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YyecHuuu BO u3noxbarta:

Exhibition Participants:

NlaH AkocTuoaej /// ApXuBCKWU
maTepnjanu op HeBp3aHoToO
neuxewe /// lopre banmasoBuk
/// TysepoBuk (Ttaa/ Hea)

/// Emunnja EnwtajH, AHa
KHexeBuk, Mysej Ha adpukaHcka
ymeTHocT, benrpap /// JoBaH
NeaHoBCKK, AHa lIBaHOBCKaA
lleckoBa, Bnapgumup [leckos ///
CuHuwa Wnuk /// ,KapTorpaduja
Ha MeryHapofHUTe CcopaboTKu BO
Kyntypata Ha COP Jyrocnasuja
co 3eMjuTe BO pasBoj”

(Teja Mepxap) /// KYPC ///
JlabopaTopuja Ha HeBp3aHaTa
ymMeTHMYKA kKonekuuja (MapuHa
Yenebuk, AHuTa Yynaduk, Hapa
bakoBuk, Hatanuja Byjowesuk),
Mopropuuya /// bopko Jlazecku
/// My3ej Ha conupapHocTa
Cansapgop AmeHpe, CaHTunaro ///
OapuHka Mon Mutuk /// Ny6paBKa
Cekynuk /// WBaHa CuuumoBCKa
/// XjyHn Cyk Ceo /// CBeTcka
ranepuja Ha kapukatypu, Ckonje
/// Muna Typajnuk

InsajH Ha u3nox6arTa:
NBaHa Bacesa,

dunun JoBaHOBCKU

BO copaboTka

co Aumutap Munes,
Tamapa llepkos,
CaHpopa HukonoBcka

Dan Acostioaei /// NAM
Archival Materials /// Dorde
Balmazovi¢ /// DZuverovic
(she/her)/// Emilia EpsStajn
and Ana KneZevié, Museum

of African Art, Belgrade

/// Jovan Ivanovski, Ana
Ivanovska Deskova, Vladimir
Deskov /// Sinisa Ili¢

/// “Cartography of SFR
Yugoslavia’s International
Collaborations in Culture
with Developing Countries”
(Teja Merhar) /// KURS

/// The Non-Aligned Art
Collection Laboratory (Marina
Celebié, Anita Culafié, Nada
Bakovi¢, Natalija VujoSevic),
Podgorica /// Borko Lazeski
/// Museo de la Solidridad
Salvador Allende, Santiago
/// Darinka Pop Mitic¢ ///
Dubravka Sekuli¢ /// Ivana
Sidjimovska /// Hyun Suk

Seo /// World Gallery of
Cartoons, Skopje /// Mila
Turajlié

Exhibition Design:
Ivana Vaseva,

Filip Jovanovski

in collaboration
with Dimitar Milev,
Tamara Djerkov,
Sandra Nikolovska




YyecHuum BO jaBHaTa nporpama:

Public Program participants:

llaHuena beprep Mpapo /// Huk
AjkeHc /// Tpejc Cambox ///
bybuua Cnackoscka /// JluHa
l'yBepoBuk /// JlabopaTtopuja

Ha HeBp3aHaTa yMeTHUYKa
konekunja (MapuHa Yenebuk,
AnuTa Yynaguk, Hapa bakosuk,
Hatanuja Byjowesuk) /// lopre
banmasoBuk /// CuHuwa Wnuk ///
JoeaH llBaHoBCKK, AHa lIBaHOBCKA
lleckoea, Bnapgumup [eckos ///
Emunnja EnwtajH, AHa KHexeBuk
/// KYPC /// DaputHka Mon MuTtuk
/// WeaHa Cupumoscka ///
CeeTcka ranepuja Ha kKapukaTypa,
Ckonje /// bojaHa Muukyp ///
NBaHa Bacesa

Daniela Berger Prado /// Nick
Aikens /// Grace Samboh ///
Ljubica Spaskovska ///

Lina DZuverovic¢ /// The
Non-Aligned Art Collection
Laboratory (Marina Celebit,
Anita Culafi¢, Nada Bakoviég,
Natalija VujoSevic¢) /// Dorde
Balmazovié¢ /// Sinisa Ilié ///
Jovan Ivanovski, Ana Ivanovska
Deskova, Vladimir Deskov ///
Emilia EpStajn, Ana KneZevié
/// KURS /// Darinka Pop Miti¢
/// Ivana Sidjimovska ///
World Gallery of Cartoons,
Skopje /// Bojana PiSkur ///
Ivana Vaseva



"HAUYMJA |
~ CTPAHACH?



KynTypHOTO
ocsobogyBawe e
VCJIOB Sine gua non
3a MNONUTMYKOTO
ocnoboayBame.?

He moxe ga nocTou
KoersamcTeHunija
Mery ,HesaBuUCHOCTA
W npaBpaTa,

0fl efHa CTpaHa,

W mMnepujann3moTr

N KONOHW]aNn3MoT,
0f Apyra cTpaHa.?

EnHa TpeTuHa
of1 YOBELWITBOTO

BojHaTa wto Pycuja ja 3anoy4Ha npoTtuB YkpauHa BO ¢peBpyapu 2022
rovHa ywTe efHal ja BO3HEMMPM 30HaTa Ha KoHpopMauwja. Kora ke
cakame [ja npornefaMe, Ke ro KpeHeme NpeBe30T Ha 3aMUKyBabeTo, Ha
cebMYHOTO HesHaetbe, 0O0NTOBREKYBatbe, Na OYpW U camou3onauuja,
NoTTUKHATK of (HelodekyBaHaTa naHgemuja Ha KoeBua-19 v ke Mopame
0a 3a3eMeMe CTaB. Ho, cBeTOT BOOMWTO He e yBaB, He MO CRWKWTE
0L aKTyelHOTO MaCOBHO YHUWTYBarbe Ha YKpauHa WTO Tpae peducy
nonoBWHa roamHa®. He e HM NOAHOCNMB N0 KaTacTpodanHuTe akuumn BO

1 Uwntat op Jleonong CeHrop HaBepeH Bo bojaHa Muukyp, ‘Southern
Constellations: Other Histories, Other Modernities’ Bo:
Southern Constellations Poetics of the Non-Aligned (Ljubljana:
Moderna Galerija, 2019), ctp.12 (KaTtanor).

2 JFKL, Belgrade to Secretary of State, No. 353, 2 September
1961 (Belgrade Conference, Sukarno’s Speech, 1 Sept. Session).
Bo Tvrtko Jakovina, “Yugoslavia On the International Scene The
Active Coexistence of Non-Aligned Yugoslavia” Bo: Yugoslavia
From A Historical Perspective (Belgrade: Helsinki Committee For
Human Rights in Serbia, 2017) cTp.491

3 0BOj TekCT e 3aBplleH KOH KpajoT Ha OKkToMBpM 2022 roawHa.

[lo cera, BojHaTa Bo YkpauHa Tpae 9 meceuw, wuma okony 16,295
LMBWUAHM XpTBM BO 3emjaTa: 6,430 ybueHn n 9,865 noBpepeHu
https://www.ohchr.org/en/news/2022/10/ukraine-civilian-
casualty-update-31-october-2022#_ftnl [Mpe3emeHo Ha 08.11.2022]
beranuu of Ykpauna kou ce 3abenexanum so Espona ce 7,785,514
https://data.unhcr.org/en/situations/ukraine [lpe3emeHo Ha
08.11.2022]


https://data.unhcr.org/en/situations/ukraine

Comanuja, Wpak, AsranuctaH, JemeH, Cupwuja... CBETOT BOONWTO He €
Kako WTo ro 3amuciyBaBme. CerawHuoT rrnobaneH CBETCKW MOpPenoK e
pe3ynTaT Ha 6p3aTa HeonubepanHa rnobanusaunja U HepeweHute (Heo)
KOMOHWjanHy CUny KoW CO3A4aa0a Peyvncu HeNMpeMocTMBa HeeIHAaKBOCT U
pacusaM, nojaBa Ha HOBWM GOPMM Ha EKOHOMCKA W NOMWTUYKA 3aBUCHOCT,
npoanaboyeHa knumaTcka kaTtacTpoga W HeleMokpaTwja, 3acuneHn co
NodeMoT Ha [JecHuW4apckaTa NonAWTUKa, NMPOTUB KOM MOpa Aa 3a3eMeMe
cTas*.

Bo 0BOj CypOB 1 BO3HEMUPYBAYKM KOHTEKCT, TEWKO € [a Ce 3aMUCW HawaTa
VOHVWHA HeanokanunTuyHo. Nnu, kako wto Benun Cpeyko XopBaT, BeKe CMe BO
NOCT-anoKanunTU4HO BPEME, T.€. anokanuncaTa Kako ,0TKpUTUE” Ha KpajoT
Ha CBETOT, @ HE CaMUOT Kpaj Ha CBETOT, BEKE CE CNY4Y U € BEKE ,0TKpMEHa”.
MeryToa, Kako WTO BEMM XOpBaT, CaM0 ak0 BHWMAaTENHO v npoYuTame
pasnu4HMTe MerycebHO MOBP3aHM 3aKaHW Kako WTO Ce KIMMaTCKuTe
NpPOMEHW, HyKeapHaTa epa 1 naHaemujaTa Ha Kosna-19, kako v BupycuTe
Ha KanMTanuamoT 1 Gawn3moT, Ke [0jaeMe 00 pafuKanHa peuHBeHUMja Ha
cBeToT WTo nogpa3bupa akTuBHa nosuuuja u 6opba 3a ugHUHaTa®.

W Tan KupH 1 Cnasoj Xuxek pasmucnysaaT 3a UCTOPUCKOTO HACNEnCTBO
Ha [IBUXKerbeTo Ha HeEBP3aHWTE BO NEPUOLOT Ha HEMOBWOT HajroNeM Noaem
(on HerosoTo ocHoBarbe 1961 oo 1991 roavHa, na pedeme) BO KOHTEKCT Ha
BOjHaTa BO YKpavHa Kako napagurMa Ha akTWBHO rpaferbe Mup KOH Koja
Tpeba Aa rmename, HAMeCTO BOjHA, 11 Ha aKTUBEH COXUBOTS, Npeno3HaBajku
Aeka HawaTa 6opba Tpeba na buge rnobanHa.” Cnopen McTpaxkyBadkaTa

lckpeHo ce HajeBaMe feka BOjHaTa Ke 3aBpuln HACKOpPO W Aeka
oBaa W3noxba Ke NOCNyXM Kako efHa Mana W3jasa 3a Mup cpefge
3acTpawyBaykaTa peasiHoCT.

4 Moseke 3a coBpeMeHWoT amaptxejn, Buyej Mpawas Ha
KoHdpepeHunja Bo Pujeka http://drugo-more.hr/moje-tvoje-nase-
2021/#konferencija llma ywTe Hekonky KOH)epeHUMU KOW ce ompxane
Ha TemaTa Ha HeBp3aHOTO jABuxewe kako https://www.youtube.com/
playlist?list=PLxYbh60oD_DS1qFPI7vBfU-3JjkhTuodQa u https://mau.
rs/en/past-exhibitions/non-aligned-world.html

5 Cpeuko XopBaTt, Posle Apokalipse (Laguna, 2021).

6 Tan KupH: ,Kako wto egHaw Hanuwa banubap, uenarta 3anajHa
nonuTuyka ¢uno3opuja e ANaboko BKOpeHeTa BO BOjHaTa, Bpeme e

Toa Aa Ce NpeopueHTMpa KOH napagurmata Ha MupoT. HenocpepHute
KOHKPETHW 4Yyekopun WTO MOXaT f[a Ce npe3emMaT cera ce fa ce npomMoBupa
NoONWTWKA Ha aKTMBHA HEYTPasHOCT K0ja rvM HagMWHyBa BOEHUTE 6AOKOBM
1 cynepcunm n Ja ce npeucnuTa HACNefCTBOTO HAa HEBP3aHOTO ABUXEWE
N aHTUMMNepnjanucTuukute 6opbu”. https://lefteast.org/against-
war-in-ukraine-and-new-imperialism-a-letter-of-solidarity-with-
the-oppressed/?fbclid=IwAR1DLOFXISevJImKj91bMcPwpIoEKI0o®sEPtp3hl19L
U2tDcZypDgM4CxgKXo [Mpe3emeHo Ha 05. 05.2022 roguHal]

7 Xuxexk popaBa Aeka e MOTpebHO HOBO HeBpP3aHO ABUXewe ,He BO
cMucna feka 3eMjuTe Tpeba jga 6upaT HeyTpaNHM BO TeKOBHaTa BOjHa,


http://drugo-more.hr/moje-tvoje-nase-2021/#konferencija
http://drugo-more.hr/moje-tvoje-nase-2021/#konferencija
https://www.youtube.com/playlist?list=PLxYbh6oD_DS1qFPI7vBfU-3JjkhTuodQa
https://www.youtube.com/playlist?list=PLxYbh6oD_DS1qFPI7vBfU-3JjkhTuodQa

CBanHa KoHa Hajyoy, HeBp3aHaTa nonuTMKa WMa Hacneactso 0f
NPOBVHLW]aNN3npameTo Ha pyCcKUTE W aMepukaHckuTe Hapatusw. ,Mopa
[a ja npowvpu cBojaTa akTWMBHa MoAApWKa Ha NOCTCOBETCKWUTE aKTepwu.
Mopaav Ha4YMHOT Ha KOj HEBP3aHUTE CE OPraHn3nNpaHu - Tue ce reorpagekuy,
pacHO U eKOHOMCKU Pa3HOBMOHW - TWe HeMa Aa 36opyBaaT Bo onbpaHa Ha
CYBEPEHWUTETOT Ha YKpawHa BO noTpara no Hekoja ¢MKCHa norosnema uen,
TYKY HaMecTo Toa, Ke ro noaapxaT YKPauHCKWOT CYBEPEHUTET Kako Len
camo no cebe buaejkun ro apupmmpa nonmoT npaeaa”.t

[lBmKerbeTo Ha HeBp3aHuTe 3emju ([H3), oduuwnjanHo ocHoBaHo Bo benrpan
Bo 1961 roguHa, bewe aHTUMMMNEPWjanUCTWYKO, aHTWKOMOHWjaNHO U
aHTupacucTunyko osuxerbe®. [1IH3 rmaBHO ce cocToewe o4 adpo-asucku u
jyrocrnoBeHcKun 3emjn o4 TPETUOT CBET, KaKo 1 3emju o[ JlaTuHCcKa AMepuka,
Buno kako 4YneHky unu kako Habryaysayn®®. OcHOBaHO € 04 UCTakHaTuTe
nnoepu Ha TpeTunoT cBeT - llaBaxapnan Hexpy oa WHawja, Maman ABoen
Hacep og Ervnet n Jocun Bpos Tuto of Jyrocnaswja'?, no npeaTa ronema

TYKYy BO cmucha feka Tpeba fa ro foBefemMe BO Npawawe ULenuoT

noum 3a ,CYAMPOT Ha uuBMIM3auuuTe” n peka ,HOBOTO HEBP3aHO

Mopa fia ro NpowMpyU XOPU3OHTOT CO Toa WTO Ke Npeno3Hae Aeka
HawaTa 6opba Tpeba pa 6bupge rnobanHa. Cnasoj Xuxek https://www.
project-syndicate.org/onpoint/hot-peace-putins-war-as-clash-of-
civilization-by-slavoj-zizek-2022-03 [Hpesemeﬁo Ha 05. 05.2022
roguHalj

8 CeanHa KoHa Hajypy https://www.outlookindia.com/author/
swapna-kona-nayudu-3482 [llpe3emeHo Ha 05. 05.2022 rojguHal]
MocTtojaTt u gpyru ctaBoBM BO 0Baa Hacoka https://foreignpolicy.
com/2022/07/01/nonalignment-international-system-alliance-
bloc/;https://www.globalissues.org/news/2022/06/20/31162;
https://www.brookings.edu/blog/africa-in-focus/2022/08/02/how-do-
global-south-politics-of-non-alignment-and-solidarity-explain-
south-africas-position-on-ukraine/; http://www.cadmusjournal.
org/files/pdfreprints/vol4issue6/A-Renewed-Non-Aligned-Movement-
JRamanathan-The-War-in-Ukraine-July-2022.pdf

9 bojaHa Muuwkyp https://www.internationaleonline.org/research/
alter_institutionality/78_solidarity_in_arts_and_culture_some_
cases_from_the_non_aligned_movement/ [Mpe3emeHo Ha 05. 09.2022
roguHalj

10 JakoBWHa BeNu geka MpUYMHUTE 3a 0Ba Ce pas3HoBuMAHM. Ha npumep,
Ha npeaTa KoHpepeHuuja Bo benrpap Bo 1961 roguHa, bpasun opnyum
LA He yyecTByBa Ha KOHdepeHuMjaTa Kako NOMAHOMPABHA YieHKa...

n ,Jyrocnasnja ru o6suHn CA[ 3a Toa nopagn NPUTUCOKOT WTO ro
Bplwea, WTO 6Gewe 0YWrNefHO 04 NUCMOTO WCMPATEHO 0f aMepWKaHCKUOT
ambacapgop lloH KaboT po 6pasunckata Bfiaga BO HOBOM3rpajeHaTa
Bbpasunuja“. Bo TBpTko JakoBuHa, “Yugoslavia On the International
Scene The Active Coexistence of Non-Aligned Yugoslavia” Bo:
Yugoslavia From A Historical Perspective (Belgrade: Helsinki
Committee For Human Rights in Serbia, 2017) cTp.483

11 U nokpaj ronemuTte pasnuku mery Erunet, WHanja u Jyrocnasuja,
MMale HEKONKY TeMu WTO ru NoBp3yBaa TpuTe Bnagu. Tue He cakaa
Aa npunaraaT Ha HUTY efleH 610K, TYKy cakaa Aa BMAAT CBET CO WTO
e MOXHO nomanky nojenéu, a co Toa ja ro HanpaeaT nobesbejeH 3a


https://www.outlookindia.com/author/swapna-kona-nayudu-3482 %5bÏðåçåìåíî íà 05. 05.2022
https://www.outlookindia.com/author/swapna-kona-nayudu-3482 %5bÏðåçåìåíî íà 05. 05.2022
https://foreignpolicy.com/2022/07/01/nonalignment-international-system-alliance-bloc/
https://foreignpolicy.com/2022/07/01/nonalignment-international-system-alliance-bloc/
https://foreignpolicy.com/2022/07/01/nonalignment-international-system-alliance-bloc/
https://www.globalissues.org/news/2022/06/20/31162
https://www.brookings.edu/blog/africa-in-focus/2022/08/02/how-do-global-south-politics-of-non-alignment-and-solidarity-explain-south-africas-position-on-ukraine/
https://www.brookings.edu/blog/africa-in-focus/2022/08/02/how-do-global-south-politics-of-non-alignment-and-solidarity-explain-south-africas-position-on-ukraine/
https://www.brookings.edu/blog/africa-in-focus/2022/08/02/how-do-global-south-politics-of-non-alignment-and-solidarity-explain-south-africas-position-on-ukraine/

asncko-appukaHcka KoHoepeHumnja Bo baHayHr, MHooHesnja, Bo 1955
ro4WHa, Koja ro OTBOPW NaToT 3a NpuHUMNUTE Ha copaboTka, a Axmen
CykapHo oa MHooHesuja n KBame Hkpymax o4 FaHa bea noaap»ysayuv of
CaMMOT NMoYeToK. CBOWTE TEMeNW T 3aCHOBAllE Ha aKTMBEH COXMBOT,
Koj ja npudaka bopbaTa 3a MUp, HE3ABUCHOCT U EAHAKBOCT, 3a3eMajKku
aKTWBHa HeyTpasHa nonmMT1yKa nosuumnja Bo Bpeme Ha CTyneHaTa BOjHa

BO Koja [BaTa 6rioka ce HaTnpeBapyBaa 3a norofemMa Mok, Toa Bewe

ManuTe Hapogu. Tpojuarta JNMAepun nMmaa ronaemu NUYHU ambuuum.

Hacep 6ewe 3auHTepecupaH 3a jyrocloBEHCKWOT eKOHOMCKM Mogen, a
apanckuoT couujanu3am cekako bewe MHcnupupaH, 6apem [enyMHo, Of
jyrocnoeeHckuoT npumep. WHAMja BepojaTHO bewe HajronemaTta, HO
He W HajpobpaTa (QyHKUMOHANHA JemokpaTuja BO cBeToT. Bo cekoj
cnyyaj, noauTtuykn ce pasnukysawe of Jyrocnasuja w Erunet. Tuto,
Hacep u Hexpy ce cpeTHaa Ha 17 jynu 1956 rogmHa. OBaa cpepba,
Koja nopouHa YecTo 6ewe onmuwyBaHa Kako KiyyHa 3a GopMmupaweTo
Ha [lBUXeweTo Ha HeBp3aHMTe, Gewe pas3nNyHO TONKYBaHAa BO TpuTe
3emju. Cute cTpaHu umaa pasnuyHn waen. UHpmckmoT npemuep Hexpy
6un HesajoBoNieH 6umejku TuTo n Hacep pewwne fga opraHusupaart
rofema npec-koHpepeHumnja, Taka WTo oBaa HepopmanHa cpepba
ojefHaw gobuna nperonemu gumeHsun. Bo ucto Bpeme, n Tuto u
Hexpy ce obuayBaa fja ro cMmupaT HeTpnenumBuoT Apan Koj cTaHyBauwe
arpecuBeH cekoraw kora 36opyBawe 3a BojHaTa BO Anxup. Ibid.
472-473

12 [lBuxeweTo Ha HeBp3aHWTe 6Gewe CUSIHO MONUTUYKO ABUXEHE,
aKTWBHA HeyTpafiHa MoAMTMYKa nnaTdopma wam TpeTWoT naT BO
nepnofoT Ha CTyaeHaTa BOJjHa, WTO, 3a pas3nuka 0j nubepanHo-
pennrno3HNOT KOHLENT Ha HeyTpanHa NacuBHOCT, noapasbupa
ANHAMWYHA KaTeropuja Ha 3aseMake nosuumuja u ,,MOBTOPHO Npudakawe
Ha HeyTpasHOCTa Kako NOAUTUKA Ha [JeKonoHW3aunja, He3aBUCHOCT,
MUP U HEBp3yBawe CO MOKHWTE CBETCKM UMMepun Bo Toa Bpeme”,
MoBeke uHGopmauunm Bo Jelena Vesic¢, Rachel 0’Reilly, u
Vladimir Jeri¢ V1idi https://networkfailure.net/wp-content/
uploads/2019/04/0n_Neutrality_ENG_version_WEB.pdf [lpe3emeHo
Ha 24.08.2022 roguHa] WcTpaxyBauykaTta byb6uua CnackoBcka Benn
AeKka jyrocnoBeHCKWOT caMoHamMeTHAT b6unonapeH HeyTpannsaMm Koj
0 MOTKpenuW jyrocnoBeHCKUOT HeBP3aH MHTepHauuoHanusam” e
,MMNepaTNB 3a Aa Ce NMOCTUIHE Peyucu COoBpLEHa paMHOTexa Mery
LAPXaBHWOT coumjanucTuukn WlcTok v MHAYCTpUjanuaupaHuoT 3anag.
0p epHa cTpaHa, 0Ba e MOTKPeneHo OA MCKpeHaTa Xenbéa ja ce
KombuHupa ,HajoobpoTo of fBaTa CBeTa” W o4 Apyra cTpaHa, 04
HEMWPOT Aa Ce WU3rnefa HeyTpasHO M Aa Ce MCNOAHAT oyekyBawaTa
3a njeanoT Ha akTuBHa HeyTpanHocT#. Bo CnackoBcka byb6uua,
‘Constructing the “City of International Solidarity” Non-
Aligned Internationalism, the United Nations and Visions

of Development, Modernism and Solidarity 1955 -1975, Bo:
Skopje Resurgent Internationalism, Art, and Solidarity 1963

- 1980 (Skopje: Museum of Contemporary Art,, 2021), cTp. 41
(Catalogue) http://msu.mk/wp-content/uploads/2021/07/Skopje-
Resurgent_-Katalog.pdf [lpe3emeHo Ha 05.05.2022 roguHa]

Bo peHewHo Bpeme, ocobeHo BO 06hnacTa Ha yMETHOCTa W KynTypaTa,
nocToW MPUTUCOK HA NaxHa WMHCTUTYUWOHANHA HeyTpanHOCT 0f
LECHUTe MONMTUYKKU CWUAW ,Koja cnpeyyBa KakBa 6uno Kputuka,
Hecornacysawe WaW No3vuMOHMpawe BO My3ejOoT U CaMo OAPXyBa
CTaTyC KBO Ha YMETHMYKA WHCTUTYyuMja KaKO KOMOHWJaANHW MHCTUTYLWK
Ha ncknyvyyeawe (kako Bo kHurata Cultural Strike Ha Laura
Raichovich), kako wto o6jacHu bojana Muwkyp Ha GopymoT [IH3


https://networkfailure.net/wp-content/uploads/2019/04/On_Neutrality_ENG_version_WEB.pdf %5bÏðåçåìåíî íà 24.08.2022
https://networkfailure.net/wp-content/uploads/2019/04/On_Neutrality_ENG_version_WEB.pdf %5bÏðåçåìåíî íà 24.08.2022
https://networkfailure.net/wp-content/uploads/2019/04/On_Neutrality_ENG_version_WEB.pdf %5bÏðåçåìåíî íà 24.08.2022

TPETMOT NaT KOj Ce CMPOTWBCTaBM Ha pasNn4HWTE MerybnoKoBCKM
TEH3UK 1 KOHOMUKTU Kom cekoraw Bea Ha paboT Ha eckanauwja, ocobeHo
BO nepuoaoT nomery 1960-TuTe n KpajoT Ha 1980-TuTe roanHn®s, npexy
3ajakHyBatbe Ha cBojaTa NnatgopMa 3a MOCTOjaHO 34pyXKyBarbe U
NONMTUYKA, EKOHOMCKa, KyNTypHa copaboTka Ha WTO e MOXHO MoBeke
HEBP3aHW 3eMju, Kako W ucnpakarbe anenu OO roneMuTe Cuim BO
pasnu4HM BMOWEHW OKONHOCTM'. Ha ocHoBaykaTa KOH(GepeHuuja BO
benrpaa, Jocun bpos TuTo usjasu: ,Moxxam 6e3 npeTepyBarbe 4a KaXxkaMm
LleKa 3eMjuTe MPUCYTHU Ha 0Baa KOHGepeHuWja, a ¥ MHOTY Opyru Kow
He npunaraat Ha HUTY efHa 04 rpynuTe, ro npeTcTaByBaaT OrPOMHOTO
MHO3WHCTBO Ha jaBHOTO Mucfetbe BO cBeTOT. UOHOCHO, TMe ce CoBecTa
Ha yoBewTBOTO..."*®

pa3roBopn BO pamkuTe Ha n3noxbata HEBP3AH CBET Bo 2021 ropguHa
BO My3ejoT Ha adpukaHcka ymeTHOCT Bo benrpap. https://mau.
rs/images/NewsArticles/2021_08/namtalks_panel_3_nevidljive_
nesvrstane.pdf [lpe3semeHo Ha 05.09.2022 roguHal].

13 OBaa n3nox6ba M UCTpaxyBaweTo WTO e AeN Of4 Hea Ce OfHecyBaaT
Ha [IH3 of HeroesWTe OCHOBHW WAeuW na c€ [0 pacnajoT Ha
BapwaBCcKMOT nakT W NajoT Ha bepnauHcKMOT sup 6uaejku notoa Ke
ja u3rybu ceojata MoK Kako pe3ynTaT Ha OBME HACTaHW, Kako U
nopagu pacnapot Ha Jyrocnasuja. Wnu, Ha nocuMbBOAMYHO HUBO, Ce
npoTera nomery MpBUOT W NOCNEQHMOT CaMUT 3a BpeMe Ha NepuomoT
Ha CTygeHaTa BOjHa, W fgBata ce ciaydyyeaaT Bo benrpap. Kako wto
ncTakHa JakoBWHA, npBaTa KOoHpepeHumMja ro nokaxa 3HaAYeweTO

W npecTuxoT Ha Jyrocnasuja mery semjuTte of TpeTwoT cBeT, a
nocnefgHata 6ewe ofpxaHa Bo 3emja BO pacnarame, B0 1989 roguHa.
TepTko JakoBuHa, “Yugoslavia On the International Scene The
Active Coexistence of Non-Aligned Yugoslavia” Bo: Yugoslavia
From A Historical Perspective (Belgrade: Helsinki Committee For
Human Rights in Serbia, 2017) cTp. 501

14 Cnopepn JakoBuHa, B0 1960 ropuHa, nuAepuTe Ha MNeT 3eMju

on TpetnoT cBeT - WHaoHe3nja, WHamja, Erunet, laHa u
Jyrocnaeuja, ce cocTtaHaa BO NpocTopuMTe Ha JyroclioBeHckaTa
Mmucuja Bo O06efMHETUTe HaLUW, Ha MapruHUTe Ha 15-ropuwHuHaTa
of, [eHepanHoTo cobpaHue Ha O6eguHeTuTe Hauuu. (...) Tuto

M HEroBWTe rocTW Hanuwaa nucmo Ao leHepanHoTo cobpaHue Ha
ObepmHeTTe Hauun. WHMuMjaTMBaTa Ha NeTMMHATA NMAEPU HAMEPHO
bewe npeambuuMo3Ha M HepeanHa. [loBMKAa Ha MTHO MPOJONXYBawe
Ha pasroBopuTe mMery benata kyKka u Kpemb, WTOo nokaxa feka
3eMjuTe yyecHUYKW of TpeTMOT CBET Ce WCTO Taka MOATrOTBEHU

A [enyBaaT Ha rnobanHo HWBO. [puxaTa 3a CBETOT He Tpeba

a3 Ce MpenywTu camo Ha rofeMuTe Hapoau. TBPTKO JakoBuMHA,
“Yugoslavia On the International Scene The Active Coexistence
of Non-Aligned Yugoslavia” Bo: Yugoslavia From A Historical
Perspective (Belgrade: Helsinki Committee For Human Rights in
Serbia, 2017) cTp. 478-79 Toj ucTo Taka [OAaBa Jeka 3a BpeMme
Ha KoHdepeHumjaTa Bo benrpag Bo 1961 roamHa, y4YyeCHUUUTE Ha
KoHdepeHumjaTa ycsoune ,N3jaBa 3a onacHocT of BOjHa W anen 3a
Mup#“, koja notoa 6una poctaBeHa po CCCP m CALl. ibid cTp.488-489

15 CtaHojeBuk T. Mapkoeuk . Tuto, XusoT u geno (1892-1980)
(beorpap: W3paBauyka pafHa opraHu3auuja ,Byk Kapauuk”, 1981)
cTp. 569
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[IB/KEHETO Ha HEBP3aHWTE MOXE [a Ce pasrfiefyBa U Kako yHWKaTeH
eKCMepMMEHT BO TpaHCHauWOHanHaTa conupapHocT 1 copaboTka Mery
Jyrocnasuja 4 nopaHewWwHWTe KOMOHW3WPaHW 3emju on rnobanHuoT
jyr wnn on TpetuoT ceeT. 0Baa jy»KHa KOHCTenauwja BOCMOCTaBW
NoNMTUYKa, EKOHOMCKa W KynTypHa nnatdopMa 3a nNopaMHonpaBeH
Aujanor co pa3BueHWUTe 3eMmju 04 ceBepHaTa xemuchepa. Kako wro Benu
XpBaTCKMOT Uctopmuyap TBPTKO JakoBuWHa, ,M3o0nauvjata Ha Jyrocnasuja
on 3ananoT u McTokoT Bele cepyvo3Ha 1 BUCTUHCKA”, 40AaBajku aeka ,ja
nogap>ka aHTUKOMOHW|janHaTa peBonyuUnja, BUCTUHCKATa HE3aBUCHOCT U
HeMellarbeTo BO BHaTpelWwHUTe paboTu Ha apyruTe 3emjn”e.

AHTuKoOnoHujanuaMoT bewe efeH oa 3aefHUYKUTE NpUHUMAKM Ha [H3, a
Jyrocnasuja ro npugaTy Co ceTa CBOja Cuna NOBP3YyBajku ro CO CBOWTE
Bopbu 3a HaumoHanHo ocnobopysarbe Bo MUHATOTO. KypatopkaTa u
TeopeTunyapka Ha yMeTHocTa U MmeauymuTe AHa CnafojeBuK fgoaaBa aexa
,LOYpV 1 aKo ofpeneHn pedepeHumn v OONUPHK ToYKKM Mery Jyrocnasuja
W adpWKaHCKUTE 3eMjU, Ha Kou pedepupalle TorawHaTa MOAWUTUYKA
n meowymcka cdepa (cnopenba Ha jyrocrnoBeHCKUTE Hapoau nofd
,XabcbypanTe n OcMaHnmMmnTe” co appuKaHCKNTE HAapoaV NOA KOTOHW]anHu
PEXUMW] HY 13renaaT HelOBOSIHO yBeaIuBY, MOXEME [1a CE COracuMe
CO M3jaBaTa [eKa, BCYWHOCT, aHTUKONOoHMjann3moT Belwe To4ka Ha cpenba
Mery 3eMjuTe CO PasfiU4YHK ONWTECTBEHU CUCTEMU W MHOTY PasnunyHu
KynTypHW onpedenbu kou ce 3apyxuja okony [H3".*" KypaTtopkaTa
M ucTpaxkyBadka bojaHa [nwkyp 3abenexyBa ,COUWjaNUCTUYKUTE
aHTUVMNepujanHy  peBonyLMM MMaa MHOTY 3aefHun4km paboTu co

aHTWKOMOHMWjanHUTE, WTO [0 HanpaBy jyrOCNOBEHCKWOT Cny4aj Ha
eMaHumMnaumnja BO KOHTEKCT Ha Coumjann3MoT 0cobeHo 3HavaeH. Torauw

16 TepTko JakoBuHa, “Yugoslavia On the International Scene The
Active Coexistence of Non-Aligned Yugoslavia” Bo: Yugoslavia
From A Historical Perspective (Belgrade: Helsinki Committee For
Human Rights in Serbia, 2017) cTtp. 491

17 Ava CnapojeBuk, Izvan kadra: Tumacenje fotografija iz fonda
Muzeja Jugoslavije u savremenom kontekstu, In: “TITO U AFRICI
SLIKE SOLIDARNOSTI”, Radina Vucetié¢ Pol Bets (eds.) (Muzej
Jugoslavije, Beograd, 2017), 100 Mokpaj oBa, Taa 3abenexyBa:
AHTWKONOHN]ANM3MOT M aHTWPACM3MOT, cenak, Konky u pa 6ea
LWCKYP3MBHO MPUCYTHU, BO paMKuTe Ha couujanuctuyka Jyrocnasuja,
ce rnefjaa kako peakuumja Ha clnyyyBawaTa BO CBETOT, Mpej Cé Ha
aHTMKONOHM]janHaTa 6opb6a. lpeHTupnkauymjata Ha Jyrocnasmja co
KONOHWU3MPaHUTE 3eMju WAN NOPaHEWHWTE KOMOHMW, BO Hajwmpoka
cMmucna, co 3emjuTe of TakaHapeyeHuoT TpeT cBeT, 6Gewe BO
COrNacHoCT CO WAEeWTe 3a efHaKkBOCT Ha cuTe Nyre U co Ana6okute
aHTuMMnepnjanHn ybepysawa. Cenak, 0Ba He 3Hayewe feka jeTanHaTta
peanHoCcT Ha KONOHWJanuM3MOT U KONOHWjaNHWOT pacu3aMm, Wako ce
LWCKYTWpaWe M U3BecTyBawe, Moxewe fa 6upe LenocHo pasbpaHa,
O0CBEH ako He MocTOW npoxuBeaHo uckycteo. Ibid.cTp.101



He Oewe crny4ajHo WTO jyrocnoBeHckaTa fenerauvja bBewe mnokaHeTa
La npucycTByBa Ha MpBaTa asucka couujanucTuyka KoHdepeHuuja
Bo PaHryH (bypma) Bo 1953 roguHa™® Wako JyrocnaBuja He beuwe
KOMOHWjalHa HO eBponcka 3eMja, Taa CNoAenyBalle aHTUKOMoHWjanHa
CBECT, CONMMOAPHOCT U NPUjaTeNCTBO CO adPUKAHCKUTE 1 @3UCKUTE 3eMju
nopaau HejanHUTe ,MHOTYKPaTHK CTpadatba BO TEKOT Ha Hej3nHaTa Bopba
3a ocnobopysarbe”*®.Cnopen ucTpaxyBavoT KoHcTaHTuH Kunubapaa,
OBaa MOMUTMKA Ha ,aKTWBEH W MWPEH COXMBOT  ja TeopeTnaupan
Ensapa Kapaerb, Koj ro noBp3an nporpaMckuoT uMaruHapuym Ha CojysoT
Ha KoMyHucTuTe Ha Jyrocnasuja (CKJ) co acnupaTvBHaTa noruka Ha
aHTWKONOHWjaNHWTe OBWXetba BO Adpuka, Aswja, JlatuHcka Amepuka
n Kapubute. ,Toj ro HampaBu T0a CO MOBP3yBarbe Ha HALWMOHAMHO-
ocnoboanTenHWTe, aHTUdaWUCTUYKNTE W pesonyunoHepHute Bopbu
Ha jyroCnOBEHCKWTE Hapo4u 3a BpeMme Ha BropaTta cBeTcka BOjHa CO
COBpPEMEHUTE MacoBHW 6opby NPOTVB pacHO XMepapXM3npPaHMoT CBETCKM
nopenok of cpeaunHaTa Ha 20 Bek”.?® WcTpaxysayoT [lon Ctabc ce
corfiacysa co HamepaTa Ha [an KnpH La ro 03Ha4yv BOCMNoCTaByBarbeTo Ha
couwujanucTuyka JyrocnaBmja Kako Npon3Boa Ha ,aHTUKONOHKjanHa bopba”
v Ooeka ,noanapukata Ha Jyrocnaeuja 3a FnobanHWoT jyr nponanerysa UcTo
TOMKY, @Ko He W NoBeke, 04 aQeKTUBHUTE aQUHUTETW Ha NOPaHewHuTe
napTW3aHcky BopuM CO TepunckuTe [OBMXKEHA Kako 0f TEOopeTcku
CTaB KOj ja Harnacyea MerycebHaTa mMoBp3aHOCT MOMery NONMTWYKaTa
HEe3aBUCHOCT W aHTuuMnepujanuamoT. KUpH, Cekako, e BO NpaBo Kora
BENMU [eKa WCMNpenneTyBarbeTo Ha aHTWKOMOHMWjanHUTe W HEBP3aHUTE
eMaHUMNaTopcKM MpakTUKW ,0TBOPU HOBM XOPU3OHTM W Herysale
peBonyuMoHepeH NonuTu4Ku cybjekTuBuTeT Ha rnobanHo HMBO".2

18 bojaHa Muukyp, ‘Southern Constellations: Other Histories,
Other Modernities’ Bo: Southern Constellations Poetics of

the Non-Aligned (Ljubljana: Moderna Galerija, 2019), cTp.13
(Catalogue). / Bugm u: https://www.academia.edu/42055110/
The_Non_Aligned_Movement_and_Cultural_Politics_in_the_Former_
Yugoslavia?email_work_card=title

19 AHa Cnapojesuk, Izvan kadra: Tumacenje fotografija iz fonda
Muzeja Jugoslavije u savremenom kontekstu, In: “TITO U AFRICI
SLIKE SOLIDARNOSTI”, Radina VucCeti¢ Pol Bets (eds.) (Muzej
Jugoslavije, Beograd, 2017), 122

20 KoHcTaHTuH Kunubappa, Non-Aligned Geographies in the
Balkans: Space, Race and Image in the Construction of New
‘European’ Foreign Policies. Jlunk po TekcToT https://www.
academia.edu/4724464/Non_Aligned_Geographies_in_the_Balkans_
Space_Race_and_Image_in_the_Construction_of_new_European_
Foreign_Policies [[lpe3emeHo Ha 06.09.2022 ropguHa]

21 Mon Cta6bc https://www.rosalux.de/en/publication/id/41556/#_
ftnl0 [Mpe3emeHo Ha 06.09.2022]
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BaxkHOCTa Ha HeBP3aHWTe e OrpoMHa BO MOKOMMMAEKCHWOT rnobaneH
CUCTEM 3aCHOBaH Ha EKOHOMCKMWTE, TEeOMONIUTUYKUTE U KYNTYpHWUTE
npemMucu Ha OBWXerbeTo. Ho, peanHocTa e [eka OBWXEerbeto, Koe
CE ywTe MOCTOM BO [OEHEWHO BpeMe, € [0CTa [aneky 04 HeroBuTe
npyHUMIKW, nako nma 120 4neHosu Bo Appurka, Asunja n JlaTuHcka AMeprika
M e HajronemaTa rpynauuja Ha ap><aBun Bo CBeTOT. [ogemoT v nobenata
Ha HeonubepanuamoT, ocobeHo no 1989 roauHa, pacnarareTo Ha
Jyrocnasuja Ha nocebHKU Ap»kaBK Mo BOjHaTa BO Koja Ce Mponea MHOry
KpB, KaKo 1 pacnafoT Ha CoBeTcknoT Cojy3 1 MocnenoBaTenHuoT Kpaj Ha
CTyneHaTa BOjHa, ro Hamanuja 3HaqereTo Ha [IHS.

MapagurmaTa Ha BOjHaTa, YrHeTyBaYkMTEe OMKTATypuW, CTpagaraTa u
MacoBHaTa MMUrpaumnja ce ywTe npeosnagysaaT Bo Cupuja, MakucTaH,
Jnbuja n noBekeTo adpukaHcku 3emju kou ce gen on [H3. 3ropa Ha Toa,
BO MpayYHa MpOHMja CO HEOJAMHEWHWTE HacTaHwu, benopycuja ce yuTe e
0en of ABWXerbeTo, a YkpanHa u Pycuja umaat cTaTyc Ha HabmbyayBayu.
BocHa n XepuerosuHa, XpeaTcka, LpHa opa u Cpbuja nmaat cTaTyc Ha
HabrbyayBa4u ncTo Taka. [loHaTaMy, KpuTuykmnoT TeopeTuyap Xomun K. baba
BENU ,ako Hekoral TpeTuoT cBeT belwe Npean3BuKyBayky NoBmkK 3a bopba
npoTue rnobanHaTa HeeHAaKBOCT W HempaBAa, NOBWK 3a CONMAAPHOCT
BO Kay3aTa Ha nnaHeTapHaTa TpaHcdopmalwja v peaucTpubyumjata
Ha BanaHCOT Ha MOKTa, AeHec nocTou Hec4yBCTBUTENEH NPEe3np KOH
,MU3EPHU 3EMjI” N UTHO OTMNMWYBatbE Ha ,NponagHaTh apxasu”.?

Kako npuynHa 3a osallnwkyp nocovysa nexka [IH3 He Moxeno farv cnpe4du
HOBWTE rnobanHu cunu aa ce MewaaTt BO TEPUTOPW]ANHUOT U EKOHOMCKU
MHTerpuTeT Ha 3eMjuTe o4 [IH3?%. Toraw ce nocTaByBa npawarbeTo: WTo ce
CNyYY CO OpUrMHaNHUTE NPUHLKNK Ha OBUXKEHETO, 3@ MUPEH COXMBOT,
NOYMTYBarbE HA TEPUTOPUjANHNOT UHTEMPUTET I CYBEPEHWUTET Ha ELHN CO
OPYrn, HeHanarame, HeMellatbe BO BHaTpewHWTe paboTu, eqHaKBOCT U
3aeMHa KopucT?2* Kako MoBTOPHO Aa MM CO3[afeMe UCTOPUCKUTE BU3UM
Ha HEeBP3aHMOT MHTEpHaLuMOHanuM3aM [EeHec, Kora uMMa TONKy MHory

22 Xomm K. baba https://criting.wordpress.com/2022/08/02/
threshold-thinking-where-is-the-third-world/ [lpe3emeH0 Ha
06.09.2022 roguHal

23 bojaHa Muukyp https://www.internationaleonline.org/
research/alter_institutionality/78_solidarity_in_arts_and_
culture_some_cases_from_the_non_aligned_movement/ [Mpe3emMeHo Ha
05. 05.2022 rojguHa]

24 bojaHa Muwkyp, ‘Southern Constellations: Other Histories,
Other Modernities’ in: Southern Constellations Poetics of
the Non-Aligned (Ljubljana: Moderna Galerija, 2019), cTp.20
(KaTtanor).
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HeoAJI0XHM npawara? 3oWTo cera CMe BO TONKY Tewka nosuuuja? Kou
NeKuMN MOXEME fia M1 Hay4ume?

Muwkyp noTceTyBa [Oeka ,OBWxkerbeTo He Tpeba pga ce 3abopasu
ocobeHo 3aToa WTO npedBuayBalwe opMU Ha XyMaHK3aM WTo ro 3emMaa
Kako MOojOo0BHA TOYKa XKMBOTOT Ha HapoauTe W onwtecTBaTa kou bea
HaCWTHO CTaBEHW Ha MapruHWTe Ha rnobanHMOT eKOHOMCKU, NOANTUYKY
1 KynTypeH cucteM. bopbaTa npoTuB cupomawTujaTa, HeeAHaKBOCTa M
KONOHWUjanu3MoT BO CBETCKMOT CUCTEM 3ae[HO CO TPaHCHalUWOHanHaTa
conupapHocT MoXe fabune kopucHa Bo npencnuTyBambeTo HaUCTopujaTa
uHacnepcTeoTo Ha [1H3 feHec, Bo BpeMe Kora KonoHWjann3MoT NOBTOPHO
CTaHa NoBeKe 0f o4yurnenen”?.

3aT0a, HaMeCTo CeHTUMEHTanHa naeanusaumnja Ha TpaguumnjaTta Ha [H3
Ha COMWOAPHOCT, aHTWKOMOHMjanW3aMm W XymaHu3am, Ce BPTUME KOH
MUHaTOTO BUAEjKN anTepHaTWBUTE BO OEHEWHO BPEME CE TOMKY Marky.
bu cakane aa HanpaBMMe NPOCTOP 3a Apyra Memopuja Koja ce obuayea
Lla ' OCMopW UCTOpKUjaTa WU CerawHocTa, OHaKBa KakBa WTO ja 3HaeME,
1 BO 0011 3a ,c030aBakbe NCTOPWCKO UCKYCTBO" KaKo neppopMaTuBeH

0LroBOp Ha UCTOpKCKaTa npakca.”?®

25 bojaHa Muukyp https://www.internationaleonline.org/
research/alter_institutionality/78_solidarity_in_arts_and_
culture_some_cases_from_the_non_aligned_movement/ [lpe3emeHo Ha
05. 05.2022 roguHal]

26 Bo nocnepHaTa peyeHuua ce MOBUMKYBaM Ha TONKYBaweTO KOe ro
naBa bopuc bypeH 3a kHurata The Cultural Life of Capitalism
in Yugoslavia (Post)Socialism and Its Other edited by Dijana
Jelaca, MasSa Kolanovié, Danijela Lugaric¢ https://www.academia.
edu/41452651/Cultural_Life_of_Capitalism_in_Yugoslavia_Post_
Socialism_and_Its_Other?email_work_card=view-paper [[lpe3emeHo
Ha 24.08.2022 roauHa]
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3A HEBP3AHATA
AEKOJTIOHUJAJTHA
KOHCTE/NALUUJA

|/| 3noxbata ,HA YWJA CTPAHA CW: 3a HeBp3aHaTa [OeK0OMOHWjanHa
KOHCTEeNnaunja” nnaHupa [Oa HanpaBum CKOK BO BpeMmeTo. Taa ro
noBp3yBa CerawHoTo rnobanHo reononnTUYKO MPECTPyKTyuparbe
npeamn3BrKaHo 0f BOjHaTa BO YKpanHa Co HacneacTBoTo Ha [IBuxetbeTo
Ha HEBP3aHUTE BO HEMOBWUTE OCHOBHW MPUHLMMN — @aHTUKONOHUjanM3MoT
u [TpaHc)HauMoHanHaTa CONUBAPHOCT, M MOBUKYBA OHOBO Ha paguKasHa
pPevHBEHUMja Ha CBETOT M yMeTHOCTa BO Hero. [lapagpasupajku ro
pa3MucnyBarbeTo Ha OpaHu PaHoH Koe ro npeHecyBa Xomu K. baba, ,Ha
Yynja cTpaHa cu?’, WTo e BCYWHOCT e4HO O4 FOpnuBWTE Mnpawarba npen
LEKOMNOHW]anHNTE 3eMju BO KOHTEKCT Ha CTyaeHaTa BOjHa, 0Baa 13noxba
cera caka [ja ro nocrasu npawareTo - Ha 4uja cTpaHa cMe, BCYWHOCT,
Kora Ke opflyyuMe ga 3a3eMeMe CTpaHa M Nosuuuja, NOMUTUYKK U
KynTyponowku? [loHaTaMy, Kako Toa ce MaHUpecTUpa AeHEC BP3 XXUBOTOT
Ha nyreTo? Wl wTo MoXKeMe Aa Hay4MMe o OBUE OAJYKU BO MUHATOTO?

NanoxbaTta ,HA YWIA CTPAHA CW: 3a HeBp3aHaTa [OeKofOHMWjanHa
KOHCTenaunja” Hawnpoko 36opyBa 3a MPUCYCTBOTO Ha aHTUKOMOHW]anHK
Moew u akuuMm BO HeBp3aHaTa JyrocrnaBumja BO CaMuTe MpoLecH
Ha OeKkonoHu3alumja M Kako Toa HacneacTBo U 3Haetbe 3a [aHTM)
KOMOHWjaM3MOT U aHTUKOMNOHWjanlHaTa CONWOApPHOCT € 3aHeMapeHo,
na oypu v u3bpuwaHo of AEeHeWHOTO cekaBarbe. [loHaTamy, npeky
BKINYYEHWTE YMETHUYKM [ena W jaBHa nporpama, caka [a cosgage
EHEepruYeH v MMarnHaTVBEH NPOCTOP 3a WMekynauun 3a Toa Kakeu 6u
Bune HOBUTE aHTWKOMOHWjaNHU W aHTUMMMAEPUjaNUCTUYKN HEBP3aHW,
NONUTUYKN U YMETHNYKY, M KaKO Toa B NOCTaBUMNO NOMHAKBa NEPCNEKTMBE
3a naHWHaTa. IcTo Taka e 1 NPOCTOop Ha 3aefHVYKM Harnop 3a NOBTOPHO
3aMCNyBatbe Ha TpaHCHaLMOHanHaTa ConMaapHoCT BO aKTyenHaTa H13a
Ha NOMWUTWUYKK HacTaHy NpeKy NOBTOPHO OTKPUBatbE Ha Napagnrmara Ha
conmaapHocT Ha [IH3.

N

Bo pamkuTe Ha 0Baa ,40BeYKa yTonuja
[IBereT0 Ha HEBP3AHUTE ja NOCTABM CONUAAPHOCTA KaKo HallMOHareH
NPOEKT W Toa Ce CnyYyBalle BO BPEME HA MHOTY MOWWPOK WCTOPUCKMN U
nonuMTUYKN MoMeHT Ha BopbaTa Ha HapoawTe 3a [OeKonoHu3auuja u

27, KaK0 WTO YeCTo Ce HapekyBale,

27 CtaHojeBuk T. MapkoBuk [l. Tuto (1981) XueoT n peno (1892-
1980) beorpap: W3paBauyka pajHa opraHavauuja ,Byk Kapayuk”,
cTp. 571



ocnobogyBatbe BO CBETOT. [13pa3n Ha conmaapHOCT v NoAApWKa Beke
ce cnyyunja Bo 50-TuTe roanHn®é, Ho Bo 1961 roauHa Bo Jyrocnasuja bea
OpraHu3mpaHu MacoBHu cobupu Ha Kou NpuUcycTBYBaa AECETULN UNjaau
LEMOHCTPaHTU HW3 LenaTta 3eMja NpOTecTUpajku NpoTUB aTeHTaTOT Ha
KOHroaHckuoT npeTtcenaten MaTpuc Jlymymba. Bo MHOry jyrocnoBeHcku
rpadoBU AEMOHCTPaHTUTE N3BKKYyBaa: ,KacaByby, MobyTy n Twombe ¢pnaa
bomby Bp3 Jlymymbal” JakoBuHa 3abenexyBa feka camo MpoTECTUTe
npoTus BMelwaHocTa Ha CALl Bo BueTHamckaTa BOjHa, opraHuaupaHut
HEKOJKY roAWHW NOAOLHA, A0CTUrHane UcTu paamepn.2? Umawe n MHory
OpYr akTUBHOCTU BO 3HAK Ha COMWMOAPHOCT CO aHTUKOMOHW]anHUTe
6opbw, kako wTo ce npoTecTuTe BO 1964 rofuHa npea aMepuKkaHcKuoT
KOH3ynaT BO 3arpeb MpoTWB KOHTUHyMpaHaTa okynaumja Ha KoHro,
MHOFY aKTWBHOCTW 3a COMMAAPHOCT Mery adpUKaHCKUTE U CPMCKUTE
cTyneHTn®®, a Bo 1962 roavHa, bewe opraHWsmpaHa ceadpukaHcka

28 OakT e peka JyrochnaBuja ru nopapxysawe ocnoboguTenHuTe
nBuxewa Bo Mapoko, TyHuc, Anxup, WH@okuHa u cyb6caxapcka Adpuka.
PaguHa ByyeTuk ‘Titova Afrika: reprezentacija moc¢i na Titovim
africkim putovanjima’ Bo: “TITO U AFRICI SLIKE SOLIDARNOSTI”,
Radina Vuceti¢ Pol Bets (eds.) (Muzej Jugoslavije, Beograd,
2017), 14

29 TepTko JakoBuHa, “Yugoslavia On the International Scene The
Active Coexistence of Non-Aligned Yugoslavia” Bo: Yugoslavia
From A Historical Perspective (Belgrade: Helsinki Committee
For Human Rights in Serbia, 2017) ctp. 479. MpodecopoT

Hemaka Pafowuk MCTO Taka 3abenexysa feka OBUe NpPoOTeCcTU
BCYWHOCT 6une opraHu3vpaHn of fpxaBaTa CO Len Aa ja nokaxe
cBOjaTa OTBOPEHOCT, NOCBETEHOCT KOH HEBP3aHWTE WAEN U, CO
KopucTewe Ha chukaTa Ha ,ApyruoT#, ma ja nokaxe ceojaTta
aHTUUMNEPUJanUCTUYKA WU aHTWKOJIOHWjaNHA nepcnekTuea. Toj Benu:
»JyrocnoBeHckaTa jgpxaBa KopucTtewe cTyneHTu op Adpuka Bo 1960-
TUTe TOLWHU 33 aHTUUMNEPUJanUCTUYKU AEMOHCTPaLuM, HO KakKo
jyrocnoBeHckuTe CTY[EHTW, BO CTPOro KOHTPOAWPAHW LEMOHCTpauum
KON 6ea caHKUMOHWpaHW op ApxaBaTta: 1961 rogwmHa (Jlymymea), 1966
roguHa (BueTHam), Ho He u Bo 1964 roguHa (KoHro) u 1968 roauHa
(rno6anHo). HajouurnepgHa e xepou3aumjarta Ha appukaHckuot ,Opyr#
BO npumepoT Ha [laTpuc Jlymymba, kapge wto npemuepoT Ha KoHro

no HeroBaTa CMpT Bie3e BO CTYAEHTCKMOT MaHTEOH, Kaje WTo 6ea
npepsoeHuTe CKOJ, a mojouHa Ke um ce npupapyxaTt Ye lesapa, Pyau
Llyuke n Xo WUn Mun. Ce pasbupa, nukoT Ha Jlymymba e co3papeH
ogo3ropa. Toa 6ewe fen of ONuTOTO ABUXEWwE 0f TUe TFOAWHW, Kora
aHTUKONOHMJaNHUTE Xepou, KakKo W CTYyReHTUTe of rnobanHuoTt jyr,
6ea KOpUCTEeHW ,MoBeKe KakKo npomaraHfHW KapukaTypu OTKONKY Kako
BUCTUHCKM 4YoBeyku cywtecTBa”. Bo Dr. Nemanja Radonjic¢, Students
from Africa in socialist and non-aligned Yugoslavia cTp.39
https://bit.1ly/3WXcTwu

30 PajowuK cnomeHyBa feka adpuKaHCKWTe CTYAEHTW 6une npeute
KoM nomorHane BO M3rpagbata Ha MHOpacTpykTypaTa Bo Jyrocnaeuja,
a NCTO Taka MMano MHWLMJjaTWBa Of JYrOCNIOBEHCKMTE CTYAEeHTW fa
noMorHaT BO 06HOBAaTa Ha yuyunuuTaTa Ha rpaHuuaTta mery TyHuUC

n Anxup no dpaHuyckoto bombapgumpawe Bo 1959 ropguHa, umano
pPefoBHU NETOBW Ha jyrocnoBeHckaTa aBujaumja o TyHuc BoO

1961 rogmHa, a 3a ocnobojyBaweTo Ha Anxup Bo 1962 roguHa, uMm



CTyLAeHTCKa KOH(GepeHumnja Bo benrpan Ha koja peduncu 300 appukaHcku
neneratu 3bopyBaa 3a ocnobofyBarbeTo, HEOKOMOHMjanu3MoT, naH-
adpuKaHU3MOT, MUPHNOT COXUBOT.

ConmpaapHocTa CO  aHTMKOMOHWjanHuTe 6opbu u  bopbata npoTws
MMNEepnjanua3MoT, KOMoHWjanuamoT W anapTxejooT bea Hekom of
XYMaHWCTUYKUTE TOHOBM KOW MNpeoBnafgysaa BO Jyrocnasuja u vMawe
MHOIy HacTaHu Mo 0Ba Npalarbe BO YMETHOCTa U KynTypaTa. TakBa bOewe
atMocdepaTa BO Toa BpeMe, a bojaHa [Muwkyp 3abenexysa: ,McTo Taka,
n3rnefawe Kako yMeTHoOcTa W nonuTukaTta ga ce obednHeTn BO HWBHATa
noTpara La co3fagfat yTonuCKY MOLENU Npunarof4eHn Ha OnWTECTBEHUTE
W MONUTWUYKUTE MPOMEeHW. He cny4ajHo exkcrnepuMeHTanHaTa My3eosioruja
M KOHLENTWUTE KakKo WTO CEe WHTErpupaHunoT My3ej, COUMjanHWOT My3ej,
XXMBMOT My3ej 1 My3ejoT Ha paboTHKMUMTEe Bea WMPOKO ANCKYTUPaHU BO T.H.
rnobaneH jyr*®'. Ha HWBO Ha KynTypaTa, Bo 1977 roauHa Bo Jyrocnasuja
Bewe opraHnavnpaHa Hegena Ha JlaTuHcka AMepuka, Koja ja ucnuTyBale
aHTUKoNoHKWjanHaTa bopba Ha pasnMyHUTE MUNMTaHTHU FEPUICKI ABUXKEerba
BO epaTa Ha KOPMopaTWBHWOT HEOKOMNOHWjann3am 1 Bewe oap>xaH HacTaH
NOCBETEH Ha MUNWTaHTHaTa PEBONYLMOHEPHA Y1NeaHcKa KuHemaTorpaduja
- BropaHenenaHallatuHcka AMepuka, Hano4eTokoT Ha 1980-TuTe roanHun.
Bo TekoT Ha npBaTa Heaena, bpuragaTta CanBanop ArbeHae Hacnnka Mypan
co Hacnos ConmaapHocT®. Bo CoumjanucTuyka Penybnvka MakedoHuja Bo
1981 roguHa vmawe [leHoBW Ha appukaHckaTa KynTypa (18-25 okTomBpul®,

nomarane co opyxje, NleKoBu, cCeTa OnpemMa WTO ja bapana anxmpckoTo
aHTUKONOHN]aNHO ABMXEhEe, OCBEH paHeTW, Ha BpaKawe Bo Jyrocnasuja
HOCeJie U HaJexHu anxmpcku ctypeHTu. Ibid. cTp.44-45

31 bojaHa MNuukyp, https://www.internationaleonline.org/research/
alter_institutionality/78_solidarity_in_arts_and_culture_some_
cases_from_the_non_aligned_movement/ [llpe3emeHo Ha 05. 05.2022
roguHalj

32 [MogHacnoBoT Ha MNpBWOT HacTaH bewe ,ConupapHOCT Ha
jyrocnoBeHCKWOT HApoOA CO HapopoT Ha JlatuHcka Amepuka”. Bo Jelena
Vesi¢, Darinka Pop-Mitié¢ On Solidarity in Time In Front of an
Empty Wall, Looking at a Lost Image https://www.springerin.at/
en/2019/1/solidaritat-in-der-zeit/ [lpe3emeHo Ha 07.09.2022
roguHal. Mporpamata Ha npBaTa Hegena https://www.arhivaskc.
org.rs/hronografije-programa/tribina/251-197735/8994-7-14-
novembar-1977.html Mporpamata Ha BTOpaTa Hegena https://www.
arhivaskc.org.rs/hronografije-programa/tribina/256-198240/9372-
18-24-oktobar.html

33 JeneHa Becuk, The Week of Latin America: Murals by Salvador
Allende (Ramona Parra) Brigades - ‘Non-Aligned’ Street Arthttp://
tranzit.org/exhibitionarchive/the-week-of-latin-america-murals-
by-salvador-allende-ramona-para-brigades-non-aligned-street-art/
[MpesemeHo Ha 12.10.2022 roguHal]

34 BakBw HacTaHu ce ogpxaa Bo Cpbuja, XpBatcka n BojBoauHa BO
1980 ropuHa. llpejaTa 6ewe 0BOJj HAacTaH ja BKJiyyyBa npejasBawa 3a


https://www.springerin.at/en/2019/1/solidaritat-in-der-zeit/
https://www.springerin.at/en/2019/1/solidaritat-in-der-zeit/
https://www.arhivaskc.org.rs/hronografije-programa/tribina/251-197735/8994-7-14-novembar-1977.html
https://www.arhivaskc.org.rs/hronografije-programa/tribina/251-197735/8994-7-14-novembar-1977.html
https://www.arhivaskc.org.rs/hronografije-programa/tribina/251-197735/8994-7-14-novembar-1977.html

wnu [eHoBu Ha kyBaHckaTa KynTypa CO peTpocnekTuBHa u3noxba Ha
KybaHckuoT cnukap MapujaHo Pogpures®®. MysejoT Ha adpukaHcka
ymMeTHOCT bBele oTBOpeH Bo benrpan Bo 1977 roamHa co KonekuujaTa Ha
a-p 3apaeko Mevap v Bena 3aropal, akTuBHY Bopun 3a amkupckaTa BojHa
3a He3aBUCHOCT, 3aefHo co CTesaH Jlabynosuk, y4ecHuk Bo AmxupckaTa
ocnoboanTenHa BojHa, pexuncep Ha ,Ounmcku BecTn”. Toraw umawe MHory
HOBWMHAPCKW HanucK 3a noaapuka Ha ocnoboanTenHUTe ABWXerba Bo Yune
v MNanecTnHa, HO 1 EHTY3Wja3aM KOH aHTUKONoHWjanHuTe naeun n 6opbne,

Bo 1984 roaounHa, lanepujata 3a YMETHOCT Ha HEBP3aHWTe 3eMju ,Jocun bpoa
TnTo” bewe oTBOpeHa Bo TuTorpad Bo JyrocnaBuja BO ToaBPeME, CO Lien aace
cobepe, [a ce 3aWTUTK U NPOyYyBa aBTEHTNYHATa yMETHOCT Ha HEBP3aHWTe
3emju. CBom [pena BO Komekuwjata umaa Jlasap JivdeHocky, Hukona
MapTuHockK, Banren HaymoBcku 1 Tpajye JaH4eBCKM, a ef1 04 YMETHUYKNOT
coBeT Ha [anepujaTta oa CPM bewe bopko Jlazeckun.®” MHory eTHorpadcku

adpukaHckn TeaTap, ¢unm, KynTypa M usnoxoéa. OpraHusaTop Geuwe
AQpPUKAHCKMOT MHCTUTYT 3a Kyntypa Bo [lakap (koj obeguHyBa 18
adppukaHckn 3emjun), a QUHAHCMCKWTe cpeacTBa ru obesbegm CPM.
KynTypHaTa copaboTka Ha CPM co HeBp3aHuUTe 3eMju W 3eMjuTe BO
pa3Boj, Penyb6nnyka komucuja 3a KYATYPHM BPCKU CO CTPAHCTBO,
Ckonje, centemBpu, 1981 ropguHa, [pxaBeH apxuB Ha Peny6nuka
CeBepHa MakepoHnja, OoHg 1116 Komucuja 3a KYATYpPHM BPCKM CO
cTpaHcTBo 1967 -1991. cTtp. 6. lImawe »n wHuumjatuea Bo 1981 ropuHa
LA Ce HanpaBuW TypHeja CoO npe3eHTaunja Ha MakefoHCKaTa KynTypa
BO Hekonky adpukaHckn 3emju. [lpxaBeH apxuB Ha Peny6nuka CeBepHa
MakepgoHuja, ®onpg 1116 Komucuja 3a KYNTYypHW BPCKW CO CTPaHCTBO
1967 -1991.

