels
between the development of cities and the development of surveillance mechanisms. Clearly this had to with
marking and protecting territories, i.e. the territory of the new city, as well as with keeping social order within
the cities. Today, however, the protection part is somewhat blurry. Who do the new surveillance mechanisms
protect? And furthermore, how do they maintain social order? Focault and Deleuze both provide interesting
theories on this. In Focault’s theory, a central tower — the Panopticon — is of crucial importance. He describes
this tower as a symbolic object of power, i.e. a place from which one can see without ever being seen. This
may also be the reason why many scholars have drawn a parallel between the central tower and the CCTV ca-
meras. In addition, he describes this type of watching as a disciplinary measure. This is different from Deleuze
who talks about control, rather than disciplinary measures, based increasingly on seduction and enticement
through the manipulation of opportunity and desire rather than just coercion or constraint. Certainly, the pos-
sibility of watching from a higher position or perspective can be very powerful, and potentially dangerous. As
Lyon explains, surveillance has two faces, “the same process, surveillance — ‘to watch over’ — both enables
and constrains, involves care and control.” And this tension is something that | want to explore in Power Tower.

You are often performing in public space. How does the context of public space (unlike galleries) con-
dition the final shape of your piece? How do you deal with the different characteristics that the public
space offers?

| think that sometimes | find dealing with public space easier than with gallery space. In fact, after graduating
from University, | found the gallery space condition the final shape of my work more so than the public space.
There was something about this white clinical cube that was so uninviting. It felt unnatural to show or create
my work (or most of my work) there. | guess part of that came from the fact that | mainly did performance work,
so my practice was not studio-based. Actually, it was through the audience, or my interaction and focus on the
audience that | eased my way into the white cute. Nowadays, | work as much inside as outside the white cube.
Thus, | am always aware of the transformation that needs to be made in order to show the work in both spaces.
| like how The Walking Project uses both spaces simultaneously, and in doing so connects them.

EAST AND WEST / Having in mind the fact that you have spent part of your lifeand education in coun-
tries being referred to as “Europe” or “The West”, but also in so called “Balkan” or “Eastern Euro-
pean” countries what are your experiences with these two different socio-cultural contexts? To what
point is this contrast constructed? To what extent do you adjust your approach to a specific topic or
project to the context you are operating with at the moment?

I am very thankful to have had the opportunity to work and live in both of these areas, and to learn something
from both. | tend not to adjust my works for ,Western“ or ,Eastern” audiences, even though sometimes | do
find that their reactions are different. The discussion of Eastern and Western art is still very much present, al-
though probably less so than five or ten years ago. There is definitely some truth to that contrast, but a lot of it
has also been constructed. It's actually very difficult to compare both on an equal level, because very different
opportunities exist in both. Also, one has to remember that the “West” has an art market, which the “East” does
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not fully have.

To what level is the investment in contemporary art developed in Switzerland, and through which chan-
nels? What are the chances for infiltrating in the scene and is it hard to start exhibiting there?

| think that Switzerland has very interesting funding opportunities for the arts in general. The funding comes
from both state and private investments, and usually it works on local or cantonal level. As you know Switzer-
land is a federal state, so each canton has different opportunities and rules for funding. That makes for a very
interesting scene, because even in the smallest or less well-known places you find incredible institutions or
festivals. In terms of infiltrating in the scene itself, as in every other country it takes some time to find your way
around it.

CONTEXTS AND SPACES / What is the Macedonian art scene like? Although you do not live in Mace-
donia for a while now, you still declare yourself as a Macedonian artist. Do you carry your Macedonian
socio-cultural context wherever you are, or has the education in England been more influential?

| like that things have started to move again in Macedonia and | appreciate that people are working under of-
ten-difficult economic and political conditions. There is great enthusiasm coming from the younger generation
of artists, and in the past few years there have been many interesting exhibitions by younger artists.

What is definitely missing in Macedonia is some constructive criticism and theoretical discussions on issues
within contemporary art. | think the small institutions or organisations put some effort into that, which is great,
but some initiative has to come from the big institutions as well. In terms of identity, | will always consider my-
self a Macedonian no matter where | live. Certainly, the different cultures in which | have studied and worked
have had an influence on me, but ultimately | will always be a Macedonian.

While you were on a research stay in Zagreb there was a protest for preserving the pedestrian zone
in Varsavska Street. Are there any similar initiatives by non-government organisations in Skopje or
Zurich?

I haven’t seen any such initiatives in Zurich. But any change in Zurich would be appropriately communicated to
the citizens of that area and probably they would have a voting in order to allow such a change to take place.
It may seem a little orderly, but it's definitely the way to do things. In Skopje, on the other hand, there is a real
chaos in terms of where most things are built. You would now find the most inappropriate buildings in the most
inappropriate places. It has gotten so out of hand that many people have given up on protesting.

What do you think of the Zagreb art scene and our newly built Contemporary Art Museum? Can you
comment on some exhibitions you have seen here?

| definitely appreciated the different spaces and contexts in which exhibitions take place in Zagreb, as well as
the critical discussion on art. The new museum is an impressive building with an impressive collection. Perso-
nally, however, | would have preferred to see more Croatian art in the permanent collection. My favorite piece
was this documentary film on The Group of Six Authors created by Kristine Leko and Gordana Brzovic. It was
very well made, and told the story not only of the group, but also the socio-political situation and art scene in
Croatia and how they are interlinked. It's a bit hidden in the museum, but once you find it, it is well worth seeing
it.
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[...] Daniel Bede: | must be clean by Verica Kovacevska

The re.act.feminism #2 archive is a source of information and documentation, made perfectly for myself and
my needs. As a non-recognized and academically uneducated performer | appreciate every opportunity to
gather information that would give me an insight into the history of performance. The two-part workshop within
the archive had an educational character, as well as an opportunity to act in the sense of interpreting a work
from the archive and presenting one of the videos.

