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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 performances, 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-modern 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 I
Must Be she repeats I must be clean, I must be beautiful, I 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 choreographing 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 I 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 complementary 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 February at the Cultural Center Tocka, Skopje, is immediately apparent through its production. The project consisted 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; I 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 performance, 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 measurements (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; I 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, different 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, Italy; Opening Night Audience 2, 2005, Careof Gallery, 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 Everyday 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 performance, 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 I 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. Stammer 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 establishes a relationship with performance art today. The project was presented to the full extent at the Akademie der
Künste in Berlin late last and early this year. I 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 elusiveness, 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 offered a view of the artists whose influence extends intensely today. It included 79 units of video clips of performances, 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) I 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 I 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 interrelationship 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 presentation. 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 I 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, architecture, 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 differences. “For instance what I 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 I 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 I use, but I also like to experiment with devices and technology I have
never used before. For example in London I 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 anywhere. So far, I 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, I point out to the influence and absurdity (or advantage) of using
certain technology or technological devices. Still, I am aware that the technology I use bears certain limitations,
however I find that interesting too as it opens new questions. Despite all this, I must admit that I am not technically a very advanced person, so this project is a big challenge. It is as if I 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 technology. 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 I 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 increasingly 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
(Page 26)
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, personal 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 audience 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 Festival. 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.?
I would say that my work deals more with the issue of visibly rather than surveillance. I 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?
I feel extremely unpleasant. The fact that the audience can monitor my position in real-time is very nerve-wrecking. It basically dictates how I move in the urban space. I cannot simplify my walking because that
would confuse the audience and they would think that I am not obeying their instructions. So, during the performance I 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 cities, 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 I 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 I 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. I 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 I 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 withdrawing before the neoliberal globalized urban tendencies?
Well, I 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 I feel that this change or
transformation has taken a bit more organic turn. When in Zagreb I was able to find many things that reminded
me of my childhood (which I was unable to find in Skopje or Belgrade), and at the same time I felt like I 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 usually made between Eastern and Western art scene? Is it superimposed and simplified or does it make
sense to speak of the general difference?
I often get asked this question in Macedonia, and I feel uncomfortable about answering it, because I don’t
like stereotyping things. If I were to speak of the general difference, I 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 I 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, I 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, I would also like to see more foreign artists exhibiting and doing residences in Macedonia.
I 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?
I think the whole Varsavska thing is just an incredible story, and I 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 organised 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?
I find the Zagreb art scene very young, vibrant, and rooted in its conceptual past. I think it`s great to have that
past and build on it. I also found it very performance driven – or at least more so than other Balkan cities, which
was something I was able to relate to. Zagreb itself is a great city to spend some time in, and I see why it is
becoming an attractive tourist destination for people from around the world.
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Krolo, P. and Rimanic, M. Conversation with Verica Kovacevska
Zarez, 12: 292, 2010
(Page 27)
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, Culture and Education from the University of Cambridge (UK). She articulates her ideas mainly through site/context-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 between 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 slope’ 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, Belgrade, 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. I liked the idea of
being both absent and present in the gallery. My performances have always been “invisible” in some way. I
never perform in front of an audience directly – there is either a wall between us (like for instance in Learning to
Love Me where I divided the gallery into two parts - one for me and the other one for the audience), or I am in
a completely different location from them, or in some instances they are not even aware that I am performing.
So, these aspects of “invisibility” and “remote interaction” were what started the project. Soon after, I 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
I 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 technologies 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 cameras. 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 possibility 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 I want to explore in Power Tower.
You are often performing in public space. How does the context of public space (unlike galleries) condition the final shape of your piece? How do you deal with the different characteristics that the public
space offers?
I think that sometimes I find dealing with public space easier than with gallery space. In fact, after graduating
from University, I 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. I guess part of that came from the fact that I 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 I eased my way into the white cute. Nowadays, I work as much inside as outside the white cube.
Thus, I am always aware of the transformation that needs to be made in order to show the work in both spaces.
I 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 countries being referred to as “Europe” or “The West”, but also in so called “Balkan” or “Eastern European” 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. I tend not to adjust my works for „Western“ or „Eastern“ audiences, even though sometimes I do
find that their reactions are different. The discussion of Eastern and Western art is still very much present, although 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

67

not fully have.
To what level is the investment in contemporary art developed in Switzerland, and through which channels? What are the chances for infiltrating in the scene and is it hard to start exhibiting there?
I 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 Switzerland 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 Macedonia 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?
I like that things have started to move again in Macedonia and I appreciate that people are working under often-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. I 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, I will always consider myself a Macedonian no matter where I live. Certainly, the different cultures in which I have studied and worked
have had an influence on me, but ultimately I 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?
I 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. Personally, however, I 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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Bede, D. et. al. Emancipatory performance practices
Zarez, 14: 335, 2012
(Page 42)
[...] Daniel Bede: I 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 I 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, I had the opportunity to meet Verica Kovacevska, who presented her video I Must Be.
This work, especially the first part, I must be clean, quite simply astounded me. The work consists of four sections or themes: I must be clean, I must be beautiful, I must be tidy, and I 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 I 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 society. The first part I 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, I must be beautiful by Verica Kovacevska, which to me
reflects on society‘s obsession with concealment or alternating our physical appearance. The cosmetic industry 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 certification, the proclaimed high environmental standards for retailers and manufacturers, and the contradictions
in stated environmental standards and marketing practices. Link: http://goo.gl/jvtxl [...]
[Extract]
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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 urban 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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