35 UHbopmaumja 3a KYNTYpHO - npocBeTHaTa copaboTka nomery CP
MakegoHuja n HP Kyba, Penybnuuka kKomucumja 3a KYNTYpHU BPCKW CO
cTpaHcTBO, [lpxaBeH apxuB Ha Penybnuka CeBepHa MakegpoHmnja, OoHp
1116 Komucumja 3a KynTypHM BpCKW co cTpaHcTBo 1967 -1991, cTp. 1-2

36 bojana Muukyp, https://www.internationaleonline.org/research/
alter_institutionality/78_solidarity_in_arts_and_culture_some_
cases_from_the_non_aligned_movement/ [Mpe3emeHo Ha 05. 05.2022
roguHal.

37 MNokpaj u3nox6aTa Ha yMeTHWUW OA CUTE HeBP3aHW 3eMju, oBaa
ranepuja umawe nNpocTop W 3a NOBpeMeHW W3noxbu, yeTupu cTyauja,
LOKYMEHTapeH LeHTap u 6ubnumoTeka CO perucrtap Ha Kartanosw,
MOHOrpaguu 1 pasHM MHOOPMATUBHU 3anWCKU 3a XPOHWUKWTE HA JUKOBHWUOT
XMBOT BO cekoja 04 HeBp3aHuTe 3emju. Ce nnaHupawe 6GueHane unm
TpueHane Ha yMeTHMLM O], HEBP3aHWTe, WTO 3a Xaj He Ce Clyyum nopagu
BojHaTa Bo Jyrocnaeuja. [anepnjaTta wmawe 3a uen ,Aa ru nNpomoBupa
NNKOBHWTE YMETHOCTU U KynTypa, 0CO6EHO BO OHWE HEBP3aHM 3eMju
ynja Tpaguuuja u KynTypa Ha eAeH WAW ApYr HAYMH Ce NOTWCHATW Of
3acTpalyBaykuTe YMETHUYKU UMNEPATWBW HA TFONEMUTE YMETHUYKW LEHTPK
BO CBETOT. YMETHOCTa Ha [ABUXEweTO Ha HeBp3aHuTe, [anepujata BO
TuTorpap, Ke 6MAe BUCTUHCKW MOCT Mery YMeTHULWTE Of HEeBp3aHuTe
3eMju M HEOoMnxojHa TO4Yka 3a OTKpWBawe Ha aBTEHTWYHUTE BPELHOCTW

Ha HeBp3aHWTe 3eMju Ha cBeTckata jaBHocT#. T. lnpuos. Xpam Ha
yMEeTHOCTa Ha HeBp3aHuTe https://arhiva.zaum.mk/wp-content/
uploads/2019/04/1984_09_07_Hram_na_umetnosta_na_nevrzanite.pdf
KonekunjaTta nocton fo feHec 1 ondaka okony 1000 pena, eKcKiy3UBHO

17



My3en Bea oTBopeHW HW3 JyrocnaBuja, APPUKEHCKMOT UCTpaxKyBayku
MHCTUTYT BO 1963 roamHa Bo 3arpeb®®, kako M WUCTOPUCKM My3eu,
BKNyYyBajknrovnopaHewHnoTMy3ejHapeBonyLjaTaHajyroCNnoBEHCKUTE
Hapoaw (neHec My3sej Ha JyrocnaBwjal, koj uMa eTHorpagcka Konekumja Ha
CuUTe nogapoum wto TuTo ru aobusan of HErOBMTE PasfnuUYHK NaTyBamba
BO HEBP3aHWTE 3eMjV UNIN O CTPEHCKMW NONUTUYapw.

AHTMKONOHMUjaNM3MOT W aHTUMMNEpMjanu3MoT CcO curypHocT bOea
Touyka Ha cpenba Ha 3emjute on [H3, cunHo BepyBarbe 3a €AMHCTBO
Koe ce MaHudecTupawe W BO KynTypata. Cnopeld wCTpaxyBadoT
Hematba PagorbuK, KOj OMWMPHO MMwyBan 3a a@puKaHCKUTE CTYAEeHTU
BO JyrocnaBuja, 0Baa ChneuuduyHa COMMOApHOCT NOTeKHyBa 04
MapKCUCTUYKO-NEHUHUCTUYKNOT KOHLENT Ha CONMAEPHOCT KaKo KflacHa
paboTa 1 conuaapHocT co yrHeTexute. ,KMNJ/CKJ ja ycBon HajumpokaTta
MOXHa nnaTdopma, Koja Ha KpajoT ce MpeTBOpW BO COMMAOAPHOCT CO
Pas3nM4HM ONWTECTBEHW rpynu BO Adpuka, Yvmm MHTepecu ce cMmeTaa
33 YCOrnaceHn CO COUMjanucTuYKuTEe 1 HeBp3aHuTe. Bo oBaa cMmucna,
nonuTnykaTa ennTa OenyBale KoH 0buyHuTe Nyre npeky obpa3oBaHue
M MHOOKTPUHAaUMja BO Hacoka Ha Haorarbe CAUMYHOCTU CO AdpuKaHumuTe,
noToa BO HAcOKa Ha rpaferbe Ha 3aefdHU4Ka NonuTudka 3aegHuua
npeky [IH3, a peTopukaTa 4ecTo bewe yTonucTUYKa W ro 3aMucnysale

cobpaHu of poHauun op uenuoT cBeT. bojaHa Muukyp Benu: ,ToyHo
e [eka ranepujata Of NoYeTOKOT 6ewe NOAUTUYKW NPOEKT, a
cTekHaTUTe fena He 6ea cekoraw Hajpenpe3eHTaTMBHWTE fena Ha
ojpefeH yMeTHUK. Ho, op Apyra cTpaHa, HUTY MOTeHUMjanoT Ha
Kofnekumnjata fa rm ocCnopyu HayMHWTE HA KOM 3anajgHaTa yMeTHOCT
QYHKLMOHNPA W MpOM3BEAYyBa XEreMOHUCKW HapaTWMBM/KAHOHU He 6Gewe
ocobeHo o06po pasbpaH. 3a pasnuka 0 3anajHUTe KOMOHUJanHK
My3eu 0L, MUHATOTO, ranepujaTta Bo TuTorpap ja CTekHa ,yMeTHOCTa
Ha CBeTOT# ucknyymBo BO $opmMa Ha Mopjapoun W JoHauuu, nputoa
obugyBajkn ce pa pasBue CBOM KYATYPHU MPEXW U PaMKi Ha 3Haewe
M [a ro KOMGMHMpa Toa CO MCKYCTBOTO 0f Apyrute LenoBW Ha
HeBp3aHWOT cBeT. [lypu BO M3MMHATATA fAeleHuja KonekumjaTa

noyHa ga fobuBa norofieMa BUAAWBOCT, OCOGEHO BO KOHTEKCT Ha
NoCTjYroCcnoBEHCKUTE W MOCTKONOHUjanHuTe cTyaun”. Bojana Muukyp,
‘Southern Constellations: Other Histories, Other Modernities’
Bo: Southern Constellations Poetics of the Non-Aligned
(Ljubljana: Moderna Galerija, 2019), cTp.19 (KaTanor).

Bo nporpamute 3a KynTypHa copaboTka BO nepuogoT of 1983 po
1985 ropguHa, kora 6ewe ocHoBaHa ranepujarta, 6ea nokaHeTu faa
yyecTByBaaT rpyna 3eMju BO CO3LABakeETO HAa HEJj3WHWTE aKTMBHOCTW,
mery kou Eruner, Cupuja, Wpak, JopaaH, Amxup, llpu Nanka,
WHanja, Kyba, AHrona, Peny6nuka Kopeja.

38 UcTpaxyBaukumoT $OKYC Ha MHCTUTYTOT eBonyupalwe of npoyyysawe
Ha nocTkonoHwjanHa Adpuka, npeky 3emjuTe BO pa3Boj of A3uja u
JlaTuHcka AMepnka W KOHEYHO KOH rnobanHuTe pasBOjHW mpouecu.
JInHk po Be6 cTpaHuuaTa Ha uHcTuTyumjata https://irmo.hr/
mission-and-vision/ [leHec, oBaa WMHCTWTyuuja ce HapekyBa
MHCTUTYT 3a pa3Boj M MeryHapofHu ogHocu (UPMO).


https://irmo.hr/mission-and-vision/
https://irmo.hr/mission-and-vision/

MOHWOT CBET Kako , A06pu onwTtecTBa” Kow copaboTyBaaT Mery cebe.
TakBOTO MO3MUMOHMPAtbe HanuKyBalle Ha OHa Ha WHawja, buaejku
3eMjaTa UM nNpeTCTaByBalle Ha CBOWTE XWTeNW Bpcka co Adpuka,
He CaM0 HEeBP3aHOCT, TyKy W nocebHU 0HOCK CO LENUOT KOHTUHEHT,
CnanojeBuk Bo gpyra npunvka 3abenexysa geka MO3WULMOHMParbeTo
Ha JyrocnaBuja Kako conupapHa CO MNOCTKOMIOHW]aNHOTO WCKYCTBO
ja nmocTaByBa Kako ,OMCKYP3WBHO efHaKBa, HO npueunerupaHa“™®,
HarmacyBajku ja napagurmata Ha ,noctap 6paT” WTO 3Ha4yM Oa UM ce

NoMOrHe Ha OpyrvTe fLa BOCMoOcTaBaT Mo3uuumja BO yrora wro Aonpsa
Tpeba na ce cosdane v jacHo da ce aeduHmpa.

Cenak, CouujanucTU4knoT cojy3 Ha paboTHUOT Hapop Ha JyrocnaBuja
(CCPHJ) Ha MHOry Ha4YuHWM UM NOMOrHa Ha 0cnoboaUTENHNUTE OBUXEH3
npeky ceojaTaKoMucujasanomowHaocnoboautenHuTe gBuxemwa.Cnopes
LOKYMEHTOT HacnoBeH ,MIHpopMauun 3a cocTojbaTa Ha copaboTkaTa Mery
CPM 1 HeBp3aHWTE 3eMju 1 3emjuTe BO pa3soj” o4 1976 roavHa, 3emjaTa
BO copaboTka CO HeBp3aHWTE 3eMjU M OCNOOOAMTENHWTE OBWXKEHA
Ha HajHenocpedeH Ha4uH DOelle BKMy4YeHa CO cBojaTa [ONrOpOYHA U
WHTEH3WBHA aKTMBHOCT Ha MNaHOT 3a CONUAApPHOCT W NoMaratbe Ha
HapoauTe kou 6ea XpTBM Ha arpecuja M KONOHWjanHa [OMUHaLMja.
Mpeky KoopAwHaTMBHWMOT 046op Ha PenybnuukaTa KoHpepeHuuja Ha
CCPHM 1 koopauHaTuBHMTE 0060pWM Ha OMWTUHCKUTE KOH(GEpEeHLMUM
ce MOTTWKHYBAlle, HAaCO4yBalle U KOOPAVHMpalWe aKTUBHOCTa Ha CUTE
OMWTECTBEHO — NONMTUYKK cybjekTr Bo PenybnvkaTa 3a NoKpeHyBarbe Ha
MHWLW]jaTUBK 1 MOBEKE BUOOBU aKLMM Ha MOETO Ha NOAUTUYKA MOAAPLKA,
COnMaapHoCcTa 1 NoMararbeTo Ha HapoauTe, NapTuUTe, OBUXKEHATa KON
ce bopat 3a ocnobogyBarbe 04 KONOHMjaM3MOT, HEOKOMOHUjanM3MoT
M cuTe BMOOBM OOMMHaUWja 1 ekcnnoaTtauunja. PopMute Ha nonuTU4YKa
nofaplwKa, ConMaapHOCT U NOMOW Ce MHOMYBPOjHW 1 pa3HOBMOHK U Ce
pe3ynTaT Ha nporpamupaHa [ejHOCT Ha HocWUTenuTe Ha copaboTkarTa,
MOYHYBajKM 04 MHpopMuparbe Ha paboTHMTe nyre M rparaHuTe 3a
6opbaTta Ha opaenHuTe ocnoboguTenHu aBMXXEa U Hapoau 3a cnobopa
U He3aBUCHOCT MpeKy cpeAcTBaTa 3a jaBHO UHPOpMUpatbe, GUNMOBUTE,
nsnoxbute, nnakaTuTe; npeky COOABETHU MOMWUTUYKW COCTAHOLU M
MaHWdecTaummn, na cé [o HenocpegHUTe aKTUBHOCTU 3a cobuparbe Ha
duHaHCUCKM cpeacTBa M Opyrv BUAOBM MaTepujaniHa nomouw (EKOBY,

39 Hemawa Pagowuk, Students from Africa in socialist and non-
aligned Yugoslavia cTp.29 https://bit.1ly/3hFXLn7

40 Ana Sladojevic, Slike o Africi/Images of Africa (2015,
Belgrade: Museum of Contemporary Art)



MeauUMHCKa onpema, ysunuuweH npubop v apyru nomararba v ap..
Taka, Ha npumep, Bo nepuoaoT o 1973 roamHa, na ce oo 1976 roavHa,
3aKny4YHo co ¢eBpyapn Mecel, BO CP MakenoHuja cobpaHu ce BKYMHO
1.156.462 ouHapwn. Ce 4yBcTBYyBa noTpeba v NMpUCYTHU Ce Hamopu 3a
npouwvipyBarbe v 3boraTyBarbe Ha GOPMUTE U COAPXKUHUTE BO MOMETO Ha
CONMAAapHOCTa 1 NoMararbeTo Ha HapoauTe W OBWXKerbaTta kou ce bopaT
NPOTWB KONOHWjanM3MoT 1 CUTe GOpMK Ha LOMUHAaUW]a 1 excrnnoaTaumja
NN Ce XPTBW Ha arpecuja. 3a COrfedyBarbeT0 Ha 3HAYajoT Ha 0BOj
BMO AKTUBHOCT W 38 HEj3NHOTO HATaMOWHO WHTEH3WBMparbe MOWHE
00Bp3yBaaT CTaBOBUTE ¥ OONYKUTE Ha V KOHOEpeHUuja Ha HeBp3aHuTe

3eMju Bo Konambo™.

okpaj Toa, 0BOj HEMOCPedeH Ha4YMH Ha M3pasyBarbe CONWOAapHOCT U
nomararbe Ha HapoaWTe No4 KOMOHMjanHa LOMUHaLKja, BO paMKuUTe Ha
[IH3 rv 3ano4Ha NpBWUTE NPOLLECK Ha LEKONOHM3aunja Ha yMeTHoOCTa U
KyNTypaTa Kako pe3ynTaT Ha aHTWKOMOHWjanHaTa nonuTuyka bopba u
npBuTe 0ebaTh 3a BaXHOCTa Ha YMETHOCTA WTO He e Aen 04 3anagHnoT
YMETHWYKM KaHOH. [TocToewe 1 CTPeMeXX Aa Ce TeopeTUsmpaaT pasnyHu
MOLEPHU3MM, Pa3MNYHK 0 BEKe BOCMOCTABEHWOT 3anafeH YMETHUYKM
KaHOH, KaKo 1 ja Ce NOCTaBW WaejaTa 3a KyNTypHa efHaKBOCT, KyNTypHa
PasNW4HOCT U KyNTypHa XMBPMOHOCT, OCTPO OCYAyBajKu ro KynTypHUOT
nvnepujanusam. luwkyp [ogaBa [eka ,[fefaH0 W TONKyBaHO 0f
LEeHelWHa rnedHa To4ka, 0Baa noTpara npensuaoysalle n HOBM BUOOBU
ncTopusaunja, NOBTOPHO MUWYBatbe Ha WCTOPUCKUTE HapaTuey,
na Oypv W MOBTOPHO MUWYyBarbe Ha WCTOpwWjaTa; Co Apyrv 360poBw,
BUCTUHCKM aKLEeHT Bewe cTaBeH Ha NPEMCNUTYBabETO HA eNMCTEMCKUOT

KONOHMjanu3aM W KynTypHaTa 3aBUCHOCT *2. I, cnpOTUBHO Ha Apyru

41 [lpxaBeH apxuB Ha Peny6nuka CeBepHa MakepgoHuja, ®onpg 1116
Komucuja 3a KynTypHuM BpCcKuM co cTpaHcTBo 1967 -1991, cTp. 12-
13 lmawe u gpyru cnyyam kora Ha npumep He bewe papneHa nomou.
Ha wecTtaTa cepHuua Ha KoopauHaTuBHUOT opbop Ha PKKBC, 6ewe
OfNly4eHo Jga He ce npudaTyu m3noxbata Ha 100 akBapenu n 40 pena
1M3paboTeHn BO APBO Ha [ABajua YueaHCKU CIMKapu, COMPYXHULUTe
Jlyuc CaHye3 u Mepuepec bapaxoHa 0jema, kou cera xmueeaT BO
Coumjanuctuyka Penyb6nuka PomaHumja Kako NONMTUYKWA EMUTPAHTH,
n3noxbaTa Ha Lena Ha NO3HATMOT MEKCWKAHCKW yMeTHUK AHppec
Canro, usnox6ata Ha npepkonymMbucka yMeTHOCT MOATrOTBEHa 0f
UTano-naTNHOAMepUKaHCKUOT WHCTUTYT Bo Pum (Toraw ce npudaka
nanox6arta Ha lluna Xukc Bo MCY - Ckonje) mopagu npeonToBapyBawe
Ha rojuwHaTa nporpaMa oj obnacta Ha NUKOBHAaTa YMETHOCT, Kako

U Nopagu orpaHnyeHu OuHaHcuckn cpepcteBa. llecTa cepHuua Ha
KoopanmHaTnBHUOT op6op Ha Penybnmyka komucmja 3a KynTypHU

BPCKM CO CTpaHCTBO, Penybnnyka komucuja 3a KYNTYpHW BPCKW CO
cTpaHcTBO, [lpxaBeH apxuB Ha Penybnuka CeBepHa MakegmoHunja, OQoHp
1116 Komucuja 3a KynTypHW BpCKWM co cTpaHcTBo 1967 -1991.cTp.
12-13

42 bojaHa Muukyp, ‘Southern Constellations: Other Histories,



MucnuTenn*®, Taa UCTO Taka 3abenexysBa [eKka U Mokpaj OBWE Hamnopu
Hemano cneundnyHn MoaepHU3Mu NoBp3aru co [IH3, Hemano 3aeHNYKO
TKMBO WTO BM MOXeno fa co3fade HoB MefyHapodeH HapaTuB BO

YMETHOCTa, MaKo NOEO0NTOWKKOT, MONMNTNYKINOT, EKOHOMCKMOT NoTeHUWjan
HaﬂHSMomeﬂa6mueouroneMaBpeﬂHOCTaKocepamneﬂaﬂeHeQ

Pa3BojoT Ha HauMOHanNHWUTE KYNTYPHU MOOENN W  KYNTYpHUTE U
ENMCTEMONOWKM EMaHUMNaToOpPCKK waeonorun, ocobeHo Bo Adpuka,
CTaHaa efeH 0O npaBuuTe Ha [OeKOMOHM3aLUUCKWTE MpoLecu BO
yMeTHOCTa W kynTypata. Muwkyp ja CNoMeHyBa 3aupckaTta [LOKTpuHa
00 cefympeceTTuTe HapedeHa ,L‘authenticité” koja umana 3a uUen aa
rn n3bpuwe cute Tparu Ha 6BeNrMcKNOT KOMOHWjann3aM BO yMETHOCTA U
KynTypaTta Bo 3amp*t. CnaaojeBuk ja cnomHyBa ,Negritude” ckoBaHa of
Jleonong Cenap Cexrop, Ajme Cesep, Jleon lamac Bo 1930-TuTe roamHu
1 naH-adpukaHn3moT Bo 1920-Tute roanHu co rnasHuTe nobopHuum E.b.
Ilybya, Mapkyc lapsu, Llopu MagmMop, WTo ce 3aH1MaBa Co peaeduHuparbe
W pecosfaBarbe Ha KynTypaTta coaTeHa Kako Hew3bexeH enemeHT Ha
HaLMOHANHNTE, HO NaH-adPUKaHCKN UOEHTUTETN. PafoHbUK IO CNIOMHYBa
KOHLENTOT Ha appuKaHW3alnja Wi 3aMeHa Ha eBPOMCKOTO KYyNTYPHO,
TEXHW4KO, 06pa30BHO, EKOHOMCKO, MpOYEecHoHanHo ymnpaByBarbe W

Other Modernities’ in: Southern Constellations Poetics of
the Non-Aligned (Ljubljana: Moderna Galerija, 2019), ctp.10
(KaTanor).

43 Ibid, cTtp.10-11. CnpoTuBHO Ha Toa, bojaHa BugekaHuk rpagu
Len HapaTWB 0KONY jyrocnoBEHCKUOT HEBP3aH MOAEpPHM3aM KOj

cnopej Hea WMa CWJIHM aHTUMMNEPUJANUCTUYKM KApPaKTEPUCTUKU MOA
BNiNjaHWe Ha KONOHWJaANHMOT M MOAYKONIOHMJANHMOT CTaTyC Ha 3emjaTa
BO OAHOC Ha 3anagHa EBpona u jgeka pacTeykaTa MOAEPHUCTUYKA
KYyNTypa Ha JyrocnaeBuja Tpebawe fa rvm ogpasyBa ugente 3a
HEBP3aHOCT, CaMmoynpaByBayku couujanu3am 1 rpajewme Ha Hauumu. Taa
Benn: ,HamecTto pa ro ymtame jyrocnoBeHCKMOT MOAEPHW3AM KakKo
AepuBaT Ha AOMUHAHTHO 3anagHuW ¢opMn, Hue Tpeba Ja ro ymTame
Kako ¢opma Ha anTepHaTWBEH MOAepHMW3aM KOj ja pasBui cBojaTta
KOMNIEKCHOCT HE caMo mopagn 3anajHWoT KONOoHWjaneH M uMnepujanex
KYNTypeH npoekT, 04 Koj Jyrocnasuja bewe fgen, TykKy W nokpaj
Toa. 3aToa, HEBP3aHMOT MOJEPHW3AM € WU KPUTWKA W MPOAOAXeHWe

Ha MOJEPHWCTUYKMOT MPOEKT W Kako TAaKoB ro npopgnaboyysa HaweTo
pasbupawme 3a MOAEPHW3MOT W HerosaTa 6opba ga ru akTyenusumpa
HeroeuTe nporpecusHn upeanu. Bo bojaHa Bugekanuk https://
yorkspace.library.yorku.ca/xmlui/handle/10315/27595 Hej3uHunoTt
M360p Ha YMETHMUUM, UCTO Taka, Npeky Kou Taa ja npukaxysa
cBojaTa Te3a, pPeTKo Ce 3aHWMaBaaT CO NpawaweTo 3a ABUXEHEeTO

Ha HeBp3aHUTe, a apXWBWTe CBEAOYAT fAeka crneuupumyHaTa HeBp3aHa
MOAEPHUCTUYKA KYNTYypHa NPOAVKLUMJa HUKOraw He ce pas3Buna.

44 TIbid. cTp.16 (KaTanor).

45 AHa Cnapojesuk, Izvan kadra: Tumacenje fotografija iz fonda
Muzeja Jugoslavije u savremenom kontekstu, In: “TITO U AFRICI
SLIKE SOLIDARNOSTI”, Radina Vucetié¢ Pol Bets (eds.) (Muzej
Jugoslavije, Beograd, 2017), 99


https://yorkspace.library.yorku.ca/xmlui/handle/10315/27595
https://yorkspace.library.yorku.ca/xmlui/handle/10315/27595

byHKUMOHMpatbe Ha ApxkaBaTa co [AomawHo®. Tpeba ga ce crnomeHe
[ieKka Toa Ce Cry4yBalie BO YCI0BM Ha CUMeH NPUTWUCOK KOj aoaralle o[
nopaHewHNTe KONOHU3MPaYKK 3eMju Kon NocTojaHo ce obuaysaa Aa ro
3a[p>xaT CBOETO BAWjaHWe BO NOPaHeWHUTE KOMOHWY Ha CATE NOMUHba BO
eKOHOMCKWOT, COLMjanH1OoT, NONUTUYKOT U KYNTYPHUOT XKNBOT, KOU C&

yWTe XMBEeeja Nof CTPYKTypaTa BpamMeHa 0f KONOHW]anHUTeE PexXuMu.

Cenak, JyrocnaBuja BO 0BOj KOHTEKCT BOcnocTaBu nocebeH Bua
KYNTYypHa NONUTUKa Koja rv NoBp3yBa CamMoynpaByBa4YKMOT coumnjanisam
1 MOOEPHU3MOT KOW Ha HEKOj HA4YWH F0 BOAAT NaTOT KOH EMaHLunaTopeka
nonutmka*’. Jyrocnaewja, UCTO Taka, ce obuayBawe Aa uma ,CcBoj yoen”
BO MOCTKOMNOHWUjaNHWOT CBET Unu BO rnobanHuTe xvepapxuu Ha paca u
cTaTyc 1 Toa bewe HanpaBeHO Ha 0dWLMjanNHO HWBO, CO KOHBEHLWM 3a
KynTypa ¥ nporpamu 3a KyntypHa, obpa3oBHa u Hay4Ha copaboTka®,
npeky Kow KynTypHaTa pa3meHa Tpeba na obesbeou npoctop 3a
3ano3HaBarbe 1 30nuxyBarbe Ha Hapoau 04 pasfnuyHM 3emju*®. Bo
n3BewTaj on 1981 roanHa Ha PenybnuykaTta KoMucuja 3a KyNTYpPHU BPCKK
CO CTpaHCcTBO Ha CoumjanucTudka Penybnuka MakenoHwja ce HaBedyBa
LeKa 0Ba 34py>KyBarbe Ke MOMOrHe Oa Ce HaaMUHAT NpeapacyanTe u
KONMOHWjanUCTUYKNOT MOHOMOM CO KOj pPa3BMEHNOT CBET MNaBHO rnepan
Ha TpaauuwnjaTa 1 KynTypaTta Ha 0BWEe 3eMj BO HACTOjyBarbeTo HUBHUTE
MoCBeA0YeHM 1 FONeEMW BpeaHOCTM Aa aobujaT cBoe MeCcTo BO CBETCKATa
PU3HMLA Ha KyNTYpHOTO BOraTCcTBO, U Kako KYNTYyPHO HAacneaCTBO M Kako
LOOCTWIHyBatba BO HWBHUOT COBpeMeH pa3Boj. ,CBETOT Ha HeBp3aHWUTE

46 A¢pukaHm3aumMja e TepMUH WTO O03HAYyyBa Mpe3eMawe Ha KYATYpHU,
TEXHUYKU, EKOHOMCKM, CBeWTeHU4Yku, o06pas3oBHM W Apyru obnactu

Ha ApXaBHaTa ajMUHUCTpauMja U ONUTECTBEHO QYHKUWOHMpake,
3aMeHyBajKu ru eBpONCKUTE KOMOHWjaNHW eKcnepTu, MOLENu, WeMmu,
TEXHUKW W AOKTPUHM co adpukaHcku. Bo Hemawa PapgoHuk, Students
from Africa in socialist and non-aligned Yugoslavia cTp.23
https://bit.ly/3UAqgPL1

47 bojaHa Muukyp, The Non-Aligned Movement and Cultural
Politics in the Former Yugoslavia https://www.academia.
edu/42055110/The_Non_Aligned_Movement_and_Cultural_Politics_in_
the_Former_Yugoslavia?email_work_card=view-paper [llpe3eMeHO Ha
12.10.2022 roguHal

48 TuTo naTyBan BO MHOTY a3UCKU U ahpuKaHCKU 3eMju KoM
HeojamMHa u3nerfe of KONOHWjanHUTe npaBuna, BO 3HAK Ha MOAApWKA
M COMWAAPHOCT CO HWB, Kako WTO e Mno3HaTaTa appukaHcka TypHeja
B0 1961 roguHa Ha HeroBuoT 6pof ,lane6”. Habpry notoa 6ea
NOTMNMWAHN MHOTY KOHBEHLUMM 33 KYNTypa U KYNTYpHW nporpamMm 3a
copaboTka Ha 3eMjuTe BO yMeTHOCTa M 06pa3oBaHMeTO.

49 CopaboTkaTa bewe CTpyKTypupaHa BO HEKOJIKY CErMeHTW NogefieHu
cnopep reorpadckute permoHu: copaboTka co cocegHute 3emju (HP
byrapuja, lpumnja, Anbaunja, Wtannja, Asctpuja, YHrapuja, CP
Pomannja); HeBp3aHuTe 3emju u 3emjuTe BO pas3Boj; Coumjanuctuyku
3eMju, pas3BueHW 3anafHu 3eMju, TPAHCOKEAHCKM 3eMju.


https://www.academia.edu/42055110/The_Non_Aligned_Movement_and_Cultural_Politics_in_the_Former_Yugoslavia?email_work_card=view-paper
https://www.academia.edu/42055110/The_Non_Aligned_Movement_and_Cultural_Politics_in_the_Former_Yugoslavia?email_work_card=view-paper
https://www.academia.edu/42055110/The_Non_Aligned_Movement_and_Cultural_Politics_in_the_Former_Yugoslavia?email_work_card=view-paper

3EeMjW 1 3eMjUTe BO Pa3B0j, N0 CBOjaTa NOBEKEKPaTHa XeTEPOreHOCT U BO
chepaTa Ha KyNTYPHWOT pas3Boj, OTKPVMBA MHOFYCTPaHu H1nBoa: o boraTu
KYNTYpHU LUMBWUNW3aUMM CO CBOE HEOLAMWHIIMBO MECTO BO CBETCKaTa
KYNTypa 0 HajcBEXM M3BnMuUM Ha TBOPEYKMTE NoTeHLMjanu kou aobreaat
cBojaadupmauvjaBocnobofHm, WTOTYKY CO3Aa0eHMN, CAMOCTOjHU AP>KaBU.
MpBuTe ja umaaT cyabuHaTa fa buaaT ekcnnoaTupaHn, MUCTUOULMPaHY,
dancudnkyBaHu M NpeTCTaByBaHW Kako Er30TUYHW N0jaBK, BTOPMBE aa ce
HOCAT CO KOMMMEKCOT Ha MPUTUCOKOT HA MOHOMOMOT Ha rofIeMUTE 3EM]U.
Il kaj enHWTE U Kaj ApyruTe eBUAEHTHA U HeNobuTHa e BUCTUHATA AeKa
Ha CBETOT My Ce MPeTCTaByBaaT Co efjHa aBTOXTOHa KyNTypa, Koja uma u
CBOja Tpa4uMunja, v LEHEWEH XUBOT 1 CBOja NaHWHa. Bo Tue penauun ce
Haofa 3aeJHUYKOTO CO Hac, KOe He ynaTyBa Ha noTpebaTa o4 MOTecHo,
nocecTpaHo 1 Noanaboko no3HaBarbe”.*

Cenak, KynTypHaTa copaboTka NOCTOjaHO 3aoCTaHyBawe 3afd Nnonu-
TU4KaTa 1 ekoHoMcKaTa. Toa curypHo bele 3aToa WTO BO COLMjanucTnyKa
Jyrocnasuja no BTopaTa CBeTCka BOjHa, rnaBHaTa OpuWeHTauWja BO
YyMETHOCTa W KynTypaTa BO rofemMa Mepa ro crefelwe 3anafgHuoT
enncTemMonowkn KaHoH. OBa bewe cny4vaj u co JbybrbaHckoTo breHane
Ha rpaduyka ymeTHOCT, koe crnoped lMuwkyp n Mepxap Tpebauwe ,0a
buoe npakTuyeH NpuMep 3a KynTypHaTa AunnomaTtuja Ha Jyrocnasuja
M KYNTYPHWUTE NONWUTWKU Ha [IBUXKEereTo Ha HeBp3aHUTE”, HO BCYWHOCT
BKIyYyBalWe yMETHWUW 04 3emjute of TpeTwoT CBEeT Ha umanoxbute
,MOBEKe Kako mocneauua Ha HagBopelWHaTa MonnWTYKa Ha Jyrocnaswja
0TKOMKY Kaksu Buno gnabuHcku cTyanm 3a ApyruTe GOpMU Ha U3pasyBarbe
M npucTanu Bo rpadukaTa 1 ymeTHoCTa BoonwTo”.*! Tue nonaBaat aeka
rpa¢uknTe o TpeTVOT CBET CKOPO Cekoraw Bune 3aka4yeHn BO NOAPYMOT,
BO NOMarKy NPeCTMXHM M3N0X6eHN NpOCTOpYY; EAMHCTBEH UCKTYHOK 0
oBa bewe bpasun, Koj yxnBawe nocebeH cTaTyc Ha bueHaneTo.

50 KyntypHaTa copaboTka Ha CP MakepoHuja co HeBp3aHUTe 3eMjun

u 3emMjuTe BO pa3Boj, Penybnuuka komucuja 3a KYyNTYpHU BPCKK

co cTpaHcTBo, Ckonje, cenTemBpu 1981 rognHa, [lpxaBeH apXxuB Ha
Peny6bnuka CeBepHa MakepoHnja, ®oHp 1116 Komucuja 3a KYATYpHK

BPCKM cO cTpaHcTBo 1967 -1991. cTp. 1

51 bojaHa Muwkyp, Teja Mepxap, ‘Third World:1 Prints from the
Non-Aligned Countries at the International Biennial Exhibitions
of Graphic Arts in Ljubljana between 1961 and 1991’ in:
Southern Constellations Poetics of the Non-Aligned (Ljubljana:
Moderna Galerija, 2019), cTp.172 (Katanor).



,He e Tewko oa ce norodu Npu4MHaTa 3a TaKBMOT PACNOPEL: Kako WTo
cnomeHaBme norope, buenaneto Bewe opueHTWpaHO KoH 3anag v ru
cnefele 3anagHuTe YMETHWYKU KaHOHW. lpodykuwnjaTa BO 3emjute o[
TpeTnoT cBeT He Dewe BO COracHOCT CO OBWE KaHOHK, Na Taka, YecTo
nobvBawe NOHW30K CTATYC W Ce CMeTalle 3a HauBHa UM eTHorpagdcka.
Bo ronema Mmepa, oBa bele 3HaK Ha BPEMETO; TOraw Ce YUHewWe NOrM4Ho
1 HenpobnemaTU4HO oapeaeH KynTypeH npoctop (MMeHo, 3anaaHKUoT) Aa
3eMa 3a NpaBo [ia r'v CyAu CuTe ApYru KyNnTypu No cBoja Mepka, Cropes
3anafHuTe npaBuna u CTaHAapAW Ha YMeTHMYKa npoaykuuja u paboTa,
W [a rv rnepa cute APYry KYNTypu Kako NPUMUTUBHU, NPeAMOAEpHM,
TPaANLMOHANHN U HeA0BONHO pa3BMeHn” >

OBaa cuTyaluja e NpMIMYHO NapagokcanHa. Wako noctoewe opuunjanHa
cTpaTervja BO MelyHapOOHWTE O0OHOCM 3a MpOMOBMparbe MOEen 3a
aHTWUKOMOHMjanNU3am ¥ aHTUUMMepujann3am, 1 nako KyntypaTta u ymer-
HOCTWTE OQULMjanHo OCTPO 0 OCyAyBaaT KyNTYPHWOT UMNepujannsam
M enuCTEMONOWKMOT KOMOHWjanu3am Ccenak ja ¢aBopu3npaa 0Haa Ha
3anafoT, OHaa WTO BO OCHOBa CTOelle 3ad 0BWe NpUTUCOUN. MUWKyp
Mepxap oonaBaat aeka buno noTpebHo 4oCTa BpeMe Nped yMETHOCTa Ha
TpeTvoT cBeT (UK HedanaaHaTa YMETHOCT) a ce AWCKYTMpa BO CMUCHa
Ha KyNITypHaTa v MHTeNeKTyanHaTa AeKonoHmn3alnja, KocMononmuTu3morT,
WHTEPHALMOHANM3MOT, napanenHuTe (nokanHu) ncTopumn v apyrv BUA0BK

MOLEPHOCT BO CHepaTa Ha YyMETHOCT W KynTypa®s.

52 Ibid. 173-4. Cowa AbayueBa, MopaHewHa AaupekTopka Ha MysejoT
Ha coBpemeHa ymeTHocT - Ckonje, Benu peka efeH 0j MeToguTe

WTO TMe M KopucTene 3a Aa ja 3ronemaTt KonekuujaTta e npeky
MeryHapoaHOTO rpa¢uuko 6ueHane Bo bybmaHa. Taa 3abenexysa

»00 HEroBMOT KaTanor ru upnesme WHOpomauunTe 3a aBToOpUTE U

ru LO3HaBaBMe HWBHUTEe ajpecu. Bo efeH MOMEHT, Kora nuarnepa
3abopaBuBMe Ha MepkaTa, MogepHaTta ranepuja op bybmaHa -
opraHusatop Ha bueHaneTo, 0TBOpeHO HerogyBawe W CO Npago.

Mo n3BecHa nmaysa, cemak MpPoAOfAXWBME Aa ja NpakTuKyBaMe oBaa
meToponornja. Ha kpajoT Ha kpauwTtata, AEPUHUTMBHO HM CTaHa
jacHo peka HMTM BO KonekuujaTa, HUTW BO MocTaBKkaTa, He MOXeBMe
na ja cnegume ceBeTckaTa yMmeTHocT. Cowa AbaumeBa, KOHTUHyuTeT
1977-1985 (My3ej Ha coBpemeHaTa ymeTHocT, Ckonje, 2004), cTp.
59.

53 Ho, nako BmybeHUK BO ujeanute Ha 3anajoT W cnepbeHuk Ha
HeroeaTa nparmaTuyHa noauTuMyka areHpa, bybmaHCKOTO bueHane

Ha rpaguyky ymMeTHOCTW cenak bewe rnobanHo efeH of npsuTe
BOH6MOKOBCKW YMETHUMYKW HACTAHW BO BPEMETO Ha MNopfenéute of
CTyneHaTa BOjHa, nocTaByBajku Mopen 3a MUPEH COXMBOT Ha NpBUOT,
BTOPWOT M TPETWOT CBET - 6apeM BO yMeTHOCTa W KynTypaTta. bojaHa
Mnukyp, Teja Mepxap, ‘Third World:1 Prints from the Non-
Aligned Countries at the International Biennial Exhibitions of
Graphic Arts in Ljubljana between 1961 and 1991’ Bo: Southern
Constellations Poetics of the Non-Aligned (Ljubljana: Moderna
Galerija, 2019), cTtp.174 (KaTanor).



Taka Bewe v Bo Couwjanuctuyka Penybnvka MakenoHwja U HejanHaTa
OpueHTaumMja KOH 3anafgHuWoT YMeTHUYKW KaHoH. Bo usBewTtanTe of
nporpamute 3a KynTypHa copaboTka Ha Penybnuykata komucuja 3a
KyNTypHW BPCKM CO CTPAHCTBO, 1aBHOTO TENO WTO ja OpraHu3upawe
nmporpamaTa Ha [dOMawHaTa KynTypHa Npoaykuuja BO CTPaHCTBO U
obpaTHO®*, Haj4ecTo ce KopucTewe ¢pazaTa ,MOBEKe WHULMjaTUBM
1 >xenbu OTKOMKY peanHuM MOXHOCTM”, BO 0HOC Ha copaboTkaTta co
HeBp3aHWUTE 3eMju U 3eMjuTe BO pa3Boj. MHOry o4 AOKYMEHTUTE BO
[lp>kaBHWOT apxu1B HaBedyBaaT [eka ,KynTypHaTa copaboTka e ganeky
Mo HWBOTO Ha EKOHOMCKWTE 0[HOCU CO TWe 3eMjn”>® n neka copaboTkaTta
CO HEBP3aHWTe 3eMju 1 3eMjuTe BO pa3Boj Tpeba na ce 3ajakHe.®

Cenak, PenybnnykaTa KoMUCH]ja 3@ KYNTYPHW BPCKK CO CTPaHCTBO bewe
aKTMBHa CO Pas3nuyHM pa3MeHu U rocTyBatba Ha YMETHWUW, Oen of
HUB Bea n co HeBp3aHW 3eMju BO Adpumka, Asnja u JlaTuHcka AMepuka.

54 Bo Coumjanuctuyka Penybnuka MakepjoHuMja OCHOBaHa BO

deBpyapu 1967 roguHa op CobpaHueTo Ha CoumjanucTtmyka Penybnuka
MakepgoHuja. lpaBena roguwHa nporpama 3a KynTypHa copaboTka co
CTPaHCTBO BP3 OCHOBA HAa MeryHapoAHUTEe M 6unaTepasHuTe nporpamu
3a KynTypHa copaboTka Ha COPJ u CPM » npeky nporpamuTe 3a
KYNTypHa copaboTka Ha camoynpaByBauyky OpraHu3aunn, 3aegHuumn

N 34pyXeHMja BO o6nacTa Ha KynTtypaTaTta M ymeTHocTa. [pxaBeH
apxue Ha Penybnuka CeBepHa MakepoHuja, Penybnuuyka komucuja 3a
KYNTYPHNU BPCKM co cTpaHcTBo, ®oHp 1116 Komucmja 3a KynTypHU
BPCKM co cTpaHcTBo 1967 -1991. KomucmjaTa m3roTByBa W MNporpamu
33 aKTMBHOCTW KOW Ce HAABOP 0 HAJJeXHOCT WIN WHTepec Ha
NOEAVHEYHN WHCTUTYLUW W OpraHu3auum, a UMaaT MNocebHO 3Hayewe
3a Peny6nukata n Qepepaunjata. Komucmujata e koopauHaTop.
JyrocnoBeHckuTe ambacapum BO CTPAHCTBO npegnaraaTt nporpamu, Kako
N WHCTUTYLMUKM, opraHmsauum u 3gpyxeHnja. limawe copaboTku BOH
oBaa Komucuja u mery MHCTUTYyUWUTE, HO Toa bewe Hajyecto chnyyaj
CO 3anagHute 3emju.

Hej3uH npe npetcepaten 6ewe Bnago Maneckn, Koj npeTXogHo bewe
ambacapgop Bo ETmonuja, Bo nepuopot of 1962 po 1965 ropuHa.
MoToa noetute Auo llonos, koj bewe n ambacagop Ha COPJ Bo
CeHeran (1971 - 1975), MaTeja MateBcku, AHTe [lonoBcku, a
npeTtcefaBaa W uctopuyapute Ha ymeTHocT liBetan po3pgaHoB n bopuc
NeTkoBckn. JlyaH CtapoBa bewe u notnpetcegaten Ha PKKBC u 6ewe
ambacagop Bo TyHuc BO nepuopoT 1985-1989 ropuna.

55 KynTypHa copaboTka Ha CPM co cTpaHcTBo B0 1983 roguHa u
nporpaMa Ha pa6oTa Ha PKKBC, Peny6nuuka komucuja 3a KYATYPHK
BPCKM CO CTpaHCcTBO, [pxaBeH apxuB Ha Peny6nuka CeBepHa
MakegoHuja, ®oHp 1116 Komucuja 3a KynTypHW BPCKW CO CTPAHCTBO
1967 -1991.

56 CopaboTkaTa CO HeBp3aHUTe 3eMju e BO MOCTOjaH MopacT, HO
cenak e 3aj NOAUTUYKWTE OAHOCM W 33 OArOBOPHOCTMTE Npe3eMeHn
npeky 3aefHNYKMTe AOKYMEHTW Ha HeBp3aHuTe 3emju. Saradnja
Jugoslavija sa inostranstvom u oblasti obrazovanja i kulture
(1971-1981), Savezni zavod za medunarodnu naucnu, prosvetnu-
kulturnu i tehnicku saradnju, Beograd, decembar, 1982 godine
OpxaBeH apxuB Ha Penybnnka CeBepHa MakepoHnja, ®onpg 1116
Komucnja 3a kynTypHu Bpcku co cTpaHcTBo 1967 -1991, cTp.1ll



06v4Ho, oBMe copaboTky 1 pa3MeHu ce CryyyBaa BO NOMETO Ha HaykaTa
n obpasoBaHueTo; NuTepaTtypa, BubnuoTekn n M34aBaWTBO; ja3uK U
NeKTopaTu; LpaMckm YMETHOCTH, My34YKa YMETHOCT, TMKOBHU YMETHOCTU
v My3eu, dunm, paano, TB, YHECKO, utH. bojaHa Muuwkyp 3abenexxysa aeka
apxuTekTypaTa, ypbaHoTo nnaHuparbe U MHAYCTPUCKUOT AM3ajH UMane
nocebeH, Ha HeKOj Ha4YVH MOWMHAKOB CTaTyC W Ce CMeTane 3a CpeacTBa
Ha HOBUTE MOLEPHUCTUYKN TEHOEHLWUN CNOH30PUPaHN 04 Ap>XaBaTa Kou
Bune komnaTubunHM co maejata 3a C034aBarbe HOBO COLUMjANUCTUYKO
onwtecTBo®.

57 bojaHa Muuwkyp, ‘Southern Constellations: Other Histories,
Other Modernities’ in:Southern Constellations Poetics of

the Non-Aligned (Ljubljana: Moderna Galerija, 2019), cTp.10
(KaTanor). JyrocnoBeHckute ¢upmm He 6ea LOBOAHO cOodUCTUUUPAHU
3a ja ru npojaBaaT CBOWTE MPOW3BOAM MM [a rpajaT MoroHuW BO
HopBewka unu MepmaHuja, HO 6ea OANUYHU U MOXENHU 33 MPOEKTU

BO jafieyHn 3emju. Tue mu3rpagmja KOHrpecHu LeHTpu Bo Akpa,
Jinéepeun, JNlycaka u Xapape, Momopcka akapgemuja Bo Tpunonu,
MuHucTepcTBOTO 3a HapTa BO barpaj, cucTemn 3a HaBOojHyBawe BO
Mepy, xuapoenekTpuyHa ueHTpana W 6paHa BO [laHama, NpuUCTaHWWHK
06jekTn Bo TapTyc BO Cupuja, Acab Bo ETmonmja u bombaj BO
WHanja, Tproeckm ueHTap BO Jlaroc, 6onHuua Bo BMHEja M TProeCKM
ueHTpn Bo Manu. Jlmbuckute BRacTW cakaa JyrocnaBuja fa wu3rpagu
XeMmucka MHAycTpucka ¢abpuka W KomMnaHuja 3a nacepcka onpema.
Tue, ucTo Taka, cakaa fa CKjyyaT [OroBOp 3a KOpucTewe Ha
HykneapHa eHepruja co JyrocnaeBuja. MoHekoraw jyrocnoBeHCKUTE
KoMnaHuum 6ea nockanu Of Apyrute, Ho Jinbujumte ru 6apaa, ybemeHu
peka benrpap Hema pa ro 3noynoTtpe6um HUMBHOTO FOCTONPUMCTBO.
HajnpoduTtabunHuTe npoekTu ce peanusmpanm co lpak. TBpTKO
JakoBuHa, “Yugoslavia On the International Scene The Active
Coexistence of Non-Aligned Yugoslavia” Bo: Yugoslavia From A
Historical Perspective (Belgrade: Helsinki Committee For Human
Rights in Serbia, 2017) cTtp. 505

Bo CPM Bo 1975 roguHa ce jorosopeHu n Bo ¢a3a Ha u3rpapgba
BO3AYyWHa 6a3a B0 KyBajT, peann3upaHa 0j rpajgexHata kKomnaHuja
,rpaHuT#, xugpomenunopaunckum cuctem Bo lipaH, peanusupaH oj
,MakegoHnjanHBecT n ¢abpuka 3a kepamuka BO Mpak, peanusupaHa
04 rpagexHaTta komnaHuja ,Menaronnja“. Bo WHdopmaumja 3a
copaboTkata Ha CP MakepoHuja co HeBp3aHuTe 3emju, 1976 ropuHa,
Peny6nuuka kommucnja 3a KyATYpPHU BPCKM CO CTPaHCTBO, [lpxaBeH
apxue Ha Peny6nuka CesepHa MakepoHuja, OGoug 1116 Komucnja 3a
KYNTYpHW BPCKM co cTpaHcTBo 1967 -1991, cTtp. 5

Bo Wpak ce aHraxupauu PO ,beToH”, npeky A3 ,WHrpa” 3arpe6b

Ha n3rpapbata Ha KomnaecoT Ha MuHucTepcTBOTO 3a HadTa (Oun
Komnnekc), PO ,Nenarounja” u PO ,Mpanut” copaboTyBaaT co
KoonepaHTW Ha BoeHUTe 06jekTu npeky Cojy3HaTa Aupekuuja

Ha MpPOMET Ha CTOkM of nocebHa HameHa (CHOMP). Bo 1987 T'PO
,Nenarodnja* cknyym HoB porosop co CAMP 3a narpapgba Ha BOEHM
06jekTn Bo BpefgHocT of 110 MUAMOHW amepuKaHCKM Aonapw.
KoonepaHTu Ha oBoj poroeop ce: PO ,beTtou”, PO ,dakom”,

PO ,,EMO#, n UMN op by6maHa. WHdopmaumja 3a Penybnuka Upak

3a jYrocnoBeHCKO - upaykute ogHocu W 3a copaboTkata Ha CP
MakepoHuja co oBaa 3emja, Penybnnyka komucuja 3a KYNTYpHU BPCKMK
co cTpaHcTBO, [lpxaBeH apxuB Ha Peny6bnuka CeBepHa MakepoHuja,
Oonp 1116 Kommcmja 3a KyNTypHU Bpcku co cTpaHcTeo 1967 -1991,
KyTunja 0833 TpajHo cTp. 5



HajedekTnBeH W HajnpucyTeH 0BnMK Ha KOHTakTu u copaboTka Mery
CP MakepnoHuja v 3emjute on TpeTuoT ceeT bun npeky obesbenysarbe
y4ECHMUW Ha MefyHapoAHMTE KYyNTYPHU MaHndecTaL M WTo ce 0ApXKyBane
BO 3eMjaTa. Cenak, MMano norofieMyn HaMepu: YMETHUYKUTE ranepuu
n Mysen Bune CTUMyNMpaHW Oa pa3BrvBaaT MPOrpamy, MakenoHCKUTe
YMETHWLWM Haj4ecTo Y4YecTBYBane Ha jyrOCNOBEHCKUTE mMaTyBayvKy
13n0X61 BO CTPAHCTBO ¥ MMaso UHWULUWjaTUBK 3a CaMOCTOjHU UMW TPYMHU
13noxbun Ha ymeTHUUM o4 CPM BO CTPaHCTBO M MPMEMU HA YMETHULM 0
Lpyru 3emMju, Kako v NpeseHTaumnja Ha YMETHUYKOTO HaAcNenCcTBO NPeKy
cneuujanHu nanoxoémuse,

MefyHapogoHuTe MaHudecTaumm Bo  Couwjanuctudka  Penybnuka
MakenoHuja Kako CTpymudkaTa fMKOBHa KonoHuja (ocHoBaHa 1864
roavHa) nu LleHTapoT 3a coBpemMeHa ymeTHOCT Mpunen (cuMno3nymoT 3a
ckynnTypa Mepmep (ocHoBaH 1963 roavHal n MefyHapoaHaTa cnvkapcka
KonoHuja (ocHoBaHa 1957 roguHal, MefyHapooHOTO CTYAMO 3a NnacTuka
BO APBO U 3a BUTpaxk nnu CBeTckaTa ranepuja Ha kapukaTtypw (ocHoBaHa
Bo 1969 roavHa) vyecTonatu BKMyYyBaa rocTi of HEBP3aHUTE 3eMju®,
HajyecTo Toa bea MHAMBMAYANHN U KPATKOTPajHM MPECTON Ha YMETHWLW, a
nporpamaTa peTKo BKyYyBalle noronemu aHcambnu. Ho, Bo 1981 roamHa
Te Ce CMeTaa 3a MHOTY KOPWUCHW 1 MpeTx0fea Ha NMoronemMun 1 noTpajHu
noThaTn BO MoHWHAa®.

58 [porpamaTta 3a copaboTka Ha CP MakegoHuja CO CTpaHCTBO BO
obnacta Ha KyntypaTa, Haykata u obpaszoBaHumeTo Bo 1987 rojguHa,
Peny6nnyka kommcuja 3a KYNTYPHW BPCKWM CO CTPaHCTBO, [pxXaBeH
apxue Ha Penybnuka CeBepHa MakegoHuja, ®onpg 1116 Komucuja 3a
KYNTYPHW BPCKM cO cTpaHcTBo 1967 -1991

59 Bo KOHKpeTHMOB cC/iyyaj ce CNOMeHyBaaT CaMo JINKOBHUTE

HacTaHu, nako Ha npumep, CTpywkuTe Beyepu Ha noesujara,
CeMnHapoT 3a MakeAOHCKW jas3wk, nuTepaTypa W Kyntypa BO

Oxpup, MerfyHapofHMOT co6bup Ha KHUXEBHW npesBefysayn Bo TeToBO,
decTmnsanoT ,0xpuacko neto”, bankaHCKWOT ¢onknopeH decTmBan BO
Oxpug, Majckute onepcku Bedepu Bo Ckonje, CTpywWKOTO MYy3UYKO
neTo UTH. 6ea UCTO Taka BaxHM. Hekou of moeTwTe, rocTW Ha
CTpywkuTe Beyepu Ha moe3ujata naTtyeaa M BO LPYru rpajfoBu HU3
3emMjaBa, a nocetuja u ¢abpuku, kako wto e ¢abpukarta ,AcTu60”

Bo lltun. / MoBeKe 3a KynTypHaTa eMaHuunauuja Ha paboTHULMUTE

UAM KynTypaTa Ha paboTa Moxe Aa HajaeTe BO TekCTOT Ha llBaHa
Bacea, ‘Red is our flag that proudly flutters in the wind: The
cultural emancipation of the workers and the labor culture in
the “Astibo” fashion industry in Shtip in the 70s and the 80s
of the 20th century’ Bo: We Have Built Cities for You: On the
contradictions of the Yugoslav socialism, (Belgrade: Center for
Cultural Decontamination, 2018).

60 BpojoT Ha pa3MeHM Mery MOroseMy aHcambiu e noMan, W HUBHATa
pasHOBMAHOCT e ywTe nomana, a nocpejHata Gopma Ha KOHTaKTK
npeKy HekKow WHCTUTYuun (6UbANOTEKU, apXMBU, KOJIEKTUBHW
npeseHTauMW Ha HMBO Ha Jyrocnasuja - Npeky pasHu M3noxébu,



iMano Hekonky pa3MeHM Ha yMeTHUUW nomery 3emjute og CPM u [H3,
noHekoraw Bo copaboTka co My3ejoT Ha coBpemeHa ymeTHocT (MCY) Bo
Ckonje nnu [IpywTBOTO Ha YMEeTHUUM Ha MakenoHwWja, unu Bo copaboTka co
LpYyrv MHCTUTYUMK. Ha npuMmep, Bo pa3meHa co EruneT, Bo 1969 roamHa,
yMeTHWKOT Tnurop Yemepckn oapxan usnoxba Bo AnekcaHopwja®™, a
eruneTckmoT ymeTHUK Cend BaHnu npetcTaBun ceoja usnoxba so MCY Bo
Ckonje®2. N3noxbaTta ,CoBpeMEHO MHANCKO CNrMKapcTBo” bruna opraHn3npaxa
BO 1974 roamHa o cTpaHa Ha Cojy3HNOT MHCTUTYT 3a MelfyHapoaHa Hay4Ha,
oBpa3oBHa, KynTypHa 1 TexHu4ka copaboTtka - benrpag; HaMCKMOT coBeT
3a KyNTYpHW 0HOCK CO CTPaHCTBO - tby [lenxu n PenybnnykaTa Komucuja
3a KYNTYPHW BPCKM CO CTpaHcTBO - Ckonje 1 MCY®, a Bo 1980 roavHa buna
opraHu3upaHa usnoxba Ha ckynnTypaTa MakoHga on TaH3aHuja npeky
PenybnuykaTa KoMucuja 3a KyNTYpHU BPCKW CO CTPAHCTBO, Kako M3noxba Ha
ETHorpadckuoT My3ej Bo 3arpe6®4. 3a nocneaHaBa n3noxba nctopnyapkaTta
Ha ymeTHocT Corba Abauuesa Hanwwa: ,0Baa m3noxba, BCYWHOCT, e BO
KOHTEKCTOT Ha eflHa 04 OCHOBHWTE MOjA0BHMUM Ha HawaTa onwTono3HaTa
CBPTEHOCT V1 OTBOPEHOCT KOH CBETOT. Ha 0BOj Ha4WH, BO CEralH1oB nepuog
Ha onwTo bynerbe, ocobeHo Ha adpUKaHCKUTE 3eMjU1 U Ha HUBHATa eBOnyLMja
Haco4yeHa KOH He3aBWCHa W paMHOMNpaBHa NONUTUKA W copaboTka, HaWeTo

GUNMCKN Hepenum UTH.) e noHarnaceHa. KyntypHa copa6oTka Ha CP
MakepoHMja CO HeBp3aHMTe 3eMju U 3eMjuTe BO pa3soj, Penybnuuka
KoMmucuja 3a KYyNnTypHM Bpcku co cTpaHcTeBo, Ckonje, centempu 1981
rognHa, [lpxaBeH apxuB Ha Peny6nuka CesepHa MakepoHuja, Oonpg 1116
Komucnja 3a kynTtypHu Bpcku co cTpaHcTtBo 1967 -1991, Kytmuja 0833,
cTp. 5

61 OBa n3nox6a 6una pe3yntat Ha copaboTka nomery MWHWCTEpPCTBOTO
3a Kyntypa, JyrocnoBeHckaTa ambacaga Bo Kaumpo n My3ejoT Ha
NINKOBHN yMeTHOCTW BO AnekcaHapuja. https://arhiva.zaum.mk/wp-
content/uploads/2018/03/1969_09_20_Cligor_Cemerski.pdf [lpe3emeHo
Ha 12.10.2022 roguHal].

62 Mo Ckonje, u3noxbata 6una npukaxaHa u Bo buTona BO YMeTHuYkaTa
ranepunja ,Mowa Mnjage”. Taa ce chnyymna kako pe3yntat Ha copaboTka
mery OegepanHaTa Komucuja 3a KYNTYPHWU BPCKU CO CTPAHCTBO U
JyrocnoseHckata ambacaga Bo Kaupo. [1-p bopuc MNeTkoscku, My3ej

Ha coBpemMeHaTa ymeTHOocT - Ckonje 1964-1976 (Ckonje: My3ej Ha
coBpemeHa ymeTHocT, 2001), cTp. 147

63 CoBpemeHo uHAuWcko cnukapcTeo https://arhiva.zaum.mk/wp-
content/uploads/2018/04/1974_01_21_Sovremeno_indisko_slikarstvo.
pdf [MpesemeHo Ha 16.10.2022 roguHal].

64 WN3noxbata Ha ckynnTypu MakoHga TaH3aHuja e Aen of KynTypHaTta
nporpama 1979-80 roguHa. Bo lporpama 3a KynTypHa U 06pa3oBHa
copa6oTka mery COPJ n TaH3aHuja. [lpxaBeH apxuB Ha Peny6auka
CesepHa MakepoHuja, Penybnuyka komucuja 3a KyNTYypHW BPCKWU CO
cTpaHcTBo, ®oHp 1116 Komucuja 3a KynTypHM BpcKW cO cTpaHcTBOo 1967
-1991.

Ckynntypn MakoHpa Tau3aHuja https://arhiva.zaum.mk/wp-content/
uploads/2018/07/1980_08_00_Skulpturi_Makonda.pdf [Mp3emeHo Ha
6.10.2022 roguHal.
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ONWTeHEe CO 3eMjUTE WTO Ce BO MPYOT Ha HaparbeTo Ha CONCTBEHWOT
WOEHTUTET, CE NPOWMPYBa 3a YWTe efiHa ANMEH3U]ja — KyNTypHaTa. %

Pe4ncw cekoraw nmano ymeTHUUM o MakenoHuja Kou yyecTByBane Ha
jyrocnoBeHckuTe naTyBayku u3noxbu, BKNyYyBajku ru Mery apyrute
n OywaH MepyunHkos, umye Hukonos, Tomo Wnjak, BaHren Haymoscky,
AHeta CeeTuesa, [umutap KoHooscku, TaHac Jlynoscky, leTap Mases,
Iumutap ManuoaHoB... MakeOOHCKWTE YyMEeTHWUM Kako Mo Tpanuuuja
yyecTByBane Ha MeOnTepaHCKOTO OMeHane 3a NWKOBHM YMETHOCTW
Bo AnekcaHopwja, a Bo 1982 rogmnHa MCY Bo Ckonje ro opraHuaumparn
jyrocnoBeHCKOTO y4ecTBO BO 0Baa MaHudecTaumja®®. MHory ymMeTHULK
o4 CPM y4ecTByBane Ha HacTaHW U TPyMHU U3nNox6u BO Hekou of
HEeBp3aHUTe 3eMju ywTe npen oGULKMjanHOTO 0CHOBAarbe Ha OBWKErbeTo
Bo 1961 roaowHa. Ce crnomeHyBa neka MeHn4e CnupoBcka OLpXkyBana
rpynHu n3nox6u Bo Mexkcuko Cutu (1958 roamHa, 1959 roavHal, Kejn TayH
(1959 ronmHal, JoxaHecbypr (1959 roauHal, MBaH Benkos y4ecTsyBan Bo
rpynHa nanoxba 8o Mekcuko Cutw, paryTuH ABpaMoBCKM y4ecTBYBas BO
FpyNHK 13nox6bu Ha coBpeMeHa rpaguka v cnmkapcTeo Bo KuHa, bypma,
NHouja, Mekcuko, Yune, AnekcaHnapuja, Kyba wnTH.6” Backo TawkoBCKM
npeTcTaBun camocTojHa manoxba Bo Kaupo Bo 1981 rogvHa, a Hukona
OunpaHoscky Koyo nman camocTojHa n3noxba 8o Kanpo Bo 1984 roguHa.
Ha rpynHuTe n3nox6bu Ha jyrocnoBeHcKaTa yMeTHOCT UMano yMeTHULM 0
CPM Bo Kawvpo (1987 roguHal, MHauja, Amxup, ApreHTuHa (1989 rognHal.

65 Cowa AbayueBa, https://arhiva.zaum.mk/wp-content/
uploads/2019/04/1980_09_12_Individualnost_pretocena_vo_
kolektivnost.pdf

66 CPM »u MCY - Ckonje Kako OopraHm3aTop YCMEWHO ro ogpxaa
jyrocnoBeHcKkoTo yyecTBO Ha 4. bumeHane 3a NMKOBHU YyMETHOCTM BO
AnekcaHgpnja, a 6ewe npeTcTaBeH U Ha 5. TpueHane 3a NUKOBHM
yMeTHocTW BO by [Jlenxn, WHEMja, kako M Ha nW3nox6ata Ha KHWUTK
3a pervwoHanHW W HauuMoHanHa ymeTHocT Bo Mekcuko. Bo ,l3BewTaj
3a copaboTkaTta Ha CPM Bo obnacTa Ha KynTypaTta, 06pa3oBaHueTo,
HaykaTa CO CTpaHCTBO M 3a paboTaTa Ha Peny6nuyka komucmja 3a
KYNTYPHW BPCKM cO cTpaHcTBo BO 1982 roguHa*, [pxaBeH apXxuB Ha
Peny6nuka CeBepHa MakepoHunja, ®oHp 1116 Komucuja 3a KYATYpHK
BPCKM co cTpaHcTBo 1967 -1991, cTp.5. CPM ce npeTcTaBu U Ha
MeryHapoAHMOT ¢ecTUBan Ha NaacTUYHaTA YMETHOCT BO llpak Bo
1986 roguHa. Ha T0j HacTaH ydyecTByBaa bopuc MeTkoBcku, bopko
Jlazecku, Metap MaszeB. Bo ,WHpopmaunja 3a Penyb6nuka Upak

3a jYrocnoBeHCKO - upaykuTe ojHocu W 3a copaboTkata Ha CP
MakepoHuja co oBaa 3emja” Bo [lpxaBeH apxuB Ha Peny6nuka CeBepHa
MakegoHuja, ®oHp 1116 Komucuja 3a KynTypHW BPCKW CO CTPAHCTBO
1967 -1991, cTp. 8.