During the workshop, | had the opportunity to meet Verica Kovacevska, who presented her video | Must Be.
This work, especially the first part, | must be clean, quite simply astounded me. The work consists of four sec-
tions or themes: | must be clean, | must be beautiful, | must be tidy, and | must be happy. My interpretation is
slightly different from the artist's motivation to refer to an earlier performance by Marina Abramovic, Art must
be beautiful, Artist must be beautiful, but | believe that it remains within the subject matter. In the end it is the
only an interpretation, my interpretation. To me this work speaks about the numerous obsessions in our so-
ciety. The first part | must be clean resonates most strongly, in which the artist discusses the obsession with
cleanliness / hygiene.

Western society bases its development on separation from its environment, i.e. nature, which is indicated by its
tendency for creating a sterile, artificial living environment. An everyday example of this is our obsession with
hiding our scent, using a variety of (often toxic) cosmetics. Thus, it becomes normal to forget that our scent and
that of other people around us carries important information, which enables and facilitates communication, as
well as indicates compatibility of characters, which is important for establishing healthy, happy and successful
relationships. In this way, excessive hygiene hampers our communication and coexistence with other people.
An even more drastic example is that more and more individuals consider hygiene as a prerequisite for having
sex with another person. In the end we make love and satisfy our sexual needs, and that of our partner, with
deodorants, perfumes, lotions, soaps and shower gels. Sex in itself is unhygienic, and should be completed in
order to exchange information (physical, emotional and spiritual). The highlight for me is the pervading dogma
about HIV and safer sex; the holy condom that protects against STDs and actual intimate contact. In the past,
one should not have doubted the priest’'s words, and today in times of scientific facts it cannot be investigated,
let alone brought into question some commonly accepted (scientifically unsubstantiated) theories. As with
religion, facts (truth) are skillfully mixed with misinformation. This is precisely the mechanism that achieves
credibility in the society. In the obsession for cleanliness we try to get rid of dirt. Dirt primarily means earth
(mud, dust, ...), and earth is just a building element of our planet, of which we are an inseparable part. Under
the premise that as a society we are in the age of adolescence, this rejection of the earth, on the one hand,
means the separation of the parents (Father God and Mother Earth), which in the wider picture manifests an
andocentric system and society. Feminism and other emancipatory movements, especially their affirmation,
indicate the departure from adolescence and the entrance into the adulthood that awaits us.

I will comment on the second part of the performance, | must be beautiful by Verica Kovacevska, which to me
reflects on society‘s obsession with concealment or alternating our physical appearance. The cosmetic indus-
try assumes and bases its marketing strategy on the partial or complete absence of self-love and self-esteem.
The larger the love for oneself and for accepting one’s own body, the smaller the desire to conceal it and to
change it. Still in a very childish way, we realize that ,beauty comes from within“ or forget the depth of that
saying. Beauty is the result of a balance of all the elements aka aspects of ourselves - our physical, mental,
emotional and spiritual bodies. Our skin is as clean and beautiful as much as we invest in it and in ourselves;
the food we choose and the way we eat; whether we meet the physical needs of our body to the extent that it is
necessary; what kind of cosmetics we use and why; how much we are aware of ourselves and the experiences
that we experience, etc.

DANIEL BEDE creates performance and video works. His debut was at the Perforations Festival in 2010,
where he performed the work Ecological farming, which deals with ecological and biodynamic farming, its cer-
tification, the proclaimed high environmental standards for retailers and manufacturers, and the contradictions
in stated environmental standards and marketing practices. Link: http://goo.gl/jvixI [...]
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[...] Verica Kovacevska (Master Plan, Winterthur 2041, Future Nomads)

In the works presented at the exhibition at Gallery Remont the artist focuses on different issues within the ur-
ban environment today, and attempts to offer solutions or visions for its improvement. For instance, in Master
Plan (Children’s Edition) (2014) twenty children drew their proposals for the Kasernen-Areal, a former military
complex in the city of Zurich, and contributed to its forthcoming Master Plan. Their ideas not only highlighted
the desire for a greener and more child-friendly environment in the city, but also the importance of children
participating in the planning of land use.

Similarly, Winterthur 2041 (2014) took the public on a city tour and with the help of Virtual Reality showed how
several landmark locations would transform in the future. The tour created possibilities for imagination, while
critically examining the way we use cities today. In particular, it raised questions about sustainability, i.e. what
would our future problems be regarding food, energy and mobility, and how could we solve them?

Finally, Future Nomads (2013) used the existing infrastructure on a construction site, a web camera mounted
on a crane, to start a dialogue about artists and their place in the city. Twelve artists who would soon lose their
studios to a new luxury development (Europaallee) held letters that read ,future nomads” in front of the live
webcam. The work reflected not only on the process of gentrification, but also on the increasingly nomadic
existence of the contemporary artist and its lacking presence in the city of Zurich. [...] [Extract]
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