67 Nopapenn pena Mysej Ha coBpemeHa ymeTHocT - Ckonje 26
jynn 1965 - 26 jynu 1966 rogmHa (Ckonje: My3ej Ha coBpemeHaTa
ymeTHocT - Ckonje, 1966), (KaTanor)



Bpeaw na ce cnomeHe Leka npeg oduLmMjanHoTo ocHoBake Ha [IH3 1 no
KoHGepeHunjaTa Bo baHayHr, T.e. Bo nepuonot of 1959 no 1967 roaunHa,
bopko Jlazecku npenasan Ha Bucokarta akagemuja 3a IMKOBHW YMETHOCTH
B0 barpag, Wpak, a 3a Toa BpeMe vMan v CTyOWCKW naTyBarba 40 JopaaH,
Cupwja, NubaH, Erunet, Wpak, AsranuctaH, MakucTaH v WHauja. Uman
caMmocTojHW n3noxbu 1 Bo baraaa. MoToa, Bo 1983 roanHa, Toj npeTcTaBun
nanoxba Ha dppeckn Bo Mekcuko opranusupara og ,El Centro De Estdios
Economicos Y Sociales Del Tercer Mundo - D.F.” Mekcuko, Komucuja 3a
KYNTYPHW BPCKK cO cTpaHcTBO Ha CPM n MCY - Ckonje®. Mokpaj Toa, Toj
paboTen u Ha mMypanu Bo MeKcuko, BKNyYyBajku ro 1 ,TpeTuoT CBET BO
nswxkerbe” (akpun, LEL Centro De Estdios Economicos Y Sociales Del Tercer
Mundo” - CEESTEM, Siudad de Mexico), T.e. ,TpET/OT CBET U HEBP3aHOTO
LBUXere” BO YeCT Ha TnTo, Hexpy u Hacep BO roguHaTa Ha ceaMnoT caMuT
Ha HeBP3aHUTe 3eMjv BO by [lenxu, kako v MypanoT ,XXenba zaMup” (akpun,
TexHonowkw my3ej, Siudad de Mexica) . 0ap>kan camMocTojHU N3N0XKEM 1 BO
Myebna(1983roavHal v eo XaBaHa (1984 roguHa)’™. YuecTByBan v Ha rpynHu
jyrocnoBeHckm n3noxbu Bo Mekcrko Cutu (1959 roavHal, Bepakpys (1959
roavHal, barnan (1962 rogvHal.

Hekon o4 no3HayajHWTe aKTWBHOCTW Ha copaboTka BO obpacta Ha
KYNTypaTa CO HEBP3aHWTe 3eMju Ce 0f4p>Kane BO pamMKuTe Ha nporpamaTa
Ha MyaejoT Ha coBpemeHa ymeTHocT (MCY) Bo Ckonje. Mokpaj AoHauuuTe
04 3emjuTe HabrbyoyBadu BO [BUXKEHETO Ha HEBP3aHWTE, Kako WTO Ce
ApreHTtuHa, bpasun, BeHeuyena, Ypyrsaj, Mekcuko, Yune, KazaxcrtaH, BO
36vpkaTa Ha MCY nma v fena oa 3eMju-4neHkn Bknyyyeajku rv Kyba, NpaH,

Mapoko, Wpak, baHrnagew, benopycuja, Jy>xxHa Appuxa™.

68 bopko Nlasecku, ¢pecku https://arhiva.zaum.mk/wp-content/
uploads/2018/05/1983_04_15_Borko_Lazeski_frescos.pdf [llpe3emeHo
Ha 16.10.2022 roguHal].

69 bopko Jlasecku, bnobubnuorpa¢uja (Mpunen, 2009, J.0.Y lpaacka
6ubnunoteka ,bopka Tanecku”), cTp.40

70 WN3noxbaTa Ha Jlazeckun Bo Kyba e pe3ynTaT Ha peuunpoyeH HacTaH,
[leHoBM Ha jyrocnoeeHckaTa kyntypa Bo Ky6a. WHdopmaumja 3a
KYNTYpHO - mpocBeTHaTa copaboTka nomery CP MakemoHuja u HP Kyé6a,
Peny6nuyka kommucnja 3a KyATYPHU BPCKM CO CTPAHCTBO, [lpxaBeH
apxuB Ha Peny6nuka CeBepHa MakepgoHuja, ®oHp 1116 Komucuja 3a
KYATYPHW BPCKM co cTpaHcTBo 1967 -1991, cTp. 2

71 Umawe ronema wHUUMjaTuBa 3a JoHMpaHW pena op bpasun Bo 1971
rognHa, a kako wto Hanuwa bopuc MeTkoBckn BO kaTanorot, bopo
Mumockmn, koH3yn Ha COPJ Bo bpasun, paduukoTo 6ueHane Bo bybhaHa
n ANAN ce oproBopHM 3a 0BOJ rpaHpuo3eH rect. bopuc MeTkoBcku,
‘Npeprosop’ Bo: MNopapeun pgena op bpasun, (Ckonje: My3ej Ha
coBpemeHaTa ymeTHocT - Ckonje, 1972), (Katanor)

WHTepecHo e pa ce 3abenexu geka Bo 1971 roguHa MysejoT Ha
conupapHocta (Museo de la Solidaridad) 6ewe ocHoBaH BO Yune op
HEKONKY MOEeAMHUM KOW MOAOLHA Ce 3ApYyXyBaaT noj UMeTo MeryHapopeH


https://arhiva.zaum.mk/wp-content/uploads/2018/05/1983_04_15_Borko_Lazeski_frescos.pdf
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Ho, reHepanHMOT 3akny40K € [eKa HuKOoraw He nocTtoena CYWTMHCKA
copaboTka koja 6u ja HagMuHana copaboTkaTa camo Mery JyroT u Jyrot
C03[aBajKu MOWHAKOB HapaTWB MM OYypW U NOMHAKOB MOOEPHM3aM.
Bo 3emjaBa peTko MMa yMeTHUYKM MPOEKTW KOW Ce CONMAapHu Cco
aHTUKoNoHWjanHaTa 6opba, Mako MMa HekoM nucaTenu ¥ MOeTU Kou
nuwyBane 3a cocTojbuTe BO 3eMjuTe of TpeTWOT CBET MHCMWPMPaHK 04
NepvoaoT Lo4eKa chyxene kako ambacanopw. Auo Wonos uman Bnvcku
ofHocu coJleonong Cenap CeHrop, ceHerancku noeT, NonuTnyap, KynTypeH
TeopeTudap 1 nps npetcenaten Ha CeHeran Bo nepwogoT og 1960 oo
1980 roawnHa, koj bun HarpageH co 3naTeH BeHel Ha CTpylukuTe BeYepu
Ha noesumjaTa nNpu HeroBaTa noceTa Ha Jyrocnasuja Bo 1975 rogwvHa.
Bo T0j nepwoa, Auo llonos ro Hamvwan npearoBopoT Ha 3bupkaTa Ha
CEeHeranckuoT NoeT NpoMoBupaHa Bo CTpyra, a paboTen v Ha concTBeHaTa
3bupka ,MecHa Ha UpHaTa »eHa” (1976 rogunHa) nHcnupvipara on CeHeran
3a BpeMe Ha NepuoaoT Kora ciyxen kako ambacanop (1971-1975)%. JlyaH
CtapoBa jaHanuwan kHuraTta ,AMbacanu (Ha semjata wto Hema ga noctown)”,
objaBeHa og 2015 roagmHa on Aujanor - Ckonje” 3a HeroeaTa cnyba
Kako ambacapgop Bo TyHwC u ManecTuHckaTta gpykaBa (1985 - 1989). 3a
ambacanopckaTa OyHkuMja Ha Bnago Manecku Bo ETuonwja (1962-1965)
HeroBuoT cuH [leHko Manecku ja Hanuwan KHWrata co Hacnos ,bebeTto on
KaTpaH” BO Koja 360pyBa 3a TeWKMTe OKOMHOCTY BO 3eMjaTa.

KOMUTET 3a yMeTHMYKA COMMAAPHOCT co Yune, BkNyyyBajKku ro u Mapuo
Megpoca, 6pa3unckum yMETHUYKW KpPUTWYap BO er3uwn Tamy, BO yhora
Ha npeTcepaTten Ha komuTeToT. OCHOBHaTa uMgeja e o0f npetcepaTenoT
CanBapop AmeHpe, KOj ru moBuMKan yMETHALWTE Ja 0 MOALPXAT
HOBWOT maT Ha Yune npeky AOHMpawe Aena, Ha WTO MHOTY YMETHULK
oprogopune. bojana Muukyp, https://www.internationaleonline.
org/research/alter_institutionality/78_solidarity_in_arts_and_
culture_some_cases_from_the_non_aligned_movement/ [Mpe3emMeHo Ha
05. 05.2022 roauHa]. Bo 36upkata Ha MCY Bo Ckonje ce Haora u
neno Ha Po6epto E. MaTta op Yune, koe HajBepojaTHO MPUCTUTHANO
Ha appecaTta Ha MCY Bo 3Hak Ha COMWAAPHOCT CO CAMYEH MOBMK WTO
MaKefOHCKNOT My3ej ro ynaTun BO KOHTEKCT Ha MeryHapogHaTa
CONMAAPHOCT N0 pa30pHMOT cKoncku 3emjoTpec Bo 1963 ropuHa.
MHory pena 6une mofapeHW Ha MHULMJATWBA HA YMETHULM 0f
ApreHTuHa u bonueuja. WllTo ce ogHecyBa [0 ApreHTuHa, Toa 6uno

Ha WHWUMJaTuBa Ha yMmeTHMKOT Meppo PoT m HawaTa ambacapa

Bo ApreHTuHa. Mo T0j noBog Bo byeHoc Ampec Bo 1986 ropuHa

6una opraHuampaHa usnox6a ,ApreHTuHa - Jyrocnasunja” Ha koja
yyecTtByBane 20 aBTopu. o m3noxbarta, cute gena bune ncnpaTeHu
Kako nojgapok Bo MCY. YMeTHMWYKkuTe fena Ha 6ONMBUCKUTE YMETHULM
ce pe3ynTaT Ha akumjata wto ja 3anoyHana Amb6acapaTta Ha bonuBuja
Bo benrpap. 3axapuHka Anekcocka - bayesa, MMogapeHu pena 1983-86
(Ckonje: Mysej Ha coBpemeHa ymeTHocT - Ckonje, 1987), (Kartanor)
https://arhiva.zaum.mk/wp-content/uploads/1987/02/1987_02_05_
Podareni_dela_1983_1986.pdf [Mpe3emeHo Ha 16.10.2022 roauHa].
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Bo nokymeHTOT ,MecToTO v yrorata Ha MakeoOHCKaTa HalvoHanHa KynTtypa
BO KyNTypHaTa nonuTrka Ha COPJ JyrocnaBwja KOH CTPaHCTBO Ce HaBedyBa
LleKa CYWTUHCKM HaunoHamneH nHTepec Ha Make[oHWja e [a Ce aHraxmpa
BO NMpobmBOT BO 0BMEe CpeauHy, Bo EBpona npefn ce, Kou npeTcTaByBaaT
CBETCKM CpeauiiTa Ha KynTypHuUTe 36uaHyBarba’™. cTo Taka, AoMUHaumnjaTa
0L MPUCYCTBOTO Ha KYyNTYpUTe Ha pa3BMEHWUTe 3eMju Ce YyBCTBYBA U BO
CounjanucTnyka Penybnuka MakepoHuja. MpudakarbeTo Ha KynTypHWTE
BPELOHOCTU 0 HanpeaoHWTe KyNTYpHU CPedvHW BO UOHWOT nepuop Ke ce
OCMWCNyBa, Npeq Ce, CO HamopoT Ha OHWE MHCTUTYUUWM WTO AWPEKTHO ja
nocpenyBaaT CTpaHcKkaTa KynTypa Ha HalWeTo rnoapadje, Kaj Hac ga ce
Npe3eHTNpPaaT BUCTUHCKUTE U BPBHUTE BPEAHOCTM Ha TUE KynTypu.

IMano cekako 1 Apyrv NpuyMHK 30WT0 copaboTkaTa Co HEBP3aHUTE 3eMjU 1
3eMjuTe BO pa3Boj He buna Ha o4ekyBaHOTO HMBO. Kako wTo e 3abenexaHo
BO HEKOMKY Nporpamu 3a KynTypHa copaboTka, MMano MHory GakTopu Kow
ja orpaHuyyBane copaboTtkaTta. Hekou of HWB Ce CKPOMHUTE EKOHOMCKM
MOXHOCTU, CE& yWTe HeOOBOMHO OPraHM3MpaHuWoT W pasBWEH KynTypeH
XKVBOT BO HEKOM 0 OHUWE 3eMjW KOU He UM LO3BONUN Aa npudaTaT LOBOMHO
PELMNPOYHIA KYNTYPHW aKTUBHOCTW, cocTojbaTa Ha eKOHOMWUUTE BO OBUE
3EMj1, OPUEHTUPAjKU T KOH efHOHACOYHU aKTUBHOCTK (Jyrocnasuja KoH
HMB) W OaBatbe COOABETHA MOMOW, ronemuTe reorpadcku pacTojaHuia,
KOW 3HAYMTENHO W 3rofemyBane naTHUTe Tpowouu.. Bo OOKyMeHTOoT
JMudopmaumm  3a copaboTkata Ha CPM co HeBp3aHuTe 3emju” ce
3abenexyBa Aeka ,HEMOCTOerETO Ha TpaauuuWu BO OOHOCUTE Ha OBUE
3EMj/ 11 HEMOCTOEHETO Ha HEMOCPELEH HTePEeC Kaj OLAENHN UHCTUTYLMN
W opraHmsaumn of obnacTta Ha KynTypaTa 3a COMCTBEHO BKIyYyBatbe
W Op. 3Ha4YajHO M aKTyenHo e W npawarbeTo 3a KoopauHauuja Mery
OpraHu3aTopuTe Ha pasHM MaHudecTauuy BO CTpPaHCTBO. [lpucyTHa e
HeLOBOMNHa KOOPAMHMPAHOCT WTO ja NocKanyBa copaboTkaTa v ru HamanyBa
edekTnTe ™.

73 MecToTo n ynorata Ha MakefOHCKaTa HauWoHanHa KynTypa BO
KynTypHaTa nonuTuka Ha COPJ JyrocnaBmja KOH cTpaHCcTBO, Peny6nnuka
Komucuja 3a KYNTYypHW BPCKW CO CTPAHCTBO, [IpXaBeH apXxuB Ha
Peny6nuka CeeepHa MakepgoHuja, ®oHp 1116 Komucuja 3a KynTypHW
BpCKW co cTpaHcTBo 1967 -1991, cTtp. 11

74 TNpepHaupT - nporpama W npecMmeTka 3a KYANTypHaTa copaboTka

Ha CP MakepoHuja co cTpaHcTBo BO nepuopoT 1971-1975 ropuHa,
Peny6nuuka komucnja 3a KyATYpHU BPCKM CO CTPaHCTBO, [lpxaBeH apxue
Ha Penybnuka CesepHa MakepoHuja, ®ong 1116 Komucmuja 3a KynTypHu
BpCcku co cTpaHcTtBo 1967 -1991, Ckonje, jynu, 1970 rogwmHa, cTtp. 7

75 Wndopmaumja 3a cocTojbute BO copaboTkaTta Ha CP MakemoHuja co
HeBp3aHuTe 3emju, 1976, Penybnumuka komucuja 3a KYATYPHM BPCKU CO
cTpaHCcTBO [lpxaBeH apxuB Ha Peny6nuka CesepHa MakepoHuja, OoHp

1116 Komucmja 3a KynTypHu Bpcku co cTpaHcTtBo 1967 -1991, cTp. 10



,Hemawe umnn HefOBONHO pa3BMEHA APKABHO-NONNTUYKA
Tpaguuuja kaj ronem pen of HeBp3aHUTE 3eMjU U
3eMjuTe BO pa3B0j, KOW cBOjaTa CaMOCTOJHOCT

ja po6uja opBaj npep HEKONKY AeUEHUU, a HeKou

U npej Hekoja ropuHa, cnabata uaM HepoBOJIHA
MHCTUTYLUUOHANHA OpPraHU3UpPaHOCT Ha KYNTYpHUTE
AEJHOCTN BO HEKOM 3eMju, WTO e MpocnefeHo co
OrpaHNYEHN MaTepujanHu U KaJpPOBCKU MOXHOCTU Ha
rojnem 6poj 3emju, HecTabunHocTa Ha BHATpewWHUTE
ONUTEeCTBEHO-NONUTUYKUTE COCTOj6U BO Hekou
3eMju, HawaTa HefOBOJNIHA OPraHU3UPaHOCT U
OrpaHMYeHUTe MaTepujanHu MOXHOCTU fa NoKpueme
ob6ocTpaHo peanusaunmja Ha noambuuuosHu 3apaTwu,
ceyuTte roneMata OpUEHTUPAHOCT KOH pa3BUEHUOT
CBeT, N KaKo Tpaguuumja U Kako uU3pa3 Ha Hawute
noce6HNn aKTyenHUW UHTepecu, UMa CBOj OoApa3 U Bp3
copaboTKkaTa CO HeBp3aHUTe 3eMjU U 3eMjuTe BO
pa3Boj. BTopoBo e BUANMBO U BO OAHOCOT Ha HeKou
0o OBMe 3eMju BO copaboTKaTa CO Hac - morojema
3aMHTepecupaHocT, WTO e pa36bupnueo, Ha oBue
3eMju 3a pa3B0j Ha HayyHoO-TeXHUYKa copaboTka,
OAHOCHO 6apawe noMow 3a WKONyBawe Kajap unu
npumawe Ha CTpyuymauum of MHory o6nactu’ .’

76 KyntypHaTa copaboTka Ha CPM co HeBp3aHuTe 3eMju u 3eMjute
BO pa3Boj, Penybnuyka komucuja 3a KYNTYypHW BPCKU CO CTPaHCTBO,
Ckonje, centemBpu, 1981 roguHa, [pxaBeH apxuB Ha Peny6nuka
CeBepHa MakepoHuja, Penybnnyka komucuja 3a KyNTYypHW BPCKU CO
cTpaHcTBo, ®oHp 1116 Komucuja 3a KynTypHW BPCKW CO CTPAHCTBO
1967 -1991, cTp. 3. Bo nporpamaTta 3a copaboTka Ha CPM co
CTpaHCKW 3eMju BO ob6nacta Ha KynTypata, HaykaTa W o6pa3oBaHMeTo
Bo 1985 ropguHa, ce 3abenexyBa fAeka ,0C06eHO CO O0BUe 3emjwu,
CejyrocnoBeHCKNTe 3aefHUYKM HACTAHM Ke Ce KOpMCTaT Kako
HajedeKTMBHW W BO MHOrY Clyyaum efUHCTBEHM OpmMM Ha copaboTka
BO kou CPM pepoBHO e BKJiyyeHa. Bo nmporpamata 3a copaboTka

Ha CPM co cTpaHcku 3emju BO obnacta Ha kyntypata Bo 1989
rojuHa, ce BeAU feKa rNaBHW HACOKM M NPUOPUTETU Ce HeBp3aHuTe
3eMju M 3emMjuTe BO pa3BOj CO KOW KynTypHaTa copaboTka pobuea
Ha 3Hayewe, 0COGEHO CO Mpe3eMaweTo Ha ynorata Ha LOMaKuWH

Ha KOHpepeHuMjaTa Ha HEBP3AHOTO ABUXewe. Majku ru npepBui
BKYMHUTE OrpaHnyyBaykn dakTopu, NPeAHOCT Ke UMa KyNTypHaTa
copaboTka CO OHMe 3emMjn BO pa3BOj CO KOW MMaMe MOMHTEH3MBHA
eKoHoMCKa pa3meHa. [lpxaBeH apxuB Ha Penybnuka CeBepHa
MakepoHuja, Penybnnyka komucuja 3a KYNTYpHW BPCKW CO CTPAHCTBO,
Oonp 1116 Kommcmja 3a KyNnTypHM BpckM co cTpaHcTBo 1967 -1991.
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lcTo Taka, BO 0BOj OOKYMEHT & HaBe[eHO [leKa 3eMjUTe Of HEBP3aHOTO
oswmxeme o MeawntepaHoT (Amkup, TyHuc, Mapoko, Jnbuja, Ervner,
JnbaH, Cupwuja uTH.) Bune Ha penaTWBHO NOBWCOKO HWBO Ha Pa3Boj, a
BPCKUTE CO HWB MMane nocTap OaTyM Ha OCHOBarbe. HeBp3aHUTE 3emjun
W 3emMjuTe BO pa3Boj o4 Adpuvka, Kou Bo ronem Bpoj He Taka of4amHa ja
CTEeKHaa CBOjaTa HE3aBWCHOCT, Ce HaoraaT BO rofemMu maTepujanHo-
TEXHWYKW TEWKOTWUM 3a [a MOXKAT [a BOCMOCTaBaT NopasBUEHN GOPMU
Ha KynTypHa copaboTka. A3UCKUTE HEBP3aHW 3eMjV 1 3EMj BO pa3Boj,
MHOTyBpojHU N0 HaCceNeHKe 1 YCNOBHO peYeHo Ha NoBANCKO HABO Ha onwT
pas3BOj, CO OCBeOOYeHa KynTypHa Tpagwuuja, nokaxyBaaT pasnuyeH
CTeneH Ha UHTEPEC, KOj N0TO0a ylTe NOBEKE CE 0pa3yBa Ha CTEMNEHOT Ha
peanu3auuja Ha BeKke 0OroBOPeHW akuuy. JlaTuHcka AMeprka ocTaHyBa
CO NPOCTOPHWOT $aKTOp Kako HajcTecHeTa BO 0Baa copaboTka’.

Ho, ucto Taka Oewe penaTtMBHO paHO OTKPMEHO [OeKa Oypu #
MeryHapoaHWTE HaCTaHw ja HeMaaT UMMMKaLMjaTa KOH Koja Ce CTpeMene.
McToBpEMEHO, CTPaHCKMTE YYEeCHWLM MHOTY YecTO He BRerysaaTt BO
TBOpEeYKa KOMyHuKauuja co noroneMm Bpoj Haww yMeTHUUW, CAuKapw,
nucaTenu, aptuctumcn. O efHa cTpaHa Toa ce OOMKW Ha HeHaBpeMeHaTa
MoAroToBKa M pas3paboTka Ha HWBHOTO Y4eCTBO BO MporpaMaTta Ha
C00ABETHaTa MaHupecTaumja, NOHEKOralW HeMa HW MUHUMaNHU YyCrnoBu
3@ KOMyHMKaUWja (KOHKPETHO BO CMy4ajoT CO KHWXKEBHUTE HacTaHw),
noHekorauw ronem Bpoj y4ecHuUM He LO3BONYBaaT CO0ABETEH TPETMaH Ha
CUTE HMB... HAWWNTE aBTOPY He BIOXYBaaT Hanop 3a KpeaTUBHW KOHTaKTK,
noseke Tpeba Oa ce obesbedn aHrakupaH 04HOC KOH MporpaMckaTa
COOPXWMHA Ha CaMUOT HacTaH, Ce Cly4YyBa 3Ha4uTeneH bpoj ydecHuum
noBeKe [a Ce YyBCTBYBaaT Kako Aa Ce NMPUCYTHW Ha CNekTakn, Ha eaHa
MaHuecTaumja, a NOManky Kako NoBUKaHW Oa 3eMaT TBOPEYKO Y4ecTBO
BO e[Ha KynTypHa pa3MeHa, BO €0HO MOBEKeHauMOHamnHo KynTypHO
co3faBatbe U k1Beere. EaeH BakoB ogHoc bapa fa ce MeHyBaaT v Apyru
cocTojbu. [la ce noBukyBaaT noman Opoj y4ecHMUMW, KOMyHUMKalWjaTa
CO HVMB [a He 3anoyHyBa HemocpefHOo Mnped 3amovHyBarbeTo U [Aa
3anvpa BeLHaW MO 3aBpllyBarbeTO Ha MaHWdecTauwjaTa, TyKy Oa ce
KOpecnoHAMpa BO TEKOT Ha LenaTa rofvHa, 4a Ce UCMUTyBaaT HUBHUTE
VHTEPECK, HMBHOTO TBOPEYKO YHECTBO BO COOABETHATA MaHWdecTaumja
0a Ouoe 3aBpWEH YMH Ha efHa e[HOrodMWHa, OLHOCHO MoJonra

77 KyntypHaTa copaboTka Ha CP MakepoHuja co HeBp3aHUTe 3eMju u
3emjute Bo pa3eoj, Ckonje, centemBpu, 1981 roguHa, Peny6nuuka
komucuja 3a KYNTYypHW BPCKW CO CTPAHCTBO, [ipXaBeH apXuB Ha
Peny6nuka CesepHa Makeponuja, ®oHg 1116 Kommucuja 3a KynTypHu
Bpcku co cTpaHcTteo 1967 -1991, cTp. 4



akTUBHOCT. Kaj ynpaBuTe Ha 0aaenHn MaHndecTaunm ce YMHU Kako fa e
MpWCYTHa CBEeCT Jeka MaHudecTalujaTa Tpae CaMo BO BPEMETO AOAEKE
Taa Ce 0APXKYBa, a He [eKa NpeTcTaByBa KOHTMHyMpaH paboTeH ogHoc.
Ce YMHM KaKo [a 0TCYCTBYBaaT YyBCTBATa Ha rpuXaTa 3a 0CTBapyBatbe
Ha MOUENOCHM W NOTpajHW pesynTaTu, He ce crnefat edekTute o4
Y4ECTBOTO Ha CTPaHCKWTE YMETHWUM 1 TBOPUW, OArnacuTe 3a HawaTa
KynTypa, KyNnTypHO CO3[aBarbe W KYNTYPHO >KUBEEHE BO CTPaHCKUTE
CpeldvHuW, He ce BOAM COOABETHa OOKYMEHTauMja 3a yHeCHUUNTE, Oypu
HU 33 paboTaTa Ha camaTa MaHudecTauuja, UK OHaa OOKyMeHTauuja u
apxmBa wto ce 06e3benyBa He ce YyBa 1 cooaBeTHo 0bpaboTyBa, 3a Aa
MoXe na Buie KopUCTeHa 3a aHanUTUYKKU CorfNeyBarba U UCTPaXyBarba.
0TTyka, HEMa MHULMjaTUBM W KOHKPETHW 3adaTh 3a W3roTBYBarbe Ha
CTYOWW NpeKy KoW Ke ce Aojae A0 NOLENoCHW CO3HaHWja 3a edekTuTe u
pe3ynTaTuTe 3a KynTypHaTa pa3MeHa BO CTPaHCTBO WTO Ce 0CTBapyBa
npeKy MeryHapoaHUTE KyNTYPHU MaHnpecTaumn’,

Taka, eQHO Ce KOHBEHUMWTE 3a KynTypa, HO Apyro Ce nporpaMmuTe
3a kynTypHa, o0bpa3oBHa W Hay4Ha copaboTka, a 0cobeHo HWBHaTa
nMnnemexTauuja. MoHaTamy, BO NPOrpaMuTe HEMa KOHKPETHW UMWtba U
0BMYHO Ce YMHKM Kako Aa ce onwTy >kenbw 3a cermeHToT BO KOj Tpeba na
Ce pa3BWBa KyNnTypHaTa copaboTka. MeryToa, BO JOKYMEHTOT ,KyNnTypHO-
obpasoBHa copaboTka mery COPJ 1 Kyba Bo nepuonoT 1986-88 roanHa”,
ce cnoMmeHyBa uanoxba Ha nutorpaguu Ha Bundpeno Jlam Bo 1986
roguHa.”

MNokpaj oBaa cTpaTeruja Ha HeBp3aHa copaboTka of rope Hagony, ce
YUHW OeKa MOCTOEeN MOWHAKOB NMPUCTan WaW npucTan Koj ,npennarawe
ynotpebaHa CcuTe MOXXHOCTMHA CUCTEMOT, HO CTO M UHCTIMPUPaN MPOMEHN
BO CaMWOT CUCTEM WM OTBOParbe MpOCTOpW 3a moronema crnobona’.
MocnegHoBo e umTaTt o4 MwneHa [paruyesuk Wewnk 3a ga ce onuwe
nn4HocTa Ha Mupa TpannoBWK, TeaTapcka PexXucepka, Ko-0CHOBavKa v
yMEeTHUYKa Ko-anpekTopka Ha BUTED Bo benrpag, Koj e efeH B naHaaH
Ha MpaduykoTo BueHane Bo JbybbaHa BO 0CHOBaYkaTa MHTeEHUMja, Koja

78 OcBpT Ha MeryHapogHWTe KYATYpHU MaHuocTauwu o CPM Bo
dyHKUMJaTa Ha HawaTa KynTypa BO CTpaHCTBO, Peny6numyka komucmja
3a KYNTypHU Bpcku co cTpaHcTBo, Ckonje, mekempu 1982 roguHa,
llpxaBeH apxuB Ha Peny6nuka CeepHa MakepoHuja, Oonpg 1116
Komucuja 3a kynTypHu Bpcku co cTpaHcTBo 1967 -1991, ctp.17

79 WHbopmaumja 3a KYNTYpHO - NpocBeTHa copaboTka nomery CP
MakegoHuja n Ky6a, Penybnuuka komucmuja 3a KyNTYpHU BPCKU CO
cTpaHcTBo, Ckonje, 27 okTomBpu, 1986 rogmHa, [lpxaBeH apxuB Ha
Peny6nuka CesepHa MakepoHuja, Ooup 1116 Komncmuja 3a KynTypHM
BPpCKM co cTpaHcTBo 1967 -1991, cTp.3



r0 KOPWCTELWe NPUCTanoT o[ [0Sy HAarope KOH KyNTypHaTta aunnomaTuja
1 3aedHo co Kupunos usbpaa NpeTcTaBu KOW M ypyBaaT eCTeTCKUTE
KOHBEHUMW w ponpBa Tpeba ma 6uaaT npu3HaeHw BO TeaTapckuoT
CBET. ,3Haeja 1 WTOo € NOMUTUYKMN U KOHTEKCTYalHO PefieBaHTHO, WTo
pyWwn MOE0NOWKNTE rpaHMumM of cekakos Bua. Taka, BUTE® ru pywewe
rpaHULUMTE W SUOO0BUTE, TW HALMVHYBalWe KOHBEHUWUTE Ha XaHpoT,
rpagelwe HoBM $ecTWBanNCKM HapaTMBW - U HOBM MOCTOBW Ha CE& ywTe
HernobanuavpaHuTe cBeToBW. Toa Belwe nnaThopma BO Koja tbyjoplikaTa
cleHa belwe pamHonpaBHa co amaTtepwuTe Ha rpagoT MyHa (MHauja)l,
MOCKOBCKMOT [Op>XXaBeH TeaTap CO MEKCWKAHCKWOT YHWBEP3UTETCKU
TeaTap 1 6epNUHCKNOT aBaHrapaeH TeaTap 40 AeTCKMOT TeaTtap o4 barba
Jlyka. TakBaTa reononnTuKa Ha NpaBMYHOCT € TeonofinTMKaTa Ha CMenu
M KOHUEeNTyanHO He3aBWCHU TeaTapcku ¢ecTuBanu. BUTED e cekako
elleH o4 HWB. HerosaTta reononutuka ogroBapalle Ha reonofuTukaTta
Ha CONMMOApHOCT Koja Jyrocnasuja ja pa3suBalle npeky [BuKerbeTo Ha
HeBp3aHuTe. 8

Mako oBa e peloK, ako He W eOMHCTBEH MpWMep O BakoB BuA BO
Jyrocnasuja, Bpeou [a Ce CMOMeHe 0BOe, BO KOHCTenauwjata Ha

OEKOJTIOHNJaNHOTO N reononnTmKaTa Ha eqHakBOoCTa.

80 Milena Dragiéevié Sedié, Cultural Diplomacy in Practice:
Mira Trailovi€¢, BITEF and Geopolitics Bo: “Cultural Dimplomacy
Arts, Festivals and Geopolitics”, Milena Dragicevié SeSic
(eds.) (Creative Europe Desk Serbia, Faculty of Dramatic Arts,
Belgrade, 2017), cTp. 12



HA YNJA
CTPAHA CH?

Bo Penybnuka MakenoHwja, [1BuXerbeTo Ha HeBp3aHuTe no 90-
TTEe roauHu Oelwe CTaBEHO Ha MapryHWTE Ha MOMMTWUYKOTO
pasMucnyBarbe MNopagu  BHATPEWHWTE  OMWTEeCTBEHO-MONMUTUYKY
KOHCONMMOAUMUCKM MpOoLecKu, Kako W MpoLecuTe Ha HagBopelwHaTa
opveHTaunjakoH HATOMEY. Mo 2000-TuTe roanHn, aocobeHo Bo BTOpaTa
nofnoBuHa Ha 2000-TuTe ro4vHKU, CO UCTOPUCKATa PEBUINOHUCTUYKA
[EeCHMYapCcKa NofnTrKa, Toa belwe CTaBeHO BO WCTa KaTeropuja Kako
1 ce Opyro noBp3aHo co JyrocnaBuja, 6e3 pasnuka nanu Herosute
npnaobuskn nnw camo acnmpaumny bea npedpacagmpaHu, NPEMECTEHM,
OCTaBeHM Ha 3ab0T Ha BPEMETO MU CKPUEHW 1 omkoneHwn. cT Bewe
CfyyajoT co rpagbuTe o4 MOAEPHUCTUYKMOT MEpuod BO LEEHTApOT
Ha rpafoT, CKPWEHW of MOrnenoT Ha rpadoT (3rpamata Ha MOB unw
[maBHa nowTa), co uen aa ce n3bpuie cekaBarbeTo Ha aHTUdAWN3MOT,
COLMjann3MOT ¥ HEBP3aHWTE BO TOj NeEPUOL. 3a BOMja Ha BUCTMHATA,
TeMmaTa 3a HEBP3aHUTE WX KynTypaTa Ha HeBp3aHuTe Bele BO BTOP
MnaH BO MakeaoHCKMOT KYNTYPeH KOHTEKCT Kora 3emjaTa ce yuTe bewe
nen og JyrocnaBuja, a peTKo Ce CroMeHyBa BO apxmBuTe, 0cobeHo BO
BU3YEnHUTE YMEeTHOCTW Buaejku CTPEMEXOT [a Ce cfean 3anagHuoT
YMETHUYKM HapaTuB bun jaceH 1 TOMKY MHOIY NOCaKyBaH.

EpHa of npuyuHuTEe e wTOo nornepoT KoH 3anapoT
6ewe TONKY CWUNeH, a 3anagHOTO YMETHUYKO
BHUMaHWE TOJIKY MOXEeNIHO WTo pa3Bu efeH Bup
CaMOKONOHWjaneH cTaTyc BO Kyntyparta, 6e3 pa
MMa KOJIOHMWjanHa uctopuja, U AONONHUTENHO
AOBeje A0 OBEeKOBeyyBawe Ha Hekoj Buj
WHCTUTYLUUOHANU3UpPAH MOfepHU3aM. BO 3eMjaBa
BO Hej3uHaTa JioKanusaupaHa 3anajHa BapujaHTa.

Co Hamepa [a Ce BMOM 30WTO CE HaMpaBeHW HEKOW OLNYKW 1 30WTO
Ce 3a3eMeHW ofpefdeHU CTpaHu, uanoxbata, mpuopy>XHaTa jaBHa
nporpama ,HA YWIA CTPAHA CW: 3a HeBp3aHaTa [eKofOHWjanHa
KOHCTenauuja“ e cocTaBeHa 0 HEKOSIKY LEenoBM KOU ja UCMUTyBaaT
PEneBaHTHOCTa Ha WAEOSIOWKOTO MO3WUMOHUPare Ha [BUXereTo
Ha HEBP3aHUTE W HEroBWTE aHTUKOMIOHWjaNHW, aHTUPaCUCTUYKMK,



aHTUMMNEpPUjanUCTUYKN BPEOHOCTU, OPUEHTUPAjKM Ce KOH Fpagerbe
MOMUTMKA Ha MUp, KYNTYPEH WHTepHauWoHanu3aMm W enHaKBOCT
Mery nyreTo. ICTOBpEMEHO MPe3eHTVpa apXvWBCKW MaTepujan 1 gen
on 36bupkute oo moBeke MHCTMTYUMW on Cpbuja, LipHa lopa, Ywne
n CeBepHa Make[doOHMja, 38ELHO CO YMETHUYKM U UCTPaxyBa4ku
Bapatba 1 nMoTdaTW, KOM KopucTaT dakTorpadmja U NUHHWU apxmBU Ha
aHTUVMNepujanucTyKaTa U aHTUKONoHWjanHaTa cuna (Ha KynTypHaTa
npoaykuujal Ha [BMXKEHETO Ha HEBP3aHWTE, BO CUHXPOHWYHOCT W

OVJaXPOHNYHOCT CO aKTyenHuTe HacTaHw.

N3noxbaTa ja 0TBOpa 0Baa TeMa 3a NpB nNaT Bo CeBepHa MakedoHuja.
lcTo Taka, penok e NOTPATOT [a Ce NMPEe3eHTUpaaT HeKOomNKy Aena og
NoBeKe CTPaHCKW MHCTUTYLWY KaKo Ha npuMep LieHTapoT 3a coBpemeHa
ymeTHocT Ha LipHalopa, Moaropuua, LipHa lopa, My3ejoT Ha agprkaHcka
ymeTHocT - Konekuuja Ha Bena u [ip. 3apasko lNevap, benrpaga, Cpbuja
n Mysej Ha conupgapHocTta Cansanop ArbeHe, CaHtuaro, HYurne.

OBaa wn3noxba MnpeTcTaByBa ¥ [Oena OO COBPEMEHU YMETHULM K
NCTPaXxKyBa4yMKou ce 0BuaysaaT farv noBp3aT CNOMEHNTE 04 MUHATOTO
CO [eHelHaTa cuTyallnja u fa NoTCceTaT Ha LeKOMIOHWjanHaTa cuia Ha
NIH3, BKAYYyBajku r1 1 nenaTa Ha [laH AkocTuoaej, [opfe banMasosuk,
Nuna lyseposuk, Curuwa Wnvk, JosaH MBaHoBCKW, AHa llBaHOBCKa
[leckoa v Bnagumnp feckos, KYPC, Napunka Mon MuTuk, [LybpaBka
Cekynuk , NBaHa CuuumoBscka, XjyH Cyk Ceo n Muna Typajnuk.

Coopxn 1 Lena o4 yMeTHULW CO30aLeHW BO akTVWBHWTE OEHOBMW Ha
rporpamaTa 3a KynTypHu ofHocK Ha [IH3 KaKko wTo ce KapukaTtypu o
CeeTckata ranepuja Ha kapukaTypu o4 Ckonje n apxMBCKu MaTepujani
04 MypanoT ,TpeTuoT CBET BO ABMXere” BO MeKCKKo T.e. ,TpeTnoT CBET
I HEBP3aHOTO ABWXErbe” BO YeCT Ha TuTo, Hexpy 1 Hacep, napaboTeH
B0 1983 roguHa.

06eMHOTO MCTpaXyBatbe Ha KyNTypHWTE mporpamu u copaboTku e
npeTcTtaBeHo Bo ,KapTorpaguja Ha MeryHapooHuTe copaboTku BO
KynTypaTa Ha COP JyrocnaBuja co 3emjute BO pa3Boj” o4 Teja Mepxap,
XpoHonoruja Ha noctoereto Ha [OH3 on 1961 no 90-TuTe rogunHM o4
AHej Kopuwuka. BknydyBa 1 apxuBckin MaTepujany nosp3aHu co [1H3 on
doTorpadckaTa apxuBa Ha ModepHa ranepuja u nuyHata apxmsa Ha [H3
Ha bojaHa MuwKyp Koja noapas3bupa NOAUTUYKM aHraX1paHu nnaxkatu
Ha OpraHusauujaTta Ha COMMOAPHOCT CO Hapoaute Ha Adpuka, Asunja
n NatvHcka Amepuka (OCMAAAT), doTorpadum of Hekonky vapdaHuja



Ha MefyHapoaHaTa nanoxba n breHaneTo Ha rpaguka Bo JbybrbaHa u
KHWTK 01 cepujaTa ,HeBp3aHOoCT 1 HeBp3aHN”.

Bo cerawHaTa utHa notpeba of 3aMMcnyBatbe Ha pa3nuyHU CBETOBMY,
HOBW KOHLENTU ¥ MOLEenu 3a COXMBOT BO CBETOT, 0Baa W3noxba
BKIydyBa [efla M [LOOKYMEHTW KOM [OUPEKTHO Ce 3aHWMaBaaT Co
BpenHocTuTe Ha [1IH3 Kako WTo ce conuaapHOCTa, akTUBHNOT COXUBOT
M aKTUBHWOT MUP, HO CO NPEWCnuTyBarbe Ha TOBApOT 04 MUHATOTO M
HeycmewHuTe naen Ha [IH3 Kou npedwsBrKaa MUrpaumm Ha nyre u
3abpaHa Ha cnobofaTa Ha ABWXEHbE, MUTpaHTCKaTa Kpu3a, BOjHUTE BO
Cvpwuja, JemeH, ABranuctaH, ipak, UpaH, YkpauHa... rmag, KnmMmaTckuTe
MPOMEHWM 1 ekoHoMckaTa HeMmawTwja. OBaa u3noxba nocTaByBa
nnatdopma 3a [IH3, kako MOKHO ABWXErbe KOH OTBOParbe HOBM
maTuWTa Ko Ce BO KOHGPOHTalWja co cerawHocTa. Mpeanara u obug
[la Ce [eKOMNOHM3Mpa HaWnoT aHTPOMOMOWKKY, YMETHUYKN U KYJITYPEH
norneg Ha ,4pyrute” o4 AucTaHua, TyKy Ha aKkTVBEH O4HOC.

anoxbaTa ce oopxyBa BO 3rpada koja e cumbon Ha MeryHapooHaTa
conugapHocT no 3emjotpecoT Bo Ckonje Bo 1863 roguHa: 3rpagata
Ha MakenoHckaTa onepa W baneT (cera HaumoHamHa onepa u
banet) koja e nMogapok 04 CroBeHeuykaTa Bfafa W e M3rpageHa of
EkcnepvMMeHTamHOTO apxuTeKTOHCKO 6upo 71. HajsepojaTHo e mpBMOT
noTGaT 3a NuilyBatbe 1 mpuKaxyBatbe Ha YyMeTHOCTa U KynTypaTta Ha CPM
BO pPaMKUTe Ha HeBp3aHaTa KOoHCTenauuja uiv oypu 1 Ha KynTypHaTa
npoayKumnja Ha HeBp3aHaTa Jyrocnasuja Bo CesepHa MakenoHuja.

OBaa wusnoxba e apanTuMpaHa Bepa3uja Ha wanoxbata “JyxKHW
cosBe3aunja: MOeTUKa Ha HeBp3aHuTe”, 4uja KypaTopka e bojaHa
Muuwkyp, a NnpB nNaT bewe nocTaBeHa Bo My3ejoT Ha MOgepHa YMETHOCT
B0 JbybrbaHa Bo 2019 roauHa, NogouHa M BO pasfiMyHK U3aaHuja Bo
A3nckmnoT KynTypeH LeHTap Bo [BaHMmky, Jy>kHa Kopeja Bo 2020 rognHa
nectusanoT ,Moe, TBOe, Hawe" Bo 2021 roavHa Bo Preka opraHuaupaH
o4 pyro Mope.

BaHa BaceBa




WHICH SIDE |



Cultural
liberation is the
condition sine qua
non of political
liberation?'.

There can be no
coexistence between
“independence and
justice, on the one
hand, and imperialism
and colonialism, on
the other.?

One third of
the humanity

he war Russia launched against Ukraine in February 2022 disturbed

once again the zone of confarmation. Once we have the will to see, we
will lift the veil of turning a blind eye, of selfish ignorance, procrastination
and even self-isolation fueled by the (un)expected COVID-19 pandemic,
and we will have to take a stand. But the world is not beautiful at all,
not after the images of the current mass destruction of Ukraine that has
been going on for almost half a year now?®. It is not even bearable after

1 Quote by Léopold Senghor cited in Bojana Piskur, ‘Southern
Constellations: Other Histories, Other Modernities’ in:
Southern Constellations Poetics of the Non-Aligned (Ljubljana:
Moderna Galerija, 2019), p.12 (Catalogue).

2 JFKL, Belgrade to Secretary of State, No. 353, 2 September
1961 (Belgrade Conference, Sukarno’s Speech, 1 Sept. Session).
In Tvrtko Jakovina, “Yugoslavia On the International Scene The
Active Coexistence of Non-Aligned Yugoslavia” in: Yugoslavia
From A Historical Perspective (Belgrade: Helsinki Committee For
Human Rights in Serbia, 2017) p.491

3 This text was finished at the end of October 2022. So far,
the war in Ukraine has been going on for 9 months; there are
16,295 civilian casualties in the country: 6,430 killed and
9,865 injured. https://www.ohchr.org/en/news/2022/10/ukraine-
civilian-casualty-update-31-october-2022#%_ftnl [Accessed
08.11.2022] Refugees from Ukraine recorded across Europe
7,785,514 https://data.unhcr.org/en/situations/ukraine[Accessed
08.11.2022]

We sincerely hope that the war will end soon and that this
exhibition endeavor will serve as one tiny proclaimer for peace
amid the terrifying reality.


https://www.ohchr.org/en/news/2022/10/ukraine-civilian-casualty-update-31-october-2022#_ftn1
https://www.ohchr.org/en/news/2022/10/ukraine-civilian-casualty-update-31-october-2022#_ftn1

the catastrophic actions in Somalia, Irag, Afghanistan, Yemen, Syria ... It is
not at all what we have imagined it to be. The current global world order is
a result of rapid neoliberal globalization and the unresolved (neolcolonial
forces that have created almost insurmountable inequality and racism,
emergence of new forms of economic and political dependence, deepening
climate catastrophe and non-democracy, reinforced by the rise of the right-
wing politics, against which we must take an active position®.

Amid this cruel and disturbing context, it is hard to imagine our future
non-apocalyptically. Or, as Srecko Horvat said, we are already in a post-
apocalyptic time, i.e. the apocalypse as a “discovery” of the end of the world,
rather than the end of the world itself, has already happened and has already
been “discovered”. However, as Horvat puts it, only if we carefully read the
various interconnected threats such as climate change, the nuclear age and
the COVID-19 pandemic, as well as the viruses of capitalism and fascism, we
will reach a radical reinvention of the world that implies an active position
and struggle for the future®.

Both Gal Kirn and Slavoj Zizek think about the historical heritage of the Non-
Aligned Movement in its peak days (since its foundation 1961 until 1991,
let’s say) in the context of the war in Ukraine as a paradigm of active peace
building that we should look at, instead of war, and active coexistence®, and
by recognizing that our struggle should be glabal.” According to researcher

4 For contemporary apartheid listen to Vijay Prashaad at

Rjeka conference http://drugo-more.hr/moje-tvoje-nase-
2021/#konferencija There were also several other conferences

on the topic on the Non-Aligned movement that happened in the
past years: https://www.youtube.com/playlist?list=PLxYbh6oD_
DS1qgFPI7vBfU-3JjkhTuodQa and https://mau.rs/en/past-exhibitions/
non-aligned-world.html

5 Srecko Horvat, Posle Apokalipse (Laguna, 2021).

6 Gal Kirn: “As Balibar once wrote, the whole of Western
political philosophy is deeply rooted in war, it is time to
reorient this towards the paradigm of peace. Immediate concrete
steps that can be taken now are to promote a politics of active
neutrality that goes beyond military blocs and superpowers, and
to rethink the legacy of the non-aligned movement and anti-
imperialist struggles”. https://lefteast.org/against-war-in-
ukraine-and-new-imperialism-a-letter-of-solidarity-with-the-oppr
essed/?fbclid=IwARIDLOFXISevJImKj91bMcPwpIoEKIo0sEPtp3h19LU2tDcZy
pDgM4CxgKXo [Accessed 05. 05.2022]

7 ZiZek adds that a new non-aligned movement is needed “not in
the sense that countries should be neutral in the ongoing war,
but in the sense that we should question the entire notion of
the “clash of civilizations” and that “the new non-alignment
must broaden the horizon by recognizing that our struggle should
be global. Slavoj ZiZek https://www.project-syndicate.org/
onpoint/hot-peace-putins-war-as-clash-of-civilization-by-slavoj-
zizek-2022-03 [Accessed 05. 05.2022]


http://drugo-more.hr/moje-tvoje-nase-2021/#konferencija
http://drugo-more.hr/moje-tvoje-nase-2021/#konferencija
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Swapna Kona Nayudu the non-aligned politics has a legacy of provincializing
both Russian and American narratives. “It must extend its active support to
post-Soviet actors. Because of the manner in which the non-aligned are
organised - they are geographically, racially and economically diverse -
they will not be speaking in defence of Ukraine’s sovereignty in pursuit of
any fixed larger objective but instead, would support Ukrainian sovereignty
as the goalin and of itself because it affirms the notion of justice”.®

The Non-Aligned Movement (NAMJ, officially founded in Belgrade in 1961,
was an anti-imperialist, anticolonial and antiracist movement®. NAM mainly
consisted of Third World Afro-Asian and Yugoslav countries, as well as Latin
American countries, either as members or as observers®. It was founded by
the prominent leaders of the Third World - Jawaharlal Nehru of India, Gamal
Abdel Nasser of Egypt and Josip Broz Tito of Yugoslavia® following the first

8 Swapna Kona Nayudu https://www.outlookindia.com/author/swapna-
kona-nayudu-3482 [Accessed on 05. 05.2022] There are also other
views in this direction https://foreignpolicy.com/2022/07/01/
nonalignment-international-system-alliance-bloc/; https://www.
globalissues.org/news/2022/06/20/31162; https://www.brookings.
edu/blog/africa-in-focus/2022/08/02/how-do-global-south-politics-
of-non-alignment-and-solidarity-explain-south-africas-position-
on-ukraine/; http://www.cadmusjournal.org/files/pdfreprints/
vol4issue6/A-Renewed-Non-Aligned-Movement-JRamanathan-The-War-in-
Ukraine-July-2022.pdf

9 Bojana PisSkur https://www.internationaleonline.org/research/
alter_institutionality/78_solidarity_in_arts_and_culture_some_
cases_from_the_non_aligned_movement/ [Accessed 05. 09.2022]

10 Jakovina says the reasons for this are versatile. For example,
on the first conference in Belgrade in 1961, Brazil decided

not to participate in the conference as a full member.. and

that “Yugoslavia blamed the United States for this because of
the pressure it had exerted, which was evident from a letter
sent by US Ambassador John Cabot to the Brazilian Government

in the newly-built Brasilia”. In Tvrtko Jakovina, “Yugoslavia

On the International Scene The Active Coexistence of Non-
Aligned Yugoslavia” in: Yugoslavia From A Historical Perspective
(Belgrade: Helsinki Committee For Human Rights in Serbia, 2017)
p.483

11 Despite the great differences between Egypt, India and
Yugoslavia, there were several issues linking the three
governments. They did not wish to belong to any bloc, but wished
to see a world with as few divisions as possible, thereby

making it safer for the small nations. All three leaders had
great personal ambitions. Nasser was interested in the Yugoslav
economic model and Arab socialism was certainly inspired, at
least partially, by the Yugoslav example. India was probably the
biggest, though not the best functioning democracy in the world.
In any case, it differed politically from Yugoslavia and Egypt.
Tito, Nasser and Nehru met on 17 July 1956. This meeting, which
was often later described as crucial for the formation of the
Non-Aligned Movement, was differently interpreted in these three
countries. All sides had different ideas. Indian Prime Minister
Nehru was dissatisfied because Tito and Nasser decided to
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large-scale Asian-African Conference in Bandung, Indonesia in 1955, which
paved the way for the principles of collaboration, and Ahmed Sukarno of
Indonesia and Kwame Nkrumah of Ghana were supporters from the very
beginning. It based its foundations on active coexistence, which accepts
the struggle for peace, independence and equality, and taking active neutral
political position amid the Cold War in which the two blocs competed for more
power'. It was the third way that has resisted the various inter-bloc tensions
and conflicts that have always been on the verge of escalation, particularly
in the period thatis researched in this exhibition, between the 1960s and the
end of the 1980s*?, by strengthening its platform for permanent gathering

organize a large press conference, so that this informal meeting
suddenly assumed excessive dimensions. At the same time, both
Tito and Nehru tried to restrain the impatient Arab who became
aggressive whenever he talked about the war in Algeria. Ibid.
472-473

12 The Non-Aligned Movement was a strong political movement,

an active neutral political platform or the third way in the

Cold War period, which, unlike the liberal-religious concept of
neutral passivity, implies dynamic category of position taking
and “re-claiming neutrality as a politics of decolonisation,
independence, peace and non-alignment with the powerful world
empires at the time”. More information in Jelena Vesi¢, Rachel
0’Reilly, and Vladimir Jeri¢ V1idi https://networkfailure.net/
wp-content/uploads/2019/04/0n_Neutrality_ENG_version_WEB.pdf
[Accessed 24.08.2022 Researcher Ljubica Spaskovska says that

the Yugoslav self-imposed bipolar neutralism that “underpinned
Yugoslav non-aligned internationalism” is “an imperative to
strike an almost perfect balance between the state socialist

East and the industrialized West. On the one hand, this was
underpinned by a genuine desire to combine ‘the best of both
worlds’, and by an anxiety to appear neutral and live up to the
ideal of active neutrality, on the other”. In Spaskovska Ljubica,
‘Constructing the “City of International Solidarity” Non-Aligned
Internationalism, the United Nations and Visions of Development,
Modernism and Solidarity 1955 -1975, in: Skopje Resurgent
Internationalism, Art, and Solidarity 1963 - 1980 (Skopje: Museum
of Contemporary Art,, 2021), p. 41 (Catalogue) http://msu.mk/wp-
content/uploads/2021/07/Skopje-Resurgent_-Katalog.pdf [Accessed
05.05.2022]

Nowadays, especially within the arts and cultural field, there is
a push of false institutional neutrality from the right political
forces “that prevents any criticism, dissent, or positioning
within a museum and only keeps a status quo of an art institution
as colonial institutions of exclusion (as in Laura Raichovich’s
book Cultural Strike), as elaborated by Bojana PiSkur on the
Forum NAM Talks in the frames of the exhibition NON-ALIGNED

WORLD in 2021 in the Museum of African Art in Belgrade. https://
mau.rs/images/NewsArticles/2021_08/namtalks_panel_3_nevidljive_
nesvrstane.pdf [Accessed 05.09.2022]

13 This exhibition and the respective research in it relate to
NAM since its foundational ideas and up until the breakup of the
Warsaw Pact and the fall of the Berlin Wall because after that
it will lose its power as a result of these events, as well as
a result of the breakup of Yugoslavia. Or, on a more symbolical
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and political, economic, cultural cooperation of as many non-aligned
countries as possible, and by sending appeals to the great powers in various
rigid circumstances®. Josip Broz Tito told at the establishing conference
in Belgrade: “I can say without exaggeration that the countries present at
this conference, and many others that do not belong to any of the groups,
represent the vast majority of public opinion in the world. Or, they are the
conscience of humanity ..."**

The Non-Aligned Movement can also be observed as a unique experiment in
transnational solidarity and collaboration between Yugoslavia and the former
colonized countries of the Global South or the Third World. This southern
constellation established a political, economic and cultural platform
for a more equal dialogue with the developed countries of the northern
hemisphere. As Croatian historian Tvrtko Jakovina said, “Yugoslavia’s
isolation from the West and the East was serious and genuine”, adding that it
“supported anticolonial revolution, true independence and non-interference
in the internal affairs of other countries™®.

level, it spans between the First and the Last Summit during the
Cold War period, both happening in Belgrade. As Jakovina noted,
the first conference demonstrated the importance and prestige of
Yugoslavia among the Third World countries, while the last one
was held in a disintegrating country, in 1989. Tvrtko Jakovina,
“Yugoslavia On the International Scene The Active Coexistence

of Non-Aligned Yugoslavia” in: Yugoslavia From A Historical
Perspective (Belgrade: Helsinki Committee For Human Rights in
Serbia, 2017) p. 501

14 According to Jakovina in 1960, the leaders of five Third World
countries, Indonesia, India, Egypt, Ghana and Yugoslavia, met

on the premises of the Yugoslav Mission to the United Nations,

on the sidelines of the 15th anniversary of the United Nations
General Assembly. (..) Tito and his guests wrote a letter to the
United Nations General Assembly. The initiative of the five
leaders was intentionally over-ambitious and unrealistic. It
called for the immediate resumption of talks between the White
House and the Kremlin, which showed that the participating Third
World countries were also ready to act globally. Concern for

the world should not only be let to the great nations. Tvrtko
Jakovina, “Yugoslavia On the International Scene The Active
Coexistence of Non-Aligned Yugoslavia” in: Yugoslavia From A
Historical Perspective (Belgrade: Helsinki Committee For Human
Rights in Serbia, 2017) p. 478-79 He also adds that during the
Conference in Belgrade in 1961, a “Statement on the Danger of War
and Appeal for Peace” was adopted by the conference participants
which was afterwards delivered to USSR and USA, ibid p.488-489

15 CrtaHojeBuk T. Mapkoeuk [I. Tuto, XusoT u geno (1892-1980)
(beorpapn: WapaBauka pajHa opraHusaumja ,Byk Kapauyuk”, 1981) p.
569

16 Tvrtko Jakovina, “Yugoslavia On the International Scene The
Active Coexistence of Non-Aligned Yugoslavia” in: Yugoslavia From
A Historical Perspective (Belgrade: Helsinki Committee For Human
Rights in Serbia, 2017) p. 491
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Anticolonialism was one of the common principles of the NAM countries,
and Yugoslavia embraced it with all its strength connecting it to its
struggles for national liberation in the past. Curator and art and media
theorist Ana Sladojevi¢ adds that “even if certain references and
points of contact between Yugoslavia and African countries, which
the political and media sphere of the time referred to (comparisons of
Yugoslav peoples under the “Habsburgs and Ottomans” with African
peoples under colonial regimes) seem insufficiently convincing to us,
we can agree with the statement that in fact anticolonialism was a
meeting point between countries with disparate social systems and very
different cultural determinations that gathered around NAM"‘’. Curator
and researcher Bojana Piskur notes “socialist anti-imperial revolutions
had a lot in common with anticolonial ones, which made the Yugoslav
case of emancipation in the context of socialism particularly significant.
It was no coincidence then that the Yugoslav delegation was invited to
attend the first Asian socialist conference in Rangoon (Burma) in 1953”8
Although Yugoslavia was not a colonial country, and European, it shared
an anticolonial consciousness, solidarity and friendship with African
and Asian countries on the note of its “multiple suffering throughout its
struggle for liberation™?. According to researcher Konstantin Kilibarda,
this policy of ‘active and peaceful coexistence’ was theorized by Edvard

17 Ana Sladojevié¢, Izvan kadra: Tumacenje fotografija iz fonda
Muzeja Jugoslavije u savremenom kontekstu, In: “TITO U AFRICI
SLIKE SOLIDARNOSTI”, Radina Vucetié¢ Pol Bets (eds.) (Muzej
Jugoslavije, Beograd, 2017), 100 In addition to this she

notes: Anti-colonialism and anti-racism, however, no matter
how discursively they were present, within the socialist
Yugoslavia, they were seen as a reaction to developments

in the world, primarily to the anti-colonial struggle. The
identification of Yugoslavia with colonized countries or former
colonies, in the broadest sense with the countries of the so-
called Third World, was in line with ideas about the equality
of all people, and with deep anti-imperial convictions.

This did not mean, however, that the detailed realities of
colonialism and colonial racism, though discussed and reported,
could ever be thoroughly understood unless there was a lived
experience. Ibid.p.101

18 Bojana PisSkur, ‘Southern Constellations: Other Histories,
Other Modernities’ in: Southern Constellations Poetics of

the Non-Aligned (Ljubljana: Moderna Galerija, 2019), p.13
(Catalogue). / See also: https://www.academia.edu/42055110/
The_Non_Aligned_Movement_and_Cultural_Politics_in_the_Former_
Yugoslavia?email _work_card=title

19 Ana Sladojevié, Izvan kadra: Tumacenje fotografija iz fonda
Muzeja Jugoslavije u savremenom kontekstu, In: #“TITO U AFRICI
SLIKE SOLIDARNOSTI”, Radina VucCeti¢ Pol Bets (eds.) (Muzej
Jugoslavije, Beograd, 2017), 122



Kardelj, who aligned the programmatic imaginary of the League of
Communists of Yugoslavia (LCY) with the aspirational logics of anticolonial
movements in Africa, Asia, Latin America, and the Caribbean. “He did so
by linking the national-liberation, anti-fascist and revolutionary struggles
of the Yugoslav peoples during World War Il to contemporary mass-
struggles against the racially hierarchized world-order of the mid-20th
century”.?® Researcher Paul Stubbs agrees with GalKirn's intention to label
the establishment of socialist Yugoslavia as a product of “anticolonial
struggle”, and that “ Yugoslavia’s support for the Global South derives as
much, if not more, from former Partisan fighters’ affective affinities with
guerrilla liberation movements as from a theoretical stance emphasizing
the inter-connectedness between political independence and anti-
imperialism. Kirnis, certainly, correct to see the intertwining of anticolonial
and non-aligned emancipatory practices as having “opened new horizons
and nurtured revolutionary political subjectivity on a global scale”.*

The importance of the non-aligned is immense in a more complex global
system based on the economic, geopolitical and cultural premises of
the movement. But the reality is that the movement, which still exists
nowadays, is quite far from its principles, although it has 120 members
in Africa, Asia and Latin America and it is the largest grouping of states
worldwide. The rise and victory of neoliberalism, particularly after 1989, the
disintegration of Yugoslavia into separate states after the blood shedding
war, as well as the collapse of the Soviet Union and the subsequent end
of the Cold War, reduced the importance of the NAM. The paradigm of war,
oppressive dictatorships, suffering, and massive immigration still prevails
in Syria, Pakistan, Libya and most African countries that are part of NAM.
Moreover, in a dark irony with recent events, Belarus is still part of the
movement, and Ukraine and Russia have the status of observers. Bosnia
and Hercegovina, Croatia, Montenegro and Serbia have the status of
observers as well. Also, critical theorist Homi K. Bhabha notes that “where
once the Third World was a challenging call to fight global inequality and
injustice—a call to solidarity in the cause of planetary transformation and

20 Konstantin Kilibarda, Non-Aligned Geographies in the
Balkans: Space, Race and Image in the Construction of New
‘European’ Foreign Policies. Available at https://www.academia.
edu/4724464/Non_Aligned_Geographies_in_the_Balkans_Space_Race_
and_Image_in_the_Construction_of_new_European_Foreign_Policies
[Accessed 06.09.2022]

21 Paul Stubbs https://www.rosalux.de/en/publication/
1d/41556/#_ftnl0 [Accessed 06.09.2022]


https://www.rosalux.de/en/publication/id/41556/#_ftn10
https://www.rosalux.de/en/publication/id/41556/#_ftn10

the redistribution of the balance of power—today, there is callous contempt
for “shithole countries” and a peremptory dismissal of “failed states.”?

PiSkur points out that the reason for this is NAM's inability to prevent the
new global powers from interfering in the territorial and economic integrity
of the NAM countries?®. The question is then: What has happened with
the movement’s ariginal principles of peaceful co-existence, respect for
each other’s territorial integrity and sovereignty, non-aggression, non-
interference in domestic affairs, equality and mutual benefit?** How do we
recreate nowadays the historical visions of Non-Aligned Internationalism,
when there are so many urgencies? Why we are in such a difficult position
now? What lessons can we learn?

Piskur brings to mind that the “movement should not be forgotten in so far
as it envisioned forms of humanism that took as a starting point the life of
peoples and societies that had been forcibly placed on the margins of the
global economic, political and cultural system. The struggle against poverty,
inequality, and colonialism in the world system coupled with trans-national
solidarity could be useful in a reconsideration of the history and legacies of
the NAM today, at a time when colonialism has once again become more than
evident”#.

Therefore, instead of sentimental idealization of NAM's tradition of solidarity,
anticolonialism and humanism, we turn to the past because the alternatives
nowadays are so few. We would like to give space to another memory that
tries to contest the history and the present, as we know it, and “an attempt
at ‘making historical experience’ as performatively addressing historical
praxis.”?

22 Homi K. Bhabha https://criting.wordpress.com/2022/08/02/
threshold-thinking-where-is-the-third-world/ [Accessed 06.09.2022]

23Bojana PiSkur https://www.internationaleonline.org/research/
alter_institutionality/78_solidarity_in_arts_and_culture_some_
cases_from_the_non_aligned_movement/ [Accessed 05. 05.2022]

24 Bojana Piskur, ‘Southern Constellations: Other Histories,
Other Modernities’ in: Southern Constellations Poetics of the Non-
Aligned (Ljubljana: Moderna Galerija, 2019), p.20 (Catalogue).

25 Bojana PiSkur https://www.internationaleonline.org/research/
alter_institutionality/78_solidarity_in_arts_and_culture_some_
cases_from_the_non_aligned_movement/ [Accessed 05. 05.2022]

26 In the last sentence I reference to Boris Buden’s
interpretation of the book The Cultural Life of Capitalism

in Yugoslavia (Post)Socialism and Its Other edited by Dijana
Jelaca, Masa Kolanovié, Danijela Lugaric¢ https://www.academia.
edu/41452651/Cultural_Life_of_Capitalism_in_Yugoslavia_Post_
Socialism_and_Its_Other?email_work_card=view-paper [Accessed
24.08.2022]
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ON THE NON-ALIGNED
DECOLONIAL CONSTELLATION

he exhibition “WHICH SIDE ARE YOU ON: On the non-aligned decolonial

constellation” plans to make a leap in time. It connects the current
global geopolitical restructuring caused by the war in Ukraine with the
legacy of the Non-Aligned Movement in its foundational principles - anti-
colonialism and (trans)national solidarity, and calls anew for a radical
reinvention of the world and art within it. In paraphrasing Frantz Fanon'’s
thinkng made by Hommi K. Bhabha, Which side are you on?, actually one
of the burning issues before decolonial countries in the context of the
Cold War, this exhibition wants now to pose the question - Which side
are we taking, in fact, when we decide to take a side and make a stand,
politically and culturally? Moreover, how is it manifested today on the
lives of peoples? And what can we learn from these decisions in the past?

The exhibition “WHICH SIDE ARE YOU ON: On the non-aligned decolonial
constellation” broadly talks about the presence of anticolonial ideas and
actionsin non-aligned Yugoslavia in the very processes of decolonization,
and how that legacy and knowledge of (antilcolonialism and anticolonial
solidarity is neglected or even erased from today’s memory. Furthermore,
through the included artworks and public program, it wishes to create
a vibrant and imaginative space for speculation of what would the new
anticolonialand anti-imperialist non-aligned be, politically and artistically,
and how would that lay out a different prospect for the future. It is also a
space for joint effort in reinventing transnational solidarity in the current
line of political events through rediscovering NAM’s paradigm of solidarity.

Within this “human utopia” as it was often called, the Non-Aligned
Movement set solidarity as a national project and this was happening
at a time of a much wider historical and political moment of peoples’
struggle for decolonisation and liberation in the world. Expressions
of solidarity and support already happened in the 50s%, but in 1961 in
Yugoslavia, mass rallies attended by tens of thousands of protesters were

27 CtaHojeBuk T. Mapkoeuk . Tuto (1981) XusoT u geno (1892-
1980) beorpapn: W3gaBauka pagHa opraHswnauuja ,Byk Kapauuk“,
cTp. 571

28 It is a fact that Yugoslavia supported liberation movements
in Morocco, Tunisia, Algeria, Indochina and sub-Saharan Africa.
Radina VucCeti¢ ‘Titova Afrika: reprezentacija mo¢i na Titovim
africkim putovanjima’ in: “TITO U AFRICI SLIKE SOLIDARNOSTI”,
Radina Vuceti¢ Pol Bets (eds.) (Muzej Jugoslavije, Beograd,
2017), 14



organized throughout the country protesting against the assassination of
Congolese President Patrice Lumumba. In many Yugoslav cities protesters
were shouting: “Kasavubu, Mobutu and Tshombe were throwing bombs
on Lumumba!” Jakovina notes that only the protests against the US
involvement in the Vietnam War, organized a few years later, reached the
same proportions.?® There were also many other activities in solidarity
with the anti-colonial struggles such as the protests in 1964 in front
of the American consulate in Zagreb against continuous occupation of
Congo, many solidarity activities between African and Serbian students®,
and in 1862, the All-African Students Conference in Belgrade was
organized in which almost 300 African delegates talked about liberation,
neocolonialism, pan-Africanism, peaceful coexistence.

Solidarity with the anticolonial struggles and fight against imperialism,
colonialism, and apartheid, were some of the prevailing humanistic tones
in Yugoslavia and there were many events happening on this matter in
arts and culture. It was the atmosphere at the time, and Bojana Piskur
notes “It also seemed as though art and politics were united in their

29 Tvrtko Jakovina, “Yugoslavia On the International Scene The
Active Coexistence of Non-Aligned Yugoslavia” in: Yugoslavia
From A Historical Perspective (Belgrade: Helsinki Committee

For Human Rights in Serbia, 2017) p. 479. Professor Nemanja
Radonji¢ also notes that these protests were actually organized
by the state in order to show its openness, commitment towards
non-aligned ideas and by using the image of the “Other” to show
its anti-imperialist and anticolonial perspective. He says
“The Yugoslav state used students from Africa in the 1960s for
anti-imperialist demonstrations, but like Yugoslav students,

in tightly controlled and state-sanctioned demonstrations:

1961 (Lumumba), 1966 (Vietnam), but not 1964 (Congo) and 1968
(global). The most obvious is the heroization of the African
Other on the example of Patrice Lumumba, where the Congolese
Prime Minister after his death entered the student pantheon,
where pre-war SKOJ people were, and where they would later

be joined by Che Guevara, Rudi Dutschke, and Ho Chi Minh. Of
course, Lumumba’s character was created from above. It was

part of the general movement of those years, when anticolonial
heroes, as well as students from the Global South, were used
“more as propaganda caricatures than real human beings.” In Dr.
Nemanja Radonjié¢, Students from Africa in socialist and non-
aligned Yugoslavia p.39 https://bit.ly/3VadMed

30 Radonji¢ mentions that African students were the first to
help in building infrastructure in Yugoslavia and also there
was an initiative from Yugoslav students to help rebuild
schools on the border between Tunis and Algeria after the
French bombardment in 1959, there were regular flights of
Yugoslav aviation to Tunisia in 1961, and for the liberation
of Algeria in 1962, they brought weapons, medicines, all the
equipment that the Algerian anti-colonial movement required,
and besides wounded, on their way back to Yugoslavia they were
bringing promising Algerian students. Ibid. p.44-45



guest to create utopian models adapted to social and political changes.
It is no coincidence that experimental museology and concepts such as
the integrated museum, the social museum, the living museum, and the
museum of the workers were widely discussed in the so-called Global
South”®. On a cultural level, a Week of Latin America was organized in
1877 in Yugoslavia, examining the anticolonial struggle of various militant
guerrilla movements in the era of corporate neocolonialism and an event
dedicated to militant revolutionary Chilean cinema - Second Week of
Latin America - was held at the beginning of the 1980s.%2 During the First
Week, the Salvador Allende Brigade painted a mural entitled Solidarity®:.
In Socialist Republic of Macedonia, there were Days of information about
the African culture in 1981 (October 18-25)*, or Days of Cuban Culture with
a retrospective exhibition of the Cuban painter Mariano Radriguez®. The

31 Bojana PisSkur, https://www.internationaleonline.org/
research/alter_institutionality/78_solidarity_in_arts_and_
culture_some_cases_from_the_non_aligned_movement/ [Accessed 05.
05.2022]

32 Subtitle of the first event was “Solidarity of the Yugoslav
people with the people of Latin America.” In Jelena Vesic,
Darinka Pop-Miti¢ On Solidarity in Time In Front of an Empty
Wall, Looking at a Lost Image https://www.springerin.at/
en/2019/1/solidaritat-in-der-zeit/ [Accessed 07.09.2022].

the program of the first week https://www.arhivaskc.org.
rs/hronografije-programa/tribina/251-197735/8994-7-14-
novembar-1977.html The program of the second week https://www.
arhivaskc.org.rs/hronografije-programa/tribina/256-198240/9372-
18-24-oktobar.html

33 Jelena Vesié, The Week of Latin America: Murals by Salvador
Allende (Ramona Parra) Brigades - ‘Non-Aligned’ Street
Arthttp://tranzit.org/exhibitionarchive/the-week-of-latin-
america-murals-by-salvador-allende-ramona-para-brigades-non-
aligned-street-art/ [Accessed 12.10.2022]

34 Such events were held in 1980 in Serbia, Croatia and
Vojvodina. The idea was that this event includes lectures on
African theater, film, culture and exhibition. The organizer
is the African Institute of Culture in Dakar (which unites 18
African countries), and the financial resources were provided
by SRM. KyntypHaTa copab6oTka Ha CPM co HeBp3aHWTe 3eMju K
3eMjuTe BO pa3Boj, Penybnuyka komucuja 3a KYNTYpHM BPCKW CO
cTpaHcTBo, Ckonje, cenTtemBpu, 1981 roguHa, State Archives of
the Republic of North Macedonia, Fund 1116 Commission for
Cultural Relations with Foreign Countries, 1967 - 1991 Box 0833
Permament p. 6 There was also an initiative in 1981 to make a
touring event of a presentation of the Macedonian Culture in
several African Countries. In Cultural Cooperation of SRM with
Foreign Countries in 1981, State Archives of the Republic of
North Macedonia, Fund 1116 Commission for Cultural Relations
with Foreign Countries, 1967 - 1991.

35 WHdopmaunja 3a KynTypHO - npocBeTHaTa copa6oTka nomery CP
MakegoHuja n HP Ky6a, State Archives of the Republic of North
Macedonia, Fund 1116 Commission for Cultural Relations with
Foreign Countries, 1967 - 1991, Box 1005 p. 1-2
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Museum of African Art opened in Belgrade in 1977 with the collection of
Dr. Zdravko PeCar and Veda Zagorac, active fighters for the Algerian war
for independence, alongside Stevan Labudovic, participant in the Algerian
war of liberation, filmmaker of “Film News”. Many press articles supporting
Liberation movements in Chile and Palestine and enthusiasm towards
anticolonial ideas and fights were present back then?®,

In 1984, The Josip Broz Tito Gallery for the Art of the Non-Aligned Countries
was inaugurated in Titograd at the time, Yugoslavia, with the aim to collect,
preserve and study the authentic art of the non-aligned countries. Lazar
Lichenoski, Nikola Martinoski, Vangel Naumovski and Trajce Janchevski had
their works, and part of the Art Council of the Gallery from SRM was Borko
Lazeski.’” Many ethnographic museums opened across Yugoslavia, the

36 Bojana PiSkur, https://www.internationaleonline.org/research/
alter_institutionality/78_solidarity_in_arts_and_culture_some_
cases_from_the_non_aligned_movement/ [Accessed 05. 05.2022].

37 In addition to the exhibition by artists from all non-
aligned countries, this gallery also had space for occasional
exhibitions, four studios, a documentary center with a library
with a registry of catalogs, monographs and various informative
writings on the chronicles of art life in the each of the non-
aligned countries. A biennial or triennial artists from the
non-aligned countries was planned, which unfortunately did

not happen due to the war in Yugoslavia. The gallery aimed to
“promote the fine arts and culture, especially in those non-
aligned countries whose tradition and culture is in one way or
another suppressed by the frightening art imperatives of the
great art centers of the world. The Non-Aligned Movement Art
Gallery in Titograd will be a real bridge between artists from
non-aligned countries and an indispensable point for revealing
to the world public the authentic values of non-aligned
countries.” T. WllupuoB. Xpam Ha ymeTHOCTa Ha HeBp3aHuTe https://
arhiva.zaum.mk/wp-content/uploads/2019/04/1984_09_07_Hram_na_
umetnosta_na_nevrzanite.pdf

The collection exists to this day and includes about 1000 works,
exclusively collected by donations from all over the world.
Bojana PiSkur says: “It is true that the gallery was a political
project from the beginning, and the acquired works were not
always the most representative works of a particular artist.
But, on the other hand, the collection’s potential to challenge
the ways the Western art operates and produces hegemonic
narratives/canons was not particularly well understood, either.
Unlike Western colonial museums of the past, the gallery in
Titograd acquired “art of the world” solely in the form of gifts
and donations, while attempting to develop its own cultural
networks and frameworks of knowledge and to combine this with
experiences from other parts of the non-aligned world. It is
only in the past decade that the collection has started to

gain more visibility, particularly in the context of post-
Yugoslav and post-colonial studies”. Bojana PiSkur, ‘Southern
Constellations: Other Histories, Other Modernities’ in: Southern
Constellations Poetics of the Non-Aligned (Ljubljana: Moderna
Galerija, 2019), p.19 (Catalogue).

In the programs for cultural cooperation in the period between



Africa Research Institute in 1963 in Zagreb®, as well as museums of history,
such as the former Museum of the Revolution of the Yugoslav Nations
(today Museum of Yugoslavia), which has an ethnographic collection of all
the gifts that Tito got from his various travels in the non-aligned countries
or from foreign politicians.

Anticolonialism and anti-imperialism were certainly the meeting points of
the NAM countries, a strong unity belief that manifested itself in culture
as well. According to researcher Nemanja Radonji¢, who wrote extensively
on the image of African students in Yugoslavia, this specific solidarity
came from the Marxist-Leninist concept of solidarity as a class matter and
solidarity with the oppressed. “The KPJ/SKJ adopted the broadest possible
platform, which eventually turned into solidarity with various social groups
in Africa, whose interests were seen as aligned with socialist and non-
aligned. In this sense, the political elite acted towards ordinary people
through education and indoctrination in the direction of finding similarities
with Africans, then in the direction of building a common political
community through NAM, and the rhetaric was often utopian and imagined
the future world as “good societies” that collaborate with each other. Such
a positioning resembled that of India, because the country represented to
its inhabitants a link with Africa, not only non-alignment but also special
relations with the entire continent.®® Sladojevi¢ on another occasion
notes that Yugoslavia’s positioning itself as being in solidarity with the
post-colonial experience placed it as ‘discursively equal but privileged™®,
stressing the “older brother” paradigm that means to help others establish
a position in a role that had yet to be created and clearly defined.

However, the Socialist Alliance of Working People of Yugoslavia (SSRNJ)
helped liberation movements in many ways through its Commission for
Assistance to the Liberation Movements. According to the document

1983-1985, when the Gallery was founded, a group of countries
was invited to take part in its activities, including Egypt,
Syria, Iraq, Jordan, Algeria, Sri Lanka, India, Cuba, Angola,
the Republic of Korea.

38 Its research focus evolved from the study of post-colonial
Africa, through the developing countries of Asia and Latin
America and finally towards the global development processes.
Available at https://irmo.hr/mission-and-vision/ Today, this
institution is called The Institute for Development and
International Relations (IRMO).

39 Nemanja Radonji¢, Students from Africa in socialist and non-
aligned Yugoslavia p.29 https://bit.1ly/3UQknA5

40 Ana Sladojevic, Slike o Africi/Images of Africa (2015,
Belgrade: Museum of Contemporary Art)
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titled “Information for the state of collaboration between SRM and the
non-aligned and developing countries” and dated 1976, the country, in
cooperation withthe non-aligned countries and the liberation movements,
was involved in the most immediate way with its long-term and intense
activity on the plan of solidarity and helping the peoples who were victims
of aggression and colonial domination. Through the coordination board of
theRepublicanconference of the SSRNMandthe coordination boards of the
municipal conferences, the activity of all affected socio-political subjects
in the Republic was encouraged, directed and coordinated for launching
initiatives and different types of actions in the field of political support,
solidarity and helping peoples, parties, movements that are fighting for
liberation from colonialism, neo-colonialism and all kinds of domination
and exploitation. The forms of political support, solidarity and help are
numerous and diverse and are the result of the programmed activity of the
cooperation holders, starting from informing working people and citizens
about the struggle for the different liberation movements and peoples
for freedom and independence through the means of public information,
films, exhibitions, posters; through appropriate political meetings and
demonstrations, up to the immediate activities for the gathering of
financial resources and other types of material aid (medicines, medical
equipment, school supplies and other aids, etc.). So, for example, in the
period from 1973 to 1976, including the month of February, a total of
1,156,462 dinars were collected in SR Macedonia. Also, there is aneed and
there are efforts to expand and enrich the forms and contents in the field
of solidarity and helping peoples and movements that are fighting against
colonialism and all forms of domination and exploitation or are victims of
aggression. The attitudes and characteristics of the V Conference of non-
aligned countries in Colombo are very binding for the perception of the
importance of this type of activity and its further intensification®.

41 State Archives of the Republic of North Macedonia, Fund
1116 Commission for Cultural Relations with Foreign Countries,
1967 - 1991, Box 0833 Permament p. 12-13 There were other cases
when for example help was not provided. At the sixth session

of the Coordinating Board of the RCCRFC, it was decided not to
accept the exhibition of 100 watercolors and 40 works in wood
by two Chilean painters, spouses Luis Sanchez and Mercedes
Barahona 0jeda, who now live in the Socialist Republic of
Romania as political emigrants, the exhibition of the works of
the famous Mexican artist Andrés Salgd, the exhibition of
pre-Columbian art prepared by the Italo-Latin American
Institute in Rome (at that time the Sheila Hicks exhibition at
the MoCA - Skopje was taken over) due to the overloading of the
annual program in the field of fine arts, as well as due to
limited financial resources. llecta cepHuua Ha KoopauMHaTUBHMOT



In addition, this immediate way of expressing solidarity and helping
the peoples under colonial domination, in the frames of NAM began the
first processes of decolonization of art and culture as a result of the
anticolonial political struggle and the first debates about the importance
ofartthatis not part of the Westernart canon. There was also an aspiration
to theorize different modernisms, different from the already established
Western artistic canon, as well as putting forward the idea of cultural
equality, cultural diversity and cultural hybridity, strongly condemning
cultural imperialism. Piskur adds that “seen and interpreted from today’s
point of view, this quest also envisioned new kinds of historicization,
rewriting histarical narratives or even writing history anew; in other words,
real emphasis was put on questioning epistemic colonialism and cultural
dependency®?. And, contrary to other thinkers®, she also notes that
despite these efforts there were no specific NAM- related modernisms,
no common tissue that could create a new international narrative in art,
although the ideological, political, economical potential of NAM can be of
great value if reviewing them today.

Development of national cultural models and cultural and epistemological
emancipatoryideologies, especially in Africa, became one of the directions

onbop Ha Penybnumyka kKomMucuja Ha KYNTYpHU BPCKW CO CTpPaHCTBO,
State Archives of the Republic of North Macedonia, Fund 1116
Commission for Cultural Relations with Foreign Countries, 1967
- 1991, p. 12-13

42 Bojana PiSkur, ‘Southern Constellations: Other Histories,
Other Modernities’ in: Southern Constellations Poetics of
the Non-Aligned (Ljubljana: Moderna Galerija, 2019), p.10
(Catalogue).

43 Ibid, p.10-11. Contrary to that, Bojana Videkanic, builds
up a whole narrative around the Yugoslavian Non-Aligned
modernism which according to her had strong anti-imperialist
characteristics influenced by the country’s colonial and semi-
colonial status vis-a-vis Western Europe, and that Yugoslavia’s
rising modernist culture meant to reflect ideas of Non-
Alignment, self-managing socialism, and nation-building. She
says: “Instead of reading Yugoslavian modernism as derivate

of predominantly Western forms, we should read it as a form

of alternative modernism that developed its complexities not
only because of the Western colonial and imperial cultural
project, of which Yugoslavia was a part of, but in spite of
it. Non-Aligned modernism is therefore both a critique and a
continuation of the modernist project and as such deepens our
understanding of modernism and its struggle to actualize its
progressive ideals”. In Bojana Videkanic, https://yorkspace.
library.yorku.ca/xmlui/handle/10315/27595 Her selection of
artists as well, through which she exemplifies her thesis,
rarely addressed the issue of Non-Aligned movement, and
archives witness that specific non-aligned cultural production
never developed.
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of the decolonization processes in arts and culture. PiSkur mentions the
Zairean doctrine of the seventies called L'authenticité that aimed to erase
all traces of Belgian colonialism in art and culture in Zaire**. Sladojevi¢
mentions Negritude that was coined by Léopold Sedar Senghar, Aimé
Césaire, Léon Damas in the 1930s and Pan-Africanism in the 1920s with
main proponents E. B. Du Bois, Marcus Garvey, George Padmore, that dealt
with redefinition and regeneration of culture understood as an inevitable
element of the national but pan-African identities®. Radonji¢ mentioned
the concept of Africanization or replacement of European cultural,
technical, educational, economical, professional state management and
functioning with domestic ones®. It should be mentioned that this was
happening amidst strong pressure coming from the former colonizing
countries constantly trying to keep their influence in the former colonies
on all fields in the economic, sacial, political and cultural life, that were
still living under the structure framed by the colonial regimes.

Yugoslavia in this context though established a special kind of cultural po-
licy connecting self-management socialism and modernism that somehow
lead the path to emancipatory politics*’. Yugoslavia was alsa trying to have
“its own stake” in the postcolonial world or in the global hierarchies of race
and status and it was done on an official level, with Conventions of culture
and Programs for Cultural, Educational and Scientific Collaboration®,
through which the cultural exchange should be able to provide a
space for acquaintance and bringing together peoples from different

44 TIbid. p.16 (Catalogue).

45 Ana Sladojevié, Izvan kadra: Tumacenje fotografija iz fonda
Muzeja Jugoslavije u savremenom kontekstu, In: “TITO U AFRICI
SLIKE SOLIDARNOSTI”, Radina Vucetié¢ Pol Bets (eds.) (Muzej
Jugoslavije, Beograd, 2017), 99

46 Africanization is a term that denotes the takeover of
cultural, technical, economic, clerical, educational and other
areas of state administration and social functioning, replacing
European, colonial experts, models, patterns, techniques and
doctrines with African ones. In Nemanja Radonji¢, Students from
Africa in socialist and non-aligned Yugoslavia p.23 https://
bit.ly/3EMgXBU

47 Bojana PisSkur, The Non-Aligned Movement and Cultural
Politics in the Former Yugoslavia https://www.academia.
edu/42055110/The_Non_Aligned_Movement_and_Cultural_Politics_
in_the_Former_Yugoslavia?email _work_card=view-paper [Accessed
12.10.2022]

48 Tito travelled to a lot of Asian and African countries that
have recently came out of the colonial rules, in support and
solidarity with them, like the famous African Tour in 1961 on
his ship “Galeb”. Shortly after a lot of conventions of culture
and cultural programs were signed, in which the countries
collaborated in arts and education.


https://www.academia.edu/42055110/The_Non_Aligned_Movement_and_Cultural_Politics_in_the_Former_Yugoslavia?email_work_card=view-paper
https://www.academia.edu/42055110/The_Non_Aligned_Movement_and_Cultural_Politics_in_the_Former_Yugoslavia?email_work_card=view-paper
https://www.academia.edu/42055110/The_Non_Aligned_Movement_and_Cultural_Politics_in_the_Former_Yugoslavia?email_work_card=view-paper

countries®. A report dated 1981 from the Republican Commission for
Cultural Relations with Foreign Countries of the Socialist Republic of
Macedonia, states that this bringing together will help in overcoming
the prejudices and colonialist monopoly with which the developed world
mainly looked at the tradition and culture of these countries in the effort
to have their witnessed and great values find their place in the world
treasury of cultural wealth, both as cultural heritage and as achievements
in their contemporary development. “The world of the non-aligned and
developing countries, due to its multiple heterogeneity in the sphere
of cultural development, reveals many-sided levels: from rich cultural
civilizations with their indispensable place in world culture to the freshest
outbursts of creative potentials that gain their affirmation in free, newly
created, independent states. The former have the destiny to be exploited,
mystified, falcified and presented as exotic phenomena, the latter to
be carried with the complex of the pressure of the monaopoly of the big
countries. For both of them, the obvious and undeniable truth is that they
present themselves to the world with an autochthonous culture, which
has its own tradition, present, and its own future. In those relationships
is the common with us, which leads us to the need for closer, more
comprehensive and deeper knowledge”.®

However, cultural collaboration was constantly lagging behind the poli-
tical and economic one. It surely was because in socialist Yugoslavia after
World War Il the main orientation in arts and culture largely followed the
Western epistemic canon. This was the case as well as with the Ljubljana
Biennial of Graphic Arts, which according to Piskur and Merhar, was
supposed to “be a practical example of Yugoslavia’s cultural diplomacy
and the cultural policies of the Non-Aligned Movement”, but it actually
included artists from the Third World countries in the exhibitions “more as
a consequence of Yugoslavia’'s foreign policies than any in-depth studies
of other forms of expression and approaches in printmaking and art in

49 The collaboration was structured in several segments
divided according to geographical regions: collaboration with
neighboring countries (PR Bulgaria, Greece, Albania, Italy,
Austria, Hungary, SR Romania); Non-aligned countries and
Developing Countries; Socialist Countries, Developed Western
Countries, Transoceanic countries.

50 KyntypHaTa copaboTka Ha CP MakepoHuja co HeBp3aHUTe 3eMjun
u 3emMjuTe BO pa3Boj, Penybnuuka komucuja 3a KynTYpHU BPCKM
co cTpaHcTBo, Ckonje, cenTemBpu 1981 rogmHa, State Archives
of the Republic of North Macedonia, Fund 1116 Commission for
Cultural Relations with Foreign Countries, 1967 - 1991, Box
0833 Permament p. 1



general”.* They note that the Third World prints were virtually always hung
in the basement, in less prestigious exhibition rooms; the only exception
to this was Brazil, which enjoyed a special status at the Biennial. “The
reason for such a layout is not hard to guess: as mentioned above, the
biennial was oriented toward the West and followed the Western art
canons. The production in the Third World countries did not conform
to these canons, and was consequently often given lower status and
regarded as nalve or ethnographic. To a large extent, this was a sign of
the times; back then it seemed logical and unproblematic that a certain
cultural space [(namely, the Western one) should feel entitled to judge all
other cultures by its own measure, according to the Western rules and
standards of artistic production and work, and view all other cultures as
primitive, pre-modern, traditional, and underdeveloped”.*

This situation is quite paradoxical. While there was an official strategy
in international relations coming from above toward promoting ideas
of anticolonialism and anti-imperialism, the culture and arts although
officially strongly condemning cultural imperialism and epistemic
colonialism, still favored the Western one, the one that was basically
behind these pressures. Piskur and Merhar add that it took quite some
time before Third World art (or non-Western art] was discussed in
terms of cultural and intellectual decolonization, cosmopolitanism,
internationalism, parallel (local) histories, and other kinds of modernity in
the sphere of art and culture®.

51 Bojana PiSkur, Teja Merhar, ‘Third World:1 Prints from the
Non-Aligned Countries at the International Biennial Exhibitions
of Graphic Arts in Ljubljana between 1961 and 1991’ in:
Southern Constellations Poetics of the Non-Aligned (Ljubljana:
Moderna Galerija, 2019), p.172 (Catalogue).

52 Ibid. 173-4. Sonja Abadzhieva, former director of the
Museum of Contemporary Art in Skopje, says one of the methods
that they used to enlarge the collection is through the
International Graphic Biennial in Ljubljana. She notes “We

draw information from its catalog about the authors and found
out their addresses. At one point, when we seemed to have
forgotten about the measure, the Moderna Gallery from Ljubljana
- the organizer of the Biennale, openly complained and rightly
so. After a certain break, we continued to practice this
methodology. At the end of the day, it definitely became clear
that neither in the collections, nor in the exhibitions, we can
follow world art. . Sonja Abadzhieva, KonTunyutet 1977-1985
(My3ej Ha coBpemeHaTa ymeTHocT, Ckonje, 2004), p. 59

53 But although enamored of Western ideals and following its
pragmatic political agenda, the Ljubljana Biennial of Graphic
Arts was nonetheless globally one of the first non-bloc art
events at the time of the Cold War divisions, putting forward
a model for peaceful coexistence of the first, second and



This was also the case in the Socialist Republic of Macedonia and its
orientation towards Western art canon. The reports from the programs for
culturalcooperation from the Republic Commission for Cultural Affairs with
Foreign Countries, the main body that programed the domestic cultural
production abroad and vice versa®, usually used the catch phrase “more
initiatives and wishes than real possibilities”, when it reported about the
cooperation with non-aligned countries and countries in development.
Many of the documents found in the State Archive state that the “cultural
collaboration is far below the level of economic relations with those
countries”™® and that cooperation with the non-aligned countries and
countries in development should be strengthened” .

third worlds - if only in art and culture. Bojana Piskur, Teja
Merhar, ‘Third World:1 Prints from the Non-Aligned Countries
at the International Biennial Exhibitions of Graphic Arts in
Ljubljana between 1961 and 1991’ in: Southern Constellations
Poetics of the Non-Aligned (Ljubljana: Moderna Galerija, 2019),
p.174 (Catalogue).

54 In Socialist Republic of Macedonia founded in February 1967
by the Parliament of the Socialist Republic of Macedonia. It
made an annual program of cultural collaboration with foreign
countries on the basis of the international and bilateral
programs for cultural cooperation of the SFRY and SRM, and
through the programs for cultural cooperation of self-
management organizations, communities and associations in the
field of culture and art. State Archives of the Republic of
North Macedonia, Fund 1116 Commission for Cultural Relations
with Foreign Countries, 1967 - 1991. The Commission also
programs actions that are beyond the competence or interest
of individual institutions and organizations, and a special
meaning for the Republic and the Federation. The Commission
is the coordinator in general. The Yugoslav embassies abroad
propose programs, as well as institutions, organizations and
associations. There were collaborations that went beyond this
Commission and between institutions but this was mostly the
case with Western countries.

Its first president was Vlado Maleski, who was previously the
ambassador to Ethiopia, in the period from 1962 to 1965. Then
poets Aco Shopov, who was also the ambassador of the SFRY in
Senegal (1971 - 1975), Mateja Matevski, Ante Popovski or art
historians Cvetan Grozdanov or Boris Petkovski presided. Luan
Starova was also the vice-president of RCCRFC and was the
ambassador to Tunisia in the period 1985-1989.

55 KynTypHa copaboTka Ha CPM co cTpaHcTBo BO 1983 roguHa un
nporpama Ha paboTa Ha PKKBC, State Archives of the Republic of
North Macedonia, Fund 1116 Commission for Cultural Relations
with Foreign Countries, 1967 - 1991

56 The collaboration with the non-aligned countries is

in constant elevation but is still behind the political
relations and behind the responsibilities taken through

the joint documents of the non-aligned countries. Saradnja
Jugoslavija sa inostranstvom u oblasti obrazovanja i kulture
(1971-1981), Savezni zavod za medunarodnu naucnu, prosvetnu-
kulturnu i tehnicku saradnju, Beograd, decembar, 1982 godine



However, the Republic Commission for Cultural Relations with Foreign
Countries was active and in addition to various exchanges and guest
appearances by artists, some of them were with non-aligned countries
in Africa, Asia and Latin America. Usually, these collaborations and
exchanges happened in the fields of science and education; literature,
libraries and publishing; language and lecturing; drama arts, music arts,
fine arts and museums, film, radio, TV, UNESCO etc. Bojana PiSkur notes
that architecture, urban planning and industrial design had a special,
somehow different status, and were considered state-sponsored vehicles
of the new modernist tendencies that were compatible with the idea of
creating a new socialist society” *'.

State Archives of the Republic of North Macedonia, Fund 1116
Commission for Cultural Relations with Foreign Countries, 1967
- 1991, Box 0814 p.11

57 Bojana Piskur, ‘Southern Constellations: Other Histories,
Other Modernities’ in:Southern Constellations Poetics of

the Non-Aligned (Ljubljana: Moderna Galerija, 2019), p.10
(Catalogue). Yugoslav Firms were not sufficiently sophisticated
to sell their products or build plants in Norway or Germany,
but were excellent and desirable for projects in distant
countries. They built congress centers in Accra, Liberville,
Lusaka and Harare, the Naval Academy in Tripoli, the Ministry
of 0il in Baghdad, irrigation systems in Peru, a hydro-
electric power plant and dam in Panama, port facilities in
Tartous in Syria, Assab in Ethiopia and Bombay in India, a
trade center in Lagos, a hospital in Guinea, and trade centers
in Mali. The Libyan authorities wanted Yugoslavia to build a
chemical industrial plant and laser equipment company. They
also wished to conclude an agreement on the use of nuclear
energy with Yugoslavia. At times, Yugoslav companies were more
expensive than others, but the Libyans wanted them, convinced
that Belgrade would not abuse their hospitality. The most
profitable projects were realized with Iraq. Tvrtko Jakovina,
“Yugoslavia On the International Scene The Active Coexistence
of Non-Aligned Yugoslavia” in: Yugoslavia From A Historical
Perspective (Belgrade: Helsinki Committee For Human Rights in
Serbia, 2017) p. 505

In SRM, in 1975, an airbase in Kuwait realized by the
construction company “Granit”, a hydro melioration system in
Iran, realized by “Makedonijajinvest” and a ceramics factory
in Iraq, realized by the construction company #“Pelagonija”,
were agreed upon and in a construction phase. In WUHpopmauynja
3a copaboTkaTta Ha CP MakepoHuja co HeBp3aHuTe 3emju, 1976,
State Archives of the Republic of North Macedonia, Fund 1116
Commission for Cultural Relations with Foreign Countries, 1967
- 1991, Box 0833 Permament p. S

In Iraq, GRO “Beton”, through DZ “Ingra” Zagreb, is engaged

in the construction of a complex at the Ministry of 0il (0il
Complex), GRO “Pelagonija” and GRO “Granit” are cooperating
with contractors on military facilities through the Allied
Directorate for the Traffic in Livestock of special purpose
(SDPR). In 1987, GRO “Pelagonija” concluded a new agreement
with SDPR for the construction of military facilities worth
110 million American dollars. Cooperators in this agreement



The most effective and most present form of contacts and cooperation
between the SR Macedonia and the Third world countries has been through
providing participants on the international cultural manifestations held
in the country. However, the intentions were bigger: art galleries and
museums were stimulated to make programs, Macedonian artists usually
participated on the Yugoslav travelling exhibitions abroad and there were
initiatives to make solo or group exhibitions of artists from SRM abroad
and receptions of artists from other countries, presentation of the artistic
heritage through special exhibitions®.

The international manifestations in the Socialist Republic of Macedonia
such as Strumica Art Colony (founded 1964) or Contemporary Art Center
Prilep (Sculpture symposium Marbel (established 1963) and International
Painting Colony (established 1957), International studio for plastics in
wood and strained glass studio or World Gallery of Cartoons (established
in 1969) often had guests from the non-aligned countries®. Mostly, these
areindividual stays of artists and of short duration, while larger ensembles
are rarely in the program. But, in 1981, these were thought of as very
fruitful and a precursor to larger and more permanent undertakings for
the future.®.

include: GRO “Beton”, RO “Fakom”, RO “EMO”, and IMP from
Ljubljana. WHdopmaumja 3a Penybnuka Wpak 3a jyrocnoBeHCKO

- npaykuTe ofHOCM M 3a copaboTkata Ha CP MakepoHuja co oBaa
3emja, State Archives of the Republic of North Macedonia, Fund
1116 Commission for Cultural Relations with Foreign Countries,
1967 - 1991, Box 0833 Permament p. 5

58 Mporpamata 3a copaboTka Ha CP MakefoHuja co CTpaHCTBO BO
obnacta Ha KynTypaTa, HaykaTa W obpasoBaHumeTo Bo 1987 rojguHa,
State Archives of the Republic of North Macedonia, Fund 1116
Commission for Cultural Relations with Foreign Countries, 1967
- 1991.

59 In this concrete case, only the fine art events are
mentioned, although for example, Struga Poetry Evenings, The
Seminar for Macedonian Language, Literature and Culture in
Ohrid, the International Gathering of Literature Translators

in Tetovo, Festival “Ohrid Summer” , Balkan Folklore Festival
in Ohrid, May Opera evenings in Skopje, Struga Music Summer
etc. were also important. Some of the poets, guests at Struga
Poetry Evening traveled to other cities through the country

and visited factories as well, such as the factory “Astibo”

in Shtip/ Further reading about cultural emancipation of
workers or the culture of work can be found in the text Ivana
Vaseva, ‘Red is our flag that proudly flutters in the wind: The
cultural emancipation of the workers and the labor culture in
the “Astibo” fashion industry in Shtip in the 70s and the 80s
of the 20th century’ in: We Have Built Cities for You: On the
contradictions of the Yugoslav socialism, (Belgrade: Center for
Cultural Decontamination, 2018).

60 The number of exchanges between larger ensembles is
smaller, and their diversity is even smaller, while the




There were several artist exchanges between SRM and NAM countries,
sometimes in collaboration with the Museum of Contemporary Art (MoCA)
in Skopje or the Association of Artists of Macedonia, or in collaboration
with other institutions. For example, as an exchange with Egypt, in 1969,
artist Gligor Chemerski held an exhibition in Alexandria® and Egyptian artist
Seif Wanly presented his exhibition in the MoCA in Skopje®. The exhibition
“Contemporary Indian Painting” was organized in 1974 by the Federal
Institute for International Scientific, Educational, Cultural and Technical
Cooperation - Belgrade; Indian Council for Cultural Relations with Foreign
Countries — New Delhi and the Republic Commission for Cultural Relations
with Foreign Countries - Skopje and MoCA®, while in 1980 the exhibition
of sculptures Makonda Tanzania was arranged through the Republic
Commission for Cultural Relations with Foreign Countries, an exhibition of
the Ethnographic Museumin Zagreb®. Art histarian Sonja Abadzhieva noted
of the latter exhibition: “This exhibition is, in fact, in the context of one
of the primary starting points of our well-known direction and openness
to the world. In this way, in the current period of general awakening,

intermediate form of contacts through some institutions
(libraries, archives, collective presentations at the level of
Yugoslavia - through various exhibitions, film weeks, etc.)

is more emphasized. KynTyHaTa copa6oTka Ha CP MakepoHmnja co
HEBP3aHUTE 3eMju W 3emjuTe BO pa3Boj, Penybnnyka komucuja 3a
KYNTYpHU BpCKM co cTpaHcTBo, Ckonje, centemBpu 1981 ropuHa,
State Archives of the Republic of North Macedonia, Fund 1116
Commission for Cultural Relations with Foreign Countries, 1967
- 1991, Box 0833 Permament p. S

61 This was a result of the collaboration between the Ministry
of Culture, the Yugoslav Embassy in Cairo and the Museum of
Fine Arts in Alexandria https://arhiva.zaum.mk/wp-content/
uploads/2018/03/1969_09_20_Cligor_Cemerski.pdf [Accessed
12.10.2022].

62 After Skopje, the exhibition was shown in Bitola at the
Art Gallery “Mosha Pijade”. It came as a result of cooperation
between the Federal Commission for Cultural Relations with
Foreign Countries and the Yugoslav Embassy in Cairo [1-p bopuc
NeTkoBckn, My3ej Ha coBpemeHaTa ymeTHocT - Ckonje 1964-1976
(Ckonje: Mysej Ha coBpemeHa ymeTHOCT, 2001), p. 147

63 CoBpemeHO mMHAUCKO cnukapcTBo https://arhiva.zaum.mk/
wp-content/uploads/2018/04/1974_01_21_Sovremeno_indisko_
slikarstvo.pdf [Accessed 16.10.2022].

64 The exhibition of Makonda sculptures by United Republic

of Tanzania is part of the cultural program of 1979-80 In
Program of Cultural Educational Collaboration between SFRY and
Tanzania, State Archives of the Republic of North Macedonia,
Fund 1116 Commission for Cultural Relations with Foreign
Countries, 1967 - 1991. Ckynantypu MakoHga TaH3aHuja https://
arhiva.zaum.mk/wp-content/uploads/2018/07/1980_08_00_Skulpturi_
Makonda.pdf [Accessed 6.10.2022].
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especially of African countries and their evolution towards independent
and equal politics and cooperation, our association with countries that
are in the throes of the search for their own identity, expands by another
dimension - the cultural”.®

There were almost always artists from Macedonia who participated in
the Yugoslav travelling exhibitions, including among others Dushan
Perchinkov, Dimche Nikolov, Tomo Shijak, Vangel Naumovski, Aneta
Svetieva, Dimitar Kondovski, Tanas Lulovski, Petar Mazev, Dimitar
Malidanov... Macedonian artists have an almost traditional participation in
the Mediterranean Biennale of Fine Arts in Alexandria, and in 1982, MoCA
in Skopje organized the Yugoslav participation in this event®. Many artists
from SRM participated in events and group exhibitions in some of the non-
aligned countries even before the official foundation of this movement
in 1961. Menche Spirovska is mentioned to have held group exhibitions
in Mexico City (1958, 1959), Cape Town (1959), Johannesburg (1959),
lvan Velkov participated in a group exhibition in Mexico City, Dragutin
Avramovski participated in group exhibitions of contemporary printmaking
and painting in China, Burma, India, Mexico, Chile, Alexandria, Cuba, etc®’.
Vasko Tashkovski held an exhibition independently in Cairo in 1981, and
Nikola Fidanovski Kocho staged an exhibition independently in Cairo in
1984. Group exhibitions of Yugoslav art included artists from SRM in Cairo
(1987), India, Algeria, Argentina (1989).

65 Cowa AbauueBa, https://arhiva.zaum.mk/wp-content/
uploads/2019/04/1980_09_12_Individualnost_pretocena_vo_
kolektivnost.pdf

66 SRM, and MoCA - Skopje as organizer, was the successful
organizer of the Yugoslav participation at the 4th Biennale of
Fine Arts in Alexandria and was presented at the 5th Triennial
of Fine Arts in New Delhi, India, as well as at the exhibition
of books on regional and national art in Mexico. In “W3BewTaj
3a copaboTkata Ha CPM Bo obnacTa Ha KynTyparta, 06pa3oBaHueTo,
HaykaTa CO CTpPaHCTBO M 3a paboTaTta Ha Penybnuyka komucuja 3a
KYNTYPHW BpPCKM co cTpaHcTBo BOo 1982 rogmHa, State Archives

of the Republic of North Macedonia, Fund 1116 Commission

for Cultural Relations with Foreign Countries, 1967 - 1991,
Box 0833 Permament p. 5 SRM also presented itself at the
International Festival of Plastic Arts in Iraq in 1986. Boris
Petkovski, Borko Lazeski, Petar Mazev participated in that
event. In WHdopmaumja 3a Penybnuka llpak 3a jyrocnoBeHCKO -
MpaykuTe ogHocuM U 3a copaboTkaTa Ha CP MakemoHmja co oBaa
3emja, State Archives of the Republic of North Macedonia, Fund
1116 Commission for Cultural Relations with Foreign Countries,
1967 - 1991, Box 0833 Permanent p. 8

67 Podareni dela Muzej na sovremena umetnost - Skopje 26 juli
1965 - 26 juli 1966 (Ckonje: My3ej Ha coBpemMeHaTa YMETHOCT -
Ckonje, 1966), (Catalogue)



It is worth mentioning that before the official foundation of NAM and after
the Bandung conference, i.e. in the period between 1959 and 1967, Borko
Lazeski taught at the High Academy of Fine Arts in Baghdad, Irag, and
during that time, he had study trips to Jordan, Syria, Lebanon, Egypt, Iraq,
Afghanistan, Pakistan and India. He also had solo exhibitions in Baghdad.
Then, in 1983, he had an exhibition of frescos in Mexico organized by El
Centro De Estdios Economicos Y Sociales Del Tercer Mundo - D.F. Mexico,
Commission for Cultural Relations with Foreign Countries of SRM and MoCA
- Skopje®. In addition, he worked on murals in Mexico, including “The Third
World on the Move” (acryl, El Centro De Estdios Economicos Y Sociales Del
Tercer Mundo - CEESTEM, Siudad de Mexico), i.e. “The Third World and the
Non-Aligned Movement” in honor of Tito, Nehru and Nasser in the year of
the seventh summit of the non-aligned countries in New Delhi, as well
as the mural “Wish for Peace” (acryl, Technological Museum, Soudad
de Mexico)®. He held solo exhibitions in both Puebla (1983) and Havana
(1984). He also participated in group Yugoslav exhibitions in Mexico City
(1959), Veracruz (1959), Baghdad (1962).

Some of the more significant activities of collaboration in the field of
culture in the non-aligned countries took place within the program of the
Museum of Contemporary Art [MoCA) in Skopje. In addition to donations
from observer countries in the Non-Aligned Movement, such as Argentina,
Brazil, Venezuela, Uruguay, Mexico, Chile, Kazakhstan, there are also works
in MoCA's collection by member states including Cuba, Iran, Morocco, Irag,
Bangladesh, Belarus, South Africa™.

68 Borko Lazeski, Frescos https://arhiva.zaum.mk/wp-content/
uploads/2018/05/1983_04_15_Borko_Lazeski_frescos.pdf [Accessed
16.10.2022].

69 bopko Nlasecku, bnobubnuorpadpuja (Mpunen, 2009, J.0.Y
pagcka 6ubnuoteka ,bopka Tanecku”), p.40

70 Lazeski exhibited in Cuba as a result of a reciprocal event
Days of Yugoslav Culture in Cuba. WHdopmaumja 3a KynTypHO

- npoceeTHaTa copaboTka nomery CP MakemoHuja u HP Kyb6a,

State Archives of the Republic of North Macedonia, Fund 1116
Commission for Cultural Relations with Foreign Countries, 1967
- 1991, Box 1005 p. 2

71 There was a major initiative of donated works from Brazil
in 1971, and as Boris Petkovski wrote in the catalog, Boro
Miljoski, Consul of the SFRY in Brazil, the Graphic Biennale

in Ljubljana and AIAP are responsible for this grand gesture

. bopuc Netkoscku, ‘Mpeprosop’ In:MogapeHn pena of bpasun,
(Ckonje: My3ej Ha coBpemeHaTa ymeTHocT - Ckonje, 1972),
(Catalogue)

It is interesting to note that in 1971 the Museum of Solidarity
(Museo de la Solidaridad) was founded in Chile by several
individuals later called the International Committee of


https://arhiva.zaum.mk/wp-content/uploads/2018/05/1983_04_15_Borko_Lazeski_frescos.pdf
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But the general conclusion is that there was never substantial
collaboration that would go beyond just South - South collaboration into
creating a different narrative or even a different modernism. There are
rarely art projects in the country that are in solidarity with the anticolonial
fight although there are some writers and poets who wrote about the
situation in the Third World countries inspired from the period during
their ambassadorship. Aco Shopov had a close relationship with Leopold
Sedar Senghor, a Senegalese poet, politician, cultural theoretician and
the first president of Senegal in the period from 1960 to 1980, who was
awarded the Golden Wreath at the Struga Poetry Evenings during his visit
to Yugoslavia in 1975. During that time, Aco Shopov wrote the foreword
to the collection of the Senegalese poet promoted in Struga, while also
waorking on his own collection Poems of a Black Woman (1976) inspired
by Senegal during his ambassadorship (1971-1975)2. Luan Starova wrote
the book “Embassy (To the Country That Will Not Exist”(Original: AMbacaaw
(Ha semjaTa wto Hema ga nocTtow, published in 2015 by Dialog - Skopje for
his ambassadarship in Tunisia and the State of Palestine (1985 - 1989).
For the ambassadorship of Vlado Maleski in Ethiopia (1962-13965), his son
Denko Maleski wrote the book entitled “The Tar Baby” (Qriginal: bebeTo o
kaTpaH), published in 2012 by Kultura, in which he talks about the terrible
circumstances in the country.

Artistic Solidarity with Chile, including Mario Pedrosa, a
Brazilian art critic in exile there, serving as its president.
The basic idea came from President Salvador Allende, who
called on artists to support Chile’s new path through
donation of works, to which many artists responded Bojana
PiSkur, https://www.internationaleonline.org/research/alter_
institutionality/78_solidarity_in_arts_and_culture_some_cases_
from_the_non_aligned_movement/ [Accessed 05. 05.2022]. The
collection of MoCA in Skopje also includes a work by Roberto
E. Mata from Chile, which probably arrived at MoCA’s address
in solidarity with a similar call that the Macedonian museum
made in the context of the international solidarity after the
devastating Skopje earthquake in 1963.

A great number of works were donated at the initiative of
artists from Argentina and Bolivia. Regarding Argentina, it
was at the initiative of artist Pedro Roth and our Embassy

in Argentina. On that occasion, an exhibition “Argentina -
Yugoslavia” was organized in Buenos Aires in 1986, in which
20 authors participated. After the exhibition, all the works
were sent as a gift to MoCA. The Bolivian artists’ works

of art are the result of an action launched by the Bolivian
Embassy in Belgrade. Zaharinka Aleksoska - Baceva, Donated
Works 1983-86 (Skopje: Museum of Contemporary Art - Skopje,
1987), (Catalogue) https://arhiva.zaum.mk/wp-content/
uploads/1987/02/1987_02_05_Podareni_dela_1983_1986.pdf
[Accessed 16.10.2022].

72 https://bit.1ly/3XtN7jV
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The document “Place and role of Macedonian national culture in the
cultural policy of SFRY Yugoslavia abroad” states that an essential national
interest in Macedonia is to engage with the breakthrough in Europe, above
all, which represent the world’s hotspot of cultural events™. Also, the
domination of the presence of the cultures of developed countries is felt
in Socialist Republic of Macedonia. The reception of cultural values from
advanced cultural environments in the future period will be conceived,
first of all, with the effort of those institutions that directly mediate
foreign culture and our area, to present the real and supreme values of
those cultures in our country™.

There were of course other reasons why the collaboration with the non-
aligned countries and countries in development was not at the expected
level. As noted in several programs for cultural cooperation, there were
many factors that put limitations to collaboration. Some of them are the
modest economic opportunities, the still insufficiently organized and
developed cultural life in some of those countries that didn’t allow them
to accept enough reciprocal cultural actions, the state of the economies
in these countries, orienting them towards one-way activities [Yugoslavia
towards them) and giving appropriate help, the large geographical
distances, which significantly increased travel costs... The document
“Information about the cooperation of SRM with non-aligned countries”
notes that “the absence of traditions in the relations of these countries
and the absence of immediate interest among certain institutions
and organizations in the field of culture for inclusion, etc. The issue of
coordination between the organizers of various events abroad is also
significant and topical. There is insufficient coordination that makes
cooperation more expensive and reduces the effects .
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““Absence or insufficiently developed
state-political tradition in a large part

of the non-aligned countries and developing
countries that gained their independence only
a few decades ago, and some even a few years
ago, the weak or insufficient institutional
organization of cultural activity in some
countries, which is followed by limited material
and personnel possibilities of a large number
of countries, the instability of the social
and political conditions in some countries,
lack of organization and the limited material
possibilities to cover two-way realization of
more ambitious undertakings, still the great
orientation towards the big world, both as a
tradition and as an expression of our special
current interests, has its own reflection on
cooperation with non-aligned and developing
countries. The second is also visible in the
attitude of some of these countries in the
cooperation with us, a greater interest,

which is understandable, of these countries in
the development of scientific and technical
cooperation, i.e., seeking help for staff
training or receiving experts from many fields”.’®
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BO pa3Boj, Penybnuuka komucmja 3a KyNTYpHU BPCKM CO CTPaHCTBO,
Cxonje, centemBpu, 1981 ropguHa, State Archives of the Republic
of North Macedonia, Fund 1116 Commission for Cultural Relations
with Foreign Countries, 1967 - 1991, Box 0833 Permament p. 3 The
cooperation program of SRM with foreign countries in the field
of culture, science and education in 1985, notes that “with
these countries in particular, all-Yugoslav joint events will

be used as the most effective and in many cases the only forms
of cooperation in which SRM is regularly involved”. The program
for cooperation of the SRM with foreign countries in the field
of culture in 1989, says that the main directions and priorities
are non-aligned countries and developing countries with which
cultural cooperation gains importance, especially by assuming
the role of host of the conference of the non-aligned movement.
Taking into account the total limiting factors, cultural
cooperation with those developing countries with which we have
more intensive economic exchange will have an advantage.” State
Archives of the Republic of North Macedonia, Fund 1116 Commission
for Cultural Relations with Foreign Countries, 1967 - 1991



Also, thisdocument notes that the countries of the non-aligned movement
from the Mediterranean (Algeria, Tunisia, Morocco, Libya, Egypt, Lebanon,
Syria, etc.) were at a relatively higher level of development, and the ties
with them had an older date of establishment. The non-aligned countries
and developing countries of Africa, which in large numbers have gained
their independence not so long ago, find themselves in major material
and technical difficulties to be able to establish more developed forms
of cultural cooperation. Asian non-aligned and developing countries,
numerous in terms of population and conditionally at a close level of
general development, with a well-documented cultural tradition, show a
different degree of interest, which then reflects even more on the degree
of realization of already agreed actions. Latin America remains with the
spatial factor as the narrowest in this cooperation™.

But, it was also relatively early discovered that even international events
don’t leave the implication they were aspired to. “At the same time, foreign
participants very often do not enter into creative communication with a
larger number of our artists, painters, writers, etc. which is due to the
untimely preparation and elaboration of their participation in the program
of the corresponding event, sometimes there are not even minimum
conditions of communication (specifically in the case of literary events),
sometimes a large number of participants does not allow for proper
treatment of all of them ... our creators do not make efforts for creative
contacts, a more engaged attitude towards the program content of the
event itself should be ensured, it happens that a significant number of
participants feel more like they are present at a spectacle, at an event,
and less like they are called to take creative participation in a cultural
exchange, in a multinational cultural gathering and living. A relationship
like this requires other situations to change as well. A smaller number
of students should be invited, communication with them should not
start immediately before the start and stop immediately after the end
of the event, but should be echoed throughout the year, their interests
should be examined, their creative participation in the appropriate event
should be the final act of a one-year, relatively longer activity. In the
management of separate events, it seems as if there is an awareness that
the event lasts only during the time it is held, and not that it represents a
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continuous working relationship. It seems as if the feelings and concern
for the achievement of more complete and lasting results are absent,
the effects of the participation of foreign artists and creators are not
manitored, the echoes of our culture, cultural creation and cultural living
in foreign environments, adequate documentation is not kept for the
facilitators, even for the workon the event itself, or the documentation
and archive that is provided is not kept and properly discussed, so that
it can be used for analytical insights and research. Hence, there are no
initiatives and specific efforts to prepare studies through which more
complete knowledge will be obtained about the effects and results of
the cultural exchange abroad that is realized through the international
cultural events™.

Thus, Conventions of culture are one thing, but the Programs for
Cultural, Educational and Scientific Collaboration, and particularly their
implementation, is another. In addition, there are no concrete names in the
programs, and usually they seem to be general wishes as to the segment
in which cultural collaboration should develop. However, the document
“Cultural-educational cooperation between SFRY and Cuba in the period
1986-88", mentions an exhibition of lithographs by Wilfredo Lam in 1986.™

Besides this top down strategy of non-aligned collaboration, it seems
that a different approach existed, or an approach that “proposed use of all
possibilities of the system but also inspiring changes within the system
or opening spaces for more freedom”. The latter is a quote from Milena
Dragitevié Sesi¢ to describe the personality of Mira Trailovi¢, a theatre
director and co-founder and artistic co-director of BITEF in Belgrade,
which is sort of a counterpart of the Graphic biennale in Ljubljana in its
foundationalintention, who used bottomupapproachtoculturaldiplomacy
and jointly with Cirilov chose performances which were breaking down
aesthetic conventions and were yet to be acknowledged in the theatre
world. “They also knew what is politically and contextually relevant, what
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crushes the ideological boundaries of all kinds. BITEF therefore removed
borders and walls, exceeded the conventions of genre, built new festival
narratives - and new bridges of the still unglobalised worlds. It was a
platform in which the New York scene stood on equal footing with the
amateurs of the city of Pune (India), Moscow State Theatre with Mexican
university theatre and Berlin’s avant-garde theatre next to the children’s
theatre from Banja Luka. Such geopolitics of equity is the geopolitics of
bold and conceptually independent theater festivals. BITEF is certainly
ane of them. Its geopolitics corresponded to the geopolitics of solidarity
that Yugoslavia was developing through the Non-Aligned Movement”.®

Although this is a rare, if not the only example of this sort in Yugoslavia, it
is worth mentioning it here, in the constellation of the decolonial and the
geopolitics of equity.

80 Milena Dragiéevié Sedié, Cultural Diplomacy in Practice:
Mira Trailovi€¢, BITEF and Geopolitics in: “Cultural Dimplomacy
Arts, Festivals and Geopolitics”, Milena Dragicevié SeSic
(eds.) (Creative Europe Desk Serbia, Faculty of Dramatic Arts,
Belgrade, 2017), p. 12



WHICH SIDE
ARE YOU ON?

n the Republic of Macedonia, the Non-Aligned Movement after
I the 90s was placed on the margins of political thinking due to the
internal socio-political consolidation processes, as well as the external
orientation processes towards NATO and the EU. After the 2000s,
and particularly in the second half of the 2000s, with the historical
revisionist right-wing politics, it was placed in the same category as
everything else related to Yugoslavia, whether its benefits or only
its aspirations - re-facaded, relocated, left to the ravages of time or
hidden and surrounded. The same was the case with the buildings
of the modernist period in the city center, hidden from the city view
(MOB or Main Post Office building), in order to erase the memory of
anti-fascism, socialism and the non-aligned in this period. Truth be
told, the topic of the non-aligned or the culture of the non-aligned
countries was in the background in Macedonian cultural context
when the country was still part of Yugoslavia, and is rarely mentioned
in archives, especially in the visual arts, because the aspiration to
follow the Western artistic narrative was clear and so much desired.

One of the reasons is that the gaze to the
West was so strong and Western art attention
desirable that it developed a kind of
self-colonial status in culture, without
having any colonial history, which further
led to the perpetuation of some sort of
institutionalized modernism in the country
in its localized western variant.

With an intention to see why these choices were made and the
particular sides taken, the exhibition the accompanying public program
“WHICH SIDE ARE YOU ON: On the non-aligned decolonial constellation” is
comprised of several parts examining the relevance of the ideological
positioning of the Non-Aligned Movement and its anticolonial, anti-
racist, anti-imperialist values, orienting itself towards building a
politics of peace, cultural internationalism and equality among people.
It simultaneously presents archival material and part of the collections



from several institutions from Serbia, Montenegro, Chile and North
Macedonia, alongside artistic and researcher’s inquiries and endeavors,
that are using factography and personal archives of the anti-imperialist
and anticolonial strength (of the cultural production) of the Non-Aligned
Movement, in synchronicity and diachronicity with the actual events.

The exhibition opens this topic for the first time in North Macedonia. Also,
it is a rare endeavor of presenting several works from several foreign
institutions such as the Centre for Contemporary Art of Montenegro,
Podgorica, Montenegro, the Museum of African Art - the Veda and Dr.
Zdravko Pecar Collection, Belgrade, Serbia and the Museo dela Solidaridad
Salvador Allende, Santiago, Chile.

It shows works by contemporary artists and researchers who try to
connect memories from the past with the present day situation and recall
NAM’s decolonial strength, including works by Dan Acostioaei, Borde
Balmazovi¢, Lina Dzuverovi¢, SiniSa Ili¢, Jovan Ivanovski, Ana lvanovska
Deskova and Vladimir Deskov, KURS, Darinka Pop Miti¢, Dubravka Sekulic,

lvana Sidjimovska, Hyun Suk Seo and Mila Turajlic.

There are as well works by artists created in the active days of the NAM's
cultural relations program such as caricatures from the World Gallery of
Cartoons from Skopje as well as archival materials from the mural “The
Third World on the Move” in Mexico, i.e. “The Third World and the Non-
Aligned Movement” in honor of Tito, Nehru and Nasser produced in 1983.

The extensive research of cultural programs and collaborations is pre-
sented in the “Cartography of SFR Yugoslavia’s International Collabora-
tions in Culture with Developing Countries” by Teja Merhar, chronology
of NAM’s existence from 1961 untill the 90s by Anej Korsika. There are
as well archival materials related to the NAM from the Moderna Galerija
Photo Archive and Bojana PiSkur’s NAM Archive which includes politically
engaged posters of The Organization of Solidarity with the People of
Asia, Africa and Latin America (OSPAAALJ, archival photos from several
editions of International Exhibition and Biennial of Graphic Arts, Ljubljana,
and booklets from the Nesvrstanost i nesvrstani (Non-Alignment and The
Non-Aligned) series.

In the current urgent need of imagining different worlds, new concepts
and models of being together in the world, this exhibition includes works
and documents that deal directly with NAM values such as solidarity,



active coexistence and active peace, but by re-examining the burden
of the past and failed NAM ideas that caused human migrations and ban
on freedom of movement, the migrant crisis, the wars in Syria, Yemen,
Afghanistan, Irag, Iran, Ukraine ..., famine, climate change and economic
deprivation. This exhibition sets a platform for NAM, as a potent movement
towards opening new roads that are in confrontation with the present. It
also proposes an attempt to decolonize our anthropological, artistic and
cultural view of the “others” from a distance, but to engage with them.

The exhibition takes place in a building that is a symbol of international
solidarity afterthe 1963 Skopje earthquake: the building of the Macedonian
Opera and Ballet (now National Opera and Ballet) which is a gift from the
Slovenian government and was built by the Experimental Architectural
Bureau 71. It is most probably the first endeavor of writing and displaying
the arts and culture of SRM within the non-aligned constellation or even
the non-aligned Yugoslavia's cultural production in North Macedonia.

This exhibition is an adapted version of the exhibition “Southern
Constellations: Poetics of the Non-Aligned”, curated by Bojana PiSkur,
which was first exhibited at the Museum of Modern Art in Ljubljana in
2019, and later in various volumes at the Asia Culture Center in Gwangju,
South Korea in 2020 and the festival “Mine, yours, ours” in 2021 in Rijeka
organized by Drugo More.

Ivana Vaseva
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(JyXHW KOHCTenauum:
KakKo ja ce npojonxwu,
WTO fa Ce npaBu u
HEeKOW Apvyru aunaemm)

Bo 2012 roovHa ce opraHu3uMpawe ceMmuHap BO MogepHa ranepuja,
JbybrbaHa, 3aeaHo co MHCTUTYTOT 3a ymeTHocT Knapk, MacauyceTc.
Mery y4yecHuumte bea HeHcw ApjauaHuja u PaHuwuT XockoTe oa WHawja.
Tve Bea 3anHTepecupaHu 3a [IBUXKEHETO Ha HeBp3aHWTe, Na jac WM
OpraHu3unpaB NOCETY Ha pa3nunyHn My3en Bo JbybrbaHa. BepojaTHo HUBHaTa
moceTa 1 npawarbata 3a 0LHOCUTE U KYNTYPHWUTE pa3MeHn Ha Jyrocnasuja
n NHanja Bo pamknTe Ha [H3 ro noTTukHaa MojoT MHTepec. MefyToa, BO
Toa BpeMe M0eTO 3Haerbe 3a [1H3 bewe Ha eHO NPUNMYHO OCHOBHO HWBO.
[IH3 bewe HewTo wWTo HKe BO JyrocnaBuja 0TCeKoraw ro 3eMaBMe 30paBo
3a roToBO Mpef da ce pacnafHe 3emjaTa Bo 1991 roaomHa. [BuKereTo
Ce CMOMHyBalle BO HACTaBHUTE NPOrpaMu Ha jyroCrnoBEHCKUTE YYUNInwWTa,
0co6eHo Ha 4acoBUTE MO UCTOPUja U UCTO Taka BO PaMKKTE Ha T.H. Knybosu
Ha 06eoMHETUTE HauuW KOM Ce OpraHu3vpaa BO OCHOBHWTE U CpegHuTe
yqunuuTa. Mo 1991 roaouHa, uenata ugeja 3a [IH3 cTaHa 3acTapeHa,
aHaxpoHM3aM, 1 He MHory nyre bea 3anHTEPeCMpaHm 3a ABUXKEHETO.

lMpBaTa MeryHapoaHa nokaHa wTo ja nobus Bo Bpcka co [IH3 kako Tema
bewe Bo 2013 roamHa, of n3gaHWeTo Akpa Ha ACWKO, NMaH-adpuUKaHCKo
yMETHUYKO y4mnuwTe. 0Ba Mu fade eLMHCTBEHA MOXHOCT [a Hanpasam
HEeKOW apxMBCKW UCTpaxkyBarba Bo 0400enoT 3a aAMUHUCTPaLMja 38 jaBHY
nocueja n apxusu Bo [aHa. Bo TEKOT Ha crnefHuTe rOAMHU, UCTO Taka,
CNpoBenoB OBEMHW WCTpaxyBarba BO PasfMyHW apxXMBW W YMETHUYKU
30MPKU 1 MHCTUTYLMK, Kako WTo ce My3ejoT Ha conupapHocTa CanBanop
ArpeHne Bo CaHTujaro oe Yune, ApxvBoT Ha Jyrocnasuja Bo benrpag,
HaumoHanHMoT apxvB Ha CHranyp 1 cekako Bo MHOry apxveK Bo JbybrbaHa,
BKIyYyBajKu rn v oHKe BO MofepHa ranepwja, My3ejoT Bo Koj paboTtam.

He nomuHa [onro Bpeme npef [da no4HaT da MpUCTUrHYBaaT MOKaHW
3a KoHpepeHumn - ,KoHOepeHuuja 3a XymaHW3MOT BO baHOyHr” Ha
YHuBepanTeToT Konymbuja BO Hbyjopk, ,YMeTHOCTa Ha XyMaHM3MOT Ha
KOHGepeHumjaTa Bo baHayHr” Ha YKIIA, ,TeH3W4HO cBpTyBatbe: [IBUXKereTo
Ha HeBp3aHWTe, TPETMOT CBET W A3NCKO YMETHWYKA KOHdepeHuwja“ BO
A3SNCKMOT YMETHNYKM LieHTap BO [BaHMKy U MHOrY Opyru. Y4ecTByBaB Ha
BpojHKM HaCTaHW WUpYM CBETOT OTKAKO o 3anoYHaB MOETO UCTPaXyBartbe,
B0 JyxHa Kopeja, Cunranyp, ManectuHa, Opaxunja, WinaHwja, Wsencka, CAL,

17



Yurapuja, PomaHnuja, Benuka bputaHuja 1 3emjute on noct-Jyrocnasuija,
3bopyBajkn 3a [IH3, nOTOYHO 3a KyNTypHUTE PpasMeHWu, KyNnTypHaTa
NONUTMKa, TPaHCMeryHapoaHaTa CoONMAapHOCT BO PAMKUTE Ha ABVXKEHETO
W HEroBWOT KYNTYpeH MoTeHuwjan 3a LeHec. Ho, npukasHaTta 3a ,Jy>xHu
KOHCTenauumn”, BCywHocT, 3anoyHa Bo 2018 roaunHa kora nobreme EY-0oHa
BO pamMkuTe Ha nporpamata KpeaTusHa EBpona 3a nsnoxba noBp3aHa co
[IH3 wTo ce oapya Bo MofepHa ranepuja. JbybrbaHckata nsnoxba ,JyxxHu
KOHCTenaumu: noeTnkarta Ha HeBp3aHuTe” ongatu 26 ,crny4an”, yMeTHUYKM
M UCTpaXxyBayku [ena o4 LenuoT CBET KOM Ce 3aHMMaBaa He camo CO
MWUHaTOTO, T.e. UCTPaXyBarbe/MHTepnpeTaunja Ha pasnnyHN UCTOPUCKU
KOHCTenauuWmn Kako WTO Ce OpraHvM3auny, HacTaHu, W3noXbu, KynTypHu
pa3MeHn W KYNTYPHU MOMAUTWKWK, TYyKY W O pasrnemnysaa W WUCNUTYBaa
cerawHoTo Bpeme: [lanu MOXe [a nMma HeBp3aHa coBpemeHocT? U ako e
Taka, kako bu buno nsrnenano Toa?

Bo 2018 roguHa nobveme nokaHa Aa ja npukaxeme nsnoxbaTa, NOTOYHO,
n3bop Ha gena of opuruHanHaTta u3noxba BO paMKWTE Ha MOronemMuoT
NpoeKT HapeyeH ,Cnopu Ha conuaapHoOcTa “ BO ABUCKMOT KYNTYPEH LeHTap
BO [BaHMKy, Jy>kHa Kopeja. Mopaon kosua naHoemujata 8o 2020 roauHa,
Bele WCKNy4YMTENHO TEWKO Oa Ce OpraHu3vpa TPaHCMOPTOT W 3a >Xan
TOraw HWKOj Of HacC He MOXelWe [Aa naTyBa BO [BaHmky. [pyra nsnoxba
04 ,Jy>XXHW KOHCTenauum”, HejsuHaTa nomana Bepauja, bele npukakaHa
Ha nokaHa Ha ,[pyro mope” Bo Pueka, XpBaTcka, efHa rogvHa nogouHa.
Toraw cdaTnB aeka nsnoxbaTa NnpepacHa BO HEWTO COCEMA MOUHAKBO —
Kako [a ce 3acafeHu Hekou cemurba Bo 2019 rogmHa 1 04 HUB M3pacHa
cocema HoBa nepcnekTuBa. EQHO of npawarbata WTO CU ro NoCTaBuB
Bewe ganu e cé ywTe peneBaHTHO camo fda Ce ,MOBTOPW” OpuUrMHanHaTa
n3noxba BO HEj3UHWUTE MOManM WM NOroNeMn BEP3WUU UM NPEBOAU, BO
33BUCHOCT 0f KOHTEKCTOT Kafe wTo Tpebawe fa ce npukaxe. Koj bu bun
MCKPEH HayvH Aa ce NPoaomKM co n3noxbuTe ,Jy>kKHU KOHCTenauum” Bo
WOHWHa, 1 Kako? Bo meryBpeme, bes nokaHeTa aa paboTam co usnoxbaTta
WM CO OApeneHn Npalarba o opurMHanHaTta uanoxba so KataH Pamana,
MysejoT BaH Abe AjHaxoBeH, Bo Ckonje, Moaropuua, Mosawk Pymc, JToHAOH...
Taka WTO QYWUrMedHO MMalle 1 Cce ywTe nMa 00CTa UHTEpeC 3a TemaTa Ha
HEBP3aHOCTa, Hej3MHaTa KyTypHa nonuTrKa, n3noxbm noBpaanm co [H3,
NPOEKTW 38 CONUAAPHOCT U CIIUYHO.

Ako nornefnHeMe HaHas3ag Ha [IH3 - 3a na nobreme nojacHa NpeTcTaBa 3a
noeHTaTta wTo ce obuaysam Aa ja apTUKynMpam — eBUOEHTHO e AeKa, WTo
Ce ofHecyBa [0 KynTypaTa, OBWXEHETO MPBEHCTBEHO Ce 3aHMMaBarno



CO KYNTYpPEH WMMepujannsaM, PecTUTyUMja u KyNTYpHW pasMeHM.
NHTepnpeTupaHo o4 AeHelHa rieaHa To4Ka, OBaa noTpara npeasuayBana
I MOBTOPHO NUIYBatbe HAa UCTOPUCKWTE HApaTUBK, a akLeHTOoT bun cTaBeH
Ha MeHyBarbe Ha EMNUCTEMCKMOT KONOHMjanu3am. Kako nocneauua Ha Toa,
yMETHOCTa W KynTypaTa bune NpBEHCTBEHO MOBP3aHW CO MUCTopuWjaTa v
nonuTukata v obua ga ce nNnypanuavpa UCKYCTBOTO Ha MOAEpHOCTa BO
He3anafgHWTe OenoBu Ha cBeTOT. Ho, nanu Toa ceé ywTte ke buae N0BOMHO
n neHec?

Mlo pDo;lrorogMWwHO WUCTpaxyBarbe, BepyBaM [eka BO CerawHaTa
reononnTuyKa cuTyaumja Tpeba goa ro NPUABMXKMME HAWETO BHWMaHWe
noganeky o4 UCTPaXkyBarbe 3aCHOBAHO MCKIY4MBO Ha UCTOpMUCKaTa ynora
Ha [IH3, noganeky 04acnekToT Ha CoNMAapHOCTa Kako WTo bewe Hekorau BO
OLHOC Ha [eHelHaTa cuTyalmja v 0a NpeanoXkuMe nopagukanda KyntypHa
areHna, areHga Koja Mery opyroTo 1 MOXKena fa Cce 3aCHOBA Ha HEKOW 04
emaHuunaTopcknTe ugew Ha [1H3. OBa 6u Tpebano na ce Hanpasw Ha HIBO
Ha ynpaByBatbe, NPoayKLMja Ha 3Haerbe U HacnencTBO. Kako WTo 3HaeMe,
bewe npobnemaTu4HO - M BO MOCNeAHO BPEMe, OBa CTaHa yWTe MOBeEKe
npobnem - 3a MHOTY MHCTUTYLMW WMPYM CBETOT OTBOPEHO @ NOAAPXKyBaaT
MONUTUYKIW Kay3n, OBUXEHA, CoLMjanHu npawarba UTH. EQeH TakoB cny4aj,
Ha npumep, e [lokymeHTa 15. [lpyra pabota wto Tpeba aa ce 3eme NpeaBua e
[leKa KOHLEeNTOT Ha XyMaHU3MOT KaKo ,MOXHOCT 3a YOBEYKO NOCTaHyBame”
M OHaKa Kako WTOo Ce nponarupa BO TeKOT Ha ,3natHuTe” roguHn Ha [OH3
e[HOCTaBHO NOBEKE He e A0BOMeH. Ha UCT Ha4vH, naejata 3a ConnaapHoCT
CTaHa NpeTepaHo UCKOPUCTEHa U UCLpreHa Lo 0OpedeH CTeneH, NoBp3aHa
rMaBHO CO ,KOMMMeKcOT Ha BenuoT cnacuten” U naTepHamUCTUYKUTE
bopMuK Ha NoMow. 3Ha4n, MopaMe KpUTUYKM aa pasMUCiMe CO KO0 U Kako
CMe conuapHu, 3a KOro ConmaapHoOCcTa BCYWHOCT HOCK MPOMEHN 1 Kako
TOa BNWjae Ha BeKe BOCMOCTaBEHMOT NOPeAoK, 8 He CaM0 NPOA0IIKYBarbe
Ha cTaTyc kBO. Co pmpyru 36opoBu, Tpeba [na ja OeKonoHM3Mpame
CONMMOEPHOCTa, HO He CaMo T0a - 33 [a ro HaAMWHEME MOBTOPYBatbeTo
Ha NCTUTE UMMOTEHTHY dpasu Kow LMpKynupaaT BEKe Hekoe BpeMe, NPBO
Tpeba nma ce mekononusmpame. 0gHOCHO, MOpaMe [a Ce 3anpawame A0
KaLe CMe HW1e, Kako YMETHUYKM NpaKTU4apu BO HajlLMpoKa MOXHa cMucna,
BO OOHOC Ha MOKTa W CTPYKTypuTe Ha MoK? [lanu cMe NoaroTBeHW da ce
OTKaXeMe 0 HeKOW 04 NPUBUNETNUTE Ha TOj peaneH 1 KOHKPETEH, a cenak
0L [pyra CTpaHa Wny3noHepcKu cBeT?

Hema Hu noTpeba [Oa ce Kaxke Aeka e MOMECHO [Ja ce pasroBapa 3a Tue
npawarba 0TKONIKY Aa Ce Npe3eMe kakBa buno BUCTWUHCKa akuuja 1 oa ce
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NpeMuHe BO NOCTOEYKaTa TenecHa NoanTKKa U NOAuTMKa Ha MoK. EaeH
OL rMaBHMTE NPELNO3u WTO MM NOLLAPXKYBAaB € [eka He e 40BOMHO 4a Ce
4eKa HeKoj UK Hekoja MOKHa MHCTUTYUMja oa 3anaf (Ho He Hy>XHO camo
o4 3anapn) oaro ,0TKpUe” OHa WTo HKe, Ha nepudepwjaTa Ha 3ananoT (BoO
yMeTHOCTa) ro NpaBUME, COHyBaMe 1 MUCMUME, OHa WTO ro YyBaMe Kako
MaTepujanHu Tparu Unu HemaTepujanHu CMOMeHU BO HawwuTe 36upku u
apxuBw, Na NoCcnefoBaTeNHO HE NPeTCTaByBaaT BO TVE MECTa Ha MOK Ha
Ha4uH Ha Koj MOXkebu HemMa [a ro HajoeMe Kako COOABETEH (3aToa wTo
HeMa HW [la He npawaaT), Ho HaMecTo Toa NpPBO CaMUTE Aa CU ja 3aBpLrMe
.OomawHaTa paboTa”.

Hue, Kako MONWTWYKM CBECHW Nyfe — UMK NONUTUYKM CybjekTuBUTETY,
Aa ynotpebam nocopuCTULMpaH XaproH — oa nepvdeprjaTa Mopame aa
r1 Npeno3HaemMe W NOA4PXKMME NOTEeHUMjanuTe Ha HawnTe nepudepun,
LOpyrnTe” MOKW WTO r1 coapyaT 0BME nepudeprn. 3a 0QHOCUTE Ha MOK
0LnyyyBaaT CTPYKTYpWUTE Ha MOK, MAeonorwjaTta, OpXaBHUOT anapar,
KanuTanoT... 0Bu4HO BO (pUHaHCKCKNTE) LeHTpY Ha CBETCKaTa MOK. Taka,
CeKoral e KOpUCTa Ha OHKe KOV Ce Ha BNacCT, Na W BO CBETOT HAa YMETHOCTA,
La oanyyyBaaT, U3BnekysaaT, ynoTpebysaaT, NnpoMOBMpaaT, NnpoaaBaaT
W Taka HaTaMmy, 3a Oa ro HaxpaHaT yMeTHUYKMOT nasap W nocTojaHaTta
e[ 3a HoBWHa. Bo nctopujata umano MoLeny Kako 4a ce opraHuaupaar
TaKBW KOHTPa-MoOKW, Kako Aa ce npaBaT paboTuTe NouHaky, Kako Aa ce
OBnacTaT KOHTpamoaenu. Bo oBa Haoram MHOTY CAIMYHOCTY CO MPEXUTe
Ha [H3, ocobeHo co HejauHuTe conupapHu mpexu on 1960-TuTe u
1970-TnTe, 1 BO YMETHOCTA M KYNTypaTa UCTO Taka.

Taka, co ,Jy>XHV KOHCTenauun” ce pa3Bu naejata - oHaa 3a n3noxba kako
KOHCTenauwmja u 0Haa 3a Konekuuja kako KoHcTenauwvja, gep Ha4uH fa ce
HamnpaBu HeWTo 3aedHO, Taka WTO Cekoj Ke Hay4u/nobue HewTo of Toa
WTO e BKIY4eH BO OBME NOTOATU, a8 HE CaMO HEKOSIKY MPUBUNErUPaHN.
Ha mMoeTo HeogamHewHo naTysatbe BO LpHa lopa, Kage WTO MOMUHAEB
W3BECHO BPEME WCTPaxyBajku ja KonekuujaTa Ha HeBp3aHuTe!, Bes
N3HEHaOeHa O NMOCBETEHOCTA Ha KOMEKTUBOT Ha >KeHW KypaTopku. He
CaMo 0 HMBHAaTa rpuxa 3a Konekuujata Koja, Nopagn nonuTUYKUTE
okonHocTw, bBewe HempoMeHeTa BO BPEMETO M MPOCTOPOT 0L paHuTe
1890-tn rogvHW, TYKy ¥ OO HWBHUTE CEKOjOHEBHW puUTyamum -
NOLroTBYBatbe XpaHa 3a ManuoT KOMeKTUB, CMOLENyBatbe MprKasHu,
peLenTy, Wern.. CeKoj OeH BO UCTO BPEME BO MOCMNEOHWUTE TPUECET 1
neT roguHu. OBa e MyNTMAMMEH3MOHANHaTa TeNecHa NonuTuka (adpeku,

1 JlabopaTopuja 3a Konekuuja Ha YMETHOCT O HeBp3aHWTe 3eMju BO
lleHTapoT 3a coBpemeHa yMeTHOCT Ha lpHa lopa Bo Mopgropuya



eMoLMM, TeCTOBU, HEWTO WTO € HaLBOp 04 GOpManu3npaHoTo 3Haerbe
WU HE CE HW CMEeTa 3a 3Haetbe) WTo peTKo cTaHyBa [en o4 opuumnjanHuTe
YMETHWYKM HapaTuBW. AKo cTaHe fien, Toa 0b1U4HO ce cyampa co pamkaTa
(NpocBeTneH paunoHanu3am) BO Koja ce TONKyBa v npeTcTaByBa. 0Ba e
HewTo Ha koe Tpeba fa buneme NOBHUMATENHW KOra rv pa3BrBaMe HauTe
NPoeKTU 1 13noxbu 1 pazrosapaMe 3a HOBW GOpPMaTK Ha NPOAYKLW|a Ha
3Haetbe.

KoHcTenauwnuTe, Bo naeaneH cry4aj, HaMecTo camu ja npodyLmpaaT HoBY
n3noxbu, Bu ru 3bnuxkune nepudepHUTe MHCTUTYLMK” (MHUUMjaTVBMY,
NPOCTOpW, OpraHM3auny, KonekTUBW) Ko crnodenyBaaT 3aefHUYKU
NOANTUYKM U OMWTECTBEHW LENN U CE CMWUYHWM BO HWBHWUTE YCMOBM Ha
yMETHMYKa NpoaykUuja, 0bu4Ho co Huckm byueTn n paboTtaTt nogd KpeBKu
NOANTUYKM OKOMHOCTW. 0OBME KOHCTenauuum wnuM NpoTOTUMOBM TOraw
bu Bune HekakBW ,MocakyBavku MaWwWHK®, HE BO CMUCNa Ha >xenba
3a npeoMeTu, T.e. YMETHWYKM [Oena, TyKy BO CMUCMa Ha npoaykuuja
Ha HOBW PeanHoCTW, Pa3nM4HW HaYUHW Ha KynTypHa npogykuuja u
0[HOCU, HOBU OCHUBAYKW OVMEH3MW, HarnacyBajku ro CMTyMpaHoTo Uiu
NOKanHOTO 3Haerbe L0AeKa BO UCTO BPEMe Ce MpeucnuTyBa HUBHATA
(MHCTWTYUMOHaNHa) ynora BO ONWTECTBOTO. MeryToa, npawarbeTo e
danu Taa ,»kenba” cama no cebe HaBUCTWMHA MOXE HEWTO Aa NPOMEHU?
EQHOCTaBHMOT 0A0BOP € ieKa ako He ce 0buaeMe 1 eKCnepuMeHTUpame,
HUKOraw Hema [fda Ao3HaeMe. AKO He 3abopaBuMMe WTO HE yyea 3a
YMETHOCTa U YMETHWYKMOT CUCTEM, U CUTE OrpaHu4yBarba WTO HK
Bea HameTHaTW, cekoraw Ke rv NOBTOpPYBaMe WCTWUTE CTapyu KaHOHCKU
Ha4YWHW Ha MpaBetbe HewTa, n3noxbu, KoHpepeHUMN... 3aToa WTo Toa
npaBunHKOT 1 Be3beneH Ha4nH 4a ce HanpasyW HewTo.

Ho, mHory e Tewko ga ce u3bera of 3anagHaTa Mucna, Oypu u co
KOHCTenauwu. KoHcTenauujaTa e ,fMKCHa” Wema Ha SBE34V W Kako TakBa
03Ha4yBa KapTorpaduja, KONoHWjanmn3am 1 KanuTanucTn4ka excnaHauja.
Bo ncTo BpeMe mocTojaT U OpYyru KOHUENTU 3a KOHCTenauuu. UHknTe
3Haene 3a ,KOHCTenauuu o4 TeMHK obnaun” - 3a HUB TeMHaTa MaTepuja
MEry jy>XHUTE SBE34M NPETCTaByBana xXmem GopMu, XNBOTHY Kako Yacana
(nama), Yutu (nTuua) v Mach’acuay (3muja). 1 oBa camo gokaxyBa Aeka
Tpeba nNocTojaHo Aa y4rMe 1 NOBTOPHO Aa Y4KME, CEKOral BHUMATENHW
KOH OPYrMTe Ha4yvMHU Ha pa3Mmucnysarbe, paboTerbe W CO3[aBarbe Ha
33€e[HNYKOTO...NOCTOjaHO BO ABWKEbE.

bojaHa Muuwkyp, jyHu 2022 rogmHa
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(Southern Constellations:
how to continue, what

is to be done, and some
other dilemmas)

n 2012 there was a seminar organized in Moderna galerija, Ljubljana
Itogether with the Clark Art Institute, Massachusetts. Among the
participants were Nancy Adajania and Ranjit Hoskote from India. They
were interested in the Non-Aligned Movement, and | organized some
visits to various museums in Ljubljana for them. It was probably their
visit and questions about Yugoslavia and India’s relations and cultural
exchanges within the NAM that sparked my interest. However, at that time
my knowledge of the NAM was rather basic. NAM was something that we in
Yugoslavia had always taken for granted before the country disintegrated
in 1991. There was some mention of the movement in the Yugoslav school
curricula, especially in history classes and in also in the frame of the so-
called United Nations Clubs that were organized in elementary and high
schools. After 1991, the whole idea of the NAM became obsolete, an
anachronism, and not many people were interested in the movement.

The first international invitation | received in relation to NAM as a topic
was in 2013, from the Accra edition of Asiko, a pan-African art school. This
gave me a unique opportunity to do some archival research in the Public
Records and Archives Administration Department in Ghana. During the
following years, | also conducted extensive research in various archives
and art collections and institutions, such as the Museo dela Solidaridad
Salvador Allende in Santiago de Chile, in the Archives of Yugoslavia in
Belgrade, in the National Archives of Singapore, and of course in many
archives in Ljubljana, including those in Moderna galerija, the museum
where | work.

It did not take long before invitations to conferences started to arrive
- to the Bandung Humanism Conference at Columbia University in New
York, to the Arts of Bandung Humanism conference at the UCLA, to the
Tense Switching: Non-Aligned Movement, the Third Worldism and Asian
Art conference at the Asia Art Center in Gwangju, and many others. | have
participated in numerous events around the world since the initial years of
my research, in South Korea, Singapore, Palestine, France, Spain, Sweden,
the USA, Hungary, Romania, the UK, and the countries of post-Yugoslavia,
speaking about the NAM, and more precisely about the cultural exchanges,
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cultural politics, trans-international solidarity within the movement and
its cultural potential for today. But it was in 2018 when we received an EU
Creative Europe fund for a NAM-related exhibition to be held in Moderna
galerija that the story of the southern constellations actually began. The
Ljubljana exhibition Southern Constellations: Poetics of the Non-Aligned
included 26 “cases”, art and research works from around the world which
dealt not only with the past, i.e. researching/interpreting various historical
constellations such as organizations, events, exhibitions, cultural
exchanges, and cultural policies, but also looked into and examined the
present time: Could there be a non-aligned contemporaneity? And if so,
what would it be like?

In 2019 we received an invitation to show the exhibition, or more precisely,
a selection of works from the original exhibition in the frame of the bigger
project called Solidarity Spores in the Asia Culture Center in Gwangju,
South Korea. Because of the COVID pandemic in 2020, it was extremely
difficult to organize the transport and unfortunately none of us could
travel to Gwangju at that time. Another Southern Constellations exhibition,
its smaller version, was shown at the invitation of Drugo more in Rijeka,
Croatia a year later. It was then that | realized that the exhibition grew into
something entirely different - it was as if some seeds had been planted
in 2019, and a whole new perspective had grown from them. One of the
guestions that | asked myself was if it was still relevant to just “repeat”
the original exhibition in its smaller or bigger versions or translations,
depending on the context where it was to be shown. What would be a
sincere way to continue with the Southern Constellations exhibitions
in the future, and how? In the meantime, | was invited to work with the
exhibition or with particular issues from the original exhibition in Qattan
Ramallah, Van AbbeMuseum Eindhoven, in Skopje, Podgorica, Mosaic
Rooms London... so obviously there was and still is quite some interest in
the topic of non-alignment, its cultural politics, NAM-related exhibitions,
solidarity projects and similar.

If we look back at the NAM - to get a clearer idea about the point | am
trying to articulate - it is evident that, as far as culture was considered,
it was concerned primarily with cultural imperialism, restitution and
cultural exchanges. Interpreted from today’s point of view, this quest
also envisioned rewriting historical narratives, and the emphasis was
on altering epistemic colonialism. As a consequence, art and culture
were primarily about history and politics, and an attempt to pluralize the
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experience of modernity in the non-Western parts of the world. But would
this still be sufficient today?

After many years of research, | believe that in the current geopolitical
situation we should move our attention beyond research based solely on
the NAM's histarical role, beyond the aspect of solidarity as it once was
to today’s situation, and to propose a more radical cultural agenda, an
agenda that could be based among other things on some of the NAM's
emancipatory ideas. Thiswould need to be done at the level of governance,
knowledge production and heritage. As we know it has been problematic -
and lately, this has become even more of an issue - for many institutions
around the world to openly support political causes, movements, social
issues, etc. The on-going Documenta 15 is such a case, for example.
Another point to take into consideration is that the concept of humanism
as a “possibility of human becoming” and as propagated during the
“golden” years of the NAM simply does not suffice any longer. In the same
way the idea of solidarity has become overused and exhausted to some
degree, associated mainly with the “white savior complex” and paternalist
faorms of assistance. So we must critically reconsider with whom and how
we are in solidarity, for whom solidarity actually brings change and how
it affects the already established order, not just perpetuating the status
quo. In other words, we need to decolonize solidarity, but not only that -
in order to move beyond the repetition of the same impotent phrases that
have been circulating for some time we need to decolonize ourselves first.
That is, we must ask where we, as art practitioners in the widest possible
sense, stand concerning power and power structures? Are we ready to
give up some of the privileges of that real and concrete and yet on another
hand illusionary world?

Needless to say, it has been easier to discuss those questions than take
any real action and move into the existent body politics and politics of
power. One of the main proposals that | have been supporting is that it
is not enough to wait for someone or some powerful institution from the
West (but not necessarily just from the West] to “discover” what we, on
the peripheries of the Western (art) world do, dream and think, what we
keep as material traces or immaterial memaries in our collections and
archives, and consequently represent us in those places of powerin a way
that we might not find appropriate (because we will not even be asked),
but instead that we do the "homewaork” ourselves first.



We, as politically conscious people - or political subjectivities, to put it
in a more sophisticated jargon — from the peripheries must recognize and
support the potentials of our peripheries, the “other” powers that these
peripheries contain. Power relations are decided by power structures,
ideology, state apparatus, capital... usually in the (financial) centers of
world power. So it is always to the advantage of those in power, in the art
world as well, to decide, extract, use, promote, sell, and so on, to feed the
art market and the continual thirst for novelty. In history there have been
models on how to organize such counter-powers, on how to do things
differently, on how to be empowered by countermodels. In this | find many
similarities with the NAM networks, especially its solidarity networks from
the 1960s and 1970s, in arts and culture as well.

So with Southern Constellations the idea has developed - that of an
exhibition as a constellation and that of a collection as a constellation, a
fairwaytodosomethingtogethersothateveryonelearns/gains something
from being involved in these endeavors, and not just a privileged few. In
my recent trip to Montenegro, where | spent some time researching the
Non-Aligned Collection?, | was taken aback by the commitment of the
collective of women curators. Not only by their care for the collection that
was, due to political circumstances, unchanged in time and space since
the early 1890s, but also by their daily rituals - preparing food for the small
collective, sharing stories, recipes, jokes...every day at the same time
for the last thirty-five years. This is the multidimensional body politics
(affects, emotions, gestures, something that is outside of the formalized
knowledge or not even considered as knowledge) that rarely becomes
part of the official art narratives. If it does it usually clashes with the
frame (enlightened rationalism] in which it is interpreted and represented.
This is something that we need to be more attentive to when developing
our projects and exhibitions, and discussing new formats of knowledge
production.

The constellations would, ideally, instead of producing new exhibitions
alone, bring together peripheric “institutions” (initiatives, spaces,
organizations, collectives] which share common political and social
aims and are similar in their conditions of art production, usually with
low budgets and operating under fragile political circumstances. These
constellations or prototypes would be some sort of “desiring machines”

1 Laboratory of the Non-Aligned Countries Art Collection in
the Center for Contemporary Art of Montenegro in Podgorica



then, not in the sense of desiring aobjects, i.e., works of art, but in the
sense of producing new realities, different modes of cultural production
and relations, new constituent dimensions, emphasizing situated or local
knowledge while at the same time re-examining their (institutional] role
in society. However, the question is would that “desire” alone really be
able to change anything? The simple answer is that if we do not try and
experiment, we will never know. If we do not forget what we were taught
about art and the art system, and all the restrictions and limitations
that have been imposed on us, we will always just repeat the same old
canonical ways of doing things, exhibitions, conferences...because that
is the proper and safe way to do it.

But then, it is very difficult to escape Western thought, even with
constellations. A constellation is a “fixed” star pattern, and as such
signifies cartography, colonialism and capitalist expansion. At the same
time there exist other concepts of constellations. The Incas knew “dark-
cloud constellations” -for them, the dark matter between the southern
starsrepresented living forms, animals such as Yacana (llama], Yutu (bird),
and Mach’acuay (serpent]. And this only proves that we need to learn and
re-learn all the time, always attentive to other modes of thinking, working,
and commoning...constantly in flux.

Bojana Piskur, June 2022
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laH AkocTuoaej

Mopuwa nopg
nyCTUHU,
2016-2017

Buoeo nHctanauuja;
HD, 6oja, 3BYK, 9'53"
Co cornacHoCT Ha YMETHUKOT

Dan Acostioaeil

Seas under
Deserts,
2016-2017

Video installation;
HD, color, sound, 9'53"
Courtesy of the artist
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KopucTejkn noBekecnoeH HapaTUB KOj M W3AMIHYBa
NMYHWTE CekaBarba W reononuTMYKaTa  aHanuaa,
doTorpadckaTta v BUOEO MHCTanauwja Mari sub pustiuri
(Mopurba nopg nyctuHu) npegnara  apTvkynauuja Ha
aQEeKTUBHOTO 3Haere BO OOHOC Ha COUWjanMCTUYKOTO
HacneacTBo. JIMYHUTE W NOAWTUYKUTE BPCKWM  Ce
ncnpenneTyBaaT HAaCMpPOTU ryCcTa KYNTypHa 1 MAE00WKa
no3aguHa Koja KoMbuHMpa MnoBeke TeMMOpPanHOCTU.
MoYeTHaTa TOYKa 3a LenoTo Ce COCTOW 04 OOKYMEHTH,
CNVKW 1 MaTepwjanHK Tpary WTO r1 OCTaBU TaTKo MU
noneka paboTen Kako rpagexeH UHxXeHep Bo Cupuja og
1975 0o 1978 rognHa v Bo Mpak on 1981 no 1983 rogmHa.
Bo ucTO Bpeme, 0Ba YMETHWYKO [LOen0 ja WCTpaxysa
coumjanncTnykaTa TproeBuja co 3emjute og bnuckuoT
icTok 3a BPEME Ha pexnMOoT Ha Yaylwecky aHanusunpaHa
Kako anTepHaTuBa Ha CerawHuTe ogHocwK WcTok-3anag.
CnvkuTe WMNAUMUMTHO NpeaM3BMKYyBaaT W CTojaT BO
KOHTpacT Co Murpaumjata Ha paboTHa cuna Ha 3anag no
1989 roamHa n HeoaaMHeWwHKOT BpaH cupucku beranuu
Kow BapaaT a3un Bo EBpona.

[MefaqnTe Ce MOKAHEeTU [a PEeKOHCTPyMpaaT MOXKeH
NONWTUYKW U NUYeH HapaTuB of (¢parMeHTUTe WTO
Ce MpW paka, COCTaBeHW MNaBHO Of JIUYHW UCTOPUW,
KOMYHMKaLMCKa pa3MeHa, Marmu, TYPUCTUYKU CHUMKK
n BesnuyHn doTorpadckm MaTepujany Kako WTO ce
pasrnegHnLmn 1 CnYHo.

OunMoT WTO ja NprAPY>XKYBa MHCTaNauvjaTa 3ano4yHyBa co
13BaOO0K 0 KPaTKWQT packas Ha [lymuTpy Pagy Monecky
,Mari sub pustiuri” (Moputba noa nycTuHK):

,3anynHo ce obuayBawe ga n objacHw neka Caxapa e
PervioH Koj bun camo NpYBPEMEHO HaNyWTeH oA NyreTo,
LeKa HWe[lHa nycTefnja He e BUCTUHCKA, [eKka BoJaTa
MOCTOW Hacekale Ha 3emjaTa, Kako >XMBOTOT, M [eKa
HWKO] HEe MOXe aa ja npecywn. Caxapa 6una onycToweHa
BO OOpeLeH MOMEHT, 04 Hekoja HernoaHaTa MNpu4uHa,
W ocTaHana nycrta. Ho, Tamy ja umale BogaTa, a TOj
OypW Hekade npoYuTan v Oeka MMa OrpoMHM MOpUtba
noa nyctuHuTe. PaboTaTa e camo wTo YoBek Tpeba
La rM NpuaBWXK, 3a 4a ro u3eaam osa HoraTcTBO Ha
noBpuwuHa...”



Employing a multi-layered narrative that superposes
personal memories and geopolitical analysis, the
photographic and video installation Méari sub pustiuri
(Seas under Deserts] proposes an articulation of an
affective knowledge in relation to the socialist legacy.
Personal and political ties intertwine against a dense
cultural and ideological background that combines
multiple temporalities. The starting point for the work
consists of documents, images and material traces left by
my father during his dispatch as a construction engineer
in Syria from 1975 to 1978, and in Iraq from 1981 to 1983.
At the same time, this artwork explores the socialist trade
with countries from the Middle East during the time of
Ceausescu’s regime analyzed as an alternative to current
East-West relations. The images both implicitly evoke
and stand in contrast to the migration of labor to the
West after 1989 and the recent wave of Syrian refugees
seeking asylumin Europe.

The viewer is invited to reconstruct a possible poli-
tical and personal narrative from the fragments at hand,
comprised largely of personal histories, communicational
exchanges, maps, tourist snapshots and impersonal
photographic materials such as postcards and the like.

The film that accompanies the installation begins with
an excerpt from Dumitru Radu Popescu’s short story “Mari
sub pustiuri” (Seas under Deserts):

“He would try in vain to explain to her that the Sahara
was a region that had been just temporarily deserted
by humans, that no wasteland is real, that water exists
everywhere on earth, like life, and that nobody can make
itrun dry. The Sahara had been devastated at some point,
for some unknown reason, and had remained desolate.
But the water was there, and he had evenread somewhere
that there were huge seas under the deserts. It's just that
man needs to move them, to get this treasure up to the
surface...”
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MatepujanuTte of ¢oToapxusaTa Ha MomepHa lanepuja
n apxusata 3a [H3 Ha bojaHa [lMwkyp BKIy4YyBaaT
NOSIUTUYKW aHraxupaHu nnakatn Ha OpraHusaumjata 3a
conunpgapHocT co HapoauTe o Asuja, Abpuka v JlaTuHcka
Amepuka (OSPAAAL), apxvBcku doTorpadum o HeKomnky
n3paHuja Ha MeryHaponHaTa nanoxba v bueHaneTo 3a
rpaguyku ymeTHocTw, JbybrbaHa, 1 Bpowypu of cepujaTa
Nesvrstanostinesvrstani” (,HeBp3aHocT n HeBp3aHuTE").

OSPAAAL nnakaTtu,
1980-Tn ropuMHu, oQCeT NpWUHT

OpraHnsauujaTa 3a CoOnNMOapHOCT Cco HapoauTe of Asnja,
Adpuka n JaTuHcka Amepuka - OSPAAAL e kybaHcko
NONMUTWYKO OBWXKEHE CO HaBeAeHa Len aa ce bopunpoTus
rnobanusaunjaTta, MNepWjanMa3moT, HeonubepanuamoT
na rv 6paHu YosekoBuTe npaBa. 0SPAAAL e ocHoBaHa BO
XaBaHa B0 jaHyapu 1966 rogunHa, no TpUKOHTUHEHTANHATA
KOH®epeHLja - COCTaHOK Ha neBWYapcku fOeneratu
ofn IBuHeja, KoHro, JyxxHa Adpuka, AHrona, BueTHam,
Cupwja, CeBepHa Kopeja, MNanecTuHckaTa ocnoboamTenHa
opraHusauwja, Kyba, MopTopmko, Ynne n loMnHrKaHcKaTa
Penybnuka.

04 ocHoBarbeTo Ha OSPAAAL Bo 1960-TWTe roanHu, rofiem
Bpoj nnakatu co MOMUTUYKYW, FNaBHO aHTMKOMOHUjaHW,
aHTUPaCUCTUYKW U aHTUMMAEPWjanUCTMYKK nopakn bea
ncneYaTeHn v AUCTpUByMpaHn Ha MeryHapoaHO HIBO.

111117

ApxvuBckn ¢oTorpadumn on 6-ta meryHapoaHa ns-
noxba Ha rpaguuku ymeTHocTu 1965 roawHa, 8-Ta
MeryHapofaHa n3noxba Ha rpa¢uyky ymeTHocTu 1969
roavHa, 12-To MeryHapogHo 6ueHane 3a rpaduyku
ymeTHocTW 1977 roamHa, 13-To MeryHapoaHo bueHane Ha
rpaguykn ymeTtHocTu 1979 roguHa, MogoepHa lanepuja,
JbybrbaHa.

DoToapxuBa Ha Monepha lanepwja
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38 6powypu op cepujaTta ,HeBp3aHocT
N HeBp3aHUTe” (,Nesvrstanostinesvrstani®)

Bo nspanve Ha Pan”, benrpag, Jyrocnaswuja 1975 roamHa
bojaHa Muwkyp, IH3 apxunBa




Materials from the Moderna Galerija Photo Archive and
Bojana Piskur's NAM Archive include politically engaged
posters of The Organization of Solidarity with the People of
Asia, Africa and Latin America (0SPAAAL)J, archival photos
from several editions of International Exhibition and
Biennial of Graphic Arts, Ljubljana, and booklets from the
Nesvrstanost i nesvrstani (Non-alignment and the non-
aligned) series.

OSPAAAL posters,
1980s, offset print

The Organization of Solidarity with the People of
Asia, Africa and Latin America - OSPAAAL, is a Cuban
political movement with the stated purpose of fighting
globalisation, imperialism, neoliberalism and defending
human rights. The OSPAAAL was founded in Havana in
January 1966, after the Tricontinental Conference, a
meeting of leftist delegates from Guinea, the Congo, South
Africa, Angola, Vietnam, Syria, North Korea, the Palestine
Liberation Organization, Cuba, Puerto Rico, Chile and the
Dominican Republic.

Since OSPAAAL’s foundation in the 1960s, a large series
of posters with political, mostly anticolonial, antiracist
and anti-imperalist messages have been printed and
distributed internationally.

11117

Archival photos fromthe 6th International Exhibition
of Graphic Arts 1865, 8thInternational Exhibition of Graphic
Arts 1869, 12th International Biennial of Graphic Arts 1977,
13th International Biennial of Graphic Arts 1979, Moderna
Galerija, Ljubljana.

Moderna Galerija Photo Archive
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38 booklets from the series Non-aligned
and the non-alignment (Nesvrstanost

i nesvrstani)

published by Rad, Belgrade, Yugoslavia 1975

Bojana PiSkur, NAM Archive




Mopre banma3oBuUK

HeBp3aHa
MEryKynTypHa
nonvHaumja,
2020/2021

Cepwja Ha upTexu Bo 60ja,
OUTNTaneH NpuHT

Co cornacHocT Ha YMETHUKOT

Porde Balmazovic

Non-aligned
cross-cultural
pollination,
2020/2021

A series of color drawings,

digital print
Courtesy of the artist
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Mpeky cepuja upTexxu Bo boja, aBTOpPOT QaBa nornen Ha
NOELUHEYHW HACTaHW, UHULKjaTUBU U UHCTUTYLWK OCHOBEHM CO
uen ga ce obnmkyBaaT KyNTYpHUTE MONWTWKKM, 4@ Ce nNoaobpw
merycebHaTa KOMyHMKauuWja M [a Ce MNOTTUKHE KyMnTypHaTa
pa3MeHa Mery 3eMjuTe-dneHKkn Ha [IBUXereTo Ha HeBp3aHUTe
(Ha np. JbybrbaHcko BueHane Ha rpaduyka ymeTHOCT, [pynaTa Ha
HOBMWHCKW areHuun Ha HeBp3aHuTe 3emju, FAHEDO nnm Urpute
Ha HoBWTe cunu, ManepujaTta Jocun bpo3 TUTo 3a yMETHOCTA Ha

HeBp3aHUTE 3eMmji, TUTorpam uTH.).
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Through a series of color drawings, the author takes a look
at individual events, initiatives and institutions established
for the purpose of shaping cultural policies, improving mutual
communication and encouraging cultural exchange between
member countries of the Non-Aligned Movement (e.g. Ljubljana
Biennial of Graphic Arts, The News Agencies’ Pool of the Non-
Aligned Countries, GANEFO or Games of the New Emerging Forces,
The Josip Broz Tito Gallery for the Art of the Non-Aligned countries,
Titograd, etc.).

JbybrbaHcko BueHane Ha rpaduyka yMeTHOCT
/// Ljubljana Biennial of Graphic Arts

Mysej Ha conugapHocTa Cansanop ArbeHae, CaHTuraro ge Yune
/// Museo de la Solidaridad Salvador Allende, Santiago de Chile

My3ej Ha appukaHckaTa ymeTHoCT, benrpag
/// Museum of African Art, Belgrade

L'authenticité

Myn Ha HEBP3aHWUTE HOBUHCKM areHLUn
/// The News Agencies’ Pool of the Non-Aligned Countries

[anepuja Ha yMeTHOCTa Ha HeBp3aHuTe 3emju Jocun bpos Tuto, Tutorpan
/// The Josip Broz Tito Gallery for the Art of the Non-Aligned countries, Titograd

YMeTHW4YKM naBunjoH, Cnoeers Mpapew /// Art Pavilion, Slovenj Gradec
Asuncko BueHane Ha ymeTHoCTa, [aka /// The Asian Art Biennial, Bhaka
FAHE®O, llakapTa /// GANEFO, Jakarta

3nox6a Ha coBpemMeHaTa yMETHOCT Ha HEBP3aHWTE Hauwy, LlakapTa
/// Non-aligned Nations Contempaorary Art Exhibition, Jakarta

ApxutekTypaTa Ha BaH MonusaH /// The Architecture of Vann Molyvann
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[vBepoBuK (Taa/Hea)

ApxuB Ha conupgapHoCT Ha
JYrocnoBeHCKOTO LBUXEHE
Ha HeBp3aHUTe, LOKYMEHTMU

Ha Oma [yBepoBuK,

1960 ropuHa - peHec
ApxuBCKU MaTepujanu,
doTorpaguwm, paboTHa rpyna

Co cornacHocT Ha JlnHa
1 BecHa ['yBepoBuK

Dzuverovié¢ (she/her)

Yugoslav Non-Aligned
Movement Solidarity
Archive, the documents
of 0lja DZuverovié,
1960 - present

Archive materials,
photographs, working group

Courtesy of Lina
and Vesna DZuverovi¢
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CnuknTe n apTedakTUTe MPE3eHTWpPaHW 0BOE Ce Len 04 NM4HaTa apxusBa Ha
jyrocnoeeHckata nonuTudka paboTHudka Omba [yBepoBuK, koja paboTewe 3a
KomuncujaTa 3a nomou Ha ocnoboantenHuTe aBvKera npu CounjanmcTUyYKnoT cojys
Ha paboTHMOT Hapop Ha Jyrocnasuja (CCPHJ) Bo 1970-TuTe 1 1980-TuTe roavHu, a
no4ouUHa 1 Kako gvunnomatka Bo ronem 6poj adprkaHckm 3emju. 0BMe MaTepujanu
MM OOKYMEHTWMpaaT jyroCloBEHCKUTE MOAWTWYKM 0fHOCcKM co cybcaxapckuTe
adprKaHCKM 3eMj1 3a BpeMe Ha NepuoaoT Ha LeKoNoHM3aLmja, ocobeHo dokycupajku
Ce Ha ofHOCUTe Ha 3emjaTa co 3umbabee, Hamubuja, JyxxHa Adpurka, TaH3aHW]ja 1
AHrona.

KombuHauujaTa Ha maTepwjanu e cybjekTvBHa U pasnuyHa, HO € U CBEAOWTBO 3a
MeToamnyHaTa paboTa Ha Orba, Hej3MHMOT ANaboK aHraXKMaH U ONCEeXHW naTyBarba
HW3 PEervoHOT, W Kako [OWMNNoMaTKa W Kako MOCBETeHa rpacpyT akTWBWUCTKa,
NoOAp>KYBajKW v noeauHUMTE BKNyYeHn Bo bopbuTe 3a ocnoboayBarbe. KnyyHoTo
3HaYerbe Ha MaTepwjanoT f1eXW BO HAYMHOT Ha KOj 1 npukaxyea paboTHuTe
npoLecK Ha BNaZMHUOT o4aen Yyuja mMucuja bewe conuaapHOCT U NOAApPLKE, KaKo
W ynorata Ha nNoeaMHeuUoT BO oBaa paboTa. Toj MOXe [a ce rneda Kako cTyauvja
Ha Clly4aj BO AMMIOMaTCKUTe OLHOCH, NPOM3BOACTBOTO Ha 3Haerbe, NPoLEecUTe 1
KOMYHUKaLUWTE WTO ja NOTKpenyBaaT TakBaTa paboTa.

locTojaT MHOTY (ha3n BO HaCTaHyBarbeTo Ha e[1HA apXWBa U MHOTY FMacoByW BKITY4YeHN
BOHEj3NHOTOCO3aaBabeymTarbe. HaMHOWTBOTOrNacoBM - NONUTUYAPK, HaYYHULK,
aKTUBUCTW, PEBONYLMOHEPY, OWNOMATV KOU Ce aBTOpWU Ha MaTepwmjanoT BO 0Baa
apxuBa UM ce npuapy>xysa u camata 0rba, HEj3VHNTE YMTarba Ha 0BME TEKCTOBM
W HejaMHaTa oanyka da ru 3a4yBa, 63 COMHeHWe NOTTUKHATW of4 pa3buparbeTo
Ha HMBHATa BaXHOCT (4enoBW o4 apxvBaTa bea opraHWM3vpaHy W NoApPeaeHn o4
Hea, noneka apyru 6ea pacnocnaHu HK13 HejanHaTa coba Bo benrpan). Ce pasbupa,
nocTou K, rNacoT BO No3a4nHaTa”, rnacoT Ha jyroCI0BEHCKOTO HEBP3aHO ABVKEHE,
caMmmoT ¢aKT Aeka noctoewe Komucuja 3a noMow Ha ocnoboanTeNHUTE ABUXKEHA,
“Malle 3Ha4YUTeNHa cuna 1 BnadvHa noaaplika 3a Aa vM noMorHe Ha osue 6opbu Ha
KOHKPETHU 1 NPaKTUYHN HAYMHMW.

YeTupreceTnHa roanH1 NoLoOLUHa LOjLe UHTepBeHLjaTa Ha cecTpaTa Ha Orba, BecHa
n BHyKaTa JlnHa ga ro 3adyBaaT, makyBaaT, TpaHCNoOpTMpaaT u kKaTanorusupaat
0BOj MaTepujan, BO HWUBHWOT COMCTBEH MOCTjyrOC/IOBEHCKW KOHTEKCT, HMBHATa
nosununoHmpaHocT Hu3 06eawHeToTo Kpancteo v Cpbuja M HMBHaTa CONCTBEHA
areHaa neka pabotata Ha Orba Ke 0CTaHe [ocTanHa u npucTanHa.

Nako maTepwjanoT BO 0Baa apxmBa MOXe [Oa M packUHe UMNepujannucTuyknTe
HapaTWBW, HE UCTO Taka Mopa Aa nornefHeMe nNoanaboko BO NPe0BNafyBayknTe
HapaTUBW Ha jyroCOBEHCKWMOT couunjanusam. [ypu v NpOrpecuBHWUTE W eMaH-
UMMNaTOPCKM MOAUTMYKM NPOEKTW Kako [IBUXKEeHeTo Ha HeBp3aHuTe ce yuTe bea
3anuwaHn o areHTn Ha naTpujapxaToT. [l0CTOEHETO Ha 0Baa apxXu1Ba ja UCTakHYBa
LLeHTpanHaTa, Ho HEBUAOMMBA Y0Ora Ha XXEHCKM NPOTaroHUCT BO 0Baa UCTopuja.

MapanenHo co N3M0XyBareTo Ha 0BOj MaTepwjas v NOCTEMNEHMOT NPOLLEC HA HEMOBO
KaTanoruaupare, popMupaHa e paboTHa rpyna co Len Aa ce akTMBMpaaT HOBY
areHTW 1 HOBW rNacoBu.
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The images and artefacts presented here form part of the personal archive
of the Yugoslav political worker Olja DZuverovi¢, who worked for the
Commission for Assistance to the Liberation Movements at the Socialist
Alliance of the Working People of Yugoslavia [SSRNJ) in the 1970s and the
1880s, and later as a diplomat in a number of African countries. These
materials document Yugoslav political relations with Sub-Saharan African
countries during the period of decolonisation, in particular focusing on
the country’s relations with Zimbabwe, Namibia, South Africa, Tanzania
and Angola.

The combination of materials is subjective and incongruous, but equally
a testament to Olja’'s methodical work, her profound engagement
and extensive travels across the region, both as a diplomat and as
a passionate grassroots activist, supporting individuals engaged in
liberation struggles. A crucial significance of the material lies in the way it
shows the working processes of a government department whose mission
was one of solidarity and support, and the role of the individual in this
work. It can be seen as a case study in diplomatic relations, knowledge-
production, processes and communications that underpin such work.

There are many stages of an archive coming into being and many voices
involved inits creation and its readings. A multitude of voices - politicians,
scholars, activists, revolutionaries, diplomats who authored the material
in this archive are joined by Olja herself, her readings of these texts and
her decision to preserve them, no doubt fuelled by the understanding of
their importance (parts of the archive were organised and labelled by her,
while others were spread across her room in Belgrade). There is, of course,
the ‘background voice’ of the Yugoslav non-alignment, the very fact that
a Commission for Assistance to the Liberation Movements existed, had
substantial agency and government backing to aid these struggles in
concrete and practical ways.

Some forty years later came the intervention by Olja’s sister Vesna and
niece Lina to preserve, pack, transport and catalogue this material, in their
own post-Yugoslav context, their positionality across the UK and Serbia
and their own agenda on ensuring that Olja’s work remains available and
accessible.

While the material in this archive may rupture imperialist narratives, we
must also look deeper into the prevailing narratives of Yugoslav socialism.
Even progressive and emancipatory political projects like the Non-Aligned
Movement were still inscribed by agents of patriarchy. This archive’s
existence highlights the central, yet invisible role of a female protagonist
in this history.

In parallel with exhibiting this material and the gradual process of
cataloguing it, a working group has been formed with a view to activating
new agents and new voices.






EMnnuja EnwTtajH

n AHa KHexeBUK,
My3ej Ha adpuKaHCKa
yMeTHocT, benrpapg

‘OBa He e BOjHa’
- OcnobogyBamwe
Ha yMOT U Ha
3emjarta, BO
MacTUIO0 W”

BO peno*,

2022

N3noxba
Co cOrnacHoCT Ha KypaTopKuTe

Emilia EpStajn
and Ana KneZevig,
Museum of African
Art, Belgrade

‘This is Not a War’
- Liberation of
Mind and Land,

in Ink and in
Action**,

2022

Exhibition

Courtesy of the curators

*,,0Ba He e BOjHa” npeBnaTt b6ewe
npeTcTaBeHa Ha jaBHOCTa Ha
60-rogMuwHMHATA Of CMPTTA Ha

OpaHy ®aHoH, Ha 8 pmekemBpu 2021
rognHa, Bo CTYAEHTCKMOT rpajcku
KYNTypeH ueHTap Bo benrpap, kako
nen op ,HeBp3aHocT# - (QecTuBan Ha
antepHaTuBeH ¢unm/BuUpeOD.

#%#47'This is Not a War’’” was
first presented to the public on
the 60th anniversary of Frantz
Fanon’s death, on December 8,
2021, at the Student’s City
Cultural Centre in Belgrade, as
part of the “Non-Alignment” -
Alternative Film/Video Festival.
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MojooBHa Toyka 3a uanoxbaTa bewe kynTHaTa ¢oTorpagumja o4 apxmeaTa Ha
My3ejoT Ha appuKkaHCKa yMETHOCT BO benrpaf, Koja ja oBekoBeyyBa cpeabaTa Ha
®OpaHu GaHoH, ncuxoaHanuTuyap 1 ¢unosod og MapTturuk, Omap Oceawnk, Bogady Ha
amkupckaTa 6opba 3a HesaBucHOCT 1 3apaBko evap, nctopuyap, BOEH AOMUCHUK
V1 jyroCnoBEHCKM OUMNIOMAT KOj Ha KPajoT o Hanuwa rnaBHUOT UCTOPUCKN LOKYMEHT
LAmxkup o HesaeucHocT” (1967). GoTorpagujaTa e HanpaseHa Bo 1960/61 roavHa
BO CTaHOT Ha ®paHu DaHoH, Koj BO Toa Bpeme by NpeTcTaBHUK Ha NpYBpPEMEeHaTa
anxupcka snana Bo TyHuc.

Mokpaj u3bpaHute cHUMKKM on ¢unmoT ,buTkaTa Kaj Amkup” (1966), apxuBcknTe
BPCKW WTO MV NpaByME Ce NpOTKajyBaaT NPeky UCKIYYUTENHO BPeLHW GoTorpadcKm
Y OOKYMEHTapHW MaTepujanu, cnucaHuwja, gonucy u nybnvkauun on MysejoT Ha
adpukaHckaTa yMeTHOCT BO benrpap, NpuKakyBajku ro jyrocroBeHCKOTO NPpUCYCTBO
MPeKy y4ecTBOTO 1 enata Ha 34pasko [edap v Bena 3aropal, CUNHKU No44p>KyBa4du
Ha 6bopbaTa 3a aekonoHn3alujaHa ApuKa, a noaoLHa M 0CHOBaYM Ha 0BOj AIMHCTBEH
My3ej. ,brTkaTa Kaj AlKnp” 1 HejanHUTe cueHn Bea 3aCHOBaHM Ha MeMoapuTe Ha
Jacu¢ Caanm (1928-2021), Bogay Ha HaumoHanHo ocnoboantenHunoT ¢poHT (FLN) BO
aBTOHOMHaTa 30Ha Ha rpafoT Amkup. ypu n OeHec, 0BUE CIUKK NpeTcTaByBaaT
XWBO MECTO Ha CeKkaBare BO KOMeKTVBHaTa MEMOpMWja Ha amkKMpPCKUOT Hapog w,
BnarogapeHve Ha npoaykuuckaTa kyka ,Casbah Entertainment” v Bo 4ecT Ha Jacnd
Caaau, oBaa m3noxba MoXe Aa NpuKaXkyBa KypaTOPCKW M3BAA0LM 04 TUE PEXMPAHN
MECTa Ha KONMEeKTWBHA MEMOpWja, KOW Ce O[IHEeCYBaaT Ha ynorata Ha >XeHuTe BO
BopbaTa 3aHE3aBUCHOCT, BNWjaHWeTo Ha PaHOH BP3 GUIIMOT, KaKo U jyroCcnoBEHCKUTE
W anXnpCKUTE UCTOPVCKN BPCKW.

AmxupckaTa BojHa bOewe eaHa 04 HajooNruTe W HajkpBaBUTE BOjHW Ha [OeKo-
NoHW3aumnjaTa, OENYMHO NOpaau Toa WTo ANXWP Ce CMeTalle 3a COCTaBeH [en Ha
Opaxuwja. lonro Bpeme Belle HapekyBaHa ,BojHa 6e3 UMe”, BOjHa Koja He Ce oCcMenyBa
[la ro KaXke CBOETO MMe”, Unu 03Ha4eHa Kako ,BOOPYXEHa akuwja“, ,nonuumucka
onepauwja“, ,onepauwja 3a Bpakarbe Ha rparaHCcKuoT Mup” nnm ,M1poBHa onepauuja”
- Ce CaM0 He BOjHa; C& CaMO He BUCTMHCKMOT PEBONT Ha NOKanHUTe nonynauuu
3apobeHn BO PacUCTWHKO OMWTECTBO BO KOE AOMUHMPaaT eKcnnoataTWBHWTE
CTaBOBW Ha KOMOHUCTWUTE KOH MYCMMMAaHCKOTO HaceneHue; Ce camo He ronemara
n3Mama 3a baparbe paMHONPaBHOCT BO ronemaTa eBponcka Hauuja. 3aToa, ,0Ba
He e BOjHa" ¢urypupa 1 Kako uanoxba-OoKyMeHT Ha edeH ,duIM WTo He e Gunm”,
HEroBMTe NOCneaoBaTeNHN U CNOpHU CcyabuHK Ha 0BOj CNeunduYeH NpeTCTaBHUK
Ha TpeToTO KMHO BO EBPOMCKUOT, aMEPUKAHCKNOT W ([INBEPreHTEH) jyroCnoBEHCKH
KOHTEKCT.

HabrbyoyBaHW 3aeHO, CUTE U3NOXKEHW PECYPCY 04 MUHATOTO HW OBO3MOXWja 4a i
npenosHaeme 1 pasbepeme npobnemMunTe N Npean3BULMTE Ha CEraWHOCTa, a Co T0a
Ha ngHuHaTa. Cute HUe cMe CBEAOLM Ha BAKBOTO MaHEBPUParbe 1 BOEHW CTpaTeruu
npeky MeauMyMmTe 1 deHec. HaweTo Bpeme 0TKprBa Henokonebnus cTas v oabrBarbe
paboTuTe Oa ce HapekyBaaT CO HMBHOTO BUCTMHCKO WMME: BOjHM 1 KOMOHW3aLWuy,
VHBa3UW, KOHQNMKTY, 0GaH3MBK, He Ce aHTUdawncTuyky 6opbu, ,cneunjanH BoeHw
onepauun”, oypu u ,aKkTu Ha camooabpaHa’. Tve ce TOKMy Toa WTO Ce: KpajHaTa
hopma Ha NprKprBarbe Ha KpLWereTo Ha YOBEKOBWTE NpaBa v LLeN0CHO YHUWTYBabe.
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The point of departure for the exhibition was an iconic photograph from the
archive of the Museum of African Art in Belgrade, immaortalising the meeting
of Frantz Fanon, psychoanalyst and philosopher from Martinique, Omar
Oussedik, leader of the Algerian struggle forindependence and Zdravko Pecar,
historian, wartime correspondent and Yugoslav diplomat who ultimately
wrate the capital historical document “Algiers to Independence” (1967). The
photo was takenin 1960/61 at the apartment of Frantz Fanon, who was at the
time representative of the Provisional Algerian Government in Tunisia.

Inadditiontoselectedfootage from The Battle of Algiers(1966)film, the archival
connections we make weave through extremely valuable photographic and
documentary materials, magazines, correspondence and publications from
the Museum of African Artin Belgrade, showing the Yugoslav presence through
the participation and writings of both Zdravko Pecar and Veda Zagorac, strong
supporters of the struggle for the decolonization of Africa, and later founders
of this unigue Museum. The Battle of Algiers and its scenes were based on
the memoirs of Yacef Saadi (1928-2021), FLN leader in the autonomous zone
of the city of Algiers. Even today, these images represent a living place of
remembrance in the collective memory of the Algerian people and, thanks
to Casbah Entertainment production house and in homage to Yacef Saadi,
this exhibition is able to screen curatorial excerpts of those directed places
of collective memory, which relate to the role of women in the struggle for
independence, Fanon’s influence on the film, as well as Yugoslav and Algerian
historical ties.

The Algerian War was one of the longest and bloodiest wars of decolonization
partly because Algeria was considered an integral part of France. For a long
time it was referred to as “the war without a name”, ,a war which dared not
speak its name”, or labelled “armed action”, “police operation”, “operation
to restore civil peace”, or “peacekeeping operation” - anything but war;
anything but the actual revolt of indigenous populations trapped in a racist
society dominated by the exploitative attitudes of colonists towards a Muslim
population; anything but the grand deception of claiming equality within
the great European nation. Therefore, “This is Not a War” also figures as an
exhibition-document of “a film that is not a film”, its after-life and contested
destinies of this specific Third Cinema representative in the European, US and
(divergent) Yugoslav contexts.

Observed together, all the exhibited resources from the past have enabled
our recognition and understanding of the problems and challenges of the
present, and consequently, the future as well. We all are witnesses to such
manoeuvring and war strategising through the media even today. Our times
reveal an unflinching attitude and refusal to call things by their right name:
wars and colonisations, invasions, conflicts, offensives, are not antifascist
struggles, “special military operations”, even “acts of self-defence”. They are
what they are: the ultimate form of veiling the infringement of human rights
and downright annihilation.
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JoBaH llBaHOBCKU,
AHa llBaHoBcKa JleckoBa,
Bnagumup JleckoB

PALEBE COJINOAPHOCT
ApXxuBCcKku m3BewTaj:
Ha¢teH komnnekc, barpap,
Wpak, 1982-1989, 2022

NHcTanauuja
Co cornacHocT Ha aBTopuTe

Jovan Ivanovski,
Ana Ivanovska Deskova,
Vladimir Deskov

BUILDING SOLIDARITY
Archival Report:

0il Complex, Baghdad,
Iraq, 1982-1989, 2022

Installation
Courtesy of the authors
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HapTeH komnnekc,
barpang, Wpak. 1982-1989.

AsTopu: Hako MaHoB, [inoHuc
AnzoHoB, 3opaH WTaknes, lywaHka
banabaHoBa v copaboTHuLw, UHCTUTYT
3a CTyOWU 1 MpoekTuparbe Ha [Tl
beToH - Ckonje. PenpeseHTaTnBHa
MepCrnexKTBa Ha KOMMNEKCOT 04
apxuTeKT JaHko KoHcTaHnTuHoB, 1983.
030mm1T, 87x62CM. ApXv1Ba Ha apxXUTeKT
JaHko KOHCTaHTUHOB.

0il Complex, Baghdad,
Iraq. 1982-1989.

Authors: Nako Manov, Dionis Andonov,
Zoran Shtaklev, Dushanka Balabanova
and associates, Research and Design
Institute within GP Beton - Skopje.
Representational perspective of

the complex by architect Janko
Konstantinov, 1983. 0zalid,

87x62cm. Archive of architect Janko
Konstantinov.



ODopMupareTo  Ha  [IBUXKemeTo Ha  HeBp3aHWTe MpeTcTaByBa
NPBOTO 3Ha4YajHO MOMUTUYKO, EKOHOMCKO, COUMjanHO W KYNTYpHO
CNpOTUBCTaBYBatbe Ha [paMaTuyHaTa nonapusauuja Ha CBETOT Ha
[Ba 3aeMHO cnpoTuecTaBeHu Brioka 3a Bpeme Ha CTydeHaTa BOjHA.
Bo nMowvpoK UCTOPWUCKO-MONUTUYKKM  KOHTEKCT TOa MpPeTCTaByBa
AHTUMMNEPMjANUCTUYKO, aHTUKONOHUjanHO W @aHTUPACcKUCTNYKO ABMKEHE
4] OCHOBEH CTPEMEX € uaejaTa 3a co3faBarbe Ha MonpaBefeH U

NnoefHaKoB MefyHapoaeH CBETCKM NOPEeaoK.

Yute BO gouHwTe 1950-TW roguHM KOHLENTOoT Ha ,HeBp3yBare” 3a
[BaTa [LOMWHaHTHW CBETCKW DMIOKOBWM CTaHyBa OCHOBEH HapaTWB Ha
HadBoOpewHaTa nonutuka Ha COPJ, wTo Ke mpuaooHece 3a OTBOpatbe
Ha HOBM MOXKHOCTW 3a copaboTka co ronem 6poj 3emju of TakaHape-
YeHnoT ,TpeT cBeT”. 04 MpuYMHa WTO COUWjanUCTUYKUTE PEBONYLUN
(Hanuk Ha JyrocrnoBeHckaTal MMane MHOWTBO 3aeAHWNKWA OOMVKUA CO
aHTVKONOHWjaNHNUTE N aHTUMMNEPUjanUCTUYKNTE pesonyumn, a COPJ ucto
Taka brna 4oXKr1BYBaHa U KaKo MPOCNepUTETHA EBPOMNCKa COLMjanucTnyKa
3eMja CO pa3BueHa EeKOHOMMWja W WU3rpafeHn WHCTUTYUUWU, HEJSUHOTO
BNWjaHne Brno MHory 3Ha4ajHo. MonutuykaTa copaboTka Ha Jyrocnasuja
CO [ef1 04 HEBP3aHWTe 3eMju NocneoBaTenHo 4obrBa 1 CUTHa EKOHOMCKa
W KYNTYPHa LMMeH3Wja 1 pe3ynTupa BO HOBW 3aeHNYKMN CHEPU Ha UHTEPEC
1 pa3MeHa: 06pa30BHU NpPOrpaMy 3a pa3MeHa Ha CTYOEHTW, 3aedHN4Ka
OpraHv3auuja Ha CaeMu, KOHOEPEHLMM, YMETHNYKI U3N0XOU NTH.

HajsHayajHa eKOHOMCKa rpaHKa Ha jyrocnoBeHckuoT ,rnobanuzam”
HaCO4YeH KOH HEBP3aHUTE 3eMju e TPafLeXXHUWTBOTO, KOe MpeTcTaByBa
npMMep 3a MexaHu3MWTe CO KOW jyroCrnoBEHCKATa eKOHOMWja
JKanutanuampa” o noBekekpaTHuTe rnobanHu Bpcku. OcobeHo BO
TeKkoT Ha 1970-Te roanHKN, NoKpaj KOHTUHYMPAHWOT PacT ¥ 3rofieMyBarbe
Ha OpojoT Ha BpaboTeHu, jyrocrnoBeHckaTa rpagexHaTta onepaTvBa
Ce ocTpyyyBa 1 ocnocobyBa 3a CNOXeHW MHYPACTPYKTYPHU U CTOMAHCKY
3adaTu 1 n3Benba Ha CNOXeHU jaBHM 3rpagn. MHOWTBO MaKedOHCKU U
JyrocrnoBeHCKMW OpraHn3aLmn 3a NpoexkTnparbe U rpageXxHUITBO akTUBHO
y4ecTByBaaT BO peanu3aumjata Ha HajKOMMMEKCHU MPOEKTaHTCKW
3af@4M  Kako aBTonaTWWTa, WHAYCTPUCKO-TEXHOMOWKM MOCTPOjKY,
BOEHW KOMNMEKCH, aAMUHUCTPATUBHW 3rpagu..., YeCcTo dUHAHCHUPaHK o[

KanuTanoT WTo ro co3aasa HagTeHaTa MHAYCTpMja.

3a mMaKeLoOHCKaTa MpOEeKTaHTCKa U rpadexHa onepatuBa ocobeHo ce
3Ha4ajHW NpodecuoHanHUTe aHraxmaHu kow Bo gouHute 70-Tu un 80-
TW roavHn ce peanuampaaT Bo Mpak, Jinbuja, KyeajT... AMBuunjaTa Ha
BnacTuTe BO llpak 3a peKoHCTpyKLUWja Ha rpafnoT bargan 8o paHuTe 1980-
T, BoAeHa of »xenbaTa 3a WTO e MOXHO Nodobpa NoAroToBKa Ha 7-0T
CamuT Ha [IBUereTo Ha HEBP3aHUTe, 3aKaxkaH Bo barnan 8o 1982 roanHa
(Ha kpajoT, Nnopaaw BojHaTa nomery Wpak n WpaH oapxkaH Bo tby [enxu),
noBefyBa 40 copaboTka CO JyrOCMOBEHCKWTE FPafLeXHU OpraHun3aumnu.
Mery HWB Cekako Haj3HadvajHOo e npeTnpujaTueTo ,EHepronpoekT” of
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benrpan (3amomkeHo 3a w3rpanba Ha ocyM edMHaeceTKaTHU
MYNTUGYHKUMOHANHN 3rpaav Ha ynuuaTa Xynada), Kako U rpagekHaTta
opraHusauwnja ,beToH” of Ckonje wTo Ke ro gobue NpoekTMparbeTo u
na3senbata Ha HadTennoT komnnekc (Qil Complex), Bo barpag.

3apanv 0BeMoT 1 KOMNNEKCHOCTA Ha MpOeKTaHCKaTa 3af4aya, Kako 1
3apafuv CTpaTewKkoTo 1 cumbonuyko 3Havere, HadTeHnoT KoMnneke
Bo barnan (nonouHa MuHWCTepcTBO 3a HadTa Ha Mpak) npeTcTaByBa
Haj3Ha4YaeH apXMTEKTOHCKW NPOEKT U peann3aluja Ha MakeqoHcKaTa
rpafekHaonepatvBa.ABTOpCTBOHaapxuTekTuteHakoMaxos, InoHunc
AnpoHoB, 3opaH WTaknes v [ywarka banabaHosa v copaboTHuumuTE
0L WHCTUTYTOT 3a CTyOMM W NPOEKTUParbe MpU TPaLexXHOTo
npetnpwjaTue betoH oa Ckonje, NpoekTpaH 1 rpageH nomery 1982
n 1989 rognHa v co BkynHa nospuwuHa of 100.000 m2, komnnekcoT
npeTCcTaByBa NpPVYMEp 3a CNOXeHa, NPorpamMmCcKn HTerpupaHa rpaaba.
Mokpaj aOMWHWUCTPATWBEH MPOCTOP COLPXW MHOWTBO MPULPYXHU
COAPXWHW Kako pecTopaH co KyjHa co kanaumTeT og 3000 obpoum,
KOMMNjyTepCKM LeHTap, noBekeHameHcka cana 3a 800 nuua, baHka,
paboTunHuuwy, 3aconHuwTa 3a 1200 n1ua UTH., a Npy NPOEKTMPaHbETO
€ MOCTUrHaTa LenocHa CTaHgapan3alumja, Tunuaaunja, yHuprkauuja
v npedabprkalmja Ha rpageXXHUTE eNIEMEHTU.

Mo BOeHaTa WHTepBeHUWja OO KOANUUMCKWTE CWUAU MpeaBOAEHU
o4 CAQl Bp3 Mpak Bo 2003 roguHa v ,napot” Ha barman, egHa of
HEKOMKYTe jaBHW 3rpaay WTO OCTaHyBa HeAOMpeHa 0 XaoTUYHOTO
orpabyBatbe Ha jaBHWOT UMOT e TOKMy 3rpagaTa Ha HadTeHuoT
KOMMMeKC, 0QHOCHO 1PaYkoTo MUHUCTEPCTBO 3a HadTa CMECTEHO BO
kBapToT An-MycTapucuja. 06e3benysaHa co okony 50 amepukaHcKu
TEHKOBW 1 NOA OEHOHOKHO HabrbydyBarbe Of CTpaHa Ha BojckaTta,
BO BpeMe kora bargaackute myseun, bubnunotekn, BaHku, xoTenu u
nanatu ce 6eamunocHo orpabyBaHn v yHUWTYBaHW. CumbonukaTa e
noBeKe 04 o4MrnegHa.

—_
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The formation of the Non-Aligned Movement represents the first
significant political, economic, social and cultural opposition to the
dramatic polarization of the world into two mutually opposing blocs
during the Cold War. In a broader historical and political context, it
represents an anti-imperialist, anticolonial and antiracist movement
whose basic aspiration is the idea of creating a more just and equal
international world order.

Even in the late 1950s, the concept of “non-alignment” to the two
dominant world blocs became the basic narrative of SFRY's foreign
policy, which would contribute to the opening of new opportunities
for cooperation with a large number of countries from the so-called
“third world”. As the sacialist revolutions (similar to the Yugoslav one)
had many common features with the anticolonial and anti-imperialist
revolutions, and SFRY was also perceived as a prosperous European
socialist country with a developed economy and built institutions,
its influence was very significant. Yugoslavia's political cooperation
with some of the non-aligned countries later on acquires a strong
economic and cultural dimension, resulting in new common spheres
of interest and exchange: educational student exchange programs,
joint organization of fairs, conferences, art exhibitions, etc.

The most significant economic branch of the Yugoslav “globalism”
aimed at the non-aligned countries is construction, which is
an example of the mechanisms by which the Yugoslav economy
“capitalizes” on multiple global connections. Particularly during the
1970s, in addition to the continuous growth and increase in the
number of employees, the Yugoslav construction industry became
more specialized and equipped for complex infrastructural and
economic undertakings and the execution of complex public building
projects. Many Macedonian and Yugoslav design and construction
organizations actively participate in the implementation of
most complex design tasks including highways, industrial and
technological plants, military complexes, administrative buildings...
often funded by the capital created by the oil industry.

Professional engagements that were realized in the late 70s and
80s in Iraqg, Libya, Kuwait, were particularly significant for the
Macedonian design and construction operation. The ambition of the
Iragi authorities to reconstruct the city of Baghdad in the early 1980s,
drivenbythe desireforthe bestpossible preparation of the 7th Summit
of the Non-Aligned Movement scheduled to take place in Baghdad in
1982 [eventually held in New Delhi due to the war between Iraq and
Iran), led to cooperation with Yugoslav construction organizations.
Among them, of course, the most significant is Belgrade-based
Energoprojekt holding (in charge of the construction of eight eleven-
story multifunctional buildings on Hulafa Street], as well as Skopje-
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based construction organization Beton, which will get the design and
construction of the il Complex in Baghdad.

Due to the scope and complexity of the design task, as well as the
strategic and symbolic significance, the 0Oil Complex in Baghdad
(later the Ministry of Qil of Irag) represents one of the most significant
architectural projects and realizations of the Macedonian construction
companies. Authorship of architects Nako Manov, Dionis Andonovy,
Zoran Shtaklev, Dushanka Balabanova and associates from the
Research and Design Institute within construction company Beton from
Skopje, designed and built between 1982 and 1989 and covering a total
area of 100,000 m2, the building is an example of a complex, program
integrated construction. In addition to administrative space, it contains
a number of ancillary facilities such as a restaurant with a kitchen that
has a capacity of 3,000 meals, a computer center, a multi-purpose hall
designed for 800 people, a bank, workrooms, shelters designed for
1,200 people, etc. In addition, complete standardization, typification,
unification and prefabrication of the construction elements has been
achieved during the design.

Following the military intervention by the US-led coalition forces
against Irag in 2003 and the “fall” of Baghdad, one of the few public
buildings that remains untouched by the chaotic looting of public
property is precisely the building of the Oil Complex, i.e. the Iraqi
Ministry of QOil in the quarter Al- Al-Mustansiriyah neighborhood.
Secured by about 50 US tanks and under round-the-clock surveillance
by the military, in a situation where Baghdad's museums, libraries,
banks, hotels and palaces are mercilessly looted and destroyed. The
symbolism is maore than obvious.

—_
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3a anatkute n opyxjeto,
[lornen Ha nHcTanawuujaTa, BUOEO

4'15", kHura ,LpHo Ha beno”

oa Ockap flaBu4o n 0bjekTu

o4 MysejoT Ha appukaHckaTa
ymeTHocT, benrpan, 2019 rogvHa.
OoTorpaguja: MBaH 3ynaHLu.

On Tools and Weapons,
Installation view, video 4" 15",
Oskar Davic¢o book “Black on
White” and objects from Museum
of African Art Belgrade, 2019.
phato lvan Zupanc.

CuHuwa Wnuk

3a anatkute u
opyxjeto, 2019
WHcTamauwnja

Co cornacHocT

Ha YMETHUKOT

Sinisa Ilic¢

On Tools and
Weapons, 2019

Installation
Courtesy of the artist



KopucTejkv peamn-meja eNeMeHTU 04 KoNekLmjaTa Ha My3ejoT,
HajoeHn npeameTw u meben, oBaa MocTaBka UCNWUTYBa
pasnu4yeH MOLEN Ha opraHu3auunja Ha NPeaMEeTU U My3ejcKu
MHBEHTAp BO OQHOC Ha CRAEuMOUYHMOT U CUMBONUYEH
BHaTpelleH On3ajH Ha My3ejoT Ha appuKaHCKa YMETHOCT BO
benrpan. Mumukpujata 1 NpoOCTOpPHWUTE MOAMdUKALMWU TO
BOBefyBaaT HabrbyayBa40T BO NOETMKATa Ha MOMECTYBatbeTo
WTO ja OoBedyBa BO Mpalarbe nosuuujaTa Ha MocTojaHaTa
nocTaBKa Ha My3ejoT, NCKYCTBOTO Ha NPOCTOPOT W HMBHATA
npeaBuanNMBOCT. HeHapaTUBHOTO BUAEO M1 NpobnemaTuanpa
EKOHOMCKMTE KOHLLEMNTU Ha HEUCLPNHW pecypcu, A0BenyBajKu
TW BO Mpawarbe aHTPOMOowWKOTO U PUTYanHoTo, MOAEPHOTO
M VHCTUTYUWOHANHOTO, eKcrnoartauunjata, HacuncTeoTo W
KOMoHM3auwnjaTa. Kako ¢pycHoTa v pedepeHLa 3a nonuTukaTa
Ha [lBvKerbeTo Ha HEBP3aHWUTE, MOXe Aa buae BKNyyYeHa u
KHurata LlpHo Ha 6eno” o4 jyrocnoBeHCcKMOT nucaTen u noeT
Ockap lasuyo.

111117

Using ready-made elements from the museum’s collection,
found objects and furniture, this display examines a different
maodel of object organisation and museum inventory inrelation
to the specific and emblematic interior design of the Museum
of African Art in Belgrade. Mimicry and spatial modifications
introduce the observer to the poetics of shifting which
call into question the position of the museum’s permanent
display, the experience of space and their predictability. The
non-narrative video problematises the economic concepts
of inexhaustible resources, questioning anthropological and
ritual, modern and institutional, exploitation, violence and
colonisation. As a footnote and reference to the politics of
the Non-Aligned Movement, the book “Black and White”, by
Yugoslav writer and poet Oskar Davico, can also be featured.

—_
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OCHOBHUTE WHCTPYMEHTU Ha JyrocnaBuja Kou ru
perynupaaT MeryHapoaHuTe BunaTepanHn copaboTkm
BO KynTypaTa Ce COCTOoeja 04 KOHBEHUWM 3a KyNTypa
W nporpaMu 3a KynTypHa copaboTka, W [OBeTe
noaroTeyBaHu oa Komucmjata 3a KYyNTYpHWU BPCKK CO
cTpaHcTsoBobenrpan.Bomaj1967ronnHa, KomucujaTta
CTaHa Hes3aBWCHa (enepanHa opraHusauuja u ro
MpoMeHW cBoeTo wuMe BO OefepanHa KoMmucuja
3a KyNTYpHW BPCKW CO CTpaHCTBO. KOHBEHUMWTE
3a KynTypa O0BO3MOXYyBaa 3aKOHCKa OCHOBa 3a
noHaTaMoleH pa3Boj Ha copaboTkaTa BO KynTypaTa
1 06pa30BaHMETO 3@ CUTE BKITYyYEHM CTpaHu, LOLEKa
nporpamnTe 3a KynTypHa copabotka bea paboTHw
LOOKYMEHTW KOW T NpUKaXyBaaT aKTUBHOCTWUTE WTO
LBeTe 3eMju Ke rv npesemaT BO 0OpefLeH BPEMEHCKM
nepuos.

OBaa Mana ru npukaxysa copaboTkuTe Bo 1960-Tute
1 1970-TTe roonHwu, 1 BO roneMa Mepa ce 3acHoBa Ha
KOHBEHUWMUTE 3a KyNTypa v NporpamuTe 3a KynTypHa
copaboTka wTo Jyrocnasuja ru patudukyBawe co
HeBp3aHuTe 3emju.

MefyHapoaHUTE KyNTYPHU MOAUTUKM Ha Jyrocrnaswja
obuyHo bHea Bpamenu npeky OBueHanurba of
ronemum pasMepu W Opyru MeryHapoaHM HacTaHu
BO KOW jyrOCIIOBEHCKMTE YMETHWUM  pedoBHO
yyecTByBaa W YecTo nobusaa Harpaaw. loHaTamy,
oApeneHn natyBauky u3noxbu, ocobeHo oHue of
jyrocrnoBeHckaTayMeTHOCT, M 0ipeieH MOHOrpadCKuy,
OOKYMEHTapHW, apxeonowkn u apyru usnoxbu bea
MHOTY BaXHW; HEKOMKY 04 HWB Ce HaBELEHW OBAE.
KapTorpadujaTa He ru 3ema npensua uanoxbute of
3eMjTe BO pa3B0j OpraHn3npaHi BO jyroCNOBEHCKUTE
n3noxbeHn ™ecta wnu copaboTkuTe BO  Opyru
obrnacTu Ha KyNTypaTa, Kako WTo Ce TeaTapoT, YUMOT,
My31KaTa, TuTepaTypaTa, TaHLOT UTH.

—_
—_
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Yugoslavia’s basicinstrumentsregulating international
bilateral collaborations in culture consisted of
conventions on culture and programs on cultural
collaboration, both drawn up by the Commission for
Cultural Relations with Foreign Countries in Belgrade.
In May 1967, the Commission became an independent
federal organization and changed its name to the
Federal Commission for Cultural Relations with Foreign
Countries. Conventions on culture provided the legal
grounds for further development of collaboration in
culture and education for all parties involved, while
the programs on cultural collaboration were working
documents outlining the actions the two countries
would undertake during a certain period of time.

This map shows the collaborations in the 1960s and
the 1970s, and is largely based on the conventions
on culture and cultural collaboration programs that
Yugoslavia ratified with the non-aligned countries.

Yugoslavia's international cultural policies were
commonly framed specifically through large-scale
biennials and other international events in which
Yugoslav artists regularly took part and often won
awards. Additionally, certain traveling exhibitions,
especially those of Yugoslav art, and certain
maonographic, documentary, archaeological and
other shows were very important; a few of them are
specified here. The cartography did not take into
account exhibitions from developing countries hosted
by Yugoslav exhibition venues or collaborations in
other fields of culture, such as theater, film, music,
literature, dance etc.



KVYPC
(Munow MuneTuk

n MupjaHa PagoBaHOBUK)

Ha Tue 6perosu Hema Hu

MUp HUW MoyuHka, 2022
KoMBUHVpaHa TexHWKa
Ha nnatHo, 250x150 cm
Co cornacHocT Ha yMeTHULuTE

KURS
(MiloS Miletic
and Mirjana Radovanovic)

There Is neither Peace
nor Rest on Those
Shores, 2022

Combined technique

on canvas, 250x150 cm

Courtesy of the artists
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Mana Ha [lBuxeweTto
Ha HeBp3aHuUTe
1973 roaunHa
unycTpauuja cosnaneHa
3a nybnukaumnjata ,Jy>xHu
CosBe3awja: N0eTuKa Ha
HeBp3aHuTe”, 2019,
AUruTaneH NpuHT

Map of the
Non-Aligned
Movement 1973
illustration created for
the publication “Southern
Constellations: Poetics of
the Non-Aligned”, 2019,
digital print



Ha nokaHa on bojana Muuwkyp, Bo 2019 rogvHa ro
An3ajHupaBMe KaTanoroT 3a uanoxbaTa ,Jy>KHu
cosBe3aunja“. Bo TekoT Ha paboTaTa Ha KaTanmoroT
HanpaBWBME WNYCTpaLMM Ha ManuTe Ha 3eEMjUTE KOW
BO OafdeH MOMeHT bune 4neHkn Ha [BMXKEHETO Ha
HeBp3aHWTe. Tue Manw, BO NOAOLHEXHUTE NOCTaBKY
MW Npes3eHTaumMu Ha oBaa u3noxba, ce NOBTOPEHN

BO pasnuyHu Meanymu u popmatu.

3a wm3noxbata Bo Ckomje, Ha WHWUMjaTWBA Ha
KypaTopkaTa llBaHa BaceBsa, oBve manu gobueaat
HoBa m3Benba, oBojnaT BO $OpMa Ha YMETHWUYKO
Leno. Ha nnaTtHOTO ce MpuKaxaHy Manu Kou
BKIy4yBaaT YNeHKW Ha [IBUXKEereTo Ha HEBP3aHUTE
Bo 1961 roouHa 3a BpeMe Ha mpBaTta oduumMjanHa
KOHpepeHuuja, NpeKoneHn co Mana o NoAoLHEXeH
LaTyM, CO YNEHKW Kon Bune Oen o4 ABWXKErEeTo BO
BpeMeTo Ha 9-Ta KoHpepeHLWja Bo Jyrocnasuja.

Co cnopedyBatbe Ha ManuTe CcreauMe  KOJky
LBV/KEHETO Ce MNpoWwvpuno W BO KOM MpaBum
noneka Jyrocnasuja buna oen og Hero. Kaptute ce
NPUAPY>XEHU CO CTUXOBUTE Ha MakeLOHCKMOT MoeT,
napTu3aH, koj bewe ambacanop Ha Jyrocnasuja BO
Cereran ogn 1971 po 1975 rogmHa, Auo lWonos, u
KOj e 3acfy>KeH 3a NpubnuxysarbeTo Ha 1aejaTa 3a
LBUXetbeTo BO MakeoHuja.

Co oBa 3Hame MpOLOMXyBaMe HW3a [efla BO Kow
KOMBMHMpaMe apxMBCKW BW3YEnHW MaTepujanu u
noesunja, Kako WTO Ce 3HamMutbaTa BO Pueka wnu
MypanoT Bo butona 3a 15. AKTO pecTtusan.

A 3Hae feka Ha Tue bperosu
HeMa HU MWUP HW MOYMHKA.

I zna da na tim obalama
nema ni mira ni odmora.

Auo llonos,
llecHa Ha UpHATa XeHa,

1976.




At the invitation of Bojana PiSkur, in 2019 we de-
signed the catalog for the “Southern Constellations”
exhibition. As we were working on the catalog, we
made illustrations of the maps of the countries that
were members of the Non-Aligned Movement at a
given point in time. Those maps, in later settings or
presentations of this exhibition, have been repeated
in different media and formats.

For the exhibition in Skopje, on the initiative of
curator lvana Vaseva, these maps get a new
performance, this time in the form of a work of art.
The canvas shows maps including members of the
Non-Aligned Movementin 1961 during the first official
conference, overlaid with a map from a later date
showing members who were part of the movement at
the time of the 9th conference in Yugoslavia.

By contrasting the maps, we see how much the
mavement has spread and in which directions while
Yugoslavia was part of it. The maps are accompanied
with verses by Macedonian poet and partisan, who
served as the Ambassador of Yugoslavia to Senegal
from 1971 to 1975, Aco Shopov, and who is credited
with bringing the idea of the movement to Macedonia.

Under this flag, we continue a series of works in
which we combine archival visual materials and
poetry, such as the flags in Rijeka or the mural in
Bitola for the 15th AKTO festival.

And he knows there is neither
peace nor rest on those shores.

Aco Shopov,
The Black Woman’s Song,

1976.

—_
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Yamey

aBTOp Hero3Hart, 4PBO,
TKaeHvHa, nepaysy,
boja, 35x 99,5 x 10cm,
3ambuja

Konekumja Ha
YyMETHOCTa Ha

HEBp3aHUTE 3eMju

Boat

Author unknown,
wood, textile, feathers,
color, 35x99,5x 10cm,
Zambia

Art Collection of the
Non-Aligned Countries

JlabopaTopuja

Ha HeBp3aHaTa
VMEeTHUYKA Konekumja
(MapuHa Yenebuk, AHuTa

Yynaouk, Hapa bakoBuK,

Hatanuja ByjoweBuk),
Noaropuua

Konekumjata kako

KoHCcTenaunja, 2022
3nox6a
Co cOrnacHoCT Ha KypaTopKkuTe

The Non-Aligned Art
Collectgon Laboratory
(Marina Celebic¢, Anita

Culafié, Nada Bakovié,

Natalija VujoSevic),
Podgorica

Collection as a
constellation, 2022
Exhibition

Courtesy of the curators



OBwe n3bpaHu Oena ce pesynTaT Ha copaboTkaTa v pa3roBopuTe
Mery 4neHoBuTe Ha nabopaTopujaTa M Kypatopkata bojaHa
MuwKyp, 3a BpeMe Ha Hej3nMHaTa moceTa 3a WCTpaXkyBatbe Ha
KonekumjaTa.

Mo Toj noBoAd ja cocTaBumBMe M3noxbaTa ,KonekuwjaTa Kako
KOHCTenauwmja”, Koja 0TTOral e NpowWMpeHa co HoB U36op Ha aena.

KoHcTenaumja - YmeTHuum op Eruner

KonekuujaTa Ha YyMETHOCT OO HEBP3aHWTE 3EMj COLPXM
3HauMTeneH 6poj yMeTHUYKWM Oena of eruneTcku YMeTHWUW.
3a pasnuka of 3anafoT, eruneTtcKUTe >KEHW YMEeTHUUM Bune
NPVUCYTHW W PamMHOMNPaBHW CO HUBHWTE MalKK KOMern ywre o[
npeuoT ,Salon du Caire” Bo 1921 roamHa. Kako pesynTaTt Ha
TOa, EMaHUWNUPaHWTE >XEHW, TMaBHO CAWMKapKW, NoYHane aa
C03[aBaaT [eNna 3a BpeMe Ha BTOpPaTa MNofioBUHa Ha MUHATUOT
Bek, ocobeHo BO BpeMe Kora ErvneT Bewe eaHa 04 YNEHKWTE Ha
[IBUXEHETO Ha HeBp3aHUTE. I3N0XKeHN Ha HaABOPEWHNOT CBET,
TUE UM MpKOCea Ha KOHBeHUMNTE, Bea MUMOHEPKN BO YMETHUYKM
OBWXera, ce bopea 3a npaBaTa Ha XXEHWTE U y4ecTByBaa BO
pasHy MONUTUYKK ABMXKEHa. Moxebu Hajno3HaTa e yMeTHULATA
Fa3buja Cvpw, Koja ja 3aMeHV popManHaTa MoaepHUCTUYKa 0Byka
CO f1IOKamnNHUTE ermneTCKn YMETHUYKI KOHBEHLWWN 38 KPUTUYKK O3
Ce OCBPHE Ha npaBaTa Ha >XeHWUTe, NaTpujapxatoT W 3anagHuoT
“MMNepujannsam.

KoHcTenaunja - AHraxupaHu pena

I3BpaHnTe onwWTecTBEHO W MOMWUTWYKWM aHraXwpaHu [Oena Ha
HEBP3aHUTE YMETHMLM Ce 3aHUMaBaaT co beranckuTe Kpuan (Ha
npumep Xambuc LlaHrapvc oa Kunap HenocpenHo npeqd KpusaTta
B0 1974 rodvHal, TEWKMOT XMBOT Ha 3emjoenckute paboTHULY
v HomaauTe (llykpuja on ABraHncTtaH, Mamay KawnaH og Cupuja
n ArHec Knapa OBaHao ae ®paHk of bonvsujal u cuHomkanHaTa
opravusauvja (MBuoo Yvpe bannepama, bonuewja). Bo TakBa
KOHCTenauwja, npeTcTaByBamMe W [OBe YMETHUYKM [ena of
coBpeMeHun ymeTHUUY; Hika AyTop (Cnoseruja) n [laH AkocTuoaej
(PomaHuja), kon ce 3aHWMaBaaT co TemaTta murpaumja; Aytop
pasMucnyBa 3a OeHewHaTa Murpaumnja 04 HeBp3aHWTe 3eMju BO
3aMnafHoeBponckNTe 3emju, godeka AKOCTVMOae] pasMmucryBa
33 04nMBOT Ha paboTHWUM OO COUMjanUCTUYKUTE  3eMj
BO 3eMjute on bnuckmot Wctok BO TekoT Ha 1970-Tute wu

1980-TtuTte rogunHun.

—_
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KoHcTenaumja - MeryHapogHa KynTypHa copaboTka

OBoj Oen og usnoxbaTa e npeTcTaBeH MpeKky MpOeKTu:
NCTpaXyBatbe Ha KynTypHaTa copaboTka Mery Jyrocnasuja
B0 1960-TnTe 1 1970-TuTe roamHn n 3emjute og [IBUXKerbeTO
Ha HeBp3aHuUTe; Ccepuja LUPTEXW KOW [aBaaT MNornen Ha
MOEOMHEYHW HaCTaHW, WHWUMjaTUBM W WHCTUTYUMW KOu ce
OCHOBaHU CO Uen fa ce obnukyBa KynTypHaTa NonmTWKa, Aa
ce nogobpu MerycebHaTa KOMyHMKalUWja W Oa Ce MOTTUKHE
KyNTypHaTa pasMeHa Mery 3emjuTe-4YneHKy Ha OBWKEHETO;
apxvWBCKU MaTepujanu U ABe yMeTHUYKM gena (PadukyH Habu,
Yo leymcy) oa KonekumjaTa Ha YMETHOCT Ha HEBP3aHUTE 3EM]U.
OBve OBe yMeTHWYKM gena 6ea U3N0XeHW BO CTPaHCTBO, Ha
npuMmep, Ha uanoxbata ,JykHW cosBesamja” Bo MomaepHa
lanepwja Bo JbybrbaHa Bo 2019 roanHa, Kade WTo OKOMy HWB
ce Hacobpaa HOBW KOHCTenauun 1 3Haerba. 3a oBaa npuvka
BO KOHCTenauujaTa [0Oaf0BMe WECT MpeaMeTtu, CKyNnTypu
W npeoMeTn of MpMMEHeTa yMeTHOCT, UMeHo: Ervnert, Canex
Pena, ,Komnosuumja”; 3ambuja, HenosHaT aBTOp, ,bpod’”;
NHOooHeswja, HenosHaT aBTop, ,UuTpa”; UHawnja, C. Hangaronan
.[pBo” n Ajsop Tom, BajaHa, ,0cnoboayBarbe”.

OBue gena MoxaT fda bupgaT nokasaTen 3a Toa Kako ce
hopmupawe pa3HOBMOHATA COOPXKWHa Ha OBaa Konekuwja, a
OeHec npeTCTaByBa ONULETBOPEHUE Ha MejaTa 3a COXMBOT,
MUP M KOMYHMKauuja, WTO e 3anuwaHo BO camaTta uaeja Ha
OB/KEHETO KOe ro 3ano4Ha MPOLEecoT Ha co3fdaBatbe Ha

nopaHelwHara ranepuja.



This selection of works was gathered as a result of cooperation
and conversations between members of the Non-aligned
Laboratary and curator Bojana Piskur, during her research visit
to the Collection.

On the occasion, we put together the exhibition “Collection as
a Constellation”, which has since been expanded with a new
selection of works.

Constellation - Artists from Egypt

The non-aligned collection features a significant number of
artworks by Egyptian artists. Unlike the West, Egyptian female
artistshave been presentand equal with their male counterparts
since the first “Salon du Caire” in 1921. As a result, empowered
women, mastly painters, began to create during the second half
of the last century, especially at a time when Egypt was one of
the members of the Non-Aligned Movement. Being exposed to
the outside world, they defied conventions, pioneered artistic
movements, fought for women’s rights and participated in
various political movements. Perhaps most famous is the artist
Gazbia Sirry, who switched formal modernist training with local
Egyptian art conventions to critically address women’s rights,
patriarchy, and Western imperialism.

Constellation - Engaged Works

Selected socially and politically engaged works by non-aligned
artists deal with refugee crises (for example Hambis Tzangaris
from Cyprus shortly before the 1974 crisis), tough life of
farmwaorkers and nomads (Shukrija from Afghanistan, Mamdouh
Kashlan from Syria and Agnes Clara Ovando de Franck from
Bolivia) and trade union organisation (Guido Chire Balderrama,
Bolivial. In such constellation, we also present two artworks by
contemporary artists; Nika Autor (Slovenia) and Dan Acastioaei
(Romanial, who have been engaged in the topic of migration;
Autor reflects on today’s migration from non-aligned countries
to Western European countries, while Acostioaei contemplates
the outflow of workers from sacialist countries to Middle Eastern
countries during the 1970s and the 1980s.

—_
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Constellation - International
Cultural Cooperation

This part of the exhibition is represented by projects: research
of the cultural cooperation between Yugoslavia in the 1960s
and the 1970s and countries of the Non-Aligned Movement;
a series of drawings that provide an outlook at individual
events, initiatives and institutions that were established
for the purpose of shaping cultural policy, improving mutual
communication and encouraging cultural exchange between
the member countries of the movement; archival materials and
two artworks (Rafigun Nabi, Cho Geumsoo] from the collection
of the non-aligned. These two artworks were exhibited abroad,
e.g., at the exhibition “Southern Constellations” in the Modern
Gallery in Ljubljana in 2019, where new constellations and
knowledge were perceived around them. For this occasion, we
have added six objects, sculptures and objects of applied art
to the constellation, namely: Egypt, Saleh Reda, “Composition”;
Zambia, author unknown, “Boat”; Indonesia, author unknown,
“Citra”; India, S.Nandagopal,“Tree” and lvar Thom, Guyana,
“Liberation”.

Theseworkscangiveanindication of howthe diverse body of this
collection was formed, and today it represents the embodiment
of the idea of coexistence, peace and communication, which
is written in the very idea of the movement that started the
process of the creation of the former gallery.



bopko Jlasecku

TpeTnoT cBET BO Moxoj
mnn TpeTunoT CBET #

HeBp3aHuTe, 1983
ApxuBCKM MaTepujanu of
MypanoT Bo Mekcuko

Co cornacHocT Ha
Pocuua Jlasecka

Borko Lazeski

The Third World on
the Move i.e. The
Third World and the
Non-Aligned Movement,
1983

Archival materials from
the mural in Mexico

Courtesy of Rosica Lazeska
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Bo 1983 roamHa bopko Jlaszecku npetcTaBwn nanoxba Ha
dpeckun Bo Mekcrko opraHusnpaHa of LleHTap 3a eKoHoMCKH
W couwnjanHu cTyouu Ha TpeTunoT cBeT, Mekcuko, Komucuija 3a
KYITYPHW BPCKW cO cTpaHCcTBO Ha CPM 1 MCY - Ckonje. Mokpaj
Toa, Toj paboTen v Ha Mypanu BO MeKcuka, BKYYyBajKu ro
n ,TpeTnoT cBeT Bo noxon” (akpun, LleHTap 3a eKOHOMCKU
coumjanHu ctTyauv Ha TpeTunoT ceeT — CEESTEM, Mekcuka), T.e.
,IPETVOT CBET V1 HEBP3aHUTE" BO YeCT Ha TuTo, Hexpy n Hacep
BO rofuHaTa Ha cegMuoT CaMUT Ha HeBP3aHUTe 3eMju BO by
[enxv, kako n mypanoT ,)Kenba 3a Mup” (akpun, TexHonowWKw
My3ej, Mekcwuka). Jlazecku cmeTa Leka MypanHoTo CAIMKapCTBO
KOWMHUMOMPE CO efeH 3aefHUYKM OEHOMEeH Ha HapoauTe
Ha Mekcuko n TorawHa Jyrocnaswja, a Toa e (eHoMeHoT
Ha BOOpy>eHaTa bopba wTo rv noTpecna AgaTa Hapoga. U
eaHWTE 1 ApyruTe umane notpeba o4 yMETHUYKO M3pasyBarbe
Ha roneMmy NOBPWWHN W Ha jaBHW MecTa, a Npeky HUBHUTE
Aena rv n3pasysane cuTe 4yBCTBa 1 eMouun. [lapanenHo co
HEroBOTO TBOPEHE BO MEKCMKO, OpraHu3vpaHu Ce noBeke
n3nox6w Kaae WTo ce NPe3eHTUpaHu HerosuTe gena”.t

11111

In 1883, Borko Lazeski held an exhibition of frescos in Mexico
organized by El Centro De Estdios Economicos Y Sociales Del
Tercer Mundo - D.F. Mexico, Commission for Cultural Relations
with Foreign Countries of SRM and MoCA - Skopje. In addition,
he worked on murals in Mexico, including “The Third World on
the Move” (acryl, El Centro De Estdios Economicos Y Sociales
Del Tercer Mundo - CEESTEM, Siudad de Mexico), i.e. “The Third
World and the Non-Aligned Mavement” in honor of Tito, Nehru
andNasserintheyearofthe seventh summit of the non-aligned
countries in New Delhi, as well as the mural “Wish for Peace”
(acryl, Technological Museum, Soudad de Mexico)."Lazeski
believes that mural painting coincides with one mutual
phenomenon of the peaple of Mexico and of Yugoslavia at the
time, i.e. the phenomenon of armed fight which shook both the
nations. Both the nations had the need of artistic expression
on large surfaces and public spaces, and through their work
they expressed their feelings and emotions”.2

1 bopko Nlasecku, buobubnuorpa¢uja (Mpunen, 2009,
J.0.Y Ipaagcka 6ubnuoteka ,bopka Tanecku”), cTp.40
2
J

bopko Jlazecku, buobubnuorpaduja (Mpunen, 2009,
.0.Y Ipaacka 6ubnuoteka ,bopka Tanecku”), p.40



be3 orpaHnyyBamwe.
MCCA, Mysejot
Kako crnopa, 2022

NHcTanauwja
Co cornacHocT Ha kypaTtopute

No Containment.
MSSA, the Museum
as Spore, 2022

Installation
Courtesy of the curators

Musée de la Solidarité
Historique

wuvre des artistes
eux-memes

le nouveau Chili

des toiles, sculptures,
dessins

il ne sera
fermé, un simple mausolee

Ce gu'il veut e:




bea orpaHuyyBarbe. MCCA, MysejoT kako crnopa e Bexba
3a TOMKyBarbe Ha WCTOPUCKWMOT $eHOoMeH Ha My3ejoT Ha
conupgapHocTa Bo CaHTwjaro oe Yune.

MC ce pafa Kako yMETHWYKWM My3ej ,3a HapodoT Ha “Yune’;
Konekuuja co3gafeHa CO OOHAUWMKM OO YMETHUUM 0L LEenuoT
CBET KOM [0 Mogfpxaa COUMjanUCTUYKUOT TMPOEKT Ha
Cansanop Amberge - Unidad Popular (MonynapHo eanHcTBo).
bea orpaHu4yBarbe WPOHWYHO [0 MOBUKYBA MOTOTO Ha
TpymaHoBaTa [OKTPWHA, KOe ja OeduHMpalle HagBopelwHaTa
nonutuka Ha CoedunHeTuTe [lpkaBu, Ha OrpaHuyyBarbe
M KOHOPOHTaUMja Ha KOMYHUCTUYKWTE W MPOCOBETCKUTE
MOEONorMmn Bo KOHTEKCT Ha CTyLeHaTa BOjHa, MpeTCTaByBajku
ro Ha T0j Ha4MH My3ejoT Ha ConnoapHOCTa Kako OBWUraTen Ha
,aHTU-0rpaHnYyBameTo”: My3ej 6e3 cBoja cneunduyHa arpaaa,
3aCHOBAH Ha VHTEPHALWOHANUCTUYKM NOANTUYKN naeun. Mysej
KOj, CO34aleH 0L apeKTUBHN 1 CONUOAPHN MPEXU, € OTBOPEH
3a CeKakoB BV BU3yeneH n3pas, bruaejkn 0CHOBEH NMPUHLMN
Ha HeroBaTa Kofekuwja e M3BOPHNOT adMHNTET HAMECTO Koja

buno nageHa ecTeTcka npeMmnca.

ToKMy BO OMEHOT Ha OTBOPEHOTO, MOPO3HOTO N HEJTOKENIHOTO,
aHanorujaTta nomery My3ejoT W cropaTta HU 0BO3MOXYBa [a
ro NpoyMTaMe WUPEHEeTo U peakTuBMparbeTo Ha MC. 0BHoBeH
BO CTPaHCTBO MO OPXKaBHMOT yaap Bo Yune Bo 1973 roauHa,
nof wmeTo Museo Internacional de la Resistencia Salvador
Allende (MIRSA, 1975-1990), my3ejoT bewe peapTukynmpaH no
HeroBoTO BpaKatbe BO Yune 8o 1990-TnTe roamHm kako Museo
de la Solidaridad Salvador Allende (MSSA 1991 rogwHa - oo
neHec).

Mlof O0BOj 3HaK My3ejoT Ce MojaByBa Kako BOMja, Kako
MaHudecTaumja Ha yTonuja u noBekekpaTHW xenbu. bes ornen
Ha HeroBOTO WMe, HerosaTa fokauuja unu To4HUOT 6poj Ha
COCTaBHW [eN0BW, CTO Kako W cnopata, Toj e cnocobex aa
OCTaHe WHEPTEH W NECHO [a naTyBa, NOBTOPHO 0XUBYBAjKY
CEeKoralk Kora nocTow NNofHa cpednHa 3a ConnaapHocT.

Bo pamkuTe Ha uCTOpUCKWTE apxusuW, rrefaMe Tpujaga
OOKyMeHTW of 1973 roawHa, npeky kou 3abenexysame Tpw
Ha4yuHW Ha paboTa: My3ejoT Kako [OWCKYpPC, My3ejoT Kako

cekoral He[OBpWEH NPOeKT ¥ KOHEeYHO, My3ejoT KaKo 41CTa
nephopmMaTUBHOCT.

MpBO, NMCMO O @BCTPANUCKMNOT YMETHIK Majk lNap, Bo Koe TOj
ja HaBenysa peanusauunjaTa Ha NeppopMaTVBHO YMETHUYKO
0eno Koe CTaHyBa TakBO KOra Ke Ce U3rosopu — ppasa 4ue
3Ha4erbe Ce VCMNOSHYBa CO M3roBaparbe, a He caMo Ha XxapTuja.
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MoToa, MemopaHoyMm o bputaHckmoT coseT 36opyBa 3a
KynTypHaTa copaboTka, HaKpaTKO OMMWyBajKu NPOEKT 3a
YMETHWYKO [eno Ha BpuTaHCcKMOT yMeTHWK peam CTUBEHC,
KOj cakan [1a MHCTanvpa mnoBeYku CTPYKTYpW BO MycTUHATA
ATakama Ha ceBepoT Ha Yune. Ce npeTnocTaByBa [Oeka
HEroBOTO U3BPUYBatbe e MPeKMHATO 0 APXKaBHWOT yaap, na

3aT0a 0CTaHyBa BO BE4Ha COCT0jba Ha NpoeKT.

KoHe4Ho, payHo HanuwaH HaupT o4 Mapuo NMeapoca, bpasnncku
YMETHUYKM KpUTWUYap U NpB AUMpeKTop Ha MC, WTo NCTOBPEMEHO
NpeTcTaByBa WCTOpWja Ha My3ejOT, OCHOBAYKW MOMUTUHKK
MaHudecT u Myseonowku npooun. Co Opyrm 36opoBu, Toa
€ [OOKYMEHT CO CMPOTWBCTaBEHW TeMrnopanHOCTU: XPOHWKa
Ha MOTEKNOTO, NMPOTOKOM W OCTPa KPWUTUKa 33 3HAYerbeTo
Ha MCCA. [lokyMeHTOT npednara WCTOPUCKO-apeKkTWBHa
NpoLeHa Ha My3ejoT 1 Ha HeroBaTa NpYMpo4a, MOCOYYBajKN M1 1
TEXHWYKWUTE U KOHLENTYanHWTE MHAOMKALWM 38 peopraHm3aunja
Ha my3ejoT Bo eraun. MCCA oBe e NPednoXeH Kako HauyvH Ha
pasMucnyBatbe, a He Kako KOHKpPEeTHa 3rpapga, cneunduyHa
Konekumja unu cneundryeH 361p Ha MHCTUTYLMOHANHN HOPMU.

MouMWTE 3a Ha4exx v rpekyH 0CTaHyBaaT BO OCHOBaTaHa TpuTe
NOBTOPHO pasrnefaHu crnyyvaun, 3a Kov 3aeIHUHKU Ce NTNYHNTE
W WHCTUTYLWOHANHK >Xenbu npekuHaTy of HacuICTBOTO Ha
Lp>aBHWOT yaap. 13BneYeHn og apxmsaTa v peKOHOUrypupaxu
NpeKy BM3YenHocTa, cny4ante 3emMaaT popMa Ha NoBUKYyBatbe
Ha HeLOBPWEHOTO MUHATO U MOXHOCTa 3@ WOHWHA WTO He ce
cny4una Bo ncTopujaTa.

Ja HarnacyBaMe oCHOBAaTa Ha My3ejcKnoT NpoekT Museo de la
Solidaridad kako Hanop 3a pa3HOBWOHOCT MOMEFY HEroBuUTe
KOMMOHEHTW, @ T0a Ce YMETHWYKWTE [ena, apxvMBuTe WUnu
nu4HocTuTe. HerosaTta monynapHoOCT A0 OeHelweH OeH bBewe
BO3MOXHa 3aT0a WTO 383eMa pasfiMyHu KOHGUrypauuu,
MeHyBajku 1 CBOWTE [enosu, 3aobuKonyBajku ru cBowTe
NPOEKTW, penokanuaupajku rv ceomTe 0bjekTn - cekorauw bes
MaTepwjanHo eQNHCTBO, Mako LOCNedeH Ha CBOETO NAEO0SOWKO
W CEHTMMEHTanHo jagpo. 0TNopHOCTa Ha My3ejoT Ce npenesa
MPeKy NVHEapHOTO BPEME; Of [0nra NaTeHTHOCT, Toj MMa
CNocoBHOCT AeHec a 13Me3e BO HOBW 1 HECOMHEHW OpMK, BO
WrnekynaTBHa CerawHoCT U HenpeaBUAEHa WOHWHA.

My3ej Ha coaumgapHocTa
CanBagop AmeHpe, 2022
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No Containment. MSSA, the Museum as Spore is an exercise in
interpretation of the historical phenomenon of the Museo de la
Solidaridad in Santiago de Chile.

MSSA was born as an art museum “for the people of Chile”; a
collection created with donations of artists from around the
world that supported Salvador Allende’s socialist project of
the Unidad Popular (Popular Unity). No Containment ironically
summons the Truman Boctrine motto, which defined the United
States’ foreign policy of containment and confrontation of
communist and pro-Soviet ideologies in the context of the
Cold War, thus presenting the Museo de la Solidaridad as an
“anti-containment” agent: a museum without its own specific
building, based on internationalist political ideas. A museum
made of affective and solidary networks, open to any kind of
visual expression, as the founding principle of its collection is
elective affinity instead of any given aesthetic premise.

Within the realm of the open, the porous and the non-local
the analogy between museum and spore allows us to read
the dissemination and reactivation of MSSA. Rebuilt abroad
after the 1973 Chilean coup d'état under the name of Museo
Internacional de la Resistencia Salvador Allende (MIRSA, 1975-
1990J, the museum was rearticulated upon its return to Chile
in the 1990s as the present name: Museo de la Solidaridad
Salvador Allende (MSSA 1991 -today).

Under this sign, the museum emerges as will, as manifestation
of a utopia and multiple wishes. Regardless of its name, its
location or the exact number of its parts, just as the spore, it
is capable of staying inert and traveling lightly, resurging every
time a fertile environment for solidarity exists.

Within the historical archives, we look at a triad of documents
from 1973, through which we notice three modes of operation:
themuseumasdiscourse, the museumas an always-unfinished
project, and finally, the museum as pure performativity.

First, a letter from Australian artist Mike Parr, in which he states
the realisation of a performative artwork that becomes such
when uttered - a phrase whose meaning is fulfilled by being
enunciated, and not just on paper.

Following, a memorandum from the British Council gives an
account about cultural collaboration, briefly describing an
artwork project by British artist Graham Stephens, who wanted
to install floating structures in the Atacama Desert in the north



of Chile. Its execution is presumed to have been interrupted by
the coup, therefore staying in a perpetual state of project.

Finally, a handwritten draft by Mario Pedrosa, Brazilian art critic
and first director of MSSA, which is at once a history of the
museum, a founding political manifesto and a museological
profile. In other words, it is a document with juxtaposed
temporalities:itisachronicle of origin, a protocol, and a diatribe
about the meaning of MSSA. A historical-affective appraisal of
the museum and its nature is proposed in it, pointing out both
technical and conceptual indications for the reorganisation
of the museum in exile. MSSA is here proposed as a way of
thinking rather than a specific building, a collection or set of
institutional norms.

Notions of hope and rupture remain at the base of the
three revisited cases, which have in common personal and
institutional desires that were leftinterrupted by the violence of
the coup d’état. Brought out from the archive and reconfigured
through visuality, the cases adopt the form of invocations of an
unfinished past and the possibility of a future that did not take
place in history.

We emphasize the basis of the museum project Museo de la
Solidaridad as an effort of multiplicity between its components,
these being the artworks, the archives or the persons. Its
prevalence until today has been possible because it has
adopted various configurations, changing its parts, detouring
its projects, relocalising its objects - always destitute
of material unity though consistent in its ideological and
sentimental core. The museum'’s resilience overflows linear
time; from a long state of latency, it has the ability to come out
today in new and unsuspected forms, in a speculative present
and an unforeseen future.

Museo de la Solidaridad
Salvador Allende, 2022

—_
co



NlapuHka Mon MuTuK

Hepena Ha JlaTuHCKa
Amepuka, benrpag

1977 ropguHa.
PekoHcTpyKkumja Ha
MHCTanaymja Bo n06u-
kagyneto Ha CTYyLeHTCKMOT
KYyNTYypeH LeHTap BO
benrpapg, 2022

MewaH Mmeonym
Co cornacHocT Ha yMeTHUYKaTa

Darinka Pop Mitic

Week of Latin America,
Belgrade, 1977.
Reconstruction of the
installation in the
lobby coffee shop of the
Students Cultural Centre
in Belgrade, 2022

Mixed media
Courtesy of the artist
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Kora 6es MHOry Mnana, KpaTko npef fa TprHam BO CPeAHO YHUInITe, PeYncH
CeKoj LleH NoMUHYBaB NoKpaj Ha4BOPEWHNOT sua Ha CTYLEHTCKUOT KyNTypeH
ueHTap. CTyneHTckmMoT KynTypeH ueHTap (CKL) Bewe ueHTpanHoTO MecTo
Ha BenrpagckuTe (M jyrocrnoBEHCKWTE] KOHUENTYanHU 1 HeoaBaHrapaHu
ABWXKetba.

Bo 70-TuTe roauHu MapuHa AbBpamoBuk v Pawa TogocujeBuk Tamy ru
nokaxaa CBOWTe HajBaxkHW nepdopmaHcu. Ho, Toa bewe BO 70-TwTE U
BO 80-TuTe roauHw, jac 6eB camo LEeTe W He 3HAeB HUWTO 3a Toa. 3HaeB
CaM0 [eka Cekoral kora moMUHyBaB, Me MpedvekyBaa nofiypacrnagHaTut
HaCMMKaHW CAIMKW Ha OFPOMHM FMaBun KoW n3nerysaa o4 061akoT co pedncu
Henpeno3HaTn1eM GopMK WTO ro nokpmeaa smaooT Ha CKLU. [osonHo e na
Kaxxam geka beB ncnnaweHa o4 HUB.

fooMHW nogouHa, noTo4Ho 8o 2005 roAmMHa, UMaB MOXHOCT [a HarnpaBam
HewTo BHaTpe Bo CKLU. HamecTo Toa, ce oany4us Oa HampaBaM HeWTo of
HafBopewHaTa cTpaHa Ha CKLU. PewnB oa oTKpujaM Koja e cnukata Wro Me
nporoHysawe oA MOeTo AetcTBo. 0BME CNWKW Cera ce pequcu LenocHo
n3bneneHn, Ho ,bnaronapeHve” Ha pacnadoT Ha OpXasaTa, nowaTta
eKOHOMWja 1 ONWTOTO 3aM0CcTaByBatbe Ha 3rpagaTa Tue He bea npedapbaru.

Ha mMoe n3HeHadyBatbe, OTKPVB [E€Ka 0BMWE rMaBu Ce [efl 04 OrpoMHMOT
mypan ,ConnaapHOCT Ha jyrOCNOBEHCKUTE HAPOAW CO HapoanTe 04 J1aTnHCKa
Amepuka“. HacnukaH e Bo 1977 rognHa o4 rpyna YWNeaHcKu UceneHnumn
Koja Buna popmupaHn Bo YMeTHUYKaTa bprraga Cansanop ArbeHae. Tue bea
rmaBHo amaTepw (Hemaa ,popmanHa” ymeTHUYKa obyka), a BO CnKarbeTo Ha
MypanoT UM nomaralle rpyna 6enrpagcku cTyaeHTy no ymeTHocT. 0Boj Mypan
Bewe gen on HacTtaHoT BO 1977 roamHa HapedeH ,Hepena Ha JlaTuHcka
Amepuka“ Bo CKL, koj BKNy4yBawe cemMuHapu, TpKanesHu Macu, npefaBarba
(enHo o HMB Ha BpaToT Ha Ye MeBapal n cnu4Ho.

Taka, pewnB naja,oceexam bojata Ha suaoT”. Mputoa 6eB AenymMHo ycnewHa
Buaejkn HeMawe LenocHa GOTOAOKYMeHTaumja 3a OpUrMHaNHUOT HaCcTaH.
IMawe BpojHM CHWMKW, HO HWMKOraw TakBW WTO Ke ro MoKaxaT UenuoT
sua. o JOKYMEHTVPaB LeMoT HacTaH (cekoralw ro MUCNeB NOBEKe Kako
nephopMaHc 0TKOMKY Mypan) u Hanuiias KpaTka NnecHa 3a LienoTo UCKYCTBO.

Ho, oTToraw ce cny4v HewTo 4yaHO. beB nokaHeTa Ha Hekonky n3noxbv kage
KypaTopuTe 04eKyBaa [ia ro mpeTcTaBaM 0Ba Leflo0. HajfieceH HaqvH 3a 0Ba
Ce YMHelle [1eka e caMo [a Ce NpeseHTupa AokymeHTauuja. Taa naeja He Mu
ce nonagHa HewTo MHOTY. My ce YnHewe CKYOHO U He dep KOH OPUTMHANHOTO
LeN0 1 HeroBmTe aBToOpPW. Taka, pewns La HanpaBaM HeWTo OONOMNHUTESHO.
Pewwns na Hacnukam mypar.

Ha Hekoj Ha4uH cTaHaB oncenHaTa Of Taa CnuKa. Ja CnvkaB BO HEKOMKY
HaBpaTV [04aBajKu UK 043eMajKi HEKOU eNleMEHTU 1 MOBEKE UMK MOMasKy
CTaHyBajku camopedepeHumjanHa. I ueno Bpeme ce obnaysaB fa Hajoam,
NpOoYewnyBajku HU3 apxnBUTE, HEKOja poTorpaduja oa LeMoT Mypar.

130



When | was very young, little before high school, | would pass by
the Students’ Cultural Centre outer wall almost every day. Students’
Cultural Centre [SKC) was the central place of Belgrade (and Yugoslav)
conceptual and neo-avant-garde movements.

In the '70s Marina Abramovi¢ and Rasa Todosijevi¢ staged some of
their most important performances there. But it was in the "70s and
in the "80s, | was just a kid and did not know anything about that. |
anly knew that each time | passed by | was greeted by half-decayed
painted images of huge heads coming out of the cloud of almost
unrecognizable shapes that covered SKC's wall. Suffice to say that |
was frightened by them.

Years later, in 2005 to be mare precise, | had an opportunity to do
something inside SKC. Instead | opted to do something on the outside
of the SKC. | decided to find out what was the image that haunted me
from my childhood. These images have now almost totally faded away
but ‘thanks’ to dissolution of the state, poor economy and general
neglect of the building they were not painted over.

To my surprise, | discovered that these heads were part of a huge
mural “Solidarity of Yugoslav People with the People of Latin
America”. It was painted in 1977 by a group of Chilean expatriates that
was formed in Artistic Brigade Salvador Allende. They were mostly
amateurs (they had no ‘official’ artistic training) and in painting the
mural they were helped by a group of Belgrade art students. This
mural was part of an event in 1977 called Latin America Week in SKC
that included seminars, round tables, lectures (one of them by Che
Guevara’s brother) and similar stuff.

So, | decided to ‘refresh the paint on the wall’. In doing so | was
partially successful because there was no comprehensive photo
documentation of the ariginal event. There were numerous snapshots
but never one that would show the whole of the wall. | documented
the whole event (I always thought of it as more of a performance than
amural] and wrote a short poem about the whole experience.

But since then, something strange happened. | was invited on several
exhibitions where curators expected me to present this work. The
easiest way for this appeared to be just to present documentation.
| did not particularly like that idea. It seemed cheap to me and not fair
to the original piece and its authors. So, | decided to do something in
addition. | decided to paint a mural.

In a way | became possessed by that image. | painted it on several
occasions adding or subtracting some elements and being more or
less self-referential. And all the time | have tried to find, by combing
through the archives, some image of the whole mural.



NlvepaBka CeKynuk

N3rybeHa n HajaeHa noeTuka
Ha HeBp3aHaTa TpKaje3Ha
maca (benrpap, Jlycaka,
Xapape, Ockap [aBuyo), 2022

4 TekcTuIHU BaHepy
Co cOrnacHocT Ha yMeTHNYKaTa

Dubravka Sekulic

The Lost and Found Poetics
of the Non-aligned Round
Table (Belgrade, Lusaka,

Harare, Oskar Davico), 2022
4 textile banners
Courtesy of the artist
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PasnuyHK, rnasHo LpHO-Benn cnvuky Ha Oeneratute Kow
celaT OKOfy Tpkane3HaTa Maca 3a npeaTta cpeaba Bo
benrpan Bo 1961 roauHa, ce ywTe BU3YeHO AOMUHMpaaT
Ha CnunkaTa 3a T0a WTO e HEBP3aHOCT, CTaBajKu rv BO YOKyC
HEe JIMYHOCTUTE OKOMY KOW Ce COo30ane OBWXKErbeTo, TyKy
MPOCTOPHaTa KoH$Mrypaumja Ha camuoT cobup. Ako v
nornefHeMe canute Wto EHepPronpoexT - jyrocnoBeHCKO
rpagexxHo npeTnpujatue on benrpan, ru wu3rpaon 3a
camuTuTe Ha [BWKEHETO Ha HEBP3aHuTe, Oalu e MOXHO
BO HMB [a Ce BUAOW CnvkaTa 3a HeBp3aHocTa? U panw
Taa CNuKa MOXe fia Ce CKOpUCTW 3a fa ce pasbepe wWTo
Ce Cly4v Co 0duLMjanHOTO KynyBatbe Ha HEBP3aHUTE BO
NepvoLoT MOMery OCHOBareTo W KpajoT Ha 1980-Tute
roOANHN?

Ako ja nornenHeme Jlycaka Bo 1970 rofwHa, rnefame
Cana OpraHu3vpaHa oKony rofieMa Kpy>Ha maca Koja uM
0BO3MOXYBa Ha Cekoj oL 62-Ta wedoBM Ha Oenerauuu
La vma npocTop 3a cebe, a Aeneratute cenat BO Kpyr
3ad HuB. MacaTa, uHcnupupaHa o BenrpanckaTta maca
Ha HEBP3aHWTe, HO CO peYucy TpW NaTh NOBEKe MECTa,
Tpebawe pga ja cumbonmavpa XOpU3OHTaNHOCTa WTO
ABWXerbeTo ce obuaysale Aaja nocturHe n aa obesbean,

BO MpakTW4Ha CMUCRa, CeKOj [a MoXe [a UMa norneq Ha
CUTE BO TEKOT Ha LienaTa KoHpepeHumjaTa.

AKo ce QokycvpaMe caM0 Ha opraHusaumjaTa Ha canaTa
3a KOHtepeHuunjaTa BO Xapape, 16 roouvHu nogouHa,
HEj3UHNOT ON3ajH 1 NPOCTOPEH pacnopes Ha eHTepuepoT
OTKPMBa MOBeKe 3a WOEONOWKUTE NOMecTyBarba Nnomery
1870-TuTe n 1980-TnTe roAvHu, Kako 1 3a NPOMEHNNBUOT
MpycTan KOH PasfiuyHy NPOEKTU BO CTPAHCTBO OTKOIKY
3a noanarteHunoT ekcTepuep. 0Baa KoHpepeHUMCka cana
npeTcTaByBa pagukaneH NPekuH Co NpUcTanoT pasBreH
BO NPeTX04HUTE OeLeHnn. TpKaneaHaTta Maca Kako Kily4eH
OpraHu3auUncky [On3ajHepcKku enemMeHT 3a rnaBHaTa
KOH$epeHUNCKa cana v NPUHLKMNOT Ha XOPU30HTanHoCT
Bea HanywTeHw. CanaTa, NpaBoarofHa BO CBOjaTa OCHOBA,
Bewe opraHuM3dvpaHa BepTUKaNHO, CO AOBE HaAOMHO
COMOCTaBeHW rafiepu 3a Ceflerbe Ha NOLONTUTE CTPaHu,
MOLENMpPaHN Kako apeHa. ApXMTEeKTUTe ce BoLea 04
MapnameHTOT Ha Benuka bpuTtaHwja, bumejkn 3a Hus,
TOj rO npeTCcTaByBalWe [OyXOT Ha [eMoKpaTtujata Wwro
Cakaa fna ro nonosat. VpoHwjaTa Oa Ce KOpWUCTM TakoB
MOOen BO mopaHewHa bpuTaHcka KonoHuja M n3bera Ha
aBTOpUTE. [1BaTa HajCUNHK dakTOpW BO 0BNNKYBaHETO Ha
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cafnaTa Kako HOBa apeHa 3a LeMokpaTuja Bo 3umbabee
Bea ¢acumHaumjaTa 04 3anagHaTa KanuMTanucTU4Ka
AEeMoKpaTuja U KoHKypeHuwuja. Bo nrpa bewe KonoHmM3auwja
Ha uMaruHaumjata o4 CTpaHa Ha 3anagHaTa 3amucna
npeToYeHa BO apxuTekTypa. [IpPOCTOPHO, OpraHu3auvjaTa
Ha 0BMe LEeHTpM NOKaxKyBa KakKo aHTUKONOHMWjanHaTa,
aHTUMMNepujanHata, aHTUpacucTuykaTa Bu3Wja 3a
HEBP3aHOCTa He MOXefla 4a 0LOJiee Ha MPUTUCOLMUTE Ha
eKOHOMCKaTa 3aBWCHOCT W rnobanHnTe 3aMncny, Npu WTo
EHepronpoekT e nprjaTencku 3acTanHuk 3a NPOLECUTE Ha
HEeOKOMOHWjanHOTO 3a3eMarbe WTO MV rnefa NporpecoT U

,D,BMOKpaTI/IjaTa CaMo cnopef cnukaTa Ha 3anafor.

[BaTa camnTa BO Jlycaka n Xapape 6ea BaxkHM BO
ncTopujaTa Ha OBVXereTo Buaejkn ooHecoa OOKYMEHTY
WV Tena Kow Ce 3aHMMaBaaT Co UOHWHaTa Ha TpeTMoT CBET
nceobuaoagarnaptukynupaatbapatbaTa3anonpaBeneH
cBeT. [IBUXKEHETO Ha HEBP3aHWTE MOXe [a Ce chaTu Kako
KOH3epBaTMBHaTa CTpaHa Ha aHTukonoHujanHaTta bopba,
Koja obesbenyBa CONMMAAPHOCT 3@ [AEKOMOHU3NPAYKNTE
HauuMw 3a [a [LobwjaT CyBEpeHUTEeT, HO U CKPOTyBa
W WHTErpupa BO KanuTanucTudkata rnobanusauuia.
KoHeyHo, gBuratenoT Ha ocnobogyBarbeTo, CTaHa W
LBUWraTen Ha WHTerpauuja Bo HeoAbpaHIMB CUCTEM, HO
VHOPaCTPYKTYpWTE NPOM3BELEHN BO HEBP3aHOCTA, MOXKAT
0a NOHyLaT HeKakBW HaCOKW 3a T0a Kako YrHeTeHuTe,
ayTcajaepuTe, NPOKNETUTE, MOXAT Aa Ce 34py>KaT 1 [a ja
apTuKynupaaT cBojaTa No3uunja BO CBETOT, BO OTNOPOT
W KOH NOKaNHWTE W KOH rnobanHuTe Bnagejadku ennty,
BO KOW 3ab0paBarbeTo HO M HEMpOCTYBareTo Ha 40NroT
Moxe [fa buaoe efneH of OBUraTenuTe Ha aHTU-(Heo)
KofoHujanHaTa conupapHocT. I fonexka HajnpucyTHWUTE
CIKW CE OHWE Of PaHWTe roLWHM Ha HeycornaceHocT,
BPEMe e [la Ce HanpaBaT CUKY 3a MaHWHaTa.



Various, mostly black and white images of the delegates
sitting around the roundtable for the first meeting in
Belgrade in 1961, still visually dominate the image of what
non-alignment was, bringing in focus not the personalities
around which the movement gathered, but the spatial
configuration of the gathering itself.

If we look at auditoriums that Energoprojekt, a Belgrade-
based Yugoslav construction enterprise, built for the Non-
aligned Movement Summits, is it possible to see in them
the image of non-alignment? And can that image be used
to understand what happened with the official purchase of
the non-alignment in the period between its founding and
the end of the 1980s?

If we look at Lusaka in 1970, we see an auditorium organized
around a large circular table enabling each of the 62 heads
of delegation to have a space for themselves, with the
delegates sitting in circles behind them. The table, inspired
by the Belgrade’s Non-aligned table, but with almost three
times more seats, was meant to symbolise the horizontality
that the movement was trying to achieve and ensure, in
practical terms, that everyone could see everyone else
throughout the conference.

If we focus only on the organization of the auditorium for
the conference in Harare, 16 years later, its design and
spatial disposition of the interior reveals more about the
ideological shifts between the 1970s and 1980s, and the
changing approach to various projects abroad than its
golden clad exterior. This conference hall represents a
radical break with the approach developed in the previous
decades. The roundtable as the key organizing design
element for the main conference hall, and the principle of
horizantality, were abandoned. The hall, rectangular in its
base, was organized vertically, with two steep juxtaposed
seating galleries on the longer sides, modelled as an arena.
The architects used the UK Parliament as a reference,
as, for them, it represented the spirit of democracy they
wanted to capture. The irony of using such a reference
in a former British colony escaped the authors. The two
strongest factors in shaping the auditorium as a new
arena for democracy in Zimbabwe were a fascination with
Western capitalist democracy and competition. What was
at play was a colonization of the imagination by a Western
imaginary translated into architecture. Spatially, the

135



organization of these centres shows how the anticolonial,
anti-imperial, antiracist vision of non-alignment could
not resist the pressures of economic dependency and
global imaginaries, with Energoprojekt a friendly proxy for
processes of neo-colonial capture envisioning progress
and democracy only in the image of the West.

Both Summits in Lusaka and Harare were important in
the history of the movement because they brought about
documents or bodies concerned with the future of the Third
World and tried to articulate demands for a maore equitable
world. The Non-Aligned Movement can be seen as the
conservative side of the anti-colonial struggle, providing
solidarity for decolonizing nations to gain sovereignty, but
taming and integrating them into capitalist globalization.
Ultimately, the vehicle of liberation also became the
vehicle of integration into an indefensible system, but
the infrastructures produced in Non-alignment, can offer
some guidance, on how the oppressed, the underdogs, the
damned, can come together and articulate their position
in the world, across difference, in resistance to both local
and global ruling elites, in which debt forgetting and not
forgiving, can be one of the triggers for anti-(neo)colonial
solidarity. And while the most present images are those
from the early years of non-alignment, it is time to make
images for the future.

—_
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CerawHuoT HeonubepaneH, rnobaneH 1 oucnepsnpaH CBET € HENPWjaTENCKWN HaCTPOEH
KOH 3aUBPCTEHUTE E4HAKBOCTW. Pa3aMnCyBajkn 3a CoNMaapHOCTa BO AEHEWHO BPEME,
Jlea Cycemunwen n JeHc KacTHep ro BoBeayBaaT TEPMUHOT ,HEOCHOBaHa ConNnaapHoCT”,
3aCHOBaH Ha pafgwvkanHu pasnuku. ,HeocHoBaHaTa [1nn pagvkanHal conmaapHocT He
NOCTOU NPBEHCTBEHO BO NAPTU3aHCTBOTO HA UCTOTO U CAIMYHOTO, TYKY BO CONMAAPHOCTA
CO NyreTo, Co Kow ce Aenu pabpukaTa, cpeanHaTta, NonoT uin eTudkaTta atpmbyumja”.t
Cekoja cepvo3Ha 3acerHaTocT 3a MnpaBda fAeHec, 6uno ga e Toa HeegHakBaTa
oncTpubyumja Ha BakUWHWTE NPOTUB KOPOHa, BOjHaTa BO YKpauHa, yHUWTYBameTO Ha
HaWWOT ekocucTem, BpyTanHo 3adylieHUTe NPOTECTU 33 XXEHCKW npaBa BO WpaH unu
ABMXEETo ,XKNBOTWUTE Ha LpHUNTE Ce BaxkHK", Bapa pagvkanHa conuaapHocT.

YMETHWYKOTO UCTPaxyBa4ko OENno Ce 3aHMMaBa CO MPEeXW Ha TpaHCHaLMOoHanHa
YyMETHMYKa CONMAAPHOCT, 0COBEHO OHWE BKOpPeHeTU BO [BMXKEHETO Ha HeBP3aHWTe
([H3), koe ru npudaT pasnuknTe 1 rn 0beanHu Bo 3aeaHNYKa aHTUUMNEPN]anUCTYKa
W aHTVKonoHujanHa 6opba. 3emMajku ro My3ejoT kako apTedakT Ha MCTOPMCKM NoLmMpaHa
CONMOAPHOCT, MPOEKTOTTMUCNINTYBANHCTPYMEHTUTEHA TPAHCHALVOHANHaTayMeTHNYKa
CONMMWOAPHOCT 3a OTMNOYHyBatbe, pa3BuBarbe W CMpoBedyBarbe Ha AEKONOHWjanHuTe
KYNTYPHW NPaKTUKW feHec. [loHaTaMy, 4ef10T0 F0 0TKPUBA NOTEHLMjANoT Ha yMETHNYKaTa
COMMOapHOCT 3a 3auBpCTyBarbe Ha 06ednHETU NOCTOeA KOV N3OPXKyBaaT HENpaBau

npean3BrKaHn o ceralHnoT HeoKOoJIoHWjaleH Nopeaok.

KoHkpeTHaTa cTyauja Ha cnydaj e MyaejoT Ha coBpeMeHa ymMeTHocT Bo Ckonje (MCY),
OCHoBaH bnarofapeHue Ha U3BOHpPeAHaTa CONMAAPHOCT Ha YMETHUUM 0 LeNnoT CBeT
co Ckonje norodeHo of KatacTpodanHuoT 3emjoTpec. DoKycOT Ha WCTPaXKyBakeTo
Bewe cTaBeH Ha Oenata 04 KonekuujaTa OOHMPaHU 0L YMETHWUW OO HEeBp3aHuTe
3eMju 1 oa ,rnobanHuoT jyr’. Bo 0BOj npucTan, My3ejoT € No3UUMOHUPaH Kako Aen of
rnobanHaTa kapTorpaduja Ha yMeTHWYKa CONMOAPHOCT UHULMPaHa U MHCpUpaHa o4
aHTUMMNepujanucTnykuTe u ocnoboautenHn 6opbu. Cnoped NpoekToT, HajronemMuoT
noTeHUMjan Ha HeBp3aHaTa YMETHWYKa CONMOApHOCT wu3paseHa co Ckomje e
bopMUparbeTo Ha MHOMY pa3HOBWMOHA KoMnekluja Koja rv HagMuHyBa cuTe noaentu.
Mokpaj Toa, cneunduyHaTa XeTEepPOreHoCT Ha HerosaTa Konekuuja 0BO3MOXYBa, 04
eflHa CTpaHa, npofykuuja Ha uctopuorpaduja Ha yMETHOCT HaOBOP 04 3anafHuoT
XEreMOHUCTUYKM KaHOH, a 04 Apyra CcTpaHa, co3faBatbe nnaTthopma 3a ,nepudepHu”
YMETHNYKM COjy31, COpaboTKM 1 pas3MeHN.

YMETHMYKOTO OeNno e 0praHu3vMpaHo BO TpU dena: ApXMBOT IO OTKPUBAE MPUINNYHO
Heno3HaTnoT acnekT Ha MCY - feka uMa ronema, Ho rnaBHO UFHOpYpaHa 1 3aHeMapeHa,
Kofnekumja o1 HeBp3aHWTe 3eMju, ocobeHo oHue o JlaTuHcka Amepuka. OcmucneHa
npeky KonekuwujaTa Ha MCY, Kako v o[, peneBaHTHUTE KYNTYpHM copaboTKu U pa3MeHn
Mery JyrocnaBuja v HeBp3aHWTE 3eMju, ManaTa MpeTCTaByBa KOMMMEKCHa Mpexa
Ha YMETHUYKM conmaapHu oaHocu. cTakHyBajku ja mepcnekTuBaTa Ha My3ejcKuoT
MOLEN 3a UOHUTE LEeKONOHWjanHU OUCKYPCU U KYNTYPHU NPaKTUKK, TPY MelryHapoaHu
YMETHUYKM 13N0X6u - n3pasyBajkn CONMOApHOCT CO - Ce MpeaBUOEHU U NPETCTaBeHM
Kako lpoexuumn Bo GopMa Ha nnakaTtu.

1 Jlea Cycemuwen n JeHc KacTtHep: Unbedingte Solidaritdt. Minster: Unrast
2021 cTp. 7
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The present neoliberal, globaland dispersed world is hostile to solid equalities.
Thinkingaboutsolidaritynowadays, LeaSusemichelandJensKastnerintroduce
the term “groundless solidarity”, based on radical differences. “Groundless
[or radical] solidarity does not exist foremost in the partisanship of the same
and the similar, but rather, in the solidarity with people, with whom one does
share the factary, the milieux, the gender or the ethic attribution”2. Every major
justice concern of today, be it the unequal distribution of Corona vaccines,
the war in Ukraine, the destruction of our Ecosystem, the brutally suppressed
protest for female rightsinIran, or the “Black Lives Matter” movement, requires
radical solidarity.

The artistic research work is concerned with webs of transnational artistic
solidarity, especially those ingrained in the Non-aligned Movement (NAM],
which embraced differences and united themin a common anti-imperialist and
anticolonial fight. Taking the museum as an artefact of historically situated
solidarity, the project examines the instruments of transnational art solidarity
for conceiving, developing and implementing decolonial cultural practices
today. In addition, the work casts light on the potential of art solidarity for
solidifying united existences that withstand injustices caused by the present
neocalonial order.

The specific case study is the Museum of Contemporary Art in Skopje (MoCA),
founded on account of an extraordinary worldwide non-aligned solidarity
with earthquake-stricken Skopje. The focus of research was put on works
from the collection donated by artists from the non-aligned countries and
the “global south”. In this approach, the museum is positioned as part of a
global cartography of art solidarity initiated and inspired by anti-imperialist
and liberation struggles. The project argues that the biggest potential of the
non-aligned art solidarity expressed with Skopje is the formation of a highly
diverse collection that stands above any divisions. Mareover, it asserts that
the specific heterogeneity of its collection allows, on the one hand, the
production of an art historiography outside the Western hegemonic canon,
and on the ather, the creation of a platform for “peripheral” artistic alliances,
collaborations and exchanges.

The artwork is organised around three parts: The Archive illuminates the rather
unknownaspectofMoCA-thatitholdsalarge, andlargelyignoredandneglected,
collection from non-aligned countries, especially those of Latin America.
Informed by the MoCA collection as well as pertinent cultural collaborations
and exchange between Yugoslavia and the non-aligned countries, the Map
presents a complex web of art solidarity relations. Highlighting the prospect
of the museum model for future decolonial discourses and cultural practices,
three international art exhibitions - expressing solidarity with - are envisaged
and presented as Projections in the form of posters.

2 Lea Susemichel & Jens Kastner (Hg.): Unbedingte Solidaritéat.
Minster: Unrast 2021, p.7



XjvH-Cvk Ceo

Jloba Ha ugHuHaTa, 2020
EnHokaHanHo Buaeo, 6oja, 3BYyK, 30 MUH.

Hapa4aHo 04 A3NCKMOT KYNTYPEH LIEHTap
rBaHmKy; CO COrNacHOCT Ha YMETHUKOT

Hyun-Suk Seo

The Age of Future, 2020

Single-channel video, color, sound, 30 min.

Commissioned by Asia Culture Center
Gwangju; Courtesy of the artist.




Kako goen on TEKOBHWTE BULEO NMPOEKTH 3a ynoraTa Ha MoLepHUCTMYKaTa
apxuTeKkTypa BO $OpMUparbeTO Ha MO4EPHUTE Hauun Bo Anja, XjyH-Cyk Ceo
rO MCTpaXkyBalle Cry4ajoT Ha kamMbollaHCKNOT apxmnTekT BaH MonmBaH, Koj
e Ha3Ha4eH 3a n3rpanba Ha MHGpacTpykTypaTa Ha lHom [1eH 3a BpeMe Ha
BaLeereTo Ha MPMHLOT CxaHOyK BeHaW No He3aBuncHocTa Ha Kamboua
o4 OpaHunjaBo 1953 rognHa. ,0NMMAUCKMOT CTaamnoH", e4Ho 04 3HaYajHNTe
nena Ha MonusaH, bewe 3aBpueH Bo 1964 roanHa 3a oa buaoe oomakuH
Ha BTOpuTe GANEFO (Wrpn Ha HoBMTEe cunu Bo Pa3Boj) WTo cnefewe no
ycnewHaTa uHayrypauwvja Bo LlakapTta. rpuTe bea aen oa MefyHapoaHuTe
Hamopu [a ce W3rpagu Cojy3 He3aBUCEH O aMeprKaHCKUTE BnujaHuja,
CTaMOHOT WTO ja 0TEN0TBOPYBa peweHocTa Ha Kambolla oa buae akTvBeH
[en ofl KONekTuBHaTa eHepruja. ,[loba Ha MOHMHATA" NOBTOPHO Ce HaBpaka
Ha BM3WjaTa 384 OOCTUTHYBatbaTa Ha NOKOJHNOT apXMTEKT MPeEKy 3anucute
Ha UCTOpUYapw, NCTPaxyBadn v YMETHWLUW, KAKo W Ha CaMUOT apXMTeKT.
HeroBoTO yCBOjyBatbe Ha apxMTEKTOHCKUTE HacneacTBa Ha AHrkop bewe
MHOBaTMBHa npepaboTka Ha €BPOMCKMOT MoAepHW3aMm, W [BaTa bea
MHOry NoTpeBHW 3a NOBTOPHO Oa Ce 3aMUCnW UOEHTUTETOT Ha HauwjaTa.
CTaonoHOT, KaKo W LenunoT rpaf, cera CToM Ha pasHuliaHo TI10 OMKPY>KEHO
CO 3aKaHUTe Ha HOBMTe rnobanHu CunW, KoM MOXe Oa Ce MokaxaT
nonoryBbHu of rparaHcKUTe BOjHW UNW TWPaHWjaTa Ha BpeMeTo 3a BU3mnjaTa
WTO ro U3rpaau rpagoT Ha MAHWMHATa Npen NOBEKE 04 NOMOBKHA BEK.
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As part of the ongoing video projects an the role of modernist architecture
in the formation of modern nations in Asia, Hyun-Suk Seo has been
researching the case of Cambodian architect Vann Molyvann, who is
accredited for building the infrastructure of Phnom Penh under the reign
of Prince Sihanouk right after Cambodia’s independence from France in
1953. The “Olympic Stadium,” one of Molyvann’s landmark works, was
completed in 1964 to host the second GANEFO (The Games of the New
Emerging Forces) to follow its successful inauguration in Jakarta. The
Games were part of international efforts to build an alliance independent of
the American influences, the stadium embodying Cambodia’s determination
to be an active part of the collective energy. “The Age of Future” revisits the
vision behind the late architect’s accomplishments through the accounts
of historians, researchers, and artists, as well as the architect himself.
His adoption of the architectural legacies of Angkor was an innovative
reworking of the European modernism, both of which were much needed
in reinventing the nation’s identity. The stadium, as well as the entire city
itself, stands now on trembling grounds surrounded by the threats of new
global powers, which may turn to be more devastating than the civil wars or
the tyranny of time to the vision that built the city of the future more than
half a century ago.



1-sa CHETCRA FANEFHUA s KAPHKATYPY 1969 | Xose Beprapac MANEHKD - HAHAO. Cassagep | IPRA HATPALA

1™ WORLD GALLERY of CARTOONS 1967 | Hose Barnards PACHECD - MANDO, Salvador | FIRST AWARD

W360p oa npBoHarpageHuTte on CBeTckaTa
ranepuja Ha kKapukatypu, Ckonje

Xo3e bepHappo layeko - HaHoo, Cansagop
[ywaH MeTpuyuk, Jyrocnasuja

Bnanoumup bopojeBuk, Jyrocnasuja

Jlaso lnasescky, Jyrocnasuja

XacaH Dasnuk, Jyrocnasuja

Co cornacHocT Ha OCTEH

Selection from the First Award Winners from
the World Gallery of Cartoons, Skopje

Hose Bernardo Pacheco - Nando, Salvador
Dusan Petricic¢, Yugoslavia

Vladimir Borojevic, Yugoslavia

Lazo Plavevski, Yugoslavia

Hasan Fazli¢, Yugoslavia

Courtesy of OSTEN



CBeTcKkaTa ranepuja Ha KapukaTypu € eOvHCTBEeHMOT
HacTaH 0[ TakoB BW[ BO MakenoHwja, HajcTap Ha bankaHoT
W efeH on HajoonroroguwHuTe Bo cBeToT. OCHOBaHa e BO
LanevHata 1969 roowHa on cTpaHa Ha pepakuujata Ha
cnucanueTo ,0CTeH”, CO WTO yMeTHUYKUTE (OpMU KakKo
KapukaTtypa, caTWpW4eH UPTEX W CTPUMNOBW CTaHyBaaT
L0CTanHu 3a nowvpokata nybnwvka.

CBeTcKaTa ranepuwja Ha kapykaTypy H13 BpeMeTO L0XMBea
pasnuyHK cyabuHu - 04 LenocHa Noaaplika o4 3aegHuuaTa
W UHCTUTYLMUTE, 00 TPAH3WULMCKa HEMOXHOCT Aa objaByBa
rOAMWHO n3naHue. lToBTOPHOTO MojaByBatbe Ha CBeTCKaTa
ranepuja Ha KapukaTypy BO W3MUHATUTE HEKOMKY FOOVHW
bewe onbenexaHo CO NUYEH aHraXKMaH 1 eHTy3nja3aM Ha
OHUWe Kov oabuja fa ce cornacaT 3a Hej3HO NPEKUHYBatbe 1

TaKa, yCrneaja fjaja oap>aT Ha 3al0BOJSICTBO Ha 3aeHnLaTa
— loKanHaTta u MeﬁyHapouHaTa.
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The World Gallery of Cartoons is the one and only event of
such provenance in Macedonia, the oldest in the Balkan
and one of the most long-standing in the world. It was
established back in 1969 by the newsroom of the magazine
Osten, making artistic forms like cartoon, satiric drawing and
comic strips available to the wider audience.

The World Gallery of Cartoons has experienced different
fortune over the time - from being completely supported
by the community and institutions, to transition inability to
publish an annual edition. The reappearance of the World
Gallery of Cartoons in the past few years was marked by
personalengagement and enthusiasm by those who refused
toagreetoitseliminationand hence managedto sustainitat
the pleasure of the community — domestic and international.
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Muna Typajnuk

‘Oynte Ha UennoT CBET JeHec ce
BrnepeHn Bo benrpap’ [HeBp3aHu
XpOHUKM-OparmeHTn #1], 2021

e[HOKaHanHo BMOeo, CTEPED 3BYK, 5°
0B0O3MOXeHo o, ,dunmcke HoBocTn”
Co cornacHocT Ha yMeTHMYKaTa

Mila Turajlic

‘The eyes of the whole world are
on Belgrade today’ [Non-Aligned
Newsreels-Fragments #1], 2021

single-channel video, stereo sound, 5’
powered by Filmske novosti
Courtesy of the artist

jm



MoBuWKyBajKu ce Ha BypMaHckuaT npemuep Y Hy, Koj
BO CBOjOT rOBOp Ha 0TBOPatbeTO Ha CamMuTOT Ha
HeBp3aHWTe 3eMjy Bo benrpag Bo centemspun 1961
roavHa u3jaBu oeka ,041Te Ha LenunoT CBET AeHEC
ce BnepeHu BO benrpan”, oBaa uHCTanauuja ro
MCTPaxyBa CaMWTOT Kako MeouyMCKW HacTaH W
aHTVKONOHWjanHa nnatoopma. [lenoTo e gen on
TEKOBHUOT YMETHWUYKM WCTPaXKyBa4KM MNPOEKT
,HeBp3aHu XpoHuKNn”.
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Referencing Burmese Prime Minister U Nu, who
declared in his speech at the opening of the
Belgrade Summit of Non-Aligned Countries in
September 1961 that ‘the eyes of the whole world
areonBelgradetoday’, thisinstallationinvestigates
the summit as a media event and anticolonial
platform. The work is part of the ongoing artistic
research project Non-Aligned Newsreels.
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llaHuena beprep Mpapo
MCCA, My3ejoT Kako crnopa

OBa ke buae KpaTka npe3eHTauulja 3a My3ejoT U HeroeaTa WCTOPK]a,
KypaTopckaTa Bexba BO MakemnoHuja (koja npeTxooHo bewe Bo
CrnoBeHuja) v KpaToK Nperneq Ha My3ejoT AeHEC.

Huk AjkeHc
llpemoTYyBabe Ha WHTEPHALWOHANIN3MOT

Bo 0BOj pa3roBop Ke ro npeTcTaBaM MOjOT aKTyeneH UCTPaXKyBa4ko-
n3noxbeH npoekT ,lpeMoTyBarbe Ha WMHTEPHALMOHANU3MOT: CLEHW
o4 1990-TuTe rogounHu, oeHec”. UHTepHaUMOHaNM3MOoT - Kako NouM u
3aMmucna - UMa MHOry pasfiuyHuU UCTOPUCKM W COBPEMEHMN PE30HAHLMW.
Toj Bewe kny4eH 3a paboTHUYKOTO ABWXKEHbE, MPOEKTOT Ha HEBP3aHUTE
M HM3aTa emaHumnaTopcky Bopbu Bo 20 Bek. YuTe 04 CensMUYKNTE
reononuTUYKM npoMeHn Bo 1990-TuTe roLWHWM, Kako pesynTaT Ha
nponacTa Ha CoeTckwoT Cojy3 u npeBnacta Ha rnobanusaumjata,
camaTa uieja 3a WHTepHauuoHanu3am Bnese BO Anaboka cocTojba
Ha MoCcTOjaHO MeHyBatbe. Bo cerallHMOT MOMEHT, AeduHMUpaH 04 H13a
TEKOBHW FEOMOMWUTUYKYW, eKOMOWKWM 1 BMOMOAUTMYKK KPW3K, Kako
bu moxene na ro pasbepeMe TePMUHOT W Oa ro penHBECTUpaMe
CO NoTeHuujan [na ce ,C004UMe CO CBeTOT'? [IpeKy YMeTHUYKM
oena W 3aefHUYKM UCTPaxyBadkuM npoekTn BO lpemoTyBatbe
Ha WHTEepHaUMOHanU3MOoT", Ke ro WCTpakam MOEeTO MPOMEHNUBO
pa3bvpatbe 3a TEPMWUHOT: HEFOBWUTE Pa3NNYHU Pa3MeEpPW, PErNCTPM W
BeTyBarba.

'pejc Cambox
OtBopeHo nucmo 3a Egn CegmnoBaTu

Bo pasnuyHu $asv o4 Hej3MHWOT >XWBOT, EOM e mpusHaeHa Kako
TaH4yepka, KpUTU4apka 3a TaHu (u neppopmaHc), apxeonar, brpokpaTka
M NPOYECcopKa Ha MCTAKHATWOT Op>KaBeH YHUBep3nuTeT Bo IHOOHEe3u]a.
MepronoT kora paboTu kako BupokpaTka BKyYyBa WECT TOAUHY
nMoMUHaTU KaKo [eHepanHa OVpPeKTopKa 3a KynTypa Ha MMHUCTEPCTBOTO
3a obpasoBaHue W KynTypa. Ha Taa nosuuunja ja ¢opmynupa Galeri
Nasional Indonesia Bo ¢opmaTa wTo ja 3Haeme aeHec. M3noxbaTa 3a
COBpEMEeHa YMeTHOCT 0ff HeBp3aHuTe 3eMju, Bo 1995 roauHa, bewe
HEj3MHMOT NWUNOT MNPOEKT BO AednHMparbeTo Ha ynorata, pyHkuujaTa u

NONUTUHKNOT CTaB Ha ranepujaTa.



Jby6uua CnackKoBCKa
CvbantepHu rnobanuctu: HeBp3aHUOT
WHTEepHaunoHannsam Bo rnobanHata CTygeHa BOjHa

[eHepaLija jyroCrnoBEHCKN aHTUGAWNCTW U NapTU3aHK, 04 KO MHOrYyMWUHA
ce bopene Bo linaHckaTa rpafaHcka BOjHa, ro GopMupaa CcTONOOT Ha
HoBaTa jyrocnoBeHcka dedepaunja no 1945 rogmHa u Bea coodeHu
CO AEKOMOHM3UpayKy CBET WTO I OApasyBalle HUBHWTE COMCTBEHW
MCTOPUCKM NCKYCTBA 04 MeryBOEHWOT ¥ BOBHMOT Nepuof. HacneacTeoTo
0L NPOrpPEeCVMBHUOT, aHTU-UMNEpPUjaneH MeryBoeH WHTepHaunoHanu3am
Belwe noBTOpHO co3aaneHo Bo baHayHr, benrpaa v OH, kade wTo Moxea Aa
CerpafaT HOBW COjy31 OKOIY NMPETXOAHWUTE MPEXW 1 38E4HWNYKIN CTIOMEH.
PacnapoT Ha CoBetckuoT Cojy3 W OekonoHwsaumjata ro obesbenwja
KPUTWYKMOT KOHTEKCT 3a NojaBaTa Ha HEBP3aHUOT MHTEpPHaLWOHann3am,
0BO3MOXYBajKV eHa NONUTWYKa reHepauvja 4a oojae Aa urpa orpomHa
ynoraHarnobanHaTa clieHa MHOWTBO 3eMj1 BO Pa3B0j 1 MOCTKONOHUjaNHK
3eMj1 Oa ja CMeHaT AuMHaMuKaTa Ha rnobanHaTa CTyaeHa BojHa.

Niuna [yBepoBuk

JYrocjoBeHCKo-appuKaHCKa COauMaapHoOCT,
XEeHU U NINYHWN apXUBU: CnyyajoT co apxuBaTta
Ha_ Oma [yBepoBuK

NuHa ['yBEPOBUK ja MpeTcTaByBa NYHaTa apxvBa Ha jyrocroBeHckaTa
nonuTuyka paboTHuyka Orba ['yBepoBuK, Koja paboTewe 3a KomucujaTa
3a nomow Ha ocnoboanTenHuTe ABWXKerba Npu CounjanucTUYKKOT Cojy3
Ha paboTHWoT Hapon Ha Jyrocnasuja (CCPHI) Bo 1970-TwTe 1 1980-Tute
rOOMHW, a NoAOUHa M Kako Ounnomatka BO ronem 6poj adpukaHcku
3eMju. 0OBaa apxmBa M [LOKYMEHTMPA [YrOCMNOBEHCKWUTE MONUTUYKK
04HocK co cybcaxapcknTe adpuUKaHCKM 3eMju 3a BPEME Ha MEpUOLOT Ha
AeKonoHnaaunja, ocobeHo dokycupajkn ce Ha 0gHOCUTE Ha 3eMjaTa co
3umbabee, Hamnbuja, JyxxHa Adpuka, TaH3aHWja u AHrona. MoTnupajkn ce
Ha HejauHaTa npeTxoaHa paboTa co pa3soj Ha apxvsl, JluHa ['yBepoBuk
ja NnpeTcTaByBa apxuBaTa, NpalyBajku Kako MOXeMe Aa ro NoTTUKHEME
cybjeKTUBHOTO, HECKNAAHOTO M NNYHOTO BaBejKM Ce Co TakoB MaTepujan
BO CerawHwWoT MOMEHT, OOLeKa apxuBaTa MPeMWHYBa 04 NUYHUOT BO

JaBHNOT OOMEH.



EMunuja EnwtajH, AHa KHexeBuK

My3ej Ha appuKaHCKa YMETHOCT - Konekuuja
Ha Bepa u pa-p 3apaBko [leyap, benrpapa,
Cpbuja “‘OBa He e BojHa’ - OcnobopgyBamwe

Ha YMOT M Ha 3emjaTta, BO MacTwio U BO [ieso

MokycoT Ha n3noxbaTa e Ha CNPOTUBCTABEHWTE PEanNHOCTY Ha BOjHaTa U
HEj3MHUTE OUCKYPCK, CO FONEMO BHUMaHWE Ha Pa3nnYHOTO U3BECTYBatbe
3a AmxupckaTta BojHa 3a HesaBucHocCT (1954-1962). MpemuHyBajku HW3
My3ejoTHa appukaHckaymeTHOCT Bo benrpagckaTaoKyMeHTaumjan ¢oto
apxvBa, 4 co nocebHO BHMaHWe Ha anTepHaTNBHaTa MHTEpNpeTaLmja Ha
LEeUeHTPMPaHoTo KMHO — ¢unmoT ,buTkata kaj Anxnp” o 1966 roguHa
- un3noxbaTa pasrnefyBa W pa3oTKpUBa anTepHaATMBHU rNacoBu U
MpoAyKUWja Ha 3Haetbe Ha [IBVXXerbeTo Ha HEBP3aHUTE KaKO MOMUTUYKM
1 noeonowku npoexT. ,0BA HE E BOJHA" ncto Taka nma 3a Len na otkpue
Henokonebnue ctaB u oobwearbe Oa ce HapekyBaaT paboTwTe co
HUBHOTO BUCTMHCKO VME BO Halle BPEME: BOJHM 1 KONOHW3aL UK, MHBa3Wu,
KOHONMKTW, 00aH3WBW, He ce aHTudawmncTuyku 6opbu, ,cneumnjanHu
BOEHM OMnepaunmn”, oypu HU , akTV Ha camooabpaHa”.

JlabopaTopuja Ha HeBp3aHaTa YMETHUYKA
Konekumja (MapuHa Yene6buk, AHuta Yynaguk,
Hapa bakoBuK u Hatanuja ByjoweBuk)
AKTMBHOCTU Ha YMeTHMYKaTa rajnepuja Ha
HeBp3aHuTe 3emju ,Jocun bpo3 Tuto” u
Hej3uHaTa Konekumija

YneHoBuTe Ha JlabopaTopwja 3a KoflekUWjaTa Ha YMETHOCT 0O HEBP3aHUTE
3emju, Anuta Yynaouk, MapuHa Yenebuk, Hapa bakoBuk n HaTanwja
ByjoweBuk, ke 36opyBaaT 3a UcTopujaTa U akTUBHOCTWTE Ha [anepujaTta
Ha yMeTHOCTa 04 HeBp3aHuTe 3eMju ,Jocun bpoa Tnto”, cTaTycoT Ha oBaa
Konekuwuja no pacnanoT Ha Jyrocnasuja, Kako W 3a HMBHaTa KONekT1BHa
paboTta Bo JlabopaTopwjaTa, NneTejku HoBa MpeXa 1 pasroBOpu Mpeky
0BOj MPOEKT.

*Boperbe HW3 u3noxbaTa bojaHa Muuwkyp, MBaHa BaceBa & ydecHuuu:
lopfe Banmasosuk; JuHa [yBeposuk; KYPC; MapuHa Yenebuk, AHuTa
Yynaguk, Hapa bakoBuk, Hatanuja Byjowesuk (flabopaTopuja Ha
HeBp3aHaTa yMeTHW4YKa Konekuwjal; CuHWwa Wnnk; JoBaH MBaHoBCKM,
AHa WBaHoBcka [eckosa, Brnagumup [eckos; Emunuja EnwTajH, AHa
KHexxesuk; Japurka Mon Mutuk, MBaHa CuummoBcka, CeeTcka ranepuja
Ha KapwukaTypa, Ckonje.



Daniela Berger Prado
MSSA, the museum as spore

It'll be a short presentation about the museum and its history, the
curatorial exercise at Macedonia (which was prior in Slovenia) and a brief
look at the museum today.

Nick Aikens
Rewinding Internationalism

Inthistalklwillintroduce mycurrentresearch-exhibition project 'Rewinding
Internationalism: Scenes from the 1990s, Today'. Internationalism - as a
term and construct - holds vastly different historical and contemporary
resonances. It was pivotal for the workers movement, the Non-Aligned
project and an array of emancipatory struggles in the 20th century.
Since the seismic geopolitical shifts in the 1990s, resulting from the
demise of the Soviet Union and the ascendancy of globalization, the very
idea of internationalism has entered a deep state of flux. In the current
mament, defined by a series of ongoing geo-political, enviranmental and
biopolitical crises, how might we understand the term and reinvest it with
the potential to face the world? Drawing on artworks and collaborative
research projects in ‘Rewinding Internationalism’, | will explore my own
shifting understanding of the term: its different scales, registers and
promises.

Grace Samboh
An open letter to Edi Sedyowati

In various phases of her life, Edi is acknowledged as a dancer, a dance
critic (and performance criticl, an archeologist, a bureaucrat, and a
professor in the state’s prominent Universitas Indonesia. The bureaucrat
part included six years spent as Director General for Culture at the
Education and Culture Ministry. A pasition from which she formulated the
Galeri Nasional Indonesia in the form we know today. The Contemporary
Art from Non-Aligned Countries exhibition, in 1995, was her pilot project in
defining the gallery’s role, function, and political stance.

—_
o



Ljubica Spaskovska
Subaltern globalists: non-aligned
internationalism in the global Cold War

A generation of Yugoslav antifascists and partisans, many of whom had
fought in the Spanish Civil War, formed the backbone of the new Yugoslav
federation after 1945 and were faced with a decolonising world that
reflected their own historical experiences of the interwar and wartime.
Legacies of progressive, anti-imperial interwar internationalism were
remade at Bandung, Belgrade and the UN, where new alliances could be
built around previous networks and shared memories. The split with the
Soviet Union and decolonisation provided the critical context for the birth
of nan-aligned internationalism, enabling a political generation to come
to play an outsized role on the global stage and for a host of developing
and post-colonial countries to shift the dynamics of the global Cold War.

Lina DZuverovic

Yugoslav-African solidarity, Women and
Personal Archives: The case of 0lja
DZuverovicé’s Archive

Lina Dzuverovi¢ introduces the personal archive of the Yugoslav political
worker Olja DZuverovi¢, who worked for the Commission for Assistance to
the Liberation Movements at the Socialist Alliance of the Working People
of Yugoslavia (SSRNJ) in the 1970s and 80s, and later as a diplomat in a
number of African countries. The archive documents Yugoslav political
relations with Sub-Saharan African countries during the period of
decolonisation, in particular focusing on the country’s relations with
Zimbabwe, Namibia, South Africa, Tanzania and Angola. Drawing on her
previous work with developing archives, Lina Dzuverovi¢ introduces the
archive, asking how we may galvanise the subjective, the incongruous
and the personal in engaging with such material in the present moment,
as the archive transitions from the personal into the public realm.



Emilia EpsStajn, Ana KneZevig,

Museum of African Art - the Veda

and Dr. Zdravko Pecar Collection

‘This is Not a War’ - Liberation

of Mind and Land, in Ink and in Action

The exhibition focuses on the contrasting realities of war and its
discourses, by paying close attention to the different coverage of the
Algerian War of Independence (1954-1962). Traversing the Museum of
African Art in Belgrade’s documentation and photo archive, and with
special attention to the alternative interpretation of decentred cinema -
the 1966 film “Battle of Algiers” - the exhibition questions and exposes
alternativevoicesandknowledge production of the Non-Aligned Movement
as political and ideological project. 'THIS IS NOT A WAR" also aims to reveal
an unflinching attitude and refusal to call things by their right name in
our times: wars and colonisations, invasions, conflicts, offensives are not
antifascist struggles, “special military operations”, even “acts of self-
defence”.

The Non-Aligned ArtvCollection ]
Laboratory (Marina Celebié¢, Anita Culafig,
Nada Bakovié¢, Natalija VujoSevic)

Activities of the Josip Broz Tito Art Gallery
of Non-Aligned Countries and its Collection

Members of the The Art of Non-aligned Collection Laboratory, Anita Culafié,
Marina Celebi¢, Nada Bakovi¢ and Natalija VujoSevi¢, will talk about the
history and activities of the Josip Broz Tito Art Gallery of Non-Aligned
Countries, the status of this collection after the collapse of Yugoslavia,
as well as about their collective work in The Art of Non-aligned Collection
Laboratory, and weaving a new network and conversations through this
project.

*Exhibition tour Bojana PisSkur, Ilvana Vaseva & participants: Borde
Balmazovi¢; Lina Dzuverovi¢; KURS; Marina Celebi¢, Anita Culafi¢, Nada
Bakovi¢, Natalija VujoSevi¢ (The Non-Aligned Art Collection Laboratory);
Sinisa Ilic; Jovan Ivanovski, Ana Ivanovska Deskova, Vladimir Deskov;

Emilia EpStajn, Ana KneZzevic; Darinka Pop Miti¢; lvana Sidjimovska, World
Gallery of Cartoons, Skopje.

—_
N
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Jlan AkocTunoae] xusee u paboTun Bo Jau, PomaHuja. Toj

€ BU3YEeneH YMETHUK 1 NpeaaBa Ha YHMBEP3UTETOT 3a
ymeTHocTK Llopy EHecky. OCHOBaYKu YneH e Ha 30pY>KEHNETO
BekTop. HerosuTe fiena ce dokycrpaaT Ha UOEHTUTETCKUTE
MOLeSIn Ha POMaHCKOTO OMWTECTBO BO TPaH3MLWja, Kako U1

Ha MOe0noWKNTE rPaHNLL Mery EKOHOMMjaTa 1 yCnoBuTe

Ha YMeTHWYKaTa npoaykuuja Bo ictoyHa EBpona. Herosute
MPOEKTU Ce NPUKaXxaHu Ha n3noxbu mery kon ,EaHa wecTrHa
0 3eMjaTa - ekonorum Ha cnukaTta”“, MUSAC, JleoH, WnaHuja
(2012, ,TpaHauTneHn: BuaeoapT Bo LleHTpanHa u icTovHa
EBpona 1989-2009", Museo Nacional Centro de Arte Reina Sofia,
Manpwua, WnaHuja (2010), ,MnymuHauun”, Level 2 Gallery, Tate
Modern, NToHaoH, Benvka bputanuja (2007), ,Bo Bpeme Ha Hagex
n Hemup”, MNAC, bykypeuwT, PomaHuja (2015), 1 ,YMeTHWYKM
cpenbn”, Temnweap v Apag, 2017 n 2018 rogunHa, ,Jy>XHK
COsSBesfvja: N0eTUKa Ha HeBp3anuTe”, MoaepHa ranepuja,
JbybrbaHa, 2019 roavHa.

lopre banMa30BUK 3aenHo co [paraH MpoTuK e Ko-0CHOBaY

Ha rpynarta lkapT. [pynaTta e ocHoBaHa Bo 1990 roanHa BO
benrpag, Jyrocnasuja.

0n 1990 oo 2000 roavHa, rpynaTa napaboTyBalle Manu KHUru

Y YMETHUYKW [ena HapekyBaHu ,CaMW3nat’, Kov notoa rv
aucTpubyupalie 10 rparaH1Te BO CaMOOPraHN3UpaHnt yauyHu
akumwy. Bo TekoT Ha 1990-TuTe roanHn Tve copaboTyBaa co
MHOTY aKTUBUCTUYKM rpynmn Bo Cpbuja, BKNYYYBajKM M1 1, XKeHN
BO LiPHO”, CO Kow cé ywTe copaboTyBaaT 1 AeHec.

04 2008 oo 2013 roguHa, WkapT ro ogpxysale pecTnsanoT Ha
eKcrnepuMeHTanHa noeswvja ,llecHnyerbe”.

04 2012 roonHa KONEeKTUBOT OpraHn3npa NoBpeMeHu
pabotunnuuwy co feua. 0a 2013 no 2017 roouHa, Tve uspaboTune
17 manun Ha naTyBarbaTa Ha MUrpaHTUTE BO EBpONa, Bp3 0CHOBA
Ha CBELOWTBAaTa Ha MUrpaHTVTe BO LLEHTPUTE 38 a3UnaHTu BO
Borosara v bara KoBubaya.

Bo 2019 roomHa, Tvie ro n3paboTtune rpaduyKMoT poMaH co
Hacnos ,BojHa”, 6a3vpaH Ha cBedoYerbeTo Ha Calwa, Mnag 4oBek
MOBVKaH BO rparaHckaTa BojHa Bo 1991 roaunHa Bo Jyrocnasuja.
Bo 2021 roamHa, WkapT CHUMM KpaTOK [LOKYMEHTapeH punm co
Hacnos ,[onra peca”.



I-p Jivna FyBepoBuK e KyNTypHa paboTHW4YKa Koja XnBee 1
paboTu Bo JloHOOH. Taa ja OCHOBa areHuujaTa 3a COBPEMEHM
ymeTHocTu Enektpa” Bo 2003 roanHa 1 npefasa nonmMTunKa
1 MeHalIMeHT Bo yMeTHOCTa Ha 0oaenot 3a gunm, Megnuymu u
KYNTYpHM CTyOMW Ha KoneloT bupkBek npu YHnBep3nTeToT
Ha JloHaoH. Bo doKyCOT Ha HEjSUHOTO UCTPaXKyBatbe
Ce ucreayBarba Ha KONeKTUBUTETOT, POAOBMOT TPYA U
COBPEMEHaTa YMETHOCT Kako Chepa Ha CONUAapHOCT v rpafderbe
3aefHunua. Taa ro ocHosa [1eKONOHN]aNMHNOT GEMUHNUCTUNHKN
dopyM Ha bupkbek Bo 2019 roanHa v e Ko-AVPEKTOP Ha
BIRMAC-LleHTapoT 3a UHTEPAMCLMNIIVMHAPHN CTPaXxyBarba BO
MeauyMUTE U KynTypaTa.

MNpeTxodHo JuHa Bewe yMeTHUYKa OMPEKTOPKa Ha NNOHAOHCKaTa
doHOaunja KansepT 22, kypaTopka 3a MEAMYMCKN YMETHOCTK
B0 MHCTWUTYTOT 3a coBpemeHn ymeTHocTw (ICA) Bo JloHAOH,
KypaTopka 3a 0bpa3oBaHue Bo LieHTapoT Jlykc 1 npenasaue
Ha YHWBEp3nTeTOoT PeanHr N MHCTUTYTOT 3a COBpEMEHa
yMETHOCT BO pau, ABcTpuja. Mery HejsuHuTe n3noxbw ce

,Ha cnomeHuuuTe He Tpeba fa um ce Bepysa” [Nottingham
Contemporary, 2016 roguxa)l, ,Carba llBekoBuK - ‘HenosHaTaTa
xepouHa™ (South London Gallery/Calvert 22, 2012 roaumHal,
5-ToTo Hopamcko coBpeMeHo YMeTHWYKO bBrieHane, HopBelika,
2009 roamHa, ,HejsuHaTta Bpesa” (South London Gallery/Tate,
2005).

AHa KHexeBMK e nctopudapka Ha yMETHOCT, JOKTOpPaHTKa Ha
KaTenpata 3a My3eonoruja n xeputonoruja (dunosopckm
dakynteT Bo benrpan). 0g 2016 rogvHa paboTu Ha BpojHu
NpoekTu BO My3ejoT Ha appuKaHCKa yMETHOCT BO benrpan
1 e 4neHka Ha ICOM un AICA. Taa ncTo Taka bele 4neH Ha
ypenyBaykunoT oabop Ha oHNajH cnucaHneTo ,Artum” (2015-
2018). KHexeBUK e KO-KypaTopKa Ha crneHBE n3noxon:
,HezawtnTeH ceenok 6p.1: Adppoamsnvjak” (2019), ,0npasm -
Hamnbuja no 30 roguHn HesasucHocT” (2020), ,HesawTuteH
cBefok bp. 2: MMM” (2020), ,Hesp3aH ceeT” (2021), ,0Ba He e
BOjHa — ocnoboaysatbe Ha YMOT 1 3eMjaTa, BO MacTUno 1 BO
neno” (2021 rogwnHal, ,0apasn bp. 2 - bparmeHTy, KPWAUBOCT,
cekaBama” (2022). HejanHute 0bjaBeHu TpyO0BU Ce NOCBETEHU
Ha My3euTe BO epaTa Ha cajbep KynTypaTa, MeTogonorujara




3a CTOpWja Ha YMETHOCT BO cajbep NpOCTOPOT, KaKo ¥
apxuWTeKTypaTa, Nomn KynTypaTta u COBpeMeHaTa yMeTHOCT

1 BU3yenHaTa KynTypa. Taa ja nokpeHa konabopaTuBHaTa
OHnajH Mana 3a HacneacTeo (https://nesvrstanirs/J e

YrieH Ha YpeaHWYKNoT 0a60p Ha KpUTUYKaTa OHMajH My3ejcka
nnatdopma (https://um.edu.rs/html/). MomeHTanHo paboTy

Ha CBOjaTa OKTOPCKa Te3a Cco GoKyc Ha NpobnemoT Ha
KyNTypHaTa MeMopuja Bo cajbep-npocTopoT (cTyanja Ha cnyyaj:
VHTEPHET MeMW), 1 e 3anHTepecnpaHa 3a YCHUTe UCTOpWK,
OUrNTanHUTE XYyMaHUCTUYKI HaYKK, KyTypaTa Ha CeKaBarbeTo,
MefWNyMCKNTE CTYOMW, COBPEMEHaTa yMETHOCT, QUIIMOT, 1
apxuTekTypaTa.

Evunnia EnwtajH gunnomupana eTHomnoruja u aHTpononoruja
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Ha OnMNo30¢CKMOT GakynTeT, a MarncTpupana KynTypHu

¥ POLOBY CTYAMM Ha PaKyNTETOT 3@ NONUTUHKN HayKK
(YHuBepauTeT Ha benrpaa). PaboTv Bo My3ejoT Ha adpuKaHcka
yMeTHOCT B0 benrpap, npecekyBajku ja obnacTa Ha My3ejckaTa
paboTa co konabopaTVBHU U MHTEPANCUUNINHAPHN
KypaTOpCKy NPOeKTY. YneHka e 1 Ha U3BpWHUOT 0460p

Ha MefyHapoaHWOT COBET Ha My3ewnTe - Cpbuja. Hekow of
HEej3nHWUTE HeodaMHewHn nanoxbu ce: ,0apasn bp. 2 -
hparmMeHTH, KpWNMBOCTY, CEKaBatba: COBPEMEHA YMETHOCT

on Anrona” (2022), ,Hesp3aH ceT” (2021 roawvHal, ,0Ba He e
BOjHa" — ocnoboayBarbe Ha YMOT 1 3eMjaTa, BO MacTWI0 1 BO
neno” (2021) u ,CekojaHeBHa noeTrka — XXnBoTOT BO /IcTo4Ha
Adpwika Ha nHcTarpam” (2019). ma HanunwaHo: “TprkasHu

3a aBTeHTUYHOCTa. [1oTeknoTo Ha 0bjekTnTe BO My3ejoT Ha
appvKaHCKa yMETHOCT 1 Kako bewe HanpaBeHa KonekumjaTa”
(2021; nocTanHo Ha MHTEpHET). HejauHnTe oBjaBeHn TpyaoBK
rv BKkNyyysaat: ‘Mo TparuTe Ha Bena 3aropau 8o My3sejoT

Ha appuKaHckaTa ymeTHocT” (2018); 1 “Bo Yune nme Hue (He
moxxeme) fa 36opysame: 3a CoxxypHe TpyT 1 'NCKyCTBOTO' Kako
N0YeTHa TOYKa 3a XMBEEbE 1 pa3buparbe Ha MoANTUYKNOT
cybjekT” (2014). Bo 2022 roawvHa, Taa bewe n3bpaHa 3a

CPMNCKW fleneraT of cTpaHa Ha KoHrpecHaTa KaHlenapuja

3a Mel'yHapoaHo nuaepcTBo Ha CAJl, NOTTUKHYBajKM HOB
npodecuoHaneH MHTEPEC 3a KYNTYPHOTO HacNeACcTBO 1
nokanHuTe 3Haerba Ha HoBo MeKcuKo.



JoBaH lIBaHOBCKM cTyaoMnTe NO apXMTeKTypa rvi 3aBplyBa BO
Ckonje, MarucTepckuoT Tpya ro pabotu Ha [lecay MHCTUTYTOT
33 apxuTekTypa Bo [epMaHuja, LOOeKa LOKTOpCKaTa
oucepTaunja ja bpaHu Ha ApXMTEKTOHCKMOT pakynTeT BO
Ckonje npu YHuBepauTeToT ,CB. Kupun n Metoawj”. CBoeTo
apXMTEKTOHCKO UCKYCTBO r0 CTEKHYBA BO apXUTEKTOHCKN
bupoa Bo lWBajuapuja n lepmanuja. Y4ecTByBa Ha 6pojHK
NoKanHu 1 MeryHapoaHU apXMTEKTOHCKN KOHKYPCW, U 3a
[en 0 HWB Ma OCBOEHO Harpaaun. ABTOP e Ha bpojHK
NCTPaXkyBa4Kn MPOEKTMN 1 apXUTEKTOHCKM 13n0X6u. Toj e eeH
0L aBTOPUTE Ha HallMoHanHUTe NpeTcTaByBatba Ha bueHaneTo
3a apxutekTypa Bo Bereuuja 8o 2006 1 2008 roguHa v kypaTtop
Ha HauunoHanHuoT naBunjoH Ha buexaneTo Bo BeHeuwja Bo
2014 roguHa. YneH e Ha KypaTopCKUOT COBETOLABEH TVM 33
nanoxbarta ,KoH BUCTUHCKaTa yTonuja: ApXMTeKTypaTa BO
Jyrocnasuja 1948-1980" onp>kaHa Bo My3ejoT Ha MofiepHa
ymeTHocT (MoMA] Bo tbyjopk, Bo 2018 roauHa. BaHoBCKY
paboTu kako BoHpeaeH Npodecop Ha APXUTEKTOHCKNOT
dakynTeT Bo Ckonje.

AHa llBaHoBCKA JlecKoBa cTyounTe Mo apxmTekTypa rv
3aBpllyBa Ha APXUTEKTOHCKMOT GakynTeT Npu YHNBEp3NTeToT

v

,CB. Knpvn v MeToauj” Bo Ckonje, kaae ru 6paHun 1 cBojaTa
MarncTepcKa Tesa 1 0oKTopcKa aucepTaunja. HejanHmoT
rnaBeH NCTPaXxyBayKy UHTePEC e MOLEPHNCTMYKETE
apxuTekTypa Bo Ckonje, a ocobeHo obHoBaTa Ha Ckonje no
3emjoTpecoT BO 1963 roauHa. iBaHoBcka [leckoBa y4ecTByBa
Ha BPOjHM NOKANHW U Mef'yHapOaHW apXUTEKTOHCKM KOHKYPCH,
[en 04 HKB HarpafeHu. ABTOP e Ha BpojHM UCTpaxyBayku
NPOEKTU 1 apXUTEKTOHCKM N3noxbu. Taa e efieH o4

aBTOPWTE Ha HaLUWOHaNHUTe NpeTcTaByBatba Ha breHaneto
33 apxutekTypa Bo Bereunja 8o 2008 n 2014 roguHa. Taa

€ YNeH Ha KypaTOPCKMOT COBETOAABEH TWM 3a n3noxbaTta
,KOH BMCTUHCKATa yTONWja: ApxnTekTypaTta Bo Jyrocnasuja
1948-1980" oop>xaHa BO My3ejoT Ha MOAEpHa YMETHOCT
(MoMA) Bo tbyjopk, Bo 2018 roaunHa. Bo MomeHTOB paboTu kKako
BOHpPeLEeH npodecop Ha ApXUTEKTOHCKUOT pakynTeT Bo Ckanje,
Ha npegomeTuTe 04 cTOpWja Ha apxUTEKTYpa 1 YMETHOCT U
3awTnTa Ha rpaguTencko HacneacTso.



Bnagumup [leckoB cTynuuTe No apxuTeKTypa rv 3aBplyBa Ha
ApXUTEKTOHCKMOT dpaxkynTeT npu YHnsepantetoT ,CB. Kupun
n Metoawuj” Bo Ckonje Bo 2004 rognHa. HeroBuoT rnaseH
NCTPaXKyBa4Ku NHTEPEeC e Haco4eH KoH rpadoT Ckonje u
HerosaTa apx1TeKTypa, Kako 1 BNWjaHeTo Ha EKOHOMCKUTE,
MONUTUYKWTE 1 OMNWTECTBEHUTE TPAHCHOpMaLUn BP3
MPOMEHWTE Ha rpafoT U HerosaTa apxutekTypa. leckos
y4ecTByBa Ha BpojHM NOKaMHW U MeryHapOaHM apXUTEKTOHCKN
KOHKYpCW, AeN 04 HUB HarpaaeHu. ABTOP e Ha BpojHK
NCTPaXkyBa4Kn MPOEKTMW 1 apXUTEKTOHCKM 13n0X6u. Toj e eaeH
Of aBTOPUTE Ha HaLMOHanNHUTE NpeTcTaByBatba Ha breHaneTo
3a apxutexTypa B0 BeHeunja 8o 2008 n 2014 roamHa un 4nex
Ha KypaTOPCKMOT COBETOAABEH TWUM 3a uanoxbata ,KoH
BUCTUHCKATa yTonwuja: ApxuTexkTypata Bo Jyrocnasuja 1948-
1980” oop>kaHa Bo My3ejoT Ha MofiepHa yMmeTHOCT (MoMA)
BO hbyjopk, B0 2018 roguHa. Bo MOMEHTOB e [OKTOpaHA Ha
ApxunTekToHCKNOT pakynTeT Bo 3arpeb; og 2007 roanHa
e BpaboTeH Ha PakynTeToT 3a apxUTEKTYpa v AM3ajH Ha
YHuBepanTeToT AMepukaH Konel Bo Ckonje.

CuHuwa WnuK e ymeTHIK Koj paboTi BO pasnndHin Meamnymmu
1 Ce 3aHVMaBa CO OMNWTECTBEHW EHOMEHW U MEXAHU3MN,
NCTpaXkyBajku 0bnuum Ha Tpya, TEH3MM BO ONWTECTBOTO,
HacUNCTBO U HecTabunHy cuTyaumn. Co cBov U3noxbu ce
npeTcTaBun BO LIeHTapoT 3a kynTypa 1 Bo OKTOMBPUCKMNOT
canoH Bo benrpap; MysejoT Ha agpukaHcka yMeTHOCT, [anepuja
HoBa B0 3arpeb; Mysej MAXXI Bo Pum, LieHTap Xopxx Momnuay,
OoHnaunja Kague so Mapus; TejT MogepH 1 KansepT 22 BO
NoHpoH; Ypan buenane Bo EkaTtepunbypr, ranepunte WUK
n Open Space Bo Buena, pectmusanot LOFOTEN, MysejoT Ha
coBpeMeHa ymMmeTHocT Bo benrpap, 3arpeb/Konekunja Puxtep v
JbybrbaHa.

Ce 3aHV1MaBa CO CLeHorpaduja n onsajH Ha NpocTop 3a
n3noxbu u neppopmaHc. unnommpan Ha PakynTeToT 34
NIMKOBHW yMeTHOCTM BO benrpad. Unuk copaboTyBan Ha
ronem 6poj yMETHUYKYM U KONEKTUBHW NPOEKTY, Mperosapajku
Pas3nnYHK KO-aBTOPCKM CTPYKTYpW. Toj e efieH o[ Ko-
ocHoBaunTe Ha TkH - Teorija koja hoda/Walking Theory (2001-
2017), ymeTHW4Ka 1 TeopeTcka nnaThopma of benrpan. bewe

—_
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KO-KypaTop 3aeHo co bojaH [opres u Maja MUpKOBUK Ha
cpnckaTa uanoxba ,[leno Ha cueHa Hanpen” Ha pawkoTo
KBaLpueHane 3a nepdpopmaHc ousajH v npoctop 8o 2019
roguHa, 1 ,lecToBu, 3HaUM Ha X1BOT" Ha 31. MeMopwjan
Hape>xna MeTpoBuK BO Ya4ak, KO-CEMeKTop Co BfopﬁeB.

Teja Mepxap e kypaTopka BO ApXVBCKWOT oaaen Ha MonepHa
Fanepwja Bo JbybrbaHa.

Munow MuneTuk u MupjaHa PajioBaHOBMK 3aegHUYKM
NpaKTUKyBaaT BU3yefiHa YMETHOCT U UCTPaxyBatbe Nnog
nmeTto KYPC. Bo HuBHaTa paboTa Tve UcTpaxyBaaT Kako
yMeTHMYKaTa NpakTWKa MoxXe Aa npuaoHece (1 fa cTaHe
cocTaBeH Aen) Bo pa3nuyHu onwTecTeeHun Bopbu. Kako
MojooBHA TOYKa YeCTO KOPUCTAT apXMBCKY MaTepujan
KoMBUHMPaH co peBonyLMOHepHa Noeauja/nposa v BU3yeneH
ja3MK Ha NPOrpeCcuBHN ABUXEHA 0 MUHATOTO. Haj4ecTo
n3paboTyBaaT Mypanu, UAyCTpaLumn 1 pasHn nevaTeHu
MaTepujanu. Tue ce BoOaT 0 naejaTa 0eka CoApPXMHaTa WTo
ja nponssenysaaT Tpeba Aa buae AMOaKTUYKa M AoCTanHa 3a
WwnpokaTa jaBHOCT. CMeTaaT [eKa NofieTo Ha YMEeTHOCTa MOXE 1
Tpeba na bune oen on nonuTuykaTa 6opba 3a NopaMHONPaBHO
onwTecTBo. www.udruzenjekurs.org

NaGopaTopuja Ha HeBp3aHaTa YMETHUYKA Konekuuja

€ NPOEeKT KOJ NMa 3a Les fa pa3Bne COBPEMEHN UCTPaXXyBadKn
N apXNUBCKWN YMETHNYKU NPaKTUKWN N HWBHa I/IMI'IJ'IeMeHTaLI,I/Ija

BO YMETHWUYKNUTE 1 eyKaTUBHUTE Nporpamu Ha LleHTapoT

3a COBpeMeHa YMeTHOCT Ha LipHa lopa, kako 1 oa ja noBp3e
0Baa UCKNy4YUTEeNHO BPEeLHA 1 CYWTUHCKA KONekLuja, Koja
CBEO04YM 33 BaXKEH MelyHapo4eH UCTOPUCKM KOHTEKCT, CO
MeryHapo4HaTa akafeMmcka 1 yMeTHUYKa 3aedHuua. HamepaTta
€ NpeKy 0Baa nporpama KOHTUHYMPaHO [1a Cce pa3BmBaaT
aKTMBHOCTW KOV Ke NpMAOHecaT 3a UCTopu3alvja u HoBK
TONKyBatba, Kaka 1 3a 0bHOBYBatbe Ha MEfYHapOaHUTE
KOMYHMKAaLWN 1 Pa3MEeHW HeryBaHu 0, camaTa Konekuuja.

poeKTOT ro crpoBeayBa TUM KypaTopKX U KOH3EPBATOPKY:
MapuHa lWapaHosuk, AHuTa Yynaduk, Hana bakosuk n HaTanuja
ByjoweBwK. [(poekToT e Aen o4 nporpamata Ha LleHTapoT

33 COBpeMeHa yMeTHOCT Ha LipHa [opa, BO KOj e CMecTeHa
Konekuwnjata Ha yMETHOCT 0 HEBP3aHUTE 3EM|U.


http://www.udruzenjekurs.org

FanepujaTa Ha yMeTHocTa 0ff HeBp3aHUTe 3eMju

pJdocun bpo3 Tuto” bewe oTBOpeHa Ha 1 cenTemBpy 1984
roavHa Bo Tutorpaa, COP Jyrocnaswija. lanepwjaTa ce Haorana
BO nanataTa leTpoBuK Bo KpyweBsal,. 3a BpeEME Ha NOCTOEHETO
n paboTtaTta Ha ranepujata belwe popMupaHa Konekuuja oa
okony 800 ymMeTH1YKM fena o4 S6 HeBP3aHW 3eMjU1 1 3eMji BO
pasBoj.

lNokpaj akymynaumnjata Ha YyMeTHUYKK fena v dopMuparbeTo
KONMEeKLUWM M NOCTOjaHK n3noxbu, akTUBHOCTa Ha ranepujaTa
Belle HacoYeHa KOH OpraHuauparbe Ha BpojHU FpyMHN 1
camocTojHW n3nox6u og Amkup, NHawvja, Kyba, BeHeuyena,
Mekcuko, Wpn Nanka, baHrnagew, Guavnunn, EkBanop,
Manu, MHooHeswja, YraHaa, Kunap, ApreHTtuHa, bonvsuja,
TaH3aHuja, TyHuc UTH. OapeneHy HeBpP3aHW 3eMju 1 OHMPaa
Ha ranepujata 0cobeHo BPe4HM eKCMOHATH, BKIYYYBajKM M
WHawja, EruneT, bonusuja, Kyba, Kunap nTH. MocToereTo

Ha TakBa ranepuja u HejanHaTa paboTa 0BO3MOXMja CMoj Ha
YMETHWYKUTE NOEWN U LOCTUTHYBarba 04 CUTE MepuanjaHn

Ha e[lHO MECTO ¥ ' 3ajakHaa Toral MapruHanuanpaHuTe
YMETHNYKM MOCEBHOCTY N KapaKTEPUCTVKU 1 KYyATYpU Ha
HeBp3aHuTe 3eMju, Aa ce bopaT Npeky 3aefHWNYKa aKuuja

3a e[JHaK0oB cTaTyc BO 0bnacTa Ha KynTypaTa, NpoTuB

Toraw cunHaTa eBpOLEHTPMYHA Npeapacyda BO BpeMETO Ha
HWBHWTE YMETHUYKN BPEOHOCTW W KYNTYPHO HACNeaCcTBo.
3awTwTaTa v adupMaLmjaTa Ha aBTOXTOHWUTE KynTypu Hea
LenTa, Kako 1 baparbeTo 3a BOCNOCTaBYyBatbe paMHOMPaBHM
OLHOCM W Pa3B0j Ha KYNTYPHWOT Nlypanu3am Bo CBETOT, 34
WWTO Ce 3anaraa 4neHoBuTe Ha [IBVXXEHETO Ha HEBP3aHUTE.
[anepujaTa Ha yMETHOCTa 04 HEBP3aHUTe 3eMju e popMupaHa
Co Len ,0a npuaoHece 3a adpmpmauuja Ha NPUHLMNUTE U
LennTe Ha HeBp3aHaTa NonnTWKa Bo obnacTa Ha kKynTypaTa”.
Bo Taa cMucna, oBaa ranepuja bewe eanHCTBEHA KyNTYpHa

MHCTUTYLM]a BO CBETOT.

lanepwjaTa rv N3BpulYyBalle CeaHNBE aKTUBHOCTU: cobuparbe
YMETHWYKW Oena o HeBP3aHUTE 3EM]jU; OpraHM3unparbe
MOCTOjaHn N3noXx6u, 3106y BO CBOUTE CONCTBEHN
NPOCTOPWU 1 NOBPEMEHN M3NoXBu Ha TepuTopujaTa Ha

COP JyrocnaBwja 1 BO CTPAHCTBO; OpraHuaunpatbe cpenbw,

—_
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PasroBOPM 1 CUMMO3UYMI 38 YMETHNYKOTO TBOPEIWTBO BO
HEBP3aHUTE 3eMji U 3eMjuTe BO pa3Boj; 0besbenysarbe
aTenjea BO Kov NoBpeMeHo paboTea yMeTHULM 04 HEBP3aHNTe
3eMmju; neparowka paboTa 3a BOCNOCTaBYBaHE YMETHUYKM
YOBeYKW pecypcy; nafasarbe nybnukauum wro bea KOpUCTeHU
3a adupMauwja v Cnefiete Ha Pa3BojoT HA YMETHUYKOTO
TBOPEWTBO 0] HEBP3aHNTE 3eMj).

Bo ranepujata bea opraHvu3npaHu 1 CTYAMCKN NOCETU Ha
YMETHUUMTE. MHOTY YMETHULM 0 HEBP3aHUTE 3eMji 1 3EMjUTE
BO pa3B0j NPeCTojyBaa BO aTenjearta Ha ranepujaTa. okpaj
paboTa BO aTenjea, yMETHULMTE 0Op>KyBaa Npeaasatba 3a
yMeTHOCTa 01 HUBHWTE 3EMjW, 3aM03HaBajKM Ce CO HawnTe
YMETHULIM CO KOW pa3dMeHyBaa UCKYCTBO 1 BOCMOCTaBYBaa
KOHTaKTW. IHTepecHo e fa Ce CNOMeHe [leKa UMMPECKBHOTO
neno ,CemejcTB0” Ha ckynnTopoT bepHapa MaTemep, NpOCTOpHa
ckynnTypa Bo ben mepMep, e c030a0eH0 3a BPEME Ha MPecTojoT
Ha YMeTHWKOT BO aTenjeTo BO Tutorpag, 8o 1987 rogmHa.
[anepwujaTa opraHu3npalle N KOHKYpPCY 3a OOKyMeHTapHu 1B
d1NMOoBK 3a YMETHOCTA U KYNITypaTa Ha HEBP3aHNTe 3eMju 1
3eMjuTe BO passoj. YHECKO nma nooap>kaHo MHOrY akTUBHOCTU
Ha ranepwujarta - CUMNO3UyMK, TPUEHaNVbAE 38 NINKOBHM
YMETHOCTM O[1 HEBP3aHUTE 3EMj/ 1 3EMj/TE BO Pa3B0j, CaMUTK
UTH. Mokpaj TeMaTckuTe U3nox6bu, ranepujaTa opraHnsupaue
KYNTYPHW HAaCcTaHW KOV BKIydyBaa Opyru COOPXMHN, Kako

WTO Ce TaHU, My3uka, TB emmucumn n opyro, WTo NpuLOHECE 34
noaobpo 3anosHaBarbe ¥ pasbrparbe Ha KyNTypUTE Ha 0BME
3eMju (HacTaHmM Kako WTo ce [IeHoBM Ha MHAMCKaTa KynTypa,
[leHoBY Ha nHOOHe3ucKaTa KynTypa, [leHoBK Ha TaH3aHUCKaTa
kynTypa). FanepujaTa beue eAMHCTBEHUOT OPraHN3aTop, Ae
$»aKTOo, Ha jyroCcrnoBeHCKa 1 LpHOrOpcka YMeTHOCT BO TOj Len
0f CBETOT (HEBP3AHUTE 3EMjI U 3eMjuTe BO pa3Boj). Haunpoko
e NoCTWUrHaTa MeryHapoaHa copaboTka; cnpoBeaeHn ce
nporpamu co Utanwja, laHcka, XonaHawja, BO COrNacHoCT

CO pacnonoXxnmeuTe ¢rHaHcuckn cpenctsa. CoonBeTHUTE
MeryHapoOHu forosopuw obe3bennne KBanUTETHN U EBTUHN
nporpamu. lanepwjaTa ,Jocun bpo3 TnTo” 1 0BO3MOXN Ha
Jyrocnasuja fa ru npeTcTasu n3noxbute Bo Amxup, Xapape,
Jlycaka, Henxwu, ap ec Canam, AnekcaHapuja utH.
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3a KpaTKO BpeMe ranepujata cTaHa eH0 Of HajOpeKBEHTHUTE
MecTa BO rpafoT. imano noBeke 0 CTO Wijagn NOCETUTENN BO
LeHoBUTE Ha oabenexyBarbeTo Ha NpBaTa roavWHUHA Ha 0Baa
nHCcTUTYUWja. Co CBOjaTa YMeTHWYKa MUCW]ja, 0Baa opraHusauuja og
nocebeH oNWTECTBEH UHTEPEC UMalle UCKNYYUTENHO 3HAYEHE WTO
rM HaIMMHa paMK1Te Ha HawwnoT rpag, PenybnukaTa u Jyrocnasuja.

Co npoMeHaTa Ha ONWTECTBEHNTE OKOHOCTK, N0 e4Ha AeleHuja
MHOrY YCMNEWHOo GyHKLWOHWPatbe Kaj Hac 1 BO CBETOT, [anepujaTa
Ha YMETHOCTa 0 HeBp3aHuTe 3emju ,Jocun bpoa TuTo” npectaHa
na pabotun Bo 1995 roavHa. MoToa, Ha 4 anpwn 1995 roanHa
CobpaHveTo Ha LipHa Mopa aoHece oanyka aa opmmpa HoBa
KYNTYypHa UHCTUTYLM]a - LleHTapoT 3a coBpeMeHa YMETHOCT Ha
UpHa lopa. HoBodopMmpaHWoT LeHTap ro Hacneamn KOMMeTHUOT,
UCKIYYUTESTHO BPEOEH U UCKIYYUTENTHO Pa3HOBUAEH YMETHUYKM
doHO Ha nopaHewHaTa lNanepuja Ha yMETHOCTa 04 HEBP3aHNTe
3eMmju.

bopko Jlazecku (1917 - 1993) e efieH 0/l HajaHaYajHUTE
MaKedOoHCKW aBTopW, CNnKapu, MypanucTy, Koj ocTasa 3ag

cebe eneH boraT, pa3HOBMAEH M UCKNYyYUTENIEH OMyC Ha Aena.

Ce wkonysan Ha YMeTHMYKaTa WKona Bo benrpag, a aunnomupa
Ha [ip>xaBHaTa ymMeTHMYKa akanemuja Bo Coduja. AKTMBHO ce
Bkny4yBa B0 HOB 1 ro ckuumMpa XXnBOTOT Ha NapTU3aHUTE 1
CTaHyBa XpOHUYap Ha HACTaHWTe U FeHEPanHNOT aMBueHT Ha
BpeMeTo. Toj 3eMa aKTUBHO y4eCTBO BO popmuparbeTo Ha AJIYM n
YmeTHWYKaTa WwKona of Ckonje v e efeH o4 NpBuTe Npodecopu Ha
0Baa Wkona. Kako CTUNeHOUCT Ha dpaHLycKaTa Bafa 3aMnHyBa
Bo [apu3 kafe cneumnjanusnpa ppecko-CcnnkapcTeo U MO3aunK Ha
BucokaTa HaumMoHanHa WwKosa 3a NMKOBHa YMETHOCT U COBPEMEHO
cnukapcTeo kaj AHape J1oT. Toj e eqeH 0 0CHOBa4vuTe 1 B.4.
LVPeEKTOp Ha YMeTHMYKaTa ranepuja Bo Ckonje 1 e YneH Ha rpynaTa
[IEHEC. Heroso Hajno3HaTo, MOHyMeHTanHo aeno e ,0peckaTa 3a
HOB" Bo CTapaTa »enes3Hn4Ka cTaHuLa, CpylieHa Co 3eMjoTPecoT
B0 1963 roovHa. Jlazeckun BO o4pedeHn Nepruoan e npodecop Ha
MNenarowkaTa akagemuja Bo Ckonje 1 AkafLemujaTa 3a NMKOBHY
ymeTHocTW Bo bargaa. OcTeapun 6pojHY CTyANCKK NaTyBarba BO
Utanwvja, Mpuwja, ABCcTpwja, Fepmanuja, JopaaH, Cupuja, Nnban,
Erunet, Upak, ABranucraH, lakuctaH u Hauja.




Jllannena beprep [papgo (pogeHa Bo CaHTujaro, Yune) e kypaTopka
M UCTOpUYapKa Ha yMeTHOCT. iMa 3aBpWweHO MarucTepcku cTyamm
no Kypvpatbe COBPEMEHA YMETHOCT Ha KpanckunoT KofeLl 3a
yMeTHOCT B0 JloHAoH. PaboTu kako kypaTopka U KOOpAMHATOpKa Ha
nporpamaTa 3a 1u3noxbu Bo My3ejoT Ha conmaapHocTa CanBagop
ArbeHpe oa 2016 rooumHa. Hekom o Hej3UHUTE HEOdaMHEelWHN
KypaTOpCKW 1 ypeayBayku npoekTu ce: ,Anchor 637" 3aeiHo co Xyro
PvBepa-CkoT n apyru (MSSA, 2019); ,Mexn suaosu. MocToereTo
Mery rpaHuumn” [MSSA, 2017); ,MojaBa Ha lMon. Heno4nTyBameTo
v ynuuata Bo Yune” (MSSA, 2016); ,The hearing mundus, Melania
Lynch” (Fanepwja NaHam, CaHTujaro, 2017); ncTpaxysarbe 1
N30aHue 3a KoMeKLMoHepecKkaTa KHra 3a yMeTHuLaTa OpaHumcka
MpveTo 3aeaHo co nanoxbata ,TpuTe aumeHsun” (National Museo
de Bellas Artes, CaHTwjaro; Lustro project Benuka bputanuja-Yune,
2017-19J); u ,HaumoHanHMoT UHCTWUTYT Ha HeCUrypHaTa UAHUHA",
na3nox6ba 1 nybnukaumja 3a YANeaHcKr XeHn ymeTHUUN (MHCTUTYT
CepsaHTec, Mocksa, Pycuja, 2018 roanHa; v Fanepwuja Ecrnopa,
CaHTujaro, 2019 roguHal v ,R0J0 (RED)”, n3noxba Ha konekuwja Ha
MCCA okony naejata 3a 6oja 2019-2021 roanHa.

depepuko bpera bajTenmaH, apxusuct

Buktopnja MaptuHe3 Qapmk, ymeTHWYKa U MCTPaXyBadka

Lapunka lon MUTUK e ponera Bo Jyrocnasuja, a Xusee v pabotu
B0 benrpan. Taa ro uctpaxysa 04HOCOT NOMEFy UCTOpMjaTa u
NPOCTOPOT Ha MeMopwjaTa. HejanHnTe NpeaMeTu 1 CANKU Ha
TOj Ha4YMH NpeTCcTaByBaaT NOTTUK 3a souvenir involontaire, Koj
MOBTOPHO O aKTyenuanpa MMHATOTO 3a rNedaYvoT. Hekow o4
HejanHuTe n3nox6bu BkNyvysaaT 9-To breHane MBaHMKy ,TpkanesHa
maca” (2012) n 11-To buerane Bo UcTanbyn ,lITo ro ogpxysa
4OBEWTBOTO BO XMBOT?" (2009). JoBUTHUK € Ha NocnenoBaTenHu
Mel'yHapOoaHW Harpaam o4 XXmputo Ha OKTOMBPUCKMOT CanoH, BO
2008 n 2009 roauHa, v HarpagaTta AICA Ha 49-TnoT OKTOMBPUCKM
canoH (2008).

flv6paBka CeKVJIMK e apx1TeKTKa, TeopeThiapKa 1 eayKaTopka.
Bo poKyCOT Ha HEj3MHOTO UCTPaXxyBatbe Ce TpaHchopmaLmTe
Ha COBpPEMEHUTE rpaioBu, BO BPCKaTa NoMery npoaykumjata Ha
NMpoCTOp, 3aKOHUTE 1 eKOHOMW|aTa. [lokTopupana Ha MHCTUTyToT
3a cTopwja u Teopwja Ha apxuTekTypa, ETH Zurich (CH) 3a ogHocoT
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noMery jyrocfioBeHcKaTa rpagexHa nHaycTpuja v [IBnxer-eto
Ha HeBp3aHwuTe. [lpeq La CTaHe BUW NpefaBad Ha llkonaTa

33 apxuTekTypa npu KpanckuoT KoneLw 3a yMeTHOCT BO
NoHpaoH (Benvka bputanuja) Bo 2020 roavHa, Taa npeaasaille
KaKo acucTeHTka Ha IHCTUTYTOT 3a COBPEMEHA YMETHOCT,
TexHU4KY yHMBEpP3UTET BO I'pau, ABCTpuja. Taa e aBTOpKa Ha
Hekonky kHurn mery kou u ,Glotzt Nicht So Romantisch! On
Extralegal Space in Belgrade” (Jan van Eyck Academy, 2012),

a HeogamHa copaboTyBalle CO yMETHULATA U pexxucepka AHa
XywmaH Ha ,Don’t Trace, Draw!” (2020), ¢unm Koj ro uctpaxysa

MPOCTOPHOTO HACMeACTBO Ha JyrOCNOBEHCKATa Nefarowxa
pedopma.

MBaHa CMUMMOBCKA e BU3YerHa yMeTHULA, UCTpaXyBayKa

Ha ypbaH npocTop 1 nncaTeska. HejanHaTa yMeTHUYKa
NpakTuKa e ONWTECTBEHO aHraxunpaHa u napTuumMnaTuBHa.
Bkny4yBa TpaHcaucuunnuHapHa paboTa Ha NpecekoT noMery
YyMETHOCTa, ANrnTanHuTe Meanymm u ypbaHaTa coumonoruja.
Taa ce 3aHMMaBa CO eKOHCTPYKUKja n cybBepanja Ha
XEreMOHUCTUYKNTE HapaTuUBK, NPUTOa KOPUCTEJKM PasnnyHu
METOLOMIOMNN - MEHTANTHO Manuparbe, 00ebe, UHTEPBjyMpartbe,
3BYYHO OfEetbE, ayAM0-BU3YETHO CHUMAabe, apXMBCKO
NcTpaxkyBarbe. MaHndecTupajku ce kako in situ MHTEpPBEHUMK
BO jaBEH NPOCTOP UMK ayan0-BU3YENHU MHCTanaunm 3a
13n0X0eHN NPOCTOPK, HEj3NHWTE Aena NPEHecyBaaT KPUTUHKO
3Haerbe NPeKy eCcTeTCKO UCKYCTBO. [lokpaj yMeTHMYKaTa
paboTa, Taa NuwWyBa TEKCTOBU 3a CNMCaHM]ja U OPXK
npenaBarba Ha yHUBEP3UTETU.

CuLMMoBCKa MarucTpupana npoCTOpHU CTpaTerum
(YmeTHMYKa wkona bepnuH- BajceHse, 2011roavHal v
LLOKTOpWpasa Ha fIMKOBHW YMETHOCTW BP3 0CHOBA Ha Npakca
(YHuBepauTeT bayxayc Bajmap, 2019 rogvHal. 0o 2021 roguHa
e MOCTAOKTOPCKa copaboTHWYKa Ha YHMBep3nTeToT bayxayc
BO BajMap, cnpoBeayBajku UCTparkyBatbe Ha MPOEKTOT
,My3ej Ha yMeTHMYKaTa CoNMaapHoCT”. Hekown o4 Hej3uHuTE
HeodaMHelWHM aHraXmMaHu BknyyysaaT: [lpea/ nocne Ckonje
2014" (rocTuH npeaaBay, TeXHUYKM YHUBEP3UTET bepuH,
CUD, 2021); ,0a nanata oo popym” [cemnHap, YHuBep3nuTeT
3a NpuMeHeTn Haykn bepnun, 2021/2022); ,Meounparse



xeTeporeHocT: ypbaHu nparosun” (cemunHap, copaboTka co
YHUBEP3NTETOT 3a NPUMEHETI HayKK BO bepH, 3aeiHNYKN
MacTep 3a apxuTekTypa, 2022/2023); ,ConnnapHocTa Ha
ymeTHoCTa (A-HauvoHanHu v TpaHckynTypanyu) “ [yMeTHUYKK
npoekT, copaboTka co ymeTHMuaTa Cy3aHa lenbepr, cnenysa
HacKopo).

XjvH-Cyk Ceo e jy>KHOKOPEjCKM YMETHVK KOj xuBee 1 paboTu Bo
Ceyn. MoasuxHUTE cnvkn n neppopmarcuTe Ha XjyH-Cyk Ceo,
Kako 1 nuwyBarbaTa, NCTPaXyBaaT Kako ceTunaTta u mpocTopoT
KOMYHWLIMPaAT 1 Ce PEKOHGUrypupaaT efHW CO APYru.
,XeTepoTonuja” (2010-2011), ,Bo3BuweHaTa NpocTUTYyLMja Ha
pywata” (2011), ,Tpema” (2013), ,beamunoceH eceHcku BeTap”
(2013), ,00 mopeTo” (2014), ,AHrenoT - cynTUAHO UMeHyBaH"
(2017), n ,HeuenocHwu pyuHn” [co M’mmxoHrcok, 2019) mery
OpyruTe NPOCTOpHW n3Benbw u n3noxbw, ru noseayBaaTt
BO Npawarbe 1 npepaboTyBaaT rpaHnLNTe Ha ,yMETHUHKOTO
0eno” 1 nckycTBoTO Ha rnegaqnTe. lpBuTe $a3n on HeroBuTe
BMOEO0 NPOEKTU 3a MOAEPHUCTWNYKE apX1TEKTYPa BO a3UCKNTe
NOCTKOMNOHWjanHN KOHTEKCTM Ce NprKaxaHu Ha BueHaneTo
rBaHMky (2011, 2018), bueHaneTo Ha apxuTeKTypaTa BO
BeHeuwuja (2014, 2018) n MeryHapoaHMOT NOKYMEHTapeH
decTtvsan DMZ (2019). Toj e ko-aBTop Ha kHurute ,Art of the
Future” (2016) v, Horror to the Extreme: Changing Boundaries
in Asian Cinema “ (2009), v ko-ypeaHuk Ha Ob.Scene,
cnucaxve 3a ,paboTv HaaBop o4 cueHaTta”. [penasa GuaM Ha
YHWBEP3NTETOT JOHCEMN.

Muna TypajnunK e pexncepka u BU3yenHa yMeTHNLa, PoeHa
B0 Jyrocnaswja 8o 1979 roanHa, 4umn 0OKYMEHTapHW Aena ce
basupaat Ha KOMBUMHaLUW]a Of YCMEHW UCTOPUNM, LOKYMEHTaPHW
apxuBW, UrpaHn GUIMOBY U NPOHAjAEHN CHUMKM 3a [1a Ce
M3MUCNN HOB PEQEKCUBEH ja3uK KOj ' CO0YYyBa MeMopujaTta

M YpHaTUHWUTE CO UCHEe3HaTWUTE HapaTuUBK Ha UCTopwujaTa.
HejanHute gokymeHTapHu punmosu ,Cinema Komunisto “u , The
Other Side of Everything “, 3a ko uma gobueHo MHory Harpaaw,
ce NpvKaxkaHu Ha bpojHu dunmckun dectusanu. Bo 2018 roanHa,
Taa 0obu Hapadka oa My3ejoT Ha MoEepHa YMETHOCT BO Hbyjopk
0a co3fane cepwja BUOEOMHCTanaumy 6asmpaHu Ha apxusi.
Muna Typajnuk BO MOMEHTOB xuBee 1 paboTu Bo benrpan v Bo
Mapus.
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Huk AjKeHc e uctpaxysayku kypaTop Bo MysejoT BaH Abe B0
AjHoxoseH (on 2012 roamHal u LokTopaHa Ha AkagemujaTa
BanaHa npu YHuBep3uTeToT Bo leTebopr (oa 2018 roavHal.
UneH e Ha ypenyBa4kunaoT oabop Ha L’Internationale online (on
2013 roavHal. HerosmoT NprMapeH VHTEpEeC e Aaja UCTpaxu
bopmaTa Ha n3noxbaTa Kako MECTO 3a UCTPaKyBatbe, Kako U1

HEJ3NHNOT KanaunTeT da KOHCTpyupa 1 MeaounTnpa NnonnTuyKn
3aMmucnn.

Momery BpojHuTe N3noxbeHn 1 ypeayBavku NpoexkTH, Taj

ja Kypupalle npBaTa ceongaTHa peTpoCcneKTBa Ha Pawung
ApauH (Van Abbemuseum, MAMCO, BALTIC, Garage Museum of
Contemporary Art, 2017-19) v 6ewe Ko-ypeaHuk Ha ,The Place
is Here: The Work of Black Artists in 1980s Britain” (Sternberg
Press, 2019 roavHa co Enusabet Pobrc), kako peaynTaT Ha
cepwja n3noxbu Bo XonaHauja u Benuka bputanuja. HerosuoT
aKTyeneH UCTpaXKyBa4ko-n3noxbeH NPOeKT e HacNoBeH
JpemoTyBatbe Ha UHTepHaumoHanuamoT. CueHn og 1990-TuTe
roOVHW, OeHec.” BknydyBajku HOBYU NPOEKTW, KonabopaTueHm
MCTPaXKyBa4Ky NPOEKTW 1 roneM 6poj NPUBATHWM U jaBHM
3aeMu, MPOEKTOT ja UCTpaXxkyBa 3aMucnaTta u npakTukaTta Ha
WHTEPHALMOHANM3MOT Of Pa3nuYHN NePCNEKTUBMN.

PoneHa Bo LlakapTa, 1984 roanta, Fpejc Camb6ox sepysa
[leKa Ha CeKoj 4oBeK My TpebaaT HajManky Tpu Konuu 04
cebe. Taa nocTaByBa Marnky noseKe npawarba, Na oTTyKa
Hej3nHaTa MOCBETEHOCT Ha KypaTopcka paboTa U CYyWTUHCKO
ncTpaxysare. Taa e oen on Hyphen - (o 2011 roamHal, Kako
v oa RUBANAH Underground Hub (og 2019 roavHal. HejsnHute
HeodaMHelWHN aHraxXmMaHu ro Bkiy4ysaat MeryHapoaHuoT
nuTepaTypeH pecTtusan Bo LlakapTta 2022 roguHa ,HawmoTt
rpag Bo HuBHKOT cBeT”; ,ABRACADABRA*” co Danarto dkk Ha
17-To UcTanbyncko bueHane (2022); ,Kako na Hema coHue” co
Hyphen - kako nen o 58. KapHeru MHTepHaunoHan, Mutcbypr
(2022]); n ,Cobriparbe 3aMpCEHOCTU 1 OTENOTBOPEHN UCTOPUN”,
3aefHu4KKM noToat Ha Galeri Nasional Indonesia, MAIIAM Myaej
Ha coBpemMeHa yMeTHOCT, My3ej Ha ymeTHOCT BO CuHranyp,
Nationalgalerie - Staatliche Museen zu Berlin n l'eTe-nHCTUTYT
(2021-2022).
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Iby6uua CnacKoBCKa npegaBa eBpPONCKa UCTOpWja Ha
YH1BEpP3NTETOT BO EKCeTep. HejanHnTe ncTpaxysadku
WHTEpPecK ce BO NOMUTUYKATa U COLMO-KYTYpHaTa ncTopuja
Ha MHTepHaLMOHann3maT, BKIy4yBajku pa3soj, HeBP3aHOCT,
[IEeKONoHM3aunja n UICTopun Ha reHepaunn. HejsmHoTo
HeodaMHelHo NcTpaxkyBarbe e objaBeHo Bo ,Journal of World
History, Contemporary European History, Labor History and
Nationalities Papers”. Taa e aBTopka Ha ,The Last Yugoslav
Generation: the Rethinking of Youth Politics and Cultures in Late
Socialism” (Manchester University Press, 2017) n,1989: A Global
History of Eastern Europe” (Cambridge University Press, 2019),
3aefiHo co bornaH Jakab, llejmc Mapk 1 Tobujac PynpexT.

bojaHa [uukyp pabotn kako KypaTopka Bo MofepHa ranepuja
/ Mysej Ha mogepHa ymeTHocCT Bo JbybrbaHa. HejanHnoT dokyc
Ha npodecroHaneH MHTEPEC e Ha NONUTUYKWUTE Npalara
KOW Ce 0HecyBaaT unv ce MaHndecTrpaaT Bo obnacTa
Ha yMETHOCTa, Co NoceBeH akLEeHT Ha PernoHoT Ha NocT-
Jyrocnasuja. Bo naMMHaTUTE HEKONKY FOOUHW Taa r Kypupatuwe
n3noxouTe ,Jy>KHW COSBE3AMja: NOeTVKAaTa Ha HeBp3aHuUTE”
(MonepHa ranepwja, Joybrbana, 2018 rogunHa; A3UCKN KyNTypeH
LeHTap, 'Banxy, JyxHa Kopeja, 2020 rogmHa; pyro mope,
Pueka, XpBaTcka, 2021 roavHa) Kou ce 3aH1MMaBaart co
TemaTa Ha HeBp3aHocTa. Bo 2021 rovHa Taa ja Ko-Kypupaue
,Peannsunpaj! CnpoTtuscTasu ce! Pearunpaj!, neppopmaHcoT
n nonuTukata Bo 1990-T1Te BO MOCT]yroCIOBEHCKM
KOHTEKCT"3ae/[lHO CO AeBeT Koneru oa pernoHoT (MonepHa
ranepwja, JoybroaHa). HejanHnuTe HajHOBM 13N0X61 rv
BKNy4yBaaT ,YMeTHOCTa Ha paboTa. Ha packpcHuuaTa nomery
yTOnM3MoT U (He)zasncHocTa” (kypaTop: b. Muukyp, A. MuzepwT,
W. inarwon, 3. bBaposuHal, MooepHa ranepwja, JoybroaHa) n
,Manupare (HeJconnaapHocTh”, Ko-KypupaHa co Jasua AHaHK
(boHpauwja A. M. KaTaH, Pamana).

llBaHa BaceBa e kypaTopka, UCTpakyBadka v nporpamcka
LVPeKTopKa Ha opraHunsauunjata ,dakynteT 3a paboTn wTo
He ce y4aT” - OPY 1 e ko-kypaTopka Ha AKTO ¢ecTuBanoT
3a COBPEMEHMN YMETHOCTK Koj nocToum of 2006 roanHa. Kako
KypaTOpKa, Taa UCTO Taka copaboTyBa 1 Co Apyru 3aegH1uUm
Ha[BOP 0 YMETHOCTa, pa3BMBajKu N3N0X0K, HO 1 NPoCTOpK
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Ha KO-KpeaLluja, pasroBop, KPUTUYKO NPencnuTysatbe 1
NONUTUYKO apTUKynuparbe Ha npobnemuTte. lobuTHUYKa e Ha
3naTHaTa Tpura 3a Hajaobpa nanoxba Ha PO19 (kypaTopka

Ha NPOEeKTOT), ABanaTv Harpanata Jlagucnas bapuwmnk”

oA AICA - MakenoHwja (ko-aBTop) v CneuwnjanHaTta Harpana

3a apxuTekTypa (Ko-y4vecHuk). Bacesa cneuunjanusnpaie
Kypupatbe Bo YMeTHUYKMOT LeHTap [le Anen Bo AMcTepaam.
BaceBa kypvpana MHory n3noxeu, UCKyp3UBHM MPOEKTU U
nporpamu Bo pasnuyHn My3eun, MHCTUTYLWN U YHUBEP3UTETU BO
3eMjaTa 1 CTPaHCTBO 1 e ypedHUYKa Ha noBeke nybnukauuu.
HejaunHu HajHoBW npoekTn ce: 17 AKTO ¢pecTusan 3a COBpPeEMEHU
ymeTHocTV — ,CoBpemeHu (HelaemokpaTun: puxkaTa v
3ae[lHNYKNTe NpocTopu” (pasnuyHu MecTa Bo Ckonjel;
Harpaga XVI JEHEC 3a mnaf Bu3yeneH yMeTHUK 00 35 rooUHN
(HaunoHanHa ranepuja Ha Penybnuka CesepHa MakenoHwja,
Ckonjel, ,[lpara penybnuko”, nephopmaHc ecej Bo copaboTka
co Ounun JoBaHoBCKY, KpucTrHa flenosau, BukTopuja
inuocka (TnaBHa nowTa Ckonjel, ,Peannanpaj! CnpoTrecTasy
ce! Pearupaj!, neppopmaHcoT 1 nonutukata 8o 1990-Tute

BO MOCTjyroCNOBEHCKM KOHTEKCT” (Ko-KypaTopka, MoaepHa
ranepwja, Jbybroanal.



Dan Acostioaei lives and works in lasi, Romania. He is a visual
artist and teaches at the George Enescu University of Arts. He is
a founding member of the Vector Association. His works focus
on the identity models of the Romanian society in transition,
as well as on the ideological borders between the economy
and the conditions of artistic production in Eastern Europe. His
projects have been shown at exhibitions such as “0One Sixth
of the Earth - Ecologies of Image”, MUSAC, Leon, Spain (2012],
“Transitland: Videoart in Central and Eastern Europe 1989-
2009”, Museo Nacional Centro de Arte Reina Saofia, Madrid, Spain
(2010J, “lluminations”, Level 2 Gallery, Tate Modern, London,
United Kingdom (2007), “In Times of Hope and Unrest”, MNAC,
Bucharest, Romania (2015), and “Art Encounters”, Timisoara and
Arad, 2017 and 2019, “Southern Constellations: Poetics of the
Non-Aligned”, Moderna galerija Ljubljana, 2019.

Dorde Balmazovié together with Dragan Protic, is co-founder
of Skart group. The group was founded in 1990 in Belgrade,
Yugoslavia.

From 1990 until 2000, the group was making little ‘samizdat’
books and artworks, then distributing them to the citizens
in self-organized street actions. During the 1990°s they
collabarated with many activist groups in Serbia, including
Women in Black, with whom they still collaborate now.

From 2008 to 2013, Skart was running ‘Poetrying’ - festival of
experimental poetry.

Since 2012 the collective has been putting on occasional
workshops with children. From 2013 to 2017, they did 17 maps
of migrants” journeys to Europe, based on testimonies of
migrants in asylum centres in Bogovadja and Banja Koviljaca.

In 2019, they made a graphic novel titled “A War”, based on a
testimony by Sasa, a young man drafted in the 1991 civil war in
Yugoslavia.

In 2021, Skart made a short documentary film titled “Duga
Resa”.

Dr Lina DZuverovic is a cultural worker based in London.
She founded Electra contemporary arts agency in 2003, and
is a Lecturer in Arts Policy and Management at the Film, Media

169



and Cultural Studies Department, Birkbeck College, University
of London. Her research focuses on explorations of collectivity,
gendered labour and contemporary art as a sphere of solidarity
and community-building. She founded Birkbeck’s Decolonial
Feminist Forum in 2019 and co-directs the BIRMAC-Centre for
Interdisciplinary Research in Media and Culture.

Previously Lina was Artistic Director of London’s Calvert 22
Foundation, Media Arts Curator at ICA, London, Education
Curator at the Lux Centre and has taught at Reading University
and the Institute for Contemporary Art, TU Graz, Austria.
Selected exhibitions include “Monuments Should Not Be
Trusted” (Nottingham Contemporary, 2016), Sanja lvekovi¢ -
“Unknown Heroine” (South London Gallery/Calvert 22, 2012),
5th Nordic Contemporary Art Biennial, Norway,2009), “Her Noise”
(South London Gallery/Tate, 2005).

Ana KneZevic is an art historian, PhD candidate at the
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Museology and Heritology department (Faculty of Philosophy
in Belgrade). She has been working on numerous projects

at the Museum of African Art in Belgrade since 2016 and is
ICOM and AICA member. She was also a member of the Artum
online journal editorial board (2015-2016). KneZevi¢ has co-
curated the following exhibitions: “Unprotected Witness

no.l: Afrodisiac” (2019), “Reflect - Namibia after 30 years of
independence” (2020), “Unprotected Witness no. 2: MMM”
(2020), “Non-Aligned World” (2021), “This is not a War - The
Liberation of Mind and Land, in Ink and in Action” (2021],
“Reflect #2 - Fragments, Fragilities, Memories” (2022). Her
published papers are dedicated to museums in the age of
cyber culture, art history methodology in cyberspace, as well
as architecture, pop culture, and contemporary art and visual
culture. She has launched the collaborative online heritage
map (https://nesvrstani.rs/), and is editorial board member of
the critical online museum platform (https://um.edu.rs/html/].
She is currently working on her PhD thesis with a focus on the
problem of cultural memory in cyberspace (case study: internet
memes), and is interested in oral histories, digital humanities,
the culture of remembrance, media studies, contemporary art,
film, and architecture.



Emilia EpStajnearnedher BAin Ethnology and Anthropology at
the Faculty of Philosophy, and Master’s Degree in Cultural and
Gender Studies at the Faculty of Political Sciences (University of
Belgrade]. She works at the Museum of African Art in Belgrade,
traversing the field of museum work through collaborative and
interdisciplinary curatorial projects. She is also executive board
member of ICOM Serbia. Recent exhibitions include: “Reflect
#2 - Fragments, Fragilities, Memories: Contemporary Art from
Angola” (2022), “Non-Aligned World” (2021), “'This is Not a War’
- Liberation of Mind and Land, in Ink and in Action” (2021), and
“Everyday Poetics - Instagramming Life in East Africa” (2019).
She has written: “Stories about Authenticity. The Provenance of
Objects at the Museum of African Art and How a Collection was
Made” (2021; available online). Her published papers include:
“Tracing Veda Zagorac at the Museum of African Art” (2018);
and “In Whose Name We (Cannot] Speak: Of Sojourner Truth
and ‘Experience’ as Starting Point for Living and Considering
the Political Subject” (2014). In 2022, she was chosen Serbian
delegate by the US Congressional Office for International
Leadership, sparking a new professional interest in the cultural
heritage and indigenous knowledge(s) of New Mexico.

Jovan Ivanovski studied architecture in Skopje and holds
a Master of Architecture degree from Dessau Institute
of Architecture in Germany and PhD from the Faculty of
Architecture in Skopje, University “Ss. Cyril and Methodius”. He
practiced architecture in offices in Switzerland and Germany.
lvanovski has participated in and won a number of awards
atinternational and local architectural competitions. He is
the author of numerous research projects and exhibitions on
architecture. He was one of the authors of the National Pavilion
at the 2006 and 2008 Venice Biennale of Architecture, and was
curator of the National Pavilion on the 2014 Venice Biennale
of Architecture. He is member of the curatorial advisory board
of the New York’s Museum of Modern Art exhibition - “Toward
a Concrete Utapia: Architecture in Yugoslavia, 1948-1980".
lvanovski works as Associate Professor at the Faculty of
Architecture in Skopje.




Ana_Ivanovska Deskova studied architecture in Skopje
and holds a Master of Architecture degree and PhD from the
Faculty of Architecture in Skopje, University “Ss. Cyril and
Methodius”. Her main research interest is focused on the
modern architecture in Skopje, in particular, Skopje’s post-
earthquake renewal. lvanovska Deskova has participated in and
won a number of awards at international and local architectural
competitions. She is the author of numerous research projects
and exhibitions on architecture. She was one of the authors of
the National Pavilion at the 2008 and 2014 Venice Biennale of
Architecture. She is member of the curatorial advisory board
of the New York’s Museum of Modern Art exhibition - “Toward
a Concrete Utopia: Architecture in Yugoslavia, 1948-1980".
lvanovska Deskova currently works as Assistant Professor
at the Faculty of Architecture in Skopje, teaching History of
Modern Architecture and Protection of Building Heritage.

Vladimir Deskov graduated from the Faculty of Architecture
at the “Ss. Cyril and Methodius” University in Skopje in 2004. His
main research interest is focused on the city of Skopje and its
architecture, the influence of economic, political and social
transformations on the way in which the city changes, and
their impact on architecture. Deskov has participated in and
won a number of awards at international and local architectural
competitions. He is the author of numerous research projects
and exhibitions on architecture. He was one of the authors of
the National Pavilion at the 2008 and 2014 Venice Biennale of
Architecture. He is member of the curatorial advisory board
of the New York’s Museum of Modern Art exhibition - “Toward
a Concrete Utapia: Architecture in Yugoslavia, 1948-1980".
Deskov is currently a PhD candidate at the Faculty of
Architecture in Zagreb; since 2007 he works at the School of
Architecture and Design at the American College University in
Skopje.

Sinisa I1ic isan artist who works in various media and deals
with social phenomena and mechanisms, exploring forms of
labour, tensions in society, violence and unstable situations.
He has exhibited at the Cultural Centre and at the October
Salon in Belgrade; the Museum of African Art, Nova Gallery in
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Zagreb; MAXXI Museum in Rome, Georges Pompidou Centre,
Kadist Foundation in Paris; Tate Modern and Calvert 22 galleries
in London; Ural Biennial in Yekaterinburg, WUK and Open Space
galleries in Vienna, LOFOTEN festival, MOCA in Belgrade, Zagreb/
Collection Richter and Ljubljana. He deals with scenography and
design of exhibition and performance space. He graduated from
the Faculty of Fine Arts in Belgrade. Ili¢ has collaborated on a
number of artistic and collective projects, negotiating different
co-authorship structures. He is one of the co-founders of TkH
- Teorija koja hoda/Walking Theory (2001-2017), an artistic and
theoretical platform from Belgrade. He was a co-curator with
Bojan Bordev and Maja Mirkovi¢ of the Serbian exhibition “Scene
Wark Ahead”, at the Prague Quadrennial of Performance Design
and Space 2019, and Gestures, Signs of Life, 31. Nadezda
Petrovi¢ Memorial in Cagak, 2022, co-selector with B. Bordev.

Teja Merhar is a curator in the Archives Department at Moderna
Galerija in Ljubljana.

MiloS Miletic¢ and Mirjana Radovanovic jointly
practice visual art and research as KURS. In their work they
explore how artistic practice can contribute (and become an
integral part) to various social struggles. As a starting point
they often use archival material combined with revolutionary
poetry/prose and the visual language of progressive
movements from the past. Most often they produce murals,
illustrations and various printed materials. They are guided by
the idea that the content they produce should be didactic and
accessible to the wide public. They believe that the field of art
can and should be part of the political struggle for a more equal
society. www.udruzenjekurs.org

The Non-Aligned Art Collection Laboratoryisa
project aimed to develop contemporary research and archival
artistic practices and their implementation in the artistic and
educational programs of the Centre for Contemporary Art of
Montenegro, as well as to connect this extremely valuable
and substantial collection, which testifies to an important
international histarical context, with the international academic
and artistic community. The intention is to continuously
develop activities through this program that would contribute
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to historicisation and new interpretations, as well as to renewal
of the international communications and exchanges nurtured
by the very collection.

The project is being implemented by a team of curators and
conservators: Marina Saranovi¢, Anita Culafié, Nada Bakovi¢
and Natalija VujoSevic. The project is part of the program of the
Centre for Contemporary Art of Montenegro, which houses the
Collection of Art from Non-Aligned Countries.

The Gallery of Art of the Non-Aligned

Countries “Josip Broz Tito” wasinauguratedon
September 1, 1984, in Titograd, SFR Yugoslavia. The gallery was
located in the Petrovi¢ Palace in KruSevac. During the existence
and work of the gallery, a collection of about 800 artworks from
56 non-aligned and developing countries was formed.

In addition to accumulating artworks and forming collections
and permanent exhibitions, the gallery’s activity was aimed

at arganising numerous group and solo exhibitions from
Algeria, India, Cuba, Venezuela, Mexico, Sri Lanka, Bangladesh,
Philippines, Ecuador, Mali, Indonesia, Uganda, Cyprus,
Argentina, Bolivia, Tanzania, Tunisia, etc. Certain non-aligned
countries donated particularly valuable exhibits to the gallery,
including India, Egypt, Bolivia, Cuba, Cyprus, etc. The existence
of such a gallery and its work has enabled an encounter of

the artistic ideas and achievements from all meridians in one
place and empowered then marginalised artistic specialties
and features and cultures of non-aligned countries, to fight
through a joint action for equal status in the field of culture,
against a strong Eurocentric preconception at the time of

their artistic values and cultural heritage. Preservation and
affirmation of autochthonous cultures were the aim, as well

as the requirement for establishment of equal relations and
development of cultural pluralism in the world, which was
advocated by the members of the Non-Aligned Movement. The
Gallery of Art of the Non-Aligned Countries was established with
the purpose of “contributing to the affirmation of the principles
and goals of the non-alignment policy in the field of culture”. In
that sense, this gallery was a unique cultural institution in the
world.



The gallery performed the following activities: collecting
artworks from non-aligned countries; organising permanent
exhibitions, exhibitions inside its own premises and occasional
exhibitions on the territory of SFR Yugoslavia and abroad;
organising encounters, talks and symposiums on artistic
creation in the non-aligned and developing countries;
providing studios in which artists from non-aligned countries
occasiaonally worked; pedagogical work on artistic human
resources establishment; issuing publications that were used
for the affirmation and follow-up to the development of artistic
creation of non-aligned countries.

The artists’ study visits were also organised in the gallery. Many
artists from non-aligned and developing countries stayed in the
gallery’s studios. In addition to working in studios, the artists
held lectures on the art of their countries, meeting our artists
with whom they exchanged experience and built contacts. It

is interesting to mention that the impressive work “Family” by
sculptor Bernard Matemer, a spatial sculpture in white marble,
was created during the artist’s stay in the Titograd studio, in
1987. The gallery also arganised competitions for documentary
TV films on art and culture of the non-aligned and developing
countries. UNESCO has supported many activities of the gallery
- symposia, fine arts triennials of non-aligned and developing
countries, summits, etc. In addition to thematic exhibitions, the
gallery organised cultural events that included other contents,
such as dance, music, TV shows and more, which contributed
to a better introduction and understanding of the cultures of
these countries (events such as Bays of Indian Culture, Days of
Indonesian Culture, Days of Tanzanian Culture]. The gallery was
the only organiser, de facto, of Yugoslav and Montenegrin art in
that part of the world (non-aligned and developing countries).
International cooperation has been widely achieved; programs
have been implemented with Italy, Denmark, the Netherlands,
in accordance with available financial means. Corresponding
international agreements have provided quality and low-cost
programs. The gallery Josip Broz Tito has enabled Yugoslavia to
present the exhibitions in Algeria, Harare, Lusaka, Delhi, Dar es
Salaam, Alexandria, etc.



In a short time, the gallery has become one of the most
frequented places in the city. More than one hundred thousand
visitors were recorded in the days of celebrating the first
anniversary of this institution. With its artistic mission, this
organisation of special social interest had an exceptional
significance that exceeded the framework of our city, the
Republic and Yugoslavia.

With the change of social circumstances, after a decade of very
successful functioning in our country and the world, the Gallery
of Art of the Non-Aligned Countries “Josip Broz Tito”, ceased

to work in 1995. Consequently, the Parliament of Montenegro
made a decision on April 4, 1995, to form a new cultural
institution, the Centre for Contemparary Art of Montenegro. The
newly formed Centre inherited the complete, extremely valuable
and exceptionally diverse art fund of the former Gallery of Art of
the Non-Aligned Countries.

Borko Lazeski (1917-1993]is one of the most important
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Macedonian authors, painters, muralists, who left behind a
rich, diverse and exceptional body of works. He studied at the
Art School in Belgrade, and graduated at the State Art Academy
in Sofia. He was actively involved in the National Liberation
Army (NOBJ, sketched the life of the partisans and became a
chronicler of the events and the general ambience of the time.
He took an active part in the formation of DLUM and the Art
Schoolin Skopje, and was one of the first professors at this
school. As a scholarship recipient of the French Government,
he went to Paris where he specialized in fresco painting and
mosaic at the L'Ecole nationale supérieure des beaux-arts

and contemporary painting in the class of Andre Lot. He was
one of the founders and acting director of the Art Gallery in
Skopje and was a member of the DENES group. His most famous,
monumental work is the "Fresco for NOB" in the Old Railway
Station, demolished by the earthquake in 1963. Lazeski also
taught as professor at the Pedagogical Academy in Skopje and
the Academy of Fine Arts in Baghdad. He made numerous study
trips to Italy, Greece, Austria, Germany, Jordan, Syria, Lebanon,
Egypt, Irag, Afghanistan, Pakistan and India.



Daniela Berger Prado (b. Santiago, Chile)is a Curator and
Art histarian, and holds a MA in Curating Contemporary Art from
The Royal College of Art, London. She warks as Curator and
Head of the Exhibitions Programme at Museo de la Solidaridad
Salvador Allende since 2016. Some of her latest curatorial and
editorial projects include: “Anchor 637" with Hugo Rivera-Scott
and others (MSSA, 2019); “Soft walls. Being between borders”
(MSSA, 2017); “The Emergency of Pop. Irreverence and street
in Chile” (MSSA, 2016J; “The hearing mundus, Melania Lynch”
(Galeria Panam, Santiago, 2017); research and edition for the
collector’s book about artist Francisca Prieto alongside with
the exhibition “The three dimensions” (Museo Nacional de
Bellas Artes, Santiago; a Lustro project UK-Chile, 2017-19); and
“National Institute of the Uncertain Future”, an exhibition and
publication about Chilean female artists (Cervantes Institute,
Moscow, Russia, 2018; and Galeria Espora, Santiago, 2019) and
R0OJO (REDJ, MSSA collection exhibition around the idea of colour
2019-2021.

Federico Brega Baytelman, archivist

Victoria Martinez Fadic, artist and researcher

Darinka Pop-Mitic isbornin Yugoslavia and lives and works
in Belgrade, explores the relationship between history and the
space of memory. Her objects and paintings thus constitute a
trigger for souvenir involontaire, which re-actualises the past
for the viewer. Some of her exhibitions include 9th Gwangju
Biennale “Roundtable” (2012) and 11th Istanbul Biennial “What
Keeps Mankind Alive?” (2008). She has won consecutive October
Salon international jury awards, in 2008 and 2009, and AICA
Award at the 49th October Salon (2008).

Dubravka Sekulig isan architect, theorist and educator. Her

research explores transformations of contemporary cities,

at the nexus between the production of space, laws, and
economy. She holds a PhD from the Institute for History and
Theory of Architecture, ETH Zurich (CH) on the relationship
between the Yugoslav construction industry and the Non-
Aligned Movement. Before becaming a Senior Tutor at the
School of Architecture, Royal College of Art, London (UK] in




2020, she was an assistant professar at the IZK - Institute

for Contemporary Art, Graz Technical Univerity, Graz, Austria.

She is the author of several books including Glotzt Nicht So
Romantisch! On Extralegal Space in Belgrade (Jan van Eyck
Academie, 2012), and most recently she collaborated with artist
and filmmaker Ana Husman an Don't Trace, Draw! (2020, a film
that explored the spatial legacy of the Yugoslav pedagogical
reform.

Ivana Sidjimovska isavisual artist, urban space researcher
and a writer. Her artistic practice is socially engaged
and participative, involving transdisciplinary work on the
intersection between art, digital media and urban sociology.
She is concerned with deconstructing and subverting
hegemonic narratives, thereby utilising different methodologies
- mental mapping, walking, interviewing, soundwalking, audio-
visual recarding, archival research. Manifested as in situ public
space interventions or audio-visual installations for exhibition
spaces, her works convey critical knowledge through aesthetic
experience. In addition to working artistically, she writes
articles for journals, teaches and gives lectures at universities.

Sidjimovska holds an MA in Space Strategies (Art School
Berlin-WeiBensee, 2011) and a practice-based PhD in Fine
Arts (Bauhaus University Weimar, 2019). Since 2021 she is a
Postdoc Fellow at the Bauhaus University Weimar, conducting
research on the project “Museum of Art Solidarity”. Her recent
engagements include: “Before/After Skopje 2014” (guest
lecture, Technical University Berlin, CUD, 2021); “From Palace
to Forum” (seminar, University of Applied Sciences Berlin,
2021/2022); "Mediating Heterogeneity: Urban Thresholds”
(seminar, collaboration with the Bern University of Applied
Sciences, Joint Master of Architecture, 2022/2023); “Solidarity
of Art (A-National and Transcultural)” (artistic project,
collaboration with artist Susanna Schénberg, forthcoming).

Hyun-Suk Seo is a South Korean artist based in Seoul. Hyun-
Suk Sea’s moving images and performance works, as well
as writings, investigate how senses and space interact with
and reconfigure each other. “Heterotopia” (2010-2011), “The
Devine Prostitution of the Soul” (2011], “Stage Freight” (2013),
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“Heartlessly Autumn Wind” (2013), “From the Sea” (2014),
“The Angel - Tenuously Named” (2017), and “The Incomplete
Ruins” (with Gimhongsok, 2019), among other site-specific
performance pieces and exhibitions, question and rework the
boundaries of “art work” and viewers’ experience. The first
phases of his video projects on modernist architecture in the
Asian postcolonial contexts have been shown at Gwangju
Biennale (2011, 2018), Venice Architecture Biennale (2014,
2018), and BMZ International Documentary Festival (2019). He
is co-authar of the books “Art of the Future” (2016) and “Horror
to the Extreme: Changing Boundaries in Asian Cinema” (2009,
and co-editor of 0b.Scene, a magazine for “things out of the
scene.” He teaches cinema at Yonsei University.

Mila Turajliéisa filmmaker and visual artist born in
Yugoslavia in 1979, whose documentary works draw on a
combination of oral histories, documentary archives, fiction
films and found footage to fabricate a new reflexive language
that confronts memory and ruins with the disappearing
narratives of history. Her award-winning documentaries
“Cinema Kamunisto” and “The Other Side of Everything” have
been featured in numerous film festivals. In 2018, she was
commissioned by the Museum of Modern Art in New York to
create a series of archive-based video installations. Mila
Turajli¢ currently lives and works between Belgrade and Paris.

Bornin Jakarta, 1984, Grace Samboh believes that every person
needs at least three copies of themselves. She asks a little
too many questions, hence being invested in curatorial work
and groundwork research. She is attached to Hyphen — (since
2011) and affiliated to RUBANAH Underground Hub (since
2019). Her recent endeavars include the Jakarta International
Literary Festival 2022 “Our city in their world”; "ABRACADABRA*”
with Danarto dkk in the 17th Istanbul Biennial (2022); “As if
there is no sun” with Hyphen — as part of the 58th Carnegie
International, Pittsburgh (2022); and “Collecting Entanglements
and Embodied Histories,” a joint venture between Galeri
Nasional Indonesia, MAIIAM Contemporary Art Museum,
Singapore Art Museum, Nationalgalerie - Staatliche Museen zu
Berlin, and Goethe-Institut (2021-2022).




Nick Aikens isresearch curator at the Van Abbemuseum,

Eindhoven (since 2012) and a PhD candidate at HDK Valand,
University of Gothenburg (since 2018). He is a member of the
editarial board of L'Internationale anline (since 2013). His
primary interest is in exploring the form of exhibition as a site
for research, as well as its capacity to construct and meditate
political imaginaries.

Amongst numerous exhibition and editorial projects, he curated
the first comprehensive retrospective of Rasheed Araeen (Van
Abbemuseum, MAMCG, BALTIC, Garage Museum of Contemporary
Art, 2017-19) and co-edited The Place is Here: The Work of
Black Artists in 1980s Britain (Sternberg Press, 2019 with
Elizabeth Robles), resulting from a series of exhibitions in the
Netherlands and the UK. His current research-exhibition project
is titled 'Rewinding Internationalism. Scenes from the 1990s,
today’. Involving new commissions, collaborative research
projects and a number of private and public loans, the project
explores the construct and practice of internationalism from
diverse perspectives.

Ljubica Spaskovska islecturerin European History at the

University of Exeter. Her research interests are in the political
and socio-cultural history of internationalism, including
development, non-alignment, decolonisation and histories

of generations. Her recent research has been published in
the Journal of World History, Contemporary European History,
Labor History and Nationalities Papers. She is the author of
The Last Yugoslav Generation: the Rethinking of Youth Politics
and Cultures in Late Socialism (Manchester University Press,
2017) and 1989: A Global History of Eastern Europe (Cambridge
University Press, 2019), with Bogdan lacab, James Mark, and
Tobias Rupprecht.

Bojana PisSkur works as a curator in the Moderna Galerija /
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Museum of Modern Art in Ljubljana. Her focus of professional
interest is on political issues as they relate to or are manifested
in the field of art, with special emphasis on the region of post-
Yugoslavia. In the past few years she curated the “Southern
Constellations: The Poetics of the Non-Aligned” exhibitions
(Moderna Galerija, Ljubljana, 2019; Asia Culture Center, Gwangju,



South Korea, 2020; Drugo Mare, Rijeka, Croatia, 2021) which
dealt with the topic of non-alignment. In 2021, she co-curated
“Realize! Resist! React! Performance and Politics in the 1990s in
the Post-Yugoslav Context” together with nine colleagues from
the region (Moderna Galerija, Ljubljana). Her latest exhibitions
include “Art at Work. At the Crossroads between Utopianism
and (In)Dependence” (curated by B. Piskur, A. Mizerit, I. Spanjol,
Z.Badovinac, Moderna galerija, Ljubljana) and “Mapping
(Un)Solidarities”, co-curated with Yazid Anani (A. M. Qattan
Foundation, Ramallah).

Ivana Vaseva is a curator, researcher and program director of

the organization “Faculty of things that can’t be learned” - FRU,
and is co-curator of the AKTO Festival for contemporary arts
Arts that exists since 2006. As a curator, she also collaborates
as well with other communities outside the arts, developing
exhibitions as well as spaces of co-creation, conversation,
critical rethinking and political articulation of problems. She
wan the Golden Triga for best expaosition at P19 (curator

of the project), and has also won two “Ladislav Barishikj”
awards from AICA - Macedonia (co-author], and the Special
Architecture Award (co-participant). Vaseva specialized

in curating at de Appel Arts Centre in Amsterdam. She has
curated many exhibitions, discursive projects and programs
in various museums, institutions and universities both in the
country and abroad and is an editor of several publications.
Her latest projects include: 17 AKTO festival for contemporary
arts - “Contemporary (nonJdemocracies: Care and spaces of
the common” (various places in Skopje); XVI DENES award for
young visual artist up to 35 years of age (National Gallery of
the Republic of North Macedonia, Skopje), “Dear Republic”,
performance essay in collaboration with Filip Jovanovski,
Kristina Lelovac, Viktorija Ilioska (Main Post Office Skopjel,
“Realize! Resist! React!, Performance and Politics in the 1990s
in the Post-Yugoslav Context” [co-curator Moderna Galerija,
Ljubljana).



lan Akoctmoaej, Mopuwa nog nyctuHm, 2016-2017
Dan Acostioaei, Seas under Deserts, 2016-2017
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DH3 apxuBcku matepujanu, MnakaTtu, doTorpaduu, nybaukauuu
NAM archival materials, Posters, photos, publications
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fopfe banmasoBuk, HeBp3aHa MerykynTypHa nonuHauuja, 2020/2021
Porde Balmazovié, Non-aligned cross-cultural pollination, 2020/2021




l'yBepoBuUK (Taa/Hea), ApXMB Ha CONMAAPHOCT HAa jYroC/NOBEHCKOTO [IBUXEHE

Ha HeBp3aHuUTe, AOKyMeHTuW Ha Oma [yBepoBuK, 1960 roguHa - [OeHec
DZuverovié¢ (she/her), Yugoslav Non-Aligned Movement Solidarity
Archive, the documents of Olja DZuverovié, 1960 - present
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Emunuja EnwtajH u Ana KHexeBuk,Mysej Ha adpukaHcka ymeTHocT, benrpap
‘0Ba He e BojHa’ - OcnobogyBawme Ha ymMOT M Ha 3emjaTta, BO MacTuiao u Bo geno, 2022

Emilia EpStajn and Ana KneZevié¢, Museum of African Art, Belgrade
‘This is Not a War’ - Liberation of Mind and Land, in Ink and in Action, 2022
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JosaH llBaHoBcku, Ava llBaHoecka [leckosa, Bnagumup Jleckos
[PANEBE CONMUIAPHOCT Apxuscku usseutaj: HagTen komnnekc, barpag, lUpak, 1982-19&9[ 2022

i - Jovan Iva i, [vanc ) Viadimir Deskov
il i aq, 1982-1989, 2022
27908




CuHnwa Nnuk

3a anatkute u

2019

opyxjeTo,

Sinisa Ilié

On Tools and

2019

Weapons,
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HA
YUJA
CTPAHA
cu?

Teja Mepxap, Kaprtorpaguja Ha meryHapogHuTe copaboTku BO
Kkyntypata Ha COP JyrocnaBuja co 3emjute BO pa3soj, 2019

Teja Merhar, Cartography of SFR Yugoslavia’s International
Collaborations in Culture with Developing Countries, 2019



A 3Hae feka
Ha THe GperoBH
HeMa

HH MUD

HH ITOYHHKa,




NabopaTopuja Ha HeBp3aHaTa
YMETHWUYKA Konekunja

(MapuHa Yenebuk, AHuta Yynaouk,
Haga bakoBuk, Hatanuja
Byjowesuk), Komekuymjata kako
KoHcTenauyuja, 2022

The Non-Aligned Art

Collection Laboratory

(Marina Celebié¢, Anita Culafié,
Nada Bakovi¢, Natalija
VujoSevi¢), Collection as a
constellation, 2022

-




bopko Jlazecku, TpeTuoT CBET BO MOXOA WK
TpeTnoT cBeT M HeBp3aHuTe, 1983

Borko Lazeski, The Third World on the Move i.e.
The Third World and the Non-Aligned Movement, 1983
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MY3EJ HA CONUAAPHOCTA CANBANIOP ABEHJE

(NaHuena beprep, Oepepuko bpera, BukTopuja MapTuHes),
be3 orpanuyysawe. MCCA, My3ejoT kako cnopa, 2022

MUSEUM OF SOLIDARITY SALVADOR ALLENDE

(Daniela Berger, Federico Brega, Victoria Martinez),
No Containment. MSSA, the Museum as Spore, 2022




flapurka Mon Mutui

Hepena Ha JlatuHcka Amepuka, benrpag
1977 roguHa. PekoHCTpykuymja Ha
MHcTanaumMja Bo nobu-kagynero Ha
CTYREHTCKMOT KYNTYpeH LeHTap BO
benrpag, 2022

Darinka Pop Miti¢

Week of Latin America, Belgrade,
1977.Reconstruction of the
installation in the lobby coffee shop
of the Students Cultural Centre

in Belgrade, 2022
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fly6paska Cekynuk

arybena u HajpeHa noeTuka
Ha HeBp3aHaTa Tpkane3Ha maca (benrpag,
llycaka, Xapape, Ockap faBuyo), 2022

Dubravka Sekulié

The Lost and Found Poetics of the
Non-aligned Round Table (Belgrade,
Lusaka, Harare, Oskar Davico), 2022
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lBaHa CuyumoBCKa

My3ej Ha ymeTHMYKA COAMBAPHOCT:
ABToHOoMeH my3ej, 2022

Ivana Sidjimovska

Museum of Art Solidarity:
The Autonomous Museum, 2022
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Xjyn-Cyk Ceo
lloba Ha ugHuHaTa, 2020

Hyun-Suk Seo
The Age of Future, 2020




W36op on npeoHarpagesute of Csetckata ranepuja Ha kapukatypu, Ckonje
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PakynteT 3a paboTu WTO He ce Faculty of things that can’t

yyat - OPY, Ckonje, 2023 be learned - FRU, Skopje, 2023
www.akto-fru.org www.akto-fru.org
lBana Bacesa ' ~Ivana Vaseva

BaHa BaceBa, bojaHa Muuwkyp ‘Ivana Vaseva; Bojana Piskur
ﬂeHmé CaparnmHoBCKM Denis Saraginovski

LleHnc CaparuHoBCKM, Denis Saraginovski,
HeHapn ToHkuH, Ounun JoBaHOBCKMU, Nenad Tonkin, Filip Jovanovski,
BaH4Yo Benkos, MapjaH loprues, ~ Ivancho Velkov, Marjan Gjorgjiev,_:
AHToHuo [oprues, bopuc Antonio Gjorgjiev, Boris Vasileski, ..
Bacunecku, MapTMHa HeTpeCKa! Martina Petreska, Ivana Samandova

'_ lBaHa CamaHpoBa
Faculty of things that can’t be

GakynTeT 3a paboTu WTO He ce learned - FRU, Skopje as part of

yyaT - OPY, Ckonje, Kako gen on 17. AKTO festival for contemporary.
17. AKTO OecTuBan 3a COBpPEMEHN arts ;
YMETHOCTHK Y

. Moderna Galerija, Ljubljana,
MopepHa ranepuja, bybmana, Centre for Contemporary Art of
lleHTap 3a coBpeMeHa yMeTHOCT Montenegro, Podgorica
Ha lpHa lopa, Mogropuua 2 P
y Supported by the Ministry
of Culture of the Republic

of North Macedonia, European

MopopxaHo of MuHMCTEpcTBO 3a
KynTypa Ha Peny6nuka CesepHa
MakepoHuja, EBponckn npoekT
ISLOKIN ko-duHaHcumpaH op EY

Koma anzajH cTynMo Koma design studio

KOpUCTEHN Ce 0purUHAIHM Original illustrations and

UnycTpauuMu v GoTorpadun Ha photographs of the cover page by :
HACNOBHATa cTpaHa Ha [oprfe Cumuk: Dorde Simi¢ for the book “Kolonije °
3a KHUrata ,KonoHun Hekoraw u nekad i sad” by Vera Nikolova,
.cera” o Bepa Hukonosa, uspafeHa published by RAD, Belgrade in 1954

. oa PAL, benrpaa, 1954 roamsa . - are used for the poster design f'ﬁ

e L Ll : Nevenka Nikolikj
Il e UL ProMedia, Skopje
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project ISLOKIN co-financed by EU fif; %



CIP - Katanormsauuja Bo nyb6nukaumja
HaunoHanHa u yHuBep3uTeTcka 6ubnuoteka ,CB. KnumeHT Oxpupcku”, Ckonje

7.011.3(06.064)
327.55:325.8(083.824)
327.55:172.16(083.824)
327.55:316.7(497.7) (083.824)
327.55:7/8(497.7) (083.824)

HA uynja cTpaHa cu? : 3a HeBp3aHaTa AeKOJOHMjanHa KOHcTenauuja :
MeryHapogHa rpynHa u3nox6a M jaBHa nporpama / [ypeanuk Weana Bacesa ;
TekcT llBaHa Bacesa, bojaHa Muukyp ; ¢oTtorpaguja [lenuc CaparuHoBcKM ;
npeBoJ Ha MaKedOHCKM W aHrnucku jasuk HeeeHnka Hukonuk] = Which side are
you on? : on the non-aligned decolonial constellation : international
group exhibition and public program : 17. AKTO / [editor Ivana Vaseva ;
text Ivana Vaseva, Bojana Piskur ; photography Denis Saraginovski ;
translation in Macedonian and English Nevenka Nikolikj]. - Ckonje :
GakynteT 3a paboTu wto He ce yyat = Skopje : Faculty of things that
can’t be learned, 2023. - 205, [S] cTp. : wnycTp. ; 24 cm

TeKCT Ha MaK. M aHri. jasuk. - QyCHOTU KOH TEKCTOT
ISBN 978-608-65831-6-3

a) AHraxupaHa ymeTHocT -- lI3nox6u 6) [iBuxewe Ha HeBp3aHUTe —-
AHTuKONOHMjanM3am u conupapHocT —-— Kartanosu B) [lBUXewe Ha HEBp3aHUTE —-
KynTypa n ymeTHocT -- JyrocnaBuja r) [lBuxewe Ha HeBp3aHuTe -— Kyntypa u
ymMeTHoCT —-- MakepgoHuja

COBISS.MK-ID 59191301

{ Dakynrer 33
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Mederna galerija T
'(I'x:]cilgl'yhg{ Museum of Modera Art, Ljubljsna d
Can'lgBe plus Muze] sodobne umetnosti Metelkova FEMYEAMHE, CEBEPHA LIAKEADHSIA

Learned } Museum of Contemporary Art Metelkova CENTAR SAVREMENE UMJETNOSTI

HALMOHANHA ONEPA M BAAET CRNE GORE

Co-funded by
the European Union

Peny6uia Cenepra MaxesorHja

MuHHCTepCTBO 3a Ky/ITypa